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.

Contact with the British Governiient, missionary and
comrmercial bodies has revolutionised the political, =zconomic,
and religious 1life of the Ibos. The British brought unity and
stability in government. Freviously, tihe Ibos exlsted uncer
very many family heesds, autonomous in thenmscslves, and having
no singzle jpcerson o exercised autiority over umany Cfatillies in

-

the form of calels and lings

Occasioneally, one fexlly hecad
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cneared stronzger than a few other faunily

)

aclino.sledzed as the head of all these familiecs. COf all tae
peorles around Ibo country, no otlier group lived under sucnh
family heads, The Yorubes had their obas, and tie uausas nad
their enirs. for adrinistrative pur:toses, the British grouped
famnilies together, and apwointed chiefs and osara.iount chiefls

to be st the cads of these lar;er entities.

iissionaries introduced Caristianit Freviously, tie

v

Ibos worshipned different gods whom they think of ss messengers

nat I taink that one
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of the gr=ctest contributions wgs .ade. DBeflore the advent
of the British rovernment and missionaries, tixe Ibos hiad no
viay or method of writing dovm their history, their figures,
their impressions, in fact, anytaing, not even on cley or any
form of pavyrus. Iiiistory wes handed dowm from father to son,

and by the time this hes gone on for sore time, the lacts



were so distorted that they could not be called facts any

mission-

jon

riore., With the cominzg of the British Government en
aries, the Ibos learnt to recd and vwrite, letters becaue a
corrion occurrence, nost oi'ficecs wire establis:iec; 1t was no
lonzer necessary to send soniebody personally to somebouy else
many nilss away over donq2rcus ond rougsih foctoaths. Thils was
rather expensive ani the pzsrson sent might be attacled on the
way by higawaryien or wilu animals. Loreover, primers and
story bocks were written in Ibo language. 1Ibo history bocks
ﬁere written both in Ibo and knglish,

Before tiie advent ol western education, countebvle num-
bers were very limited. Zecyond a certein figure, subsequent
ones were dazsisgnated 'uncounteble!'. Jith the reading end

yriting of English, it was found taat those nwbers wreviously

~

considered beyond nen's coun:ing were actually easy to count,

's) .

so the Ibos began to wevise ways and ueans of extonding ticir
urner range of {ignres.

There nas always been a great tairst lfor e.wucetion.
Caildren ¢nd youn: people were ready to lcave thelr noncs in
quest for krowledze. They were ready to travel any cistance
un to ten miles and »nay nigh fecs in order tc attesn. an
elementary school. ‘ihe author hes travcliled five miIles every
morning to go to an elenicntary sclicol. ilow, there is the
frez universel »rincry cducatlon, wnd cltnou
corizulscry, almost all youns mzozle zo to sciocl. ror lacl:
of zdecuate facllity at hone, tiose wio could alflora i1t went
tunose who could not

oversesas to nloces of nlisner learnin

(r .
u,
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aflord 1t study at home to quelifly as University gra.ustes;

Y

but thouvsands of others wlith rodest neans ned to co without

K ~
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1icoher education. The need for excans’on ol university

[

educatlion was thus long felt. Yherelore, witihh tine establisa-
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ment of the Unilversity of nigeria at lisulidia in the

ct

Ivo land, taroushh thie co-operation of thae International

Co-oneration Adninistretion, the Dritish Inter-University

Counecll, and tihe EHas ceria governient, a new cixedter wes

opened in JToo and Ligerian niher cducatilon.
Loolzing at the otiicr side of thie nicture, both tie

3 . .

british Gover:ent, the ul onarics ond the commercial bozizs,
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witinout rmeaonins to do so, did a lot ol hwevoe to the art and
rusic of tne Ibos. Decause the art was s0 stronsc and because

N

a Tew vicre connected withh the reli~ious wors

*

tic Ibos,
all works of crt were collectively labelled hzstlien and
supzrstitious. Thereiore, tliecy were lestroyed and ol course,
not considercd fit {or dcvelopient. O course, not ail toe

works ol ¢rt were connccted witii heethcn worsiiin,.

o)

The white mon viewed the sound of the Jdrum with susnicion

¢

eand disturhing because he thinks 1t was 2ll noise, the
instruments crude end primitivs, the singing strin e and
ncoutnh. Thereiore, becouse thne vmite man has turned niis nose
up on these things, they should be got rid of; so wveoung

~eople urelered penny wiistles anda chcop moutn orzens to thelr
indisenous instruments. The cominz of the graothons,
nidated narnoninis, and otier ciea)d instruments wilich were

noveltics bput were not reslly belng »nlered well, couplzd wita



the fact thast youns ~eonle move early to biz citlies in order
to attend schools and loolr lor jcbs, struclt a hecvy blow to

the srts, rmisical instmuiznts and mmasic of

Wat is the future ol Ibo music, wiether inscrusentel or

vocal? Therzs sceoms but little doubt thet ali:ost &ll ingtrmuvisnts

excent the arw:is are Test dlisappecring.  Une, 'masicel bowr',
is so scarce now thset I nhad to searcenh hard to see one aind o

{ind a playzr. Ubo-almw=la, 'Ibo suitar', whlch wihs once 2

comon sizht in Ibo land, is desd., Lhere 1is only onc instrw:en
left in tae wholes country. .aen the zresent ovmicr and nlarer
dies, the instrument will ;o to pileces and becoinie exntincte.
sceneomu. 'unyloctnhone', is also bhcoming scarce and certeinly,
veople wilo can wa'e gocd ones are now 2it
viilicn case, they rmast no longer male then, or tiey are dead.
Oja, 'flute', is wvary scarce now. OUns can keen on enwierating
tlie various instriuisnts in order to siow that ualess sorething
is cone to revive interest in then, Dreserve tixe [ew renclning
onecs, &nd find out what cun be iouad out ani reduce. into
vriting for future rcsszarch, tne iutdre eneruatclilons anu tile
rest ol tie worla woul. thinik tunt tne Lbos never nad any
instrwment of thelir om in the »nast, tnd serihans notiiing to
contribute to the weorld, whicli certainly 1s not
shall see vien we stu.ly nrede wu, Ibo son s, chents, and
choruses will fare better but they will lose thelr iticms ond
exsressions. Already tiey e¢re rast bscoming suroscenized, 5o
thet very socn, wiet wis oreviously lmovm es en Ibo fol

wonld scund lile = siungarion {ol's sonz, bocauss the Ibos eare
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ever 80 ready to cast awey anytaing that would sugsest tact

ther are not as good &s Ceople in othwer lands,
These are tie days waen thne gracorlione ocnd records are
belinc irnorted in ever-increasing auentitics snd tie ricdsrn

'\ el Fa)

and foreign Ioril of concert Is now couing lar_ely into lcvour

throush gra opliione records, tie rzuio end television. Vith

the inherent instinct Tor music, the young Ibo quiclly master

« They are also adent at maliing coric sort of

v

the leotest ditt

v

b

music from the instruments thiey are able to »urcaase. Luny ol
tae villezes now boast of ¢ band coupesed of fifes, cornets,

ard otner instrwrcents. Little, if any, attenpt 1s belng node
to bring into ssrvice zny of the Ibo tunes.

In writing this disszsrtetion, therclore, it is a :eans
to attemnt to pre:er&e end Dut on record soiie lacts about the
nizdesta and ubo-elta. I do not pretend to hcove einhausted 211
the facts, but at lesst, this will form a basis for Turiler
reszorch for st tihie moment, little or notihing of volue has been
vritten on tihem.

I will tealze this on.ortunity to express my sincere thani:s
and cratitude to my major professor, Dr. J. iurray baroour,
who alweys says that he knows very littlé about Ibo music, but
who nas sncourared me to get on witn the rescarch, even waen
once I felt theot I shoula write ny cissertction on znotner
subjsct, since I could not Zind ¢iiy nmeterial to lay my nhands
on cbout this subject, reac end rc-read ny menuscrists with

valusble sussestions and aslizsd vory sserschiing cusscions wialch

have nhelrpad ne to cxnress fur
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talzen for granted. I 2lso t:anlkz other memdbers of the faculty
3,

and students who have showvn grect interest in the instrwrents

and thereby encouraged me to go on.
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The Ibos

The Ibo country is considered one of the largest nations
in the whole of Africa. The population is estimated at about
five million peonle who occcupy the Southeastern nortion of
Nigeria. Recently they have travelled to neignbouring tribes
like the Ibibios, Efiks, and Ijaws to live. Some have gone
to live at as for a place as Jos, Keno, Benin end Lagos. They
are very good traders. Theilr readiness to travel and tensacity
of purpose, especially when seeking employuent or education,
have carried many of tiienn far beyond their native environment.
“lhen abroad, they maintein close contact, cemented and sustained
by a strong tribal bond of union. Whatever ti.e conditions, the
Ibo imnigrants adeapt themselves to meet them, and it is not
long before they malke theilr presence felt in the localities
where tihiey settle. It has been remarlzed that they make good
colonists. This tney do in a quiet, unobtrusive, but,
nevertheless, effective manner. Thney build their own churches
and schools, and supnort the teacners. Leantine, after
catering for tieir immedlate needs, they send the bulk of their
gains to their homes to be used for bullding better houses in
nreparation for their return, and to acsist in scacmes for the
generel benefit of thelr own village commmnities. Tley are
v2ry gencrous in tiaeir gifts, as well as being acstute in
business affairs.

Before the British Government assumed control on January

1, 1900, very little was known ebout the Ibo people and still
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less of their country.

Let us examine Horton's account and impressions of tie

~ o~

Ibos as far back as 185&:

"Ivos (Hackbonus Blacks) - a peozle ruch addicted
to war and oreying on their neighbours, and are
themselves lusty tall rien. The women wear a prosusion .
of beads, Iost Delta lancuares are 1bo or Ibo descent.
The Ibos are considered the most initiative and e-ulative
In the whole of ‘est Africa; place them where you will,
find that they very easily adapt theriselves to them.
Stout-hearted, or, to use t.ie inore cozron phraseology,
big-hearted, they elwerys possess a desire of su eriority,
anu riake attemots to attain 1t, or excel 1in what 1is
pralse-worthy, without a desire oI depressing others.
To tnem we may well arply the language oi Drvden - "a
noble emulation beats the breasts."

rlace an Ibo rian in a corfortable nosition, and he
will never rest satislied until he seecs others occurying
the saie or similer nosition. Of the erulation »over,
the Rirnt Rev., Bishop Crowther scarcely a year after the
establishment of the Church Lissionary Station &t Onitsna,
in Isuama BEgbo, thus wrote: 'sfrom all I cculd gather by
observation, the Ibos are very emmulative. As in other
things, so it will be in bock lezrning. Other towns will
not rest satisfied until they have also lesrned the
nystery of reading and writing, by which their neignbours
night surpass thnem and put them in the shade'see...The
Ecboes (Ibos) caznnot be driven to an act; they are most
stubovorn and bull-headed; but with klndness tney could
be made to do anything, even to deny themselves of their
comforts. They would not, as a rule, allow anyone to
act the superior over them, nor sway their conscience,
by coercion to the periormance of any act, wiether good
or bad, winen they nave not the inclination to do so;
nence there 1s not that unity among them that is to be
found amoung other tribes; in fact, everyone likes to be
his own moster. As a rule, they like to see every
African vnrosuer. Amnong their ovm tribe, be they ever so
rich, they feel no ill-will toward them. A poor man or
voman of tanat tribe, i1f they meect witn 2 rising young
person ol the same nationulity, ere rcady to render hinm
the utmost service in theilr »ower. They give hin
gratultous advice and 'erbrace him as their child'; but
if he is arrogant and over-bearing, they rezara hin
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with scorn end disdain him wherever he is met".l

The first twenty years of the present century were talmy
days for the anthronlozists. Such oprortunitizs for rezearch
work will never be fortncoming again, since there is scarcely
a corner left untouched by forecign influence, and it would be
difficult to find a grou> of neople totally unacguainted with
the wnite man. The c£enzsration that renresented indigenous
Ibo belief, with its ancient laws end customs, has almost died
out. Chiefs of the o0ld type are being ra.idly renlaced bw
their educated sons, some of them university graduates and
ministers of the Christian religion. The younger ceneration
is learning to reasd end write and to adopt Luropean ideas and
fashions in every detail of 1life, clothes, houses, end pastimess.
As a matter of fact, most regions of Nizeria includin: the
Fastern Rezion where the Ibos live, have free universal
primary education. In many towns today will be found club and
private tennis courts, football fields ana many other inuications
of modern life. At tie moment the balance of life has been,
end is being sericusly disturbed. The younger generation has
shed old manners and customs freely, and somecwhot hastily. They
are ardently grasning at all things new and foreign. Lot &ll,
by any means, can ciscriminate between the wheat and thes chaifl,
On the otiner hand, if treated with natience and sympathy, they

will develo» powers of discrimination wnerebdy they will learn

1 . . . _
J.B. Horton,"West African Countries and reopnles'.

London: 1&38 pp. 159, 150-5, 175, 182.
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wisdom ani become st-bilized once uore.

nat I am leadinz to is the fact that native law and
custorm has been alriost comcletely disructed; indeed, as-a.
leading Ibo man secid recently, "There i1s no longer any fixed
law and custom'. Luch is in the melting-pot; wmuch hes
perished altogether. Consilserable Intzrest has been aroused,
and rmch saild and written of recent years, on tae subject of
conserving what is good in native custorn, culture, and music.
The plea is reasonable,vand welcormed by every foreljier wa
has tie well-beins ol the Ibos at heart. The wealiness lies
in the fact thnat it is a wish largely devold of suostanticel
suport. There are & nwiber of reessons for tnis ol wiich a
few may be quoted.

The real and vital cause of its wealiness 1s t.oat tne Ibo
imian nimself is the deciding factor. e belisves thot he
tnows best what he wants, and he 1Is unwilling i'or tne
choice to e dictated by tae Toreligner, wiom he eyes with sus-
nvicion. IHc asks to be 1l2ft unlettered in his sclection of
custoris in order to be Ifrec to cioose those thist suit hiis
naturael enviroment and tereraient.  fae iueelist wao advocates

that this or tnet custom suoulu ve ccnserved moe’

<4
I
w
O
I._l

o

1
nis breath for som:= more nroiitebls effort. The 10o will not
retain anything whicnh, in :is oninion, savours ol tic 'busa!
any riore than tiie people ol wniiend will revive the antiguatad
customs and wnractices of tacir ancestors.

In the wast, tiie missionary i1as decreed that all African

music is pacan and heathen, and that the only good type ol
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music are Caristian hyums; so, away witin all inuigenous music
and musical instruments. The author hes witnesced at least
two occasions -nen ncans of beautiiuvlly carved musical

instrunents and worlzs of art vwere burnt as a si:n thct a terson

was really converted. All music and 'msical instrurents

-
o)
-

cocurse, are not hesathen. One lortunate thiny is thst Christian-
ity in Ibo lani t
aand at pressreving music ocnd musical instrusents. Indizenous
Ibo music and instruments are often used at caurcies, and local
neople are encourased co compose. There are now sincing
competitions at walcn choirs nave to sing Ibo music to win the
tronhy.

In economnic life, Ibo sonqss iunction as an &id to
co-operative labor; canoe naddling songs for example, members
of the co-operative work groun are led to the !
are to wori by a Ilutist whose shrill notes taey can easily
follow, for the cistance 1is oiten grcat and pz2r.iass not knowm
to some o:r taem. Taecy have drums, gonss &nd rettles, an. use
t em to accomnany the songs they sinj. The songs tasmselves
are in turn usel to ervrhasize the worlt r:vi

In relizion, the function ol music and musical instruncnts
is well knovm.

A use is made ol sonss as a nistorical device, for instance,
songs referring to battles. Sonss were and are tne prine
carricers of history among the Ibos. In recounting the ritual
associated with the civing of offerinis to tae souls ol those

wvho were transported into slavery, this function ol son'; cane
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out with great clarity. I know a history teller at one point
céuld not réc;ll the seaquence of imvortant namnes in the series
he was giving, under his breath, to the accompaniient of
clicking fincer-nails. He woulc then begin to sing, continuing

his song for some moments. .lien he stopped, ne nad the names

[ ]

clearly in mind once more, and in explanation of 2is song
stated that this was the Ibo method of remembering historical
facts. 3o the role of the singers as the "keener of records"
is well known.

lusic itsell, of course, falls witiain the aestnetic
asvect of culture, and its rclationsni: to otner sesthetic
aspects sucn as folk-lore, dance, ana drana, is too clear to
reguire exploration here.

The Ibo is naturally gifted with a s:nse of rhytihm,.
WWhether his nusical talents have cvolved from that, or vice
versa, I make no attempt to discuss. Like nis religion and
worsnip, his ideas of music do not coincide with those of the
European, at least, they did not until the Buropeasn reverted
to tyoe and vroduced some of tne 'modern' nwusic! The nmusic,
and the instruments wiherewitn it is made, must be ancient, for
it is only recently that foreign iniluence nhas Iiltered into
the country. With the exception of the druas, Ibo instruments
are likely to disappecr; they are being discaraed all along
the line in favor of the f{oreign article. This is, perheps,
no more than might be expected, seeing that taey are about as

crude as it 1s wossible ¥o find.

To the uninitiated, the maln objective of thie Ibo scemns
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to be to create noise ratner than melody. But he cen »produce
rhythm from his limited outlit, and for dancing exhibitions
his masic is suitable. Orchestral rmusic begins in a similar
manncr to perlormances here, thet is, with tuning in. Unless
harmony 1s first establisined, the instrumentalists refuse to
play. Once it 1s established, then each performer asclies
himself whole-heartedly to n2is task: hence tne volwie of sound.
Sounds produced by striking oredominate over other forms of
rmusic. There are a few wind and string instruments, one or
two of whicih sezm to be the prototypes of modcrn ones now
developed almost beyond recognition. There are many types of
percussion instruments and no brass. ilowever, almost, all the
instruments caen be used in cormunicating.

HEornbostel cdivides instruments into four major classes =
idiophones, membranophones, aerorhones, and chordophones -
with at least ten major subdivisions and many still smaller
subdivisions; 1t is safe to say that Africen musicel instruments
are represented 1n every division. This enormous ﬁariety is
far too frequently overlooked in favour of the traditional view
of African rusic which emphasizes drums to tne exclusion of
other instruments.

"Two brief generalizstions mav be made nere on the
use of rwusical instruments in African culture. The first
is simply that both instrumental soloists and groups

of instrumentalists are found in Africa; the second is

thet accomvanied song is perhaps more important in African
masic than solo instrumental periormance. ‘<LThe seconc
generallization is supororted by the fuct that almost all
son-s have words, whether or not those words zre actually
suns, so that when a song 1s plaved upon & musical
instrument, words are automatically concentualized, although
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they may not be verbelizeda".t

The Ibo loves his rhythms. Iie practices them from cnild-
nood. IHe beats counteroint with trem. Lis raythm ex; ressed
in tones makes music and nis raythm ex: ressed in gestures
makes dance. 1 have sonetines wendered wny most pecople prefer
dance music and marches and I have come to the conclusion that
these tyrpss of music anpeal to them because they feel the
rhythm which mak%es them went to mark the beats ol tae nusic
with their feet, or hands, or -with nhead bobbings. Tals love
orf the beat.is strong in tae Airican in genercl, and in ths
Ibo in particular, end upon this tne Ibo builds his rmusic.
Popularity in America for jazz, tock 'n roll, and tuist, is
tne result of the desire 1n people for strong raytims, end
snovis that for all the American culture and civilization wihich
are second to none, the people have sometning in them oi the
savaze's feeling for movenent. The Africaen loves nis drum.
The white man does not understand the African's love tor it.
However, when he lives among them, he also lesarns to love it.
e lesrns to avpreciate that the Ibo had an origzinal telegranh
system in whichh he did not use lorse code, but sent nis
messages by means of drums that were heard many milos away.
There 1s tnen, this svecilal drum lanzuee wiaich the natives
~eriectly understood. The Ibo is a master of rhytams. lle

plays most difficult and ccriplicated raythms alrmost imcossible

ST
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for a trained musician to imitate. he does tials with any tyvre
of instrument his hands can find.

No description of Ibo love of rhythmis is com»lete witnout
mention of drums. It is nearly true to say tast wherever there
is drumring there is dancing. It certainly is true to say that
the drums have a social significance not possessed by any other
instrument. A wedding, a palm-wine drink, - any rejoicing
without the druﬁs is unthinkable. They are the very foundation
of a social occasion. The dancers dance to the drums: 1t is
not the drums which play for them: the singers sing and clap
to the drums and vice versa.' In fact, the Ibo, unlike the
European who treats his drums as an embellishment of music
made by other instruments, regards his drumming as music ver
se. The drumming at a dance is the orchestra, and the varied
rhythms and tones of the drums not only lead the dancers, they
intoxicate them.

If a European dance were to be accompanied by drums
alone, it needs little imagination to see how intensely boring
and banal 1t would be. Not so with the Ibo, for Ibo drumming
is by itself a sevarate art form. It 1is cramfull of good
things, it never lacks surprises.if a good drummer is present.
It neeas no other instruments to help it, or to sustain the
interest. It 1s an art form, comnlete in itself.

From a distance, tynical dance druaming scunds to the
not-too-inquisitive listener as a dull renetitive tum-pi-ti,
tum-oi-ti, etc. Were he to go close and observe carefully,

he would find all sorts of interesting tnings going on.
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The first ﬁoint to gresp is that African drwumming is
essentially harmony - it 1s a harmony composed not of notes
but of rhythms: and because it is harmony the drumming as a
rule, nesds at least two drums; three is a very usual number.
The second point to grasp 1is that Ibo drwmming is composed
of a number of different raythms played simultaneously but
with this one important feature, nemely, that the main beats
do not coincide. In this lies the secret of Ibo druming.
Ever so nuch, people hear of the traditioral talking
drum. This 1s discussed elsewhere under larimba. Almost any
type of Ibo musical instrument is used in 'talking'. Here, I
shall add only a few hints on why this is possible. Ibo
language is tonal and the sound 1ltself suggests a melodic
flow of tones. This is developed rhythmically with clever use
of repetitions and off-set phrases.
Let us take the word, ISI. Depending on how the syllables
are ralsed, lowered, or accentuated, the meaning changes. Isi
Isi

means 'head'. Isi means 'smell'. Isi means 'blindness'.

e ——

means 'you sazid'. Isi means 'if you say'. Isi means 'to
measure's. Isi means 'to say'. Isi means 'six'. Isi means
'if you go from'. I have now given you nine different ways of
useing the word, isi. There are many more. Consider this

sentence: "Ndi isi isi ahu bipuru isi ndi isi ha dotara n'agha."

This means, "Those six heaamen cut off the heads of the six
blindmen cantured in the battle." Staggering, isn't 1t?
Here is one more, a play on the word, QKU. Oku means 'fire'.

Oku means 'fishing'. 0Oku means 'inheritance'. (ku means
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'earthenware vessel used in making soup'. Oku means 'pipe for
smoking'. Qku meens 'he vlanted's OQOku has many rore- uses

and meanings. Consider this sentence: "Nwam, nyem oku ka
m'we se oku tuou m'gaba oku". This means, "Son, give me fire
that I may smoke vefore 1 go a-fishing". Here is another
sentence, "Otu madu nke nagabiga na szkwa huru okuku nke n'eyi
akwa, na nwa okord nke na akwa akwe, na otu nwanyi nke na akwa
akwa". ©Now, let us see how many Akwa are there. I can count
at least six of them. The meaning is, "As a man was nessing
through a bridge, he saw a hen laying eggs, a lad crying,

énd a woman stitching." This is because, akwa means ‘'bridge',
akwa means 'eggs', akwa means ‘crying', akwa means ‘cry',

akwa means 'stitching', akwa means 'cloth'. The word can

6h1y mean these different things when proper accents on the
syllables are ap=:lied.

Take my first three names for an example, William #ilber-
force Chukudinka. You can say, William Wilberforce, using the
same pltch all through, or you can accentuate.any syllable
you like; at worst, it may soﬁnd a little oud or strange but
the meaning or intention is not in the least affected. You
can let the accent fall in each pése on the first and last

syllables, it is perfectly all right, but you cennot do this

with the other Ibo word, Chukudinka."invthe first place,
every Ibo name has a meaning, therefore, the tone vattern
must be right for it to be intelligible.  The actual rise and

fall of the syllasbles in Chukudinka are  _ _. -Do it any

other way, it is wrong. I -can pnlay it on the piano. It can
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even be embellished for 'ku', Chukudinka,  _ _ . If I
were to reverse the tones, the word becomes meaningless. In
fact, if I were to pronounce it this way,”  _ — 7, it would
mean that God is very old, while the meaning intended is
"God is most artistic."

It follows then that any word or sentence can rractically
be played on the niano or the fiddle, for that matter, or on
a drum, or on most Ibo musicel instruments, provided that the
vatterns are ke>t intact. As we have seen earlier, the
nronounciation of one word may have tnree or four different
meaninzs, but in conjunction with the rest of the words of a
sentence, the actual meaning becomes clear. Lven in English
language, 'one, won, worn, warn', all seem to sound the same,
but when each is used in a scntence, the meaning is
“unmistakable.

A weli-known writer has said that wherever the African
negrd has gone he left traces in fhe rsic of that country.
The Soénish Hebanera, which peonle heve danced by the neame of
tango, came from Africa, the Africen name is tangera, and was
a vulgar dance said to be unfit for civilized people. The
rhythm of the African dance and the tango are the sane.
Rnumba, wnich is also a Spanish dance, comes from Ibo, where
it is known as Ezwu ggg.‘ The popular ragtime jezz was intro-
duced into this country by hegroes from Africa. In the
beautiful srirituals, the soﬁg of the Negro, we see also the
syncovated rnythms. The religious song is practically the only

song the ll2-ro hasond he sings it st work, at »lay, at zrayer,
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when he is sick, and his friends sing 1t after he is dead.
To vhite American ears, the words. are crude and homely, but
always reveal a fervent religious nature as well as child-

like faith. No doubt, you have neard, Nobody Knows the Trouble

I Secey Deen River; Swing Low, 3Sweet Chariot; Go Down lioses;

leeping Mary; and others. Such a wealth of feeling ana beauty

could not fail to leave 1its mark in the land where 1t was born.
In the following peges, I shall discuss two popular Ibo
musical instruments and show how the slave trade has helped to
meke at least one of them, a world-wide instrument.

Before we discuss the instruments in detail, it will be
necessary to say a word or two about slavery. Before the
well-knowvn official slavery and slave trade that resulted in
the tran;porting of slaves all the way from West Africa to
the Americas, slavery haed been going on by invaders from
Arabia. They were resvoonsible for taking the slaves to Lgyot,
India; China, Java, liediterranean countries and the Far East.
A writer once said that but for slavery, West Africa would
be more over-populated than India. With the discovery of the
Americas end with the growing of cotton and sugar-cane, over
a million were sent ﬁo America and the West Indies, altnough
only about a quarter managed to arrive st their destinations.
Many Sierra Leoneans now in ¥est Africa are the direct
descendants of Ibo and Yoruba stocks who were rescued on thneir
way to America. The first foreisner settled at COnitsha was a
missionary, the son of Ibo rnarents, origineslly slaves, who,

after rescue, were landed at freetovn. The suvoression of
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overseas traffic did not lead to prohibition in the interior,
and sleve dealing continued to exist until the operatlons
became more and more restricted. Under the rigorous method
now in force, together witn mass educstion, it can be safely

said that tnere is no more slavery in the Ibo country.



Section 2

UBO - AKA
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UBO - AKA
CHArTzr I

HISTORICAL ACCUULT

This is an instrument found in West and sSouth Africa.

"Called by some the African piano or music-box.
It 1s widely distributed, more plentifully, nerhsaps,
in South and #Westeeess.David Livinostone heard it played
by a native poet, who had joined his purty, composing
in honor of the wvhite man,land playing end singing
whenever a halt was made."

Ubo was introduced to the Liger Delta by the Ibo slaves who
were taken there awalting shiom:snt t¢ America. They still call
the instrument, ubo, desnite the fact that they do not

normally specalt Ibo.

Ibo slaves have also taken ubo along with Xylopaone or
marimba as far as to East Africa, but it has not cauzht on
with other nations iﬁ the same way as the marimbe. As far
back cs 1586, Dos Szntos saw this tjpe of instrument I1In use,

This was an account of it:
"These Kaffirs (the Karangs) have another musicol
instrument, 2lso called ambire, .....but it is all made
of iron instead of gourds, beinz coriwosed of n&rrow
flat rods of iron about a2 pelm in length, temnered in
trne fire so that each has a different sound. ‘There ar
only nine of these rods, »l&cea in a row close tozether,
with the ends neiled to a piece of wood like ths bridge
of a violin, from wiich they hang over a nollow in the
wood, wnich is shaped like a bowl, above which the other
ends of the rods are suspended in the air. 1lhe Kaifirs
play upon this instrument by striking the loose ends of
the rods with their thuwab nrails, whicn they allow to
grow long Tfor that purpose, and tney strike the keys as

Beatrice Edgerly, From the Hunter's Bow. HNew York:
G. Futnam & Sons.
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ligntly as a good player strikes those of a harssichord.
Thus the iron rods being shaken and the blows resounding
above the hollow of the bowl, after the fasnion of e

jew's harp, they produce altogether a sweet and gentle
harmony of accordant sounds. nis instrument is much
rore musical than that made of gourds, but it is not
so loud, and 1s generally played in the king's Jilace,
for it is very soft and makes but little noise.”

Ty

2 . (3 . 3 - . kel
Wangemann~ describing this instrument, mbila, ol Bavenda-

ascribes it to the Balkalange (Karanga), living in

Rhodesia,2nd giving it the Karanga name, thereby, stressing

. 1

its northern origin, the path of the slaves being taken from

viest

Africa to the East:

"He (Chief Pafuri) brought me the Bela (mbila) of
the Bakalanga and vlayed upon it. This (instrument) is
quite differently constructed to tnat of the Bavenda.

It consists of tuncd metal tongues, which, reinforced by

a bottle-snaped calabash resonator, produced quite a
pleasant sound, like our glockenspiel with steel bars.,"

Theal, G.li., Records of South-Eecstern Africa, Capetown,

2. 1501, p. 201
WJengemenn, D., Bin zweites Relse jahr in Sud-Afriks,

Berlin, 13:c6, p. 167




Ubo=aka without resonator,.
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CEAPTmR II

COWNLTRUCT 10

Almost all Ibos call the instrument U30-AFKA., In okigwi
and Aba areas it is called IKFA; in Isoko, which really is not
. Ibo, it is called AKrATA, and in Bnglisn, some call it Kafrlir
piano, African visno or music-box. The ubo-slza is an instru-
ment which cennot be compared with any foreisn one. Of &ll
te s0lo instruments, this 1s the cormonest.

If the materials nceded for maling en ubo are recady, one
can be made in three days. A dry calabash whose dlemetcr 1is
from eight inchnes u>wards cen be cut longitudinelly or
latitudinally into two with a sm&all snarp vointed knife.
seeds and &all the matter inside are removed and tae inside
kept scrupulously clean. '[he cut edge 1is smoothed with the
same sharp knife and further smoothed with & kind of le=sf
called anwilinwa. This leal beheves exactly like a smooth
sand vaper., Now, the outside of the selected part of the
calabasih is carved in an artistic desizn. Some people like
to carve geometrical patterns, s-me carve ueownle malking music,
and s.me carve beasts.

A soft wihite wood like okwe, ulu, ube, ecbu, owuru is

prevared in such a way that it would it the top end ol tne

cut calabasn. OUn the lower end of the wood ana at bcta siaes
of it, two onenings shaped 1like new moons are made, one on

each side so that the {ingers of cach hand can r'it conveniently

vell into them. from sbout eirht to fourteen different
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lengths of vieces of flat metal or »nalm Irond beclks called
ofolo are sclected. Usually these pieces are of the same
width. The ends on which the thwibs are to play arc further
flottened in the case of metzal.

As the ubo is nlayed with thwib nails, and as the music
is repid, 1t is essentizl thut the little metal prongs wnich
croduce the s>und should not only be in tuns but also in
line or in a swee-ing curve so as not to trip un the thwubs
as they move from one prong to another. Yine problem, then,
for the maker 1s to adjust the »rongs so that when they are
in line they are also in tune. Further, he has to make them
of such a thickness and sprinziness that they will not only
sive a sweet and even sound, each note having the same intensity,

but thelr rnain harqmonics snould harmonize either withh the

|2

note itsell or with one ol tThe other consonant notes.

In many cases, the vron:s are arranged to form the letter
V, having the longest strin of metal, one on the extreme left
and the other on tae extreme right; or the figure\\/ﬂ , naving
the longest plece of metal on the extreme ri:ht ana tiie next
in length right in the middle. The distance between one
viece of metal and the other 1s rougnly one-fifth of &an inch.
The vositions of these pieces of metal are now marked on the
wood and removed. The iacea is to secure one end oi the metsal
to the soft woou leaving the otaer free to vibrate. The ends
that are not going to be frez are arranzed nore or less in a
line very near the end of the woosd and the free ends stretch-

ing right across the soft wood following the grein ol the
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Near the end of the wood, wnere the frec ends must be
secured and in the space of one-fifth of an inch slready
orovided for, holzs of acbout one-teath of an inch or a little
less are 50Ped by using a red hot steel needle ol &> rooricte
thicknsss and piercing the soft white wcood. It is thr uh
tnese holes that later the pieces of metai are secured to the
wooi. The center oveninz is made in such a way thot the tivs
of most of ~<ronss streten just bzyond the edge of the center
oncninc. ‘the diameter of the centzr openins is acain
derendent on the size of tne calabash. oome ubo-zka have no
center opening. These are not so resonant.

The pieces of metal (prongs) are fixed in position by
tving them with a piece of string thr.ugh tahe holes. ‘hese
strincs are the tyves which are often found on a palm-wine
tree - akwara., Two pieces of metal about one-tentn of an
inch in diameter are put across on either side of the string
and under the pieces of mstel. This raises the plavyable

1

vart and gives it svringiness.

o3

At the moment, certain people use soa: boxzs instead of
calabasnes in making ubo. In such cas2s, only metal »ronis
awe like unbrella and bicycle‘spokes are used, wire sbtrings
ermploved instead of akwara; in such a case, one very muci
misses the besautiful carvinzs usually found on thne back of
these calabashes. It must be remembered that wvinen strios
of metal or pron3zys. are lashed to the scund box bectween the

two fixed briczes, the loose ends are cut to different lensths



and sevparated wide enough to permit freedom in fingering.
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CHAPTsR ITII
ACUULTiICos OF UBO-AKA

Wle shall next try to do some acoustical observations on
ubo. The calabash acts as the rcsonator. ‘nere the prongs
are asscmbled without the reonator, sound is present but it
is not sweet and rich as 1t is tihe case witn a resonator.

Let us now examine the pron:s tacmselves. Bacih vrons 1is

fixed at one end znd free at the other. 1In a sense, it behaves

P9

tne

{

like en organ re=d. Onz difference between the »rong an
reed being that the vibrating matel of the reed 1s sun:le

and just enough force of air is sufficisnt to set it vibrating.
The prong, on the other handa, 1s not so sup:le as tne vibrating
part of tihe reed and no oralnary force of wina can set it
vibratinz. It needs to be twanged. So, the method of excita-
tion in each case is different, end therefore, the ouality of
sound produced also different. The attack of sound by the

rezsd is gentle, round and not accormoanled with an audible
noise; while that of the prong is always accomnanicd by noise
devendinz on the force used in excitation, and the attack 1is
not as gentle and rouna as that of the reed.

The fact thet the prong is fixed at one end and free at
the other and how it emits its sound, gives a clear demonsira-
tion of transverse vibration of rods, 1f we mey call the  rongs
rods for a momsnt. This 1is sometimes described &ss a fixed-free

condition. Where the vrong is fixed to the wood obviously, is

the node and the free end is the antinode. Ve have noticed
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Derionstration of transverse vibration of rods

Adapted from;
(1) 3Sound in relation to lausic by
Clarence G. wemilton,
Boston: GCliver Ditson Coy, 1l952. »n. 58

(2) Iusical Acoustics by
Culver, C. A.,
New York: kcGraw-ilill Bock Coy, Inc.,
1955. p. 238
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vhen we were examining the construction of ubo that the prong
has some tnickness eas well as lenzth and breaoth. Ve know that
in instruments makinz use of receds like the clarinet, the reed
vibrates, but for the production of sound, the vibration is
closely associated with resonant alr body. This is not always
the case, for the reed of a harmonium does not aenend on
r2sonant air body, and so is the case wita the prong of tae
ubo. The resonator certainly imnroves the quality of the sound,
but the sound does not cenend on ths resonator. Therelore,
for the moment, we shall deal with the prong as en indeossndent
vibratile agent. The diagram on page 37 figure 2(a) shows
wnen the »rong is emitting the Iundarentel tone. Rayleish
has proved that:

"1the fundamental frecucncy of a vibrating bar!
of the type showm in the diagram is elrroxinmately
expressed thus:

kt
I equals
12
where t 1s the thickness narallel to the direction of

bending, 1 the length, and k a constant waich in turn
involves The coefficient of elasticity of the material

of which the rod is mew=z, The thickness &t right angles
to the direction of vibration is not a factor."
In the figure on raze 37, thne pronzg so located oscillates
as a whole bstween tne positions indicated by tne aotted
lines un and down betwsen p o and 2' o. With the advent of the

-—

second partial the fixed end rmust form a node, but the rree

1Lord Rayleigh, Theory of Sound, vol. 1.
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end, unrestricted in its motion, becocmes the center of ¢

* ventral segment. The otner nvae must therefore occur at a
istance of & nalfl semient, or ons-third of the length of the

vibraving Jortion of the pronz, bslow the Iree end, the rc-

reinder of the prong forming a wvihwole se ige D).

2
o
()
—
e
o

—
4

Likewise, wien tne tuird pertisl arisss, the vrong lforms two
and one-half ventral segments, with the [irst node located &t
one-fifth of the length from the Iree end, while eacn of the
entire segments occupics two ol the rewmaining four-Iiftns
(fig. c). Succeeding partisls would continue to divide the
prong according to the odd numbers 7, 9, 11, etc. .

These uv.er partials rise very recridly in

e}

itch, end are
inherronic in caaracter. Taus the {irst urver partial has
ebout 6% as mony vibrations as the fundamental, while the neit
nas 17 as many. It is easy to hear the hish overtones =zich
ring out as the prong is twenged, but which very quickly
vanish, leaving the fundemcntal. Rayleizn has shorm and
experiments confirm that the relative vibrations per second of
the first five uover partials are in the follovwinz relation-

shivs: 1, 6.25, 17.5, 34.4, 56.5, an

L‘:‘J:o

Cu

Another observation is thet when the prong is twanged,

the duration of sound 1is amazingly long.
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C.L.,AFYTCR IV

TUNING

Now cormes the tuning of the uboc. The lenzths ol the
prongs produce varleble pitches. Tne nesrer the two norizontal
nieces are brought towards the string used in tying the
prongs, the higher the o2itcn; azein, the Turtaer tne prongs
are rioved, the deena2r the »2itcn. 1lhe more each prong is moved
towards the center opening, the more the vibrating part of
prong 1s increased and therefore, the deewmer the pitch and
vice versa. ‘lhe maXer now tunss the instruient to follow the
inflection of the human voice, thest is, the human volce is
tonally imitated. "luning is systematic, & periormer
frequently testing his Instrument end adjusting it betwecn
tunes."l Looking at the arrancement of the pronzs, 1t looks

rather strange, but it is well adanted to the music pleyed on.

the ubo.

1l 257 6 s 209
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Kirbr, r. he Musiczl Instruments of tne Ilative Races

cive
of Souta Airica. Lonuon: OoUezrs 1904
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The first disgram shows the orongzs arranged in tne form\v4 .
When the instrument is »roperly tuned, the left thuwb nail
nleys 1, and the right thumb plays 2, in other words, the
left thumb nzil »layinz 2ll tie odd numbered »nronzs and the
right thumb nail playing all the even numbered »nrongs, the
result is fipure 2. Lven when there are more prongs than
eight, the scale is tuned and plaved as just described. It
will be observed that tne highest vitch is zlayed witn the
left thumb neil and thne corresponding »rons is located at tae
extreme left, unlike the ng2deswu (xylovhone) described
earlier,

Ubo-2lkka that I brought Irom the Ibo country when I was
coming was tuned by an old Ibo pnlayer wno nes not corie in
contact with European music. I took it to the Physics
Laboratory in M.chigen State University for an acoustical

eanalysis. The result 1is astounding.

Note Cents Length
in ins.
ct 1225 1.44
B 11C0 1.5
A 928 1.57
G 695 1.7
i 4390 1.&
B 598 1.E6
D 205 1.95
C 15 2.1
The thiclkness of each prong is uniform at 1 millimeter.

The instrument used in determining the cents was a Stroboconn
tuned at A equals 440,
With the exception of the lower C, the pitcnes correspond

very closely to the previously stated law tnut the frecuency



is inversely proportional to the square ol the lengtn.

Without knowinz whnt the key on the instrument was, I
asked the plaver why he chose tast ley and not anything
higher or lower. He said that he could tune it up or cown,
but that at that moment the key most suitable for his voilce
was what ne had tuned it to. I asked nim how ne knew the
intervals between the ~ronzs. He said that ne did not know
and asksd me to watch him tunsz the ubo-aka again. IHe pushed
the proncs in and out with his nail and »leyed them to assure
me that they were not in =itch. He sang a phrase of an Ibo
song, tuning the nrongs bestween the mclodies he sang. Look
acain at the fisures and remecber that s cent represents the
hundrecth part of a semitone. Isn't that emazing?

In thae Ibo ccuntry, esvecially in Uwerri srea, exserts
often ~lay more thean one ubo at the same time. The player
selects three or four of them of varying sizes. He does not
tune 2ll prongs in all the instruments. Ilie tunes about three
or four prongs on each instrument to a snort melody which he
repeats very often as he does the tuning. Tnis leaves many
nrongs on each instrument not tuned. The result is that he
caen play the nizlody of a tune on all these instruments, his
hends crossing and recrossing to get tiie notzss he wanfs.
Because of the number of instrumecnts used, the »lasyer gets a
wide range of notes. Depending on the sound ne wishes to
obtain, the pleyer pushes the prong forwards or baciwards
with the flat end of a nail. The laryest of the set of ubo

Is lucky to have more notes in tune than the rest, for the
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plaver's helner plays an ostinato bass as an accompaniment,
This means that only two or three notes are out of tune in
this instrument compared with the olhers tnat may have up to
nine prongs out of tune.

Foreign visitors who collect i1nstruments, aiter they ncave
heard this performer play, may elect to -ay a good price for
one of them. The performer gladly sells the instrwient.

The collector goas away and asserts that the prongs. on the
particular instrucent he had bought represent the scale

wnich the performer used. I wish that a foreizn collector

to any country at all would look for a zulide to help him do

his collecting.



An Ibo man playing Ubo=-akae
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CHAsTER V
ToChitIQUE

After the ubo has been tuned, some strung beads are
tied loosely round the baclz of the calabasn to proauce an
additionsal vpercussive effect whils the player is playring,
for he sometimes intentionally ogitates the instrusent.

The instrument is helc in both hands with the tailpiece
pointing away from the rmusiclan, ana the thumb nail used ior
manipulating the prongs. The nuils press cleanly on the
strips, anl are then slinned sharply backwards, tns result
being a twanging sound, the notes varying according to the
different lengtns of the prongs. Sometimes, the pron;s are
stopped with the index fingers in order to produce higher
pitches, which enables the pcrlormer to modulate temworarily
to another key. This is not dons of'ten, for the cuality

of the sound produced 1is often poor especially in the hands of
an amateur.

The perlormer often uses his fingers that have been
pessed in between the soft white wood and tne calsabash to
beat out some rhythms at the same time as he 1s playing iils
melody. To me, I find it sur rising how he can co-ordinate all
nis fingers and brain in both playing a melody cistributed
between the two thumbs of the two hands and at the same time,
beot regular consistent rhythms, remembering that the meloay
must be translated to words by the hearers.

Experts in Owerri area vlay ths ubo both with the right
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thumb and striking the metals with smooth light stick held
with the left nand. The resultant music is celled owsni-na.
Cweni-oa is what the ubo sesems to sing when it is played.

Very often, ubo playing is accompanied by knocking of
an empty beer bottle with a piece of hard sticz or with the
end of a metal s»poon. The ubo plays the melody while the
knocking ¢f bezsr bottle merks the rhytihn. Ubo does not elways
play the melody or double the voice. Someti-es, it assumes

N

tze role of accompaniment. In this capacity, it playvs an

4

ostinato bass and marks the bcats while the knocking of besr

§

bottles marks the rhythms. When the voice stops, as &n
interlude, 1t innrovises fresh melodies until the voice comes

in again and 1t goes back to plaving the ostinato bass.
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CuAaPTeEr VI

Uos

t=

Now thet we have known &ll the technical voints about
ubo, let us see when 1t is used. The ubo is a renresentative
of the harp family, and therefore, it is esscntizlly =
personal instrument for private pleasure. Avart from the
nignt wotchman who employs an ubo in order to ward off
Sleep, people wano play it go about the town collecting
current newsj; then in the evenings, when Jseople come baclk
from work and perhans sit around enjo;ing their palm-wins, the
vplayers extemporise both the music and the words, telling
the preople such news as tney have gathered. Secret news ar
revealed by the pleyers as they : lay. <There are no newspavers,
so, it is well knowvmn that if people hear ubo rusic in the
evenings, they arift nesr so as to hear the latest news and
gossip. The music r»roduced is sometimes danced to. At
funerals or marriage ceremonies, experts are invited to
perform. In certein Ibo areas in the past, waen you sec a
young man continually playing an uobo, it is & sure si;n tnat
he is in love. Young men, nowadays, are gradually losinz tihe
art of playing ubo. As I mentioned ezarlier, an ubo is an
intimate companion when one 1is on his owvn, the playsr plays
and sings at tne same time.

Using the same method explained earlier under the section

<

of ncedesrmu, ubo-cka is used in telling stories, the ubo

either doubles the voice, or it tells the story on its own,
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Here is a short story as told in Ibo with an ubo by itself:

The cirl whose neare was Lishtning

Because the girl was light in complexion &nd had a very
besautiful face, the parents gave ner the name, Lightning.

“lhen she grew up, naturally, almost every man wished to marry
her.

Cne day, there was a festivel in the village which
attracted young mesn from near and distent villages. As soon
as this girl saw three young men, she fell for them irunediately
and declared that were it possible to marry three men at the
same time, she would not hesitate to marry these three young
men. Her friends tried to convince her not to think like that
because the three young men were not human beings at all
but fish. The young laay seid that she would maerry themn be
they lions or dogs.

The mother cculd not even dissuade her dausghter, so she
avproached the stransers and told tirem in whst state her
dauzhter was. She also suggested to tiiem that 1t woula be
ridiculous to heave threc men marrying one girl ani that the
best thing for them to do, as soon as they left the villege,
was to fight among themselves. Whoever survived would marry
her daugnter.

After the festivities, the three young men made for their
home, but this girl ran after them and reminaed them of what
the mother told them; so, one fought the other, one of then

was successful. This successful man fought the remainder snd
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one of them emerged & victor and instantly turned into a fish.
The girl lived true to her words and lived as the wife of the
fish.

This story obviously 1is for chilar-n, but this shows

that children understends what these instruments seoy.






Section 3

NGLDLGIU



CHAFTER I

HISTORICAL ACCOUNT

I think that at the very beginning, it 1s necessary to
explain the basic difference between a xylophone and a
marimba. A xylophone 1s a percussive instrument in which
graduated bars of wood are made to produce musical notes by
striking the bars with a hard stick. 7The graduated bars of
wood rest on two fremes near the ends of the bars and are
free to vibrate easily. The marimba is exactly like the
Xylophone but under ecach bar, there is a rescnater thet is

tuned. This may be a gourd, a cedar box, or a metal tube.

uﬁ\\\\\\\\\\\\\\\\\\\\\\\\\\\\\\\\\W\Y)

Fig 6.

Hand sketch of ngededwu slabs on two bansena stems.
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The xylophone belongs to a group of instruments classified
under idiovncnes. This scientific name shows that the
instruments sound (phon) by their owvm (Iaio) nature without
needing any tvoe of special tension, like strings or drumiieads.
To this group belong lithophones (those instrwhents whose
source of sound 1s stons); and xXylophones (those instrurmcnts
wnose source of sound is wocdy). An example of lithophone is

pilen-chung of tihe Chainese; that of metallorhone is the

Chinese later model of rernat; ana that of xylophone 1is
ngedegswu of the Ibo. All these different instruments are
really the same except that whet is struck to produce rusical
note differs in each case.

The idiopnone type of instrument has becn in existence
even in Biblical days. Tor examvnle, in the Book of Job,
references were riade of uzab as a type of organ. This was
nothing more than a fixed-tone stone instrument, an earlier
form of rcnat. Theologians fixed the date of this as 3500 B.C.
This date is confirmed by the fact that near the pyramids of
Gizeh built about 37C0 B.C., specimens of the voaranri
marimbas and the ranat wnich were in use by the Egyptians
were discovered in the sculptures and Sarcobhegi. All these
instruments were made of solid 8tcnese.

A marimba made of slabs of solid stone &and set with
Jewels was found in Greece. The estimated age of this is
2300 B.C. It had caliberated resonators and is similar to
that allegedly used later by Fythepmoras in nis ecuations of

Musical pitch.
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The Chinese were the first to maske a coordinztion oI a

fferent tones. This instrumsnt was callied the

l_Jo

serizs ol d

nien-chuns and was in use as far back as 2897 B.C. The twelve

tongueless cquadrate bells correspond to the pitecn pipes of
lus, which was an ancient instrwient in which the octave 1is
divided into twelve semitones, and the slabs were made of
conner; but the &atimosnheric elements affected them so much that
they were mace of stone iInstcac. The advantazes of this change
were not dirfficult to sec. Trie slabs of stone produced
beautiful toncs since cold, hcat, damvoness and dryness ald
not affect them so rwuch.

Again, the Chinese h&td nien-kinz made of stone and struck

with wooden narmer. Pilen-king had sixteen slabs thot looked

uniform in size and shane, but a close examination sihowed
that each stone was diiferent in size and thickness. ‘When
assembled, the arransement wes L-shaved.

In lNorthern ligeria, there are stancing musical stone

goncs which served as bells to tiie Hausas in swmrioning them Lo
mecetings. oStonss that droduce musical sounas are found in

N (e

certain ~arts of the United States. 'Yhere is & plice called
'Ringing focks' nearfottstowm in fennsylvanlie because when
certain rocks there are strucit even lightly, tney produce
ﬁ;tches of recular freouencies. In Virginia, most stelactites
and stalagmites in the 'Cathedral' of thae Luray Coverns
Droduce tornes that sound lile those of the xylophones when

1ignhtly struck with a mallet.

The zncient Chinese also had the ou evolved about 00 B.C.
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This instrument 1s still in use today. It 1s made of wooud and

o

inis

v

voears like a ticer resdy to pounce on its nrey.
instrument is hollow, twenty smeall pcinted pleces of metal
arrensed lilze the edpe of a saw are arransced on the back ol
the wood, and plared by striking these teeth with a olectrum

nstrusent 1s

e

or a small stick. This ticerlike loolkinzg
mounted on a hollow wooden wnlatform about three to four feet
square, znd serves as the soundaling board for the musical

instrument. v first, the ou nad only six notes earran;ed to

4T

nroduce & ventatonic scale on elthcr ¥ or G, and as the time
vent on, there were as many es twenty-seven notes altosether,
some notes dunliceting ana trinlicating themselves. 1In the
past, it was used for melocy making only, but touay, 1t 1is
more of & nercussive raytimic instrument than a melodic one.

3till wvet enother ancient Chinese musical instrument is

the fanc-hiangz. It has from sixtecn to eighteen slebs of

wood, all of equal lencths and brcadth but differing in thick-
ness and mounted on a carved woocen frame. There are twio
layers of them, call them manucls if you like, one ebove the
other. It made its ascearance about 500 B.C.

Around the sane time, the dindus, Siamess, and Chinese
had & t.2e of musical instrument called tae rerat. There were
types of it in Japan and it closely resembled thie marimba and was
tuned, as most other Chinese instruments were, in the ocenta-
tonic scale. 1t became sc rnonular that in the rei;n of
Confucious, the slabs of tais tyoe of marimba was increased

from six to twenty-ocne slabs. The povularity of ranat swnread
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througnout Asia and other meciums were used in maliing them.

te

Both the ou and the ranat were reputed to have their crisins
from Africa., Iirst, ordinary wood was used in mekin: the
slabs; later, bamboo was used, later still, metsl wes used.
In using the beamboo, tvwo methois viere open to them. They either
sliced the bamboo into bars and cut them to verious lcnctas
or the bamboo was cut into various lengtns without slicing
them into bars, loosely secured cn a wooden frame and struck
to produce musical notes. With this method, eacihh slcb had its
ovm resonator directly »rooortional to the length of tie wooa.
The Smithsonian Institute in Washincton, v.C. in 1876, was
oresented some 3lsmese bamhoo marimbas by ths king of Siam.
The Institute oproudly o-ossesses a twenty-five-bar Burmese
marimba which was used for festive occaslons like marriaces,
harvesting and entertainment of Burmcse kings. The
oriitnsonian Institute also possesses a Japanese sixteen-bar
xylophone. These bars were made of hard redwood. Tneodacrus
de Bry of Frankfcrt, Germany, produced a drawing cntitled,
"Javanese Dancers" in which metal bars were used to ~roauce
rusicsl notes and sucar came stalks used as the frame.

Abcut 200 B.C., the :lindus possessed a similar tywne of
xylophone called voorang, and the Balinese nad a model ol &n

instrument whose frame was painstakingly carvea like an

enormous urn. It was called gangse Djongkok. Tnere are types

of this instrument in the Liediteranean basin.

The stone gonss and bells are believed to hsve migrated

s

to countries around the kediterrancan in the same wcy tha
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wooden marimbas travelled around from Africea to India, China
and Java. It is true that the wooden models of the keyboard
marimba were appreciated and quickly copied and improved by
the appreciating peoples of Java and Bali, who later reinflu-
enced the Chinese with the improved models. By improving on the
wooden marimbas, people learnt from experience that marimbas
made of metal slabs lasted longer, occupied less space and
sounded better; from now on, improvements were based on the
metal marimbas, while Indonesians have the credit of being the
only race in the world to have used metal marimbas to a
greater extent than any other.

A further improvement on the xylophone was around 900
A.D. when a bronze type of it was manufactured in Java. Two
and a half centuries later, in 1157 A.D., a still further
imorovement in the manufacture of the xylophone was noticed
in Java. This was called g'nder. Each bronze bar had a
resonator under it in addition to having short legs. This
was the true marimba. An evidence to show that by the four-
teenth century, marimbas were used extensively in Java could
be seen in a relief in the temple of Panataran where not only
two were played at a time but an ensemble of up to six were
played together, some performers having up to four mallets.
Whether the performer struck the instrument with four sticks
at a time is immaterial, but the inference is that he struck

at least two slabs at once and thereby used harmonies of some

sort.
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An Americen marimba virtuoso, Clair Omar lusser, asserts

~

that sveciles of xylorvhones are natives of North-kurope. This

is very aoubtful, but if it is so, the ocandinavians and other

Germanic peoples of Northern mburope did not take to the
Instrument as did those countries of the middle and Eastern
suropeans. ile know that in Europe, there wes an instrument

c2lled ‘'stronfiedel!?,

1
Grove described the sound of early stronhfiedel es 'sweet

end bell-like but weak'!. It consisted of 'a& range of flat

nieces ol glass of no settled number tuned to scale, arranczed

on belts of straw, and struck with two small harmers, aiter
. 2 .

the menner of the cormmon glass harmonic toy!,” and is des-

cribed es 'a very ancient and widespnread instrument, ifound

IIS T

crincipally amnong the Russians, roles, anc Tartars. nis

shows that this cousin cf tiae marlaba may have developed in

‘lestern Asia. Carl Stumpl, talking cn Siamese rmsic, is of

the same opinion and sinowed the amount of similsrity between
Siamese music and that of Europe.

At this Jucture, it might be necessary {for us to see

what Georges servieres has to soy about the xylophone.

1

Georgze Grove. A Dictionary of lusic end kusicians
o (s5th od.) lew Zork: 1954

- Ibid

©Ibid

cervieres Georces, The origin of the Xylophone, tr. by
Camille lIarcel Siguot, udltlrorc, Marylena, 1909
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"All those who, like me (3ervieres), are of an
age to have heard in 1&75 the first rproduction of the
Danse liacabre by Camille Seint-3aens will remember the
deep impression of surorise Ior tnc ear wroduced by tne
stranze sounc ol tne xylopnone playing the rhytam of
the 'skeleton waltz'. The artist (Guzikov), a Folish-
Jewish tyve with a pale face and a long beard, drew out
of these wooden sticks exotic mz2lodies with a pleintive
and tender accent. Before sappearing in Faris he

travelled and wes hegrd in koscow, Kiev, Odesse, Vienne,
Leipzig, and Berlin."

Arom the following account of Georges Servieres,
obviously the instrument ol Guzikov must nave been
improved from the oricinal tyne, for "It was strong
enough to bear the accomraniment of two violins cnd a
cello. With a few sticks lyving on straw an: struck with
other sticks, he does waiat 1s vossible only on the rost
nerfect instrument. Iilow the small tone, produced more
like a .apegano fife than anything =<lse,can be obtained

ey ndl

from sucn naterial is a mystery to me.

"An important musician who heord Guzikov at Leirpzig
was Fclix lienaclssohn and described him as "a real
phenomenon, a ‘'killing' fellow (morukerl), who is inferior
to no player on earth in style and executlon and ueslights
me more on his odd instrument than many do on their
pilanos just because it is so thanklesSeeeesqa..l have not
enjoyed a concert so rmuch for a lonz tine."

In the concert, Guzikov played his own pisces and
arrencrements of well-known works. The number which was mostly

enjoyed by the audience was La Campanella by Paganini.

In Western 2urope, tne stronfiedel although has been in
use privately, was not considered as a concert instrusent, the
same as we think of the violin for an examnle, because, it was
felt that the compass was so smell for any extended worlk,
trrere beln: only twenty-five cylindarical bars as attributed to

the xylopnone by liartin Agricola in 1528. So, Guzikov deserves

Ibid
2Ivid
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honorable mention for the way he popularized the xylophonc.
However, two important factors stood him in good stead:
Firstly, ne lived in an sge when neople were curious, when
peovle asked cusstions and wnen peosle wanted to try out new
ideas. Secondly, he had great technical skill in periorming
different musical instruments. The two constituents

combine to malte Guzikov's nerformance sc successful. Certain
rmsicologists felt that during the Barogue and the Rococo
periods, xylophone was not made use of in serious musilc because
there was no suitable music aveillarle Tor it, but the writer

disagrees with this for he has heard, both in London and

Peris, fascinatin- renditions ol Bach on the mzrimba.
Intersst in the xylophone grectly increased in the
nineteenth century when J. Richardson brought out his home-

<

make rocl-harmonicon. Is it not surprising to heacr thot a

stone marimba was made in wngland? It is trus. It wes
made in 1841 by a guarrymen. Feornle supiosed that J.
Richardson was the maker. At the noment, it is housed in
the letrorolitan kuseum of Art in Lew York City. This
particuler marimba is very interesting because, it has close
bearing on the tuning of the Ibo wooden marimbas. Twelve
tones were coliected from the Cumberlenda Hills in Wveles.
They were shaped and tuned. OUver a perlod of some thirteen
y2ars, rore stones were collected Irorm tne same arcs as

before cnd a five and a helfl octave-instrument was asscmbtled.

(6]

The stone slabs ranged from 3ix inciies to four feet in length

and never went out oi tune. ror tuning, veriable len;ths et



the ends of tne slabs were cut off to vary tne pitches; for
the same reason, some slabs were scraned in the middle. The
mallet used for »layving it was covered with felt. The lower

4

pitches srunded like deep bells, and cenerally soeeking, the
sound produced was like that of a harp. Mr. Richardson's
sons acquilred such a dexterity and slzill in its performance

that they vproduced fascinating effects when they played such

nieces like the Harrmonious Blacksmith of liandel, and overtures

of kozart. This was only the becinning of the many artistic
performances on such en instrument, for very socn after the
stone-hermonica made 1ts appearance, an English serformer
anneared who played a xXylophone whose ranze was five octaves.
He was said to be a "orodizy who does wonderful things with
little drum sticks on a machine of woodsn keys - His ranldity
was arazing, the sound of his instrunent unequal.“l However,
some people were horrified to see tne Xylopnone absorbed into

the orchestra by Saint-Saens in his Decnse lkiacabre. A much

reanected former cditor of the London busical Times -

id.C. Lunn wrote, "eceseessiic see no reason way meny others
(instruments) constructed to emit ecquel.y repulsive nolses
should not bz included - Chan;e 1is nct always prozress, and
there is a dancer of mistazking decay for develonuent."

It was only in th: sixteenth century that anything at
all was written for the first time cbout marimbas in Last Africa

by a Zuropcan, Father Joao cos santos, although the Arabs

l1p1a
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had earlier mentioned it in their books about i/est Africsa.
In the fourteenth century A.D. in East Africa; the DBantus
were ncticed to develop the same tyves of morimba cnalagous
to the models In Java. 3tronzly vrovounding the theory of
Maleyan and Bantu akinness of musical instruments is Curt
Sechs, a Germen rmsicologist. He states that: (l)leececesss
llany tools anada imnlements of the Bantus are similar to the
ones used by the lalays; (2) The Azandeh tribe of Zast Alricsa
beat their 'xylovhone' two bars at a time, as do their lialayan
brethren to the Zast.t

There is no doubt that the stage and characteristic
features of developrient and advencement in civilization es
found in Java and the Bantus of kast Africa, the anelysis of
certain facts and of certain cormon dates, support the
spveculation thzt micration rust have taken place. hen Colin
Ilicihee, an anthropologist, recently played to tine Balinese,
the music of indigenous peoples from Java, Siarn end perts of
Africa, "they listened intently and were quick to recocgnise

"2 Since anthrovolgists are

affinities witnh their own nusic.
satisfied thet there was no immigration from Java and Siam to
Africa, but the other way round, it stards to reason that

the irmigrants took their instruments with them.

The Chinese and other Far Bastern countries have suitable

stones from which they could make mearimba types of instruments.

Curt Sachs, History of lusicel Instruments (1lst ed.,
5 Tow Yor ork, 1940)
Colin lkcPhee, "In this Far Island", Asia (Dec., 1944)
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They also had metal, and so, they could exwnecriment with metal.

The Ibos have neither the tyre ol stone suiteble for meking
a xylophone. The type of stone thcy have are so different
that it is nor quarried as it 1s done in other countries of
the world. WForeover, they had nc rnietal, but they hcve plenty
of dilfferent tyoes of hard wood. They cacitalized on this.

The ecuatorial and tropical forests of Africa are noted
for their hard woods like the Iroko, menogany, teak, and
cedar. In the past, no timber of eany type was exported; the
Africens themselves hadn't much use for all the luxurisnt
trees. The trees just grew and flourished. It stands to
reason that should there be any work that required doing wita
eny material, the people first tried to find out which vdarts
of the trees or leaves could be employed before resorting
to other materials. At play, they discovered that thney could
produce rhythms by knockinc tozether two pleces of sticlis.
f'rom constant use, they discovered thet the longer the slab of
wood, the deeper the nitch; and 1f two slebs are cqgual in
length and thickness, the wider tne slab, the decper the pitch.
Very soon, a scale acceoted by them was assemnbled and music
was produced by striking these slabs with wooden mallets. This,
then, in broad outline, was the birth of a marimba or a
xylophone, which will be treated later in greater detail.

But it is intercsting to note the absence ol the mearimba
north of the Sahara. The reasons are not aifficult to find.
The first was that there was a scarcity of nard woods

generally and esrecielly, tnose suited to tiae making of a
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marimba. The sccond and talrd are historical anu cultural.
The Sahara was a grect barrier to corumunication. To cross
the Sahara,-a person must carry only a few of the barest
necessities cof 1life; often, most ol thas slavzs that were
beins taken acroéé the d:sert aisd of thirst, hungsr, exccsddiTe
hest, ond wounds that resulted from tae leather canes called
Koboko in the hancs of tnelr masters. oo, the merimba was only
to be found in areas south of the sahara and was generslly
known as the Karfir -iano. OUne man who hes maue a serious
study of Arricen music, Irofessor F. R. LKirb;y of Witwcrtersand
University, strongly believes that altnough the morinba is
now seen 2ll over tne world In ailiferent staes ol cevelopment,
it 1s a native ol Africa ani the otaers are his oiisoring.
Bdreley conl'irming his statement says,
"Then thers is tae liarimbs, used both here and in
Central Aunierica so many yeers ago tnet 1t 1s aifficult

to sey where it originated. Airica, howsver, may be

given preference in tnis resiect.”

K. C. Irrray, who wes the Director of Antiouities in
Nigeria, the Africen Muslic Society's renresentative in Nigeria

and heas taken a keen interest in artistic and musical affsairs

'»Jo

in Nigeria for about thirty vears, in aiscussing lusic and
Dancing in Nigeria, pinyoints the existonce or nresence of tie
xylozchone to the Ibos in sSestern region of Nizeria. Lo said:

"Instrumental music itself is often used as a neans
of commmunicatioNesssss.obidre tuneful to curo seen ears

K. C. lkurray, lMusic and Dsncing. rfrom Journal of the
Africsn lusic society hewsletter, vol 1
MNo. 5, June 195z,
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is the music of the Eastern Region, where the dancincz

is usually more varied end elaboratc. Tne orzsanization
of a aance by the members of an arse gradae or a club
reprasents quite an achlevement uvnon wiaich no information
has been given in books or, it secms, has been collected
by anthropologists.

"I'ne variety of tyves of danco with their accomeny-
ing music is quite considerable, altiough tnere are of
course unacrlying similarities of tne kind that malie Jest
Africen dencinz ciiferent from Incien. The differecnces
exist in varying desrez: tnere are the waistinct
characteristics ol the dancingz ol tine Lwe (Gold Coast
and Drhomev) contrasted witn tnose of tne Yoruba and Iboj
and there are the tribal diiferences betwezsn, ior
instance, the dances of Ibo and Ibibioe.....2ndi tae local
differencses thet exist in any verticular place betwecen

J

the dances thsmselves ana in incivicual inter:>retatlons.

Tnere are also the diflerences of instruments: the

xylovhone anu slit gonz for instance are in tne kastern

Region not in the wWesSteeeoooss

The Ibos are generally regarded as the originctors of the
marimba or more correctly, the xylonhone, but having ori~inated
it, they lost toucnh with its further develcvmnents elsewhere.
For instance, tne Ibos ao not heve any idea about the use of
gourds to act &s resonators. There wss no necessity to cearry
the xXylopnone about, but the slaves on tiie march or on the
meve had to make portable xyloonones whichn they could carry
about. If the Ibos had any idea o: the use of gourds, taey
would hove made some of the finest xylophones.

One may esk, "Do the Ibos havs gourds anyway?" The answ:ar
is, "Yss". Gourds ere very plentiful, in feact, gouras sare
used for most housenold taings. omall gourds are used lor
collecting nalm-wine from valm trses; big gourds are used for
storing palm-wine and distributing it for sale; gourds are usezd

for bringing wster from streams because they can hold a lot of

weter and are themselves very light in woight; gourds are used
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in serving food and sou->; women make uvse of particular types

of gourds as spoons for stirring soup when it is cooking; the
smaller variety is used as a spcon for drinking a kind of
rmush celled Akamu; a type of gourd is used in native surgery
when impure blood is extracted from the human body; gourds are
artistically carved for storing trinkets like beads, zold and
other valuables; for carrying merchandise to and from

markets, large gourds serve as conteiners, the same wey as
enamel vans are used today; gourds are used in storing soan
for tollet use; ty:es oi gourds are tracitionally set anart
for arinking palm-wine. Up till now, somec very educated
people refuse to drink palm-wine with a2 cup or tumblsr; in
making wmusic, diiferent sizes of a particular typze of gourds
are used as wind instruments, opi, producing round mellow
sounds; gourds are woven into a basliet wita handles and
vebbles put inside so that when egitat:d, they rattle. Tais
tyre of instrument is called, oyo. There are many more uses

of the zourd. so tre Ibos definitely know about the gourd,

but as tney heve never made use of it as a resonator for the

slab of the xylopohone, end as they nad never secn the instrument
utilizing the gourds, this goes to confirm that, having
discovered how to malie and use the instrument, the knowledge
soread to other parts of the worid by means of the slave treade,
these other people developing on the discovery.

Let us see how slave trade was responsible for aissemi-

nating this knowledge. Probably, the people that suffered

most on account of slave trade were the Ibos, Yorubas end the
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"For many decsdes, Zanzibar was the eastern terminus
of the slave route « « « o OvVer which thousanas ol elephant
tusks were carried each Xear by the blacks, both ivory and
slaves being sold here."

1 .
Carpenter, F. "Ugands to the Cane". Illew York:
Doubleday, Page & Co., 1926.
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Ghanalans. When these slaves were sold from hand to hand to the
Portugese or Arabs and they.find themselves in India or America,
there waé no hope for them ever to come back. Captain Adam!':z
figure of 37C,000 Ibo slaves sold in the Delta liarkets over a
period of 20 years - equal to about one quarter of the total
export from all African ports - gives some idea of the scale of
human wastage, and slave trade lasted for over four hunared
years. Now, let us follow the plight of these slaves. The Arabs
were the first to engage in slave trade. They carried the slaves
off to all parts of Asia, west and southern Eburope. This was
several centuries B.C. The ‘theatre of Dionysos at Athens about
465 B.C. was built with the help of Negro slaves. The Surerians
and Chaldeans of 0ld Testament fame made use of Negroesﬂfrom
areas south of the sSahara. The first [uropeans to come to Nige-
ria were the Portuguese, who landed there in 1444 and started
trading in pepper, palm oill and ivory. This lucrative trade

also lured the British, French and tne Dutch into similar ven-
tures. Very soon, the Fortuguese found that traffic in human
slavery was more lucrative than other commodities. Other turo-
pean nations followed suit and carried out large scale slave
operations following the discovery of the Americas. This inten-
sive slave trade continued for ncarly three centuries, culmina-

ting in British monopolization in 1712. Those slaves taken to

India, China and the far Etast were driven ©Verland across Africa.
herever these slaves had the opportunity to live together, for

social entertainments, they played their drums and xylophones.
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The discovery of the resonators in Centrcl Africa, South

Africe and Zast Africa was mainly by chence. The slaves,
beins constantly on the nove, devised the method of construct-

N

ng marimbas thet are portable, ano in whichever country he

e

find himself, be it in South Am:rice, kexico, China, Java,
he made his favourite instrument which soon becare wopular
among the »eonles around nin.

)

The esarliest mention of a merimba in AF
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Joao does santos describing his visit to tie Karan:a in

Eostern Sthiopia in 1566.%

'Quiteve (the chief) makes use of another class of
Kaffirs, great musicians and dancers, who have no other
office than to sit in the last room ol the king's palace,
at the outer door, and round his dwelling, <laying
many different musical instruments, and singing to tizm
a great variety of sonss and discourses in praise ol the
King, in very hizh and sonorcus voices. The best ana
rmost musical of their instruments is called the ambire,
which greatly resembles our organs; it is comnosed of
long gourds, some very wide and scme very narrow, held
together end arranged in order. The narrowest, which
form the treble, are wnlaced on tae lelft, contrary to
that of our orgens, and after the treble come the otner

' gourds with their different sounds of contralto, tenor,
and bess, beins eichteen gourds in all. Each gourd
has 2 small opening at the side neor the end, and at the
bottom a small hole the size of a dollear, covered with &
certain %ind of s-idert's web, very fine, closely woven,
and strong, wnich aoes not bieak. Upon all the noutn of
these gourds, which are of the same size and placed in a
row, k2ys of then wood are suspended by cords so that
each key is held in the air sbove the hollow of its
gourds, not reaching the edrmes of the mouth. The instrunent
being thus constructed, the Kaffirs ;lay upon the Kkeys
with sticks efter the fasnion of drum-sticks, at the 2oints
of which are buttons made of sincws rollec into a light
ball of the size of a nut, so that striking the notes

1Theal, G.l., 'Records of Souta kastern Africa', Cavetowvn,

1601, vol. vii op. 202=-3.
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with these two sticks, the blows resound in the mouths
of the mourds, oroducing a sweet and rhythmicel harmony,
which cen be heard as far as the sound of a good
harnsichord. There are many of thess instruments, and
man& musiclans who =lay upon them very well.'

From the gbove account by Jao Dos Santos, the description
fits the Ibo nco=decvu exceot in the foliowing three points:
the beaters have no balls of sinews and of rubber; tiey are
plain. The 'slabs of wood of higher vitca are placed' to the
right of tne instrument. There &are no goufds and spicers'
web attached to the instrument. In other words, tne Ibo
instrument is a xylophone, not a marimbae

Kirbyl coriments on Father Jdoazo's account as follows:

'"Tnis is an extreordinarily interesting descriotion.
Its date clearly snhows that the instrument was developed
entirely without European influcnce. It will be noted
that performers uvnon it were s-ecielists, ana tnat its
neme ambira is the same a2s mbilla, by which it is knowm
to-day. curther, that the beulers hed heads rmade ol
balls of sinews, not of rubber, whicn in invariably used
at the present time. <This remark about the besaters ex-
rlains why one pair in nmy vossession nas heads of thin
rubber threads wound into balls upon the sticizs. The
rubber has been taiicn direct from the tree and wound thus
alfter the manner of tiic sinews of ClCeessssd0ao dos
Santos' statement that the slabs of wood oIl higher pitch
are —laced to the left of the instrument does nct hold
nowadays; but his account is so wonderiully accurate tnat
one hesitates in suggesting that he was mistaken in this

solitary warticular.'

In some parts of the continent of Africa, the instruncnts
are constructed in such a way that a men carrizs the
instrument, vnlays it as he goes along. LeCaillel, on January

l, 1753, wrote:

1
La Caille, "Journzl historique du voyaze Trit au Cap
G
JL

O
1

de Bonne ks»erance', raris, 1763, ».l
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'T have secn an instrument nlayed which is used
by the Kaflirs. It is composed of twelve rectangulcar
boards, cacn eighteen to twenty inches lons, waose
breadth goes on diminisniing from tne first, wvmich
is about six incnes, to the last, whica is haraly two
and a hall'e. Yhese boerds are assemoled side by side
on two trien~les of wcod, to which tney arc attached
by mcans of leather thnongs, so that the wiole
instrument forms e iind of table four fcet lon3 an:
twenty inc.es broad: under ecach board, there is a
plece of calabash which is attacned to it [sic]to increass

the resonance. A man carries tils instrwacnt in iront
oif nim, -Lmost in the same way that our women in Fearils
carry an inventaire |&@ I'lat baslket suspenced before tae
wearerle e piays oy striliing tncreon with two mallcts

of wood, of which the shape and sizs as roximate to

those of 2 »lumber's solderin;-iron. This instrument

is tolerabnly sonorous, ana with 1its twelve notcs & great
neny t-nes can be vlayed upon it.!

Certainly, tne Ibos do not carry thils t e ol ncede~vu

Siminutive

£

about, plaving it at the same time. There 1is
ty-.e which has only two, or in rare cases, thrce bars on a
light eocrthenware vessel, which will be describea later.

rrofessor Kirbr of the Univers
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Johannesburg, afflrns that such zxylovhones as are carried
about, are found in the Tshool country on the cast coast and
llashona from Southcrn Rodesia.

The Ibo ncedermwm 1s not tiie onlwy tyere of its kxind on
the continent of Africa witihiout czlabash rescnators.
Thunbers (1775)1, in listing the musical instruments of the

-Hottentots, described this ty-e ol xylophone without the

besn resonctors. DBut it is known that Hotlientots never

o

cal

origin=<lly hed such an instrument. The likelihood is that

1
Thunbsrg, C.I'., "Vovares de C.r. Thunberg, reris, 1796,
vol. i, p. 233



sonie Hdottentots mizhit either have acquired tnls instruient

walch had been bronsat into their country, or, that, after

seeing 1

Thunbers seow,.

Cur

xrlophones found in Africa

simvlest

1.

In eacn

t, they conied it, and tnis was, —erha-s, what
hay A 1 L3 e - Al ol e e ) 3. .l > 1,
t Sacns™ diviaed the airflercnt tynes ol marimbas and

to the combhlex:

The lez

>
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a player's legs. oSomet

a vit to give better resonance.

<
<

women »lay a les xylophone at rizht

ancther, suspending logs on lecs.

The log xylonhone: bars are lalid cn

o

ine teable xylophone: bars rest on
dowme.

‘T'he bail (hoop-like) xylonhone: fra

this ty.e

In

a

berinning from the

xylophone: a few rousa slabs ol wood @cross

.
2
BN

~laved over
hwadazescar, two

an~les to one

two parallel lozs.

Trane fastened

rne susvenced from

the neclti and nela awey from the vody br semi-
circular hoops. The frame is cencrally at waist
level.

N

The trouzn xylonhone: wooden slabs
wise on pins niercing the slabs at
bztween then on the other.

case tae wvooden bars were suomorted

Curt Sachs, History of Fusical Instrw
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(izey

vs) lie crosse-

one end acnd 1lie
at two voints:

nts (1st id.,
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the node of vibration. The ranze was Irom six to twenty
slabs. ‘The Ibos have only tne loz tyve of xylophones and
they also have a pot Xylophone not menticned by Curt Sachs.

This will be discussed latere
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CHAPTER II

CulioWRUCTION ALD TUNILG

Iizedeswu is the name by whica tne instrument is lknowm

—~0o and 1in

=3

in Unitsha ares; in Ual arsa, it is called

Owerri area, it 1s called nrelenge. lLiaterials recuired for

meking an ncedectu are:

Cowe jolto abua - two long bonana lorss; the diameter of each

snould not be less than four inches.

Okwe wood or abosi vood - abosi wood 1s technically knowmn

as ptaeroxylon obliquum. This is found nore in a biz foreste.

It grows slowly and it is hard and tenaclous. The diamzster

of an averace stem is avbout five inches. Olwe wood 1is urelerred
to abosi wood. Oliwe wood grows in a forest near the river.

It grows to a great heigat, it is lient in wsight; when used
for niedezvu, the sound coes rmuch farther than thet of abosi
wood; when dry, the hermattan, a north eastern dry wind,
cannot crack the wood, whicn is not tne case with abosi wocod.
It is from either of these two woods ti:t sl=bs of the
noedecwu are mace.

Udo - This is a stronz cord of ebout 4" in diameter and about
13 feet in length. This is used for cording together all the
slabs in a menner to be dsscribed later, and also ior carrylng
the ngedeuzyu about.

Osisi - Four short pieces of sticks about nine incaes long,

=

ons inch in diameter, and fairly heavy.
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Tools necded are:

Anvilze ukwu na snvilke nta - blg ancd small axes.

Akika - oyioyi - a chilsel.

Obe jili - a sharwn matchet.
Anwilinwa leaves - thcesz are used & sandraver,
The man who makes n-edecsw has to go to the bush to

select the perticular wood he wants. IT he is to ve paid a

o)

large sum of moncv, he selects okwe wood, il not, he selects
abosl wood. He may zo as fer as twenty miles to get the

wood he needs. Le cuts the wood down with his big axe and

cuts it into anrropriate lengtiis, having in mind roughly

how long the longest sleb is going to be; then, he splits

the plieces dovm thne center. He now exnoses them to tlhie sun

to dry partially, so that he coen carry them Ifrom the bush.

This may last about a week or two, depending on wnether it is
dry or reiny season. Vnen he feels that they have dried enouch,

he goes bacik to the bush snd tskes them hone, and allows them

lJ

to dry well under the sun before he besins to work on then.

The bass slab may be as long as three feet and abcocut five inches
wide. The thickness at the.ends riay be about one and & half
inches and ct the center sbout a guarter of an inch. These
dimensions gradually decrease, the higner tine pitch. If, in

the making of a big slab, the maker accildentally makes it too
short, he doesn't throw it away, buc keens it for a hicher

nvitched slab.

!

As each slab is at least 1.*" thick at each end, the iron
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awl 1s made red-hot, a hole is pierced in such a way that it
goes through mid-way the tnickness Irom one side of the slab
to tne otaer across the width of the slab at points 5" from
both ends. The 0les should be larze enouszh so that the cord
can pass throuch them eesily and afford each sleb every
onvportunity of vibrating and Jumping about frecly.

Tuning is usually left until altsr the rcugn pleces of

)

sticlts - later to form the propcr slabs- have been sunned,
allowed to dry and lose welght; then cach sleb is dressec and
tuned. Tuning is systematic; The maker olten tesﬁs an
ncedeswu between tunes by chi%ping off bits of wood of the
slab, a little at a time. If tco muchh wood has been chis ed
off, this slab is condemned énd set aside for snotner nroedesmu
wihere it may be used ggain; anothaer slab is prevared. The
Reverend Henri rhilivoe Junod1 accurately described how an
ncedezﬁu is tunsd when he said that 'The slabs are tuned‘by.
cutting, exocctly as those of the Europcr. xylonhone are tuned,
and b thinning the center of a bar on t.e uncerside to
{flatten it, and b thinning one end oi the u:sner suriace to
sharnen it.' In fact, a larce emount of wocd 1s talien out

in the middle and varying amounts of wood thinned out from

tlhie.cgnter towesoeis the ends of the slab. In otner words,

the center is thinnsst and the encs thiclest.

gupod, Heiey '"The kbila or lative rircno of the I'shori
[ribe', in 'Bantu Jtudies?, Johannesbur:s, 1uly, vol.i

AT g s = i
Noe 3, DPN. 275=-E5.
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a number ol slabs which give an octavs. The nitch ne sclects
is not necessarily the key note of tne scale, but merely a
note within the scale. Having zget a scale, he dozs not fina
it diificult to rev»rocuce an octave higher or lovicr ol a
riven note. It 1s imnortant to note thet the resultont scale

4

diatonic scale. The Ibo nredeguu malier :as not yet learnt

e
[}
%)

to melre a chrometic scale as found on a piano. I the ey is
G cn a particular instrmuient, he verpetually ©lews all nis
tunes on thct instrument in thet le2rs; il 1t is & dififerent
key, he nerlorms In tac

; ltey and there 13 no guestion about

rmoaulations.

b

In tuning the ngsdesu and 1n periormence, neriens, it
neccessary to mention thet the slabs are asscmbled on the two
banana logzs, walch are laid on the srouna. Tne benena logs
are not parallel, but teocer towards tine rijnt in sucn a wey
that tne snortest slabs can lie convenlently on themm and still
there are, at least, 3" projections on either side of the slabs.

N

itisfied with his tuning, tae ncit

e
'..l'

Jnz2n the moler is s

e

aucstion is to cord the slszbs torether in order, so thnat thelr

lenzths 2iminish from left to rimt. 1t will be remenmbered

that holzs throush whicn this cord will vass have alrcauy
bezn made withh the red-hot metel awl. The lensth of the cord

depenas on tinz number of slabs and their uictns. Tne

orinciple is to thread the ngedegwu il nossibls with a sincle

unjoined cord, and to allow a sufiicient lengih for carrying

D

it. Ile allows a generous unbrolen cord of absut 15 feet.

[

The m-ler cords the slan in sucn a way th-ct
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12" of chord from the end of each nole on either side ol each
slat, and a nut which he ties. The nut prevents two slabs
from toucaing while tne slabs are vibratin. durin~ seriowmiance.

The malker begins cording irom the smallest slab. He intention-

nis sni. After

ck

ally leaves about three feet of cord frce fronm
the cording and nuttinzg oi' the lon;;est slab, he allows the

cord to run losely'alonq the longest slab. ‘inen 2 reaches the
hole at this ecnd, he malkes a nut as usual snd continues as
before until the last short slasb. .hen tne last slab is
corded, the otaer [ree end of the cord and tzis second loose
end are tieu together so thaot trere is 1+" of cord I'roim the

4

end ol the hole. Cne can ses that there is a Irse locn of

M

cord at this end. This loop 1s used in tying, hencing, or

carrying the nretemu.  Wnen it is said that the ngedecvni is
carried, tnis means that the slabs united by the corda are
carried and tne banana lozs cre leit behind because oticr
banana loss are easily :rocurable.

In Owerri area, cords are not used. Bzfore the wooden
slabsg are tun=d, tihe avwl is usz2d to naclize one hole each at
either end of the slab, at a »oint, s, 5" from the end.
‘lhen the lgedegru is finished,mid-riffs from the coconut
leaves or bicycle spolkes cut short to sbout 4" longz, are used
in »inning locsely ths slabs to the banana logs. The
disadvantacse of this msthod 1s that on takinzy the nrecasgva

somswhere else, the pins ray dron on the way. DBut this is

not serious, because other pins are easily procurable.
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In a whole district, one nnlier is normally aclinowledred
as the best mclier. IHis fame soon zoes beyond the district and
verioruzrs &ll vie among themselves to get en instrunent made
by this nmalier. As the nelier normally coples his -ori,- he
tunes all tae instruments that he has made to tane same key.
Thus, in an ensemble, there is no difficulty in performance

but snould there be a rival maker who probably makes his

truments in a ciiferent key, performers in an enscnble .

6]

e

n

5

declde armong themselves to use the set made by one niaker at
a tinme, making‘sure that 111 feelings are not created. <This
situation does not often haosdzn.

rerformers are very particular gbout the interval between
one note enua anotaesr. It 1s the maker who ccn satisfly the
great demands of tiie periormers that is always acclaiscd the
best ngeservu maker. As the maliers have no instrwacnts Ior
testing the rroper vibrations ol a slab, there is no doubt
that once in a while, an intervel may be morc or less out ol
tune. Usually, it should not be so out of tune to be noticed
by the general public. Only a few trained ears of expert
performers ney notice it and this difference is lost during
nerformance vhen nany comglex and com»licated tiiingms are joing
on togetner. IHowever, a slab which has gone out ol tune is
nremptly corrected by the playver. Une very good point about

.

n-edesvu is that if a suiteble msterial has been used in

malring it and if the slabs ere alloved to dary well beiore the

-y

finel tuaning, 1t very rarcly goes out of tune. Therc are



examples ol somz n~ederwu thiat are up to eisnty years old and
they are still in tune.

Normially, the noeder»u is assembled and plajyed in the open
sncace 1n a compound under a snade of trees. That 1t is played
in the open speoce is to let vpeople from near and.far hear the
rnusic, and to afford room for tne larce nwider of s:ectators
to sit or stana in comiort. It also allows room for dancers
to dance to the music, and to let sir circulste freely on
them while dancing. That it is w»nlaved under the shude orf
trees is Ior the sslke of the perlormers. 1ne slabs do not
crack under the sun if the mrlizcrs nove seslected the proner
wood, sunned, and aried thec slabs well in the usual nmanner.
FerTormers in thes Ibo country @o not use sticks theat have
been rubberised, unlile those described by Kirby irom osoutn

Africa. +they perlorm w’ ta saort sticiis as described above.
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Ffundamental vibration of a bar of xylovhone.
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CiArTmr III

ACCUSTICS U N nGliU

It is generally accepted that primary motions ol a bar
with botihh ends free and in the center are seen by holding
a six-Toot flexible stick about a foot from each end. ‘hen
the stick is snaen 1t oscillates betweén tne positions
shown in A in Fig.8 , the ﬁoints at which it is hela forning
nodes. hicld nearer the ends, 1t vibrates a&s under B, with
three ncdss. As its fundamentsl, which occurs whsn the two
nodes slone are present, a fres ber gives out a t@ne 8- times
as acute as ths iundamental Qf a similer rod fixed at one enu,
or a tonc corres»onding to the first upper partial of the
latter. The same thin~ hanvens with the bars of a xylonhone
or merimba. The succeedihg vartials rise repidly in pitca,
bezring about the same relastions to thelr Iunaamental as v.ose
in connection with bérs.fixed et one end.
.hen such a bar is vibreting et its funaamental, it has
two nodzss, each of wnich 1s o.:ze2<l Ironmn each end, where L
represents tie length of the bar, (See rig. 9 ). hen a sleb
rests on two logs of banana stems and struck in the middle or
at one end o. the slab, the sl2b sroduces its Ilundanents1l note,
and tiis funderentel note verdiss invercely as the sgucore of the
lensth. rrequency is like that ol tane tuning fork in whica

T% where h is the thickness and 1 is the lengti.

ﬁ
8)
D

D

53
2
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The frequency of the harmonics of such a slab varies as
(2n - 1)2 where n is the number of ncdzs. 3ince the smallest
number of nodes is 2, the relative frequency of upver partials
would bear the relations given by the numbers 9, 25, 49, €l.

Now let us examine an ngedegwu made by a reputable Ibo

maker.,
I brought ngedegwu from Nigeria and made the following

measurements:

Note Cents Tenegths End thickness V/idth Middle Weight
in Ins. in inse. in ins. ggigggess in o0Ise
D# 2736 2245 1.9 4 1.9 28
B 2345 23,7 24 4 1.0 26
A 2090 25,2 1.6 4 8 27
G# 1975 272 2.1 441 1.5 34
P/ 1800 2844 2.0 442 o7 4045
K 1620 29.3 262 5.0 9 44
D# 1495 2945 261 4,5 9 39
C# 1305 3046 2.5 4,5 o4 39
B 1090 3167 2e5 4,5 6 37
A 865 313 267 4,8 o7 55
G+ 835 3340 2e7 560 o6 40
Pt 590 3365 2e4 443 1.0 39

Stroboconn A equals 440.

Each slab is semicircular, therefore, 'thickness' mcans
the thickest part,

In the vibration of a bar free at both ends, frzsquency
variles dircctly as the thickness and inversely as the scuare
of the lengthe It appears es if the freduency of ngedecvu does
vary inversely as the square of the length. Howevzr, it is
very difficult to determine whether the frecauency variles directly
as the thickness since most of the slabs have been hollowed

out so that the thickness varies from 27" at the end to 4"
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in the middle. I[oreover, the two sides of each slzb are not
always equal; the ends of the slabs are not cut saquure; the
body of each sleb is not smooth and regular.

mach of the banana lozs was 6' ¢" long, 6" in dismeter.
The slabs were threaded tozether in such a way thut it was
not necessary to tie knots in between two slabs so that they

do not touch as in the ailsrcram:

String
/ :J T RRW furt s-;c:x,w.«(' out.
R
N ‘
Pig. 10

4 holes (a) were drilled in such a wey thet & straight hole
drilled from each sige T 6%" from either end aneared on top
of the slab k. It is through tiiese holes theat a string is

e

tnreaded as siiown on tne disgream. The overall lenzth of the
string used was 9', the thickness of the strins was &".

Worlmmansiin was falrly smooth.



CuAlTsr IV

T I“ /\ TTYT T

-L i..L b‘“

In verrormence, there are two nerformers when only one
ncede~wu 1is used., The two perlormers squat on the sround on
the same side of the n~elermu. The princioai nerformer is
on the risht. Hde has two sticlis for nerforming. Lo pleys on
most ol the slabs excent tae four or five left for his descant

- 1 .. . - . e .
man. FHangemann™ described the verlormance of this instrwicnt

at Tshewasse (3ibasz, N.Transvacl) in 1884:

'eeooeesTwo men were playing at the seame tine. lie

wiho played the hizhier souna had two beaters, while he

wno vlaved thne lower sounds had three, two beaters for
the bass souncs beinz held in his lei't hand, by mecns of
vhich he struck diiferent tonss at the same time. The
rmusic was cuite artistic. The left hend ol the déscont-
pla-er (Dlskpntisten) or the left hanu of the bass :laver
produced tne oguite simonle thou<h clearly recosnisable
melody & D C B wnile the remainin~s tones, always {ive at

the some time, added prrtly the narmony and pirtly
variations noving around the melody in cuick fifures and
new oatterns.!?

Bl

It is the descant man wno bezins the »erirorrance by »lavying
the ostinato bass, thereby establishing the tire and rhytim

giore tne vrincipal useriormer bezins. The weleay ol the

princinel pericrunier, plaved with both hands, contrasts in

ebsolute detalls with tie melody anu raytmn ol tae descant

ie

o

(\

men. e employs all the techniques vossiovle in nis weloc

n~ tne main beats a3 Iound in tie

e

The »rincinle oi cross

verforrmence of arums, 1s e¢lso true in ngeacoru music. In

Jancemann, D., Bin Zwsites lelse
A
L

Berlim,

iohr in ound-Al'rilrza,
B
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sonie welodles, thourr the moin rhythrns are diilersnt, the
main beocts of thzse two 2levers coinclas In me, tle r
are uclemetricallr onroscid to each other; some neloaies are

intricate variations on the ostlnato. .hyiiuas and meters

cive the melodizs their cnsracteristic basic elenents.

=
o
)
o
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3
¢,

N

o
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o
-

o
D
o
i
@
|
QJ

Leys one preds twvu tact marks

the main beat. 1his 1s aone by the descaent man with the stick
in nis 12t hand. All the aslodies are imnrovised; taeresiore,
the:e are nc cuestions cbout bazr lines, but certzin prolcnged

, Or notes a3 roached by lea:s, becoile more imncriant

4]
[©]

note
than otners snd thererore &s3urie the role ol stron: beots
wnere tiev are. 1his 1s unconsciously wone, dbut the rhrtimmic
vattern walcn follows the tonnl lanrmace ol the neonle, the
relo.y ol mom the —eriomizr nas in mind, oives »ise to thase

non=-accentual rhrytimns. Comnare the followin: Iroin 'Ubolo Uonuo'%

Again, in conjunction with the noeaesra that marks tne
rerlor accent, anotner nhase oi' thae lensuare of the Ibos which
nlayers of n-ede v employs 1s evident. Taese are saifted
accents. 1This means thnot those notes that normally shoula not

be accente:r are accented. Comnare the following Ifrom

~

I
O
4]

(9
n
.

1., R . . . - -
mchezona, WeleCe, Unirublished manusc-int ol Ibo Iollk
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'Obodo Donuo' by Echezona:l
)y = Pad z z
e .

By 1 11 \ ! -
[T a1 e O ol ] 1
17 1 i \'_,‘ u J.d___..
J wi-fl a —S¢-4ybue - mu, O-nye - -.

o this section also belongs sniiting the aceents In sucn a

H3

way that a aifferent time altorethner is im: lied; a+2in, this

exampls comes Ifrom 'Obodo Donuo!' by Zchczone:

[N z z > d » > -~ >
FRVAN s S B 1 1 :
A S (~NJZ7 & o I - 1 14 \ 1
P LA VAR R | ol ] 1 141 |
< F{ T 1 1 T I 2 s P
cJ ( ’ -
Fig. 15
This conld eesily be:
AR = - =
. = : I
s o — 1 =1
L o hadl I i
7z < 1 S I 59 1
uj.v Z , e O * Yz
rig. 14

Another way in whicn tne lIbo sperlis nas ~iven risc to

anotner techniaue used b the nzedesvu nlayer. These are what
5
we may call asymmetric divisions. One cen normally hive 8

in & bur, which means thst the v»rincipal accent is on the

first note and a very slight one on the 5th. DBut in certzin

Ibo melodies, the nuuber ol notes and accents may not follow

thet accepted vattern. One may hsve 1t thus exvressed:
S5 plus 2 21lnas 2 »nlus 5
8 s which meaons that in a ber, i 1t were

o be written dowm here 1s an acc:nt on the ifirst note .
t tt d , t e n " th st nots, 4th

Zchezona, J.¥.C., Unpublished manuscrint of Ibo follk sonzs.
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H

&3

note, 6th note and &tii note. O coursec, witaout the preceding

G

rmsic, it will be aifficult to figure out thst the music is

8
in 8 time. It 13 this kind of division more then anytiing
else that bailles most foreicners who wish to take tne Ibo
folk sonzs dovm on nater, and they end up by saying that they
cannot understand it. It is only wnen a verson knows tae
language very well thet he can fully aposreciate this tyoe of

division and be ¢ble to write it dowm. Compnare the following:

4 + 2+ , I ! : \ ! ! 3 lv L+ i\ '\ ,’
R T — B L e ¢ U o
z [ o o o ¢ o = A >
j o lax " g ../z@ _ 3.4_ ) Co— Zia QU
5}
This leads us to asymmetric meters. Certain meters like 4
o plus 2 2 nlus 3
cen be broken down into 4 or 4 el
3 i ' ! | I ‘ ! /
~"+ ] Py - ° < L o o @
L} ol - tum ad, [e—Y .“»"«L-‘-‘)“L ye

Chanring meters are often met with when people sre excited.

Soretimss, meters and measure-lenzths change so often thut

collectors are flebbergasted. A melody may contsa such

’ )

r#-l\)

3 5 3
meters in quick succession: 2 Z 4’2 etc. This type of
expression 1s ruch used by moaern com:oscrs like Owen Reed in
his 'La riesta liexicrna' - a llexican folksonzg sym-hony for
concert band. Stravinsky uses this in his 'i}ite of sSuringt,
Bartok in his 'riano Fieces for Children' Vol. 11 no. XXX,
and Copland in his 'l Sclon liexico!?,

The n~rederswu players, in an ensemdble, use 21l these

technicues, each nerforimcr using the one that he thiniis will

express best what he wisnes to express. In &n ensemble such
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as I found at Diobu, there is no descant man; eacn weriormsr
had his owi ngedegwu, and there were varying sizes. There
were eabout eight playing at the same time. Somebody started

nlaying nls instrument, the lei't hand moerking the malin beats,

o]
8y

the right hana playing a simple rhythm. This man 1s soon

n
joined by anotner performesr on his instrument, bezinning

with his left hand end later, with nis rizht hand. One by

one, each periormer Jjoinsg, eacch improvising something aifferent
from the otier players snd yet, when listened to as a whole,
the music is a contrasuntal conglonmeration of rhythmic and
melodic patterns, one freauently hearins cdunle asoinst trinle
measure, trivle against quadruple, and triole asalnst

quintuple . The fact is that the periormers do not realize

the difficulty of their nerformeance, they take it as a matter

of course; but, believe me, I appreclate tae difficulty.

b

In some ports of Ibo country like Ikwere in the KNiger
Delta, ana Wsukka, an needezwu is made »rimarily to be »nlaved
together and at the same time with other nredeswu. Solo
performance is not cormon. In other varts like Owerri and
Lrbudu Udi, an n~ede~vu is plaved solo, and it 1s a rarity
to find more than one nredecvu plared et the same time. In
both cases the nmede~vu is accormwpanied with gbia (different

types of drums), oyo (a tywe of rattle), and Oja (»iccolo

tvne of instruuent).
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An npgedegvu 1s played at festivals like Ana-Uii,

Ckwuluma Agbudu, at the funeral of one who belongs to the

performing group (otu), when visitors like ministers of
state visit a town, or at a wrestling match; ror exeanple,
et Ikwere, where a tesm of about eignt ncedezwu nlay
togetier ct matches. The bhest player at Udi now 1is thirty-
Tive-year-old lLiaduxew Ovanta. Iach villerse has ndil Akwa,
persons wno vlay this instrument irom chilchoocd. HNormally,
weople who walze this instrument are cilflerent irou tné
periormnzrs, but performers often haove to replace deiective
slats without consulting the mekers because it night bpe
expensive.

At Nsulita, 1t is a tsboo for women to see tie men-folk

play ngedecwu, for it is played only et ritusls. <Lhey cen

-

hear the music all rizght. To make sure thet women do not see

U

the performance, a storied mud nut 1is built. reriormcrs zley

on the top floor with doors snut, win-ows and doors of the
lower f'loor are 2lso shut, and it is illegel Ior wouen to go
into eny oi the {floors or to see any oI the instrurcnts.
Violaotion of any oI these taboos carrics hecvy nenalty resulting
in deoth, I am told.

THgedegmi 1s used in telling storiess Vhen tinis is so, it

is uvnaccompanied by any other tyse of instrument lilie Avia,

oyo, or oja mentioned eerlier. It is only the descant man who



plays his ostinato an: affirms by it that what the =rincipel
performer is saying is true, (ife o neivu melu eme). 7This is

uncerstandable because scunds from other instrunents make the
necessary sveech sounis Irom nzederu obscure and unintellizibvle.
As I mentioned cerlier, Ibo lannuege is tonal. Lvery sentence
can be pleyed on the nicno. The stecch raytims and meters
exrlained earlier are ex.ressea by the nredestu, incluaing the
non-accentuel rnytnms, shifted accents, asyrmetric divisions,
asymmetric meters, ana caan;ing nceters. It takes an cx.ert to
tell a story that is easily understood by pcople, cand vincn he
does, neople smile when they shouvld, ex:ress horror &at
an=ropnriate pleces, e&nd nod their anproval, wnich show that
they are following the story.

Here is a story thnaet has been told with &n ncedecvu and
vas nerfectly understocd by listeners:

"There was a powerful king who had, not seven wives or
twelve wives, but hundreds of wives; and the calamity of it
is that he had no childéren. One deay, he ordered all his men
to collect onalm-nuts. After pressing out the ol: before nim,
he called one of his servents to ins~ect it. As they wsre
looking into one of the nots, the oll seecried so fresh and
beautiful that the king said, 'Good wondcer! all tnese years
have I longed for a child, but you h=sve willed otherwise.
“lould that wou could turn this lovely oll into & child for msl!

He turned away to examine the oil in the other pots.
““hen he looked arsin, the pot with the lovely oil had vanished;

in its nlece stood a beautiful girl, shining with health. Le



took her home and cealled her, Odiuche, which mesns, '.What is
in my mind'. e rerformed the naming cerenony, telling &all
present tnat he had at la2st achisved wvhat he had wished tor so
long.

After the ceremony, he told the servants never to lose
sigzht of the girl, and never to send her out into the sun,
if the girl wanted anytn’ng which was outside, someone had to
get it for her. She was allowed to zo out only in the early
morning or late in the evening; if the servents allowed ner to
be in the sun and anything hapnened to her, he would deal
very severely with them.

One day, all the servants left Odiuche unattended. ohe
became hungry and aslied that something be given her to eat.
llobody paid any attention to her, so she went into a =ot,
stood by to watcn them cook. Then one lezg began to melt and
soon, the other les bezan to flow dovmwards into a pool of
cil, covering the whole of the liitcnen floor. In the market,
a bird began to sing:

'The oil in the lzincs house has all melted, all melted;

The oil in the kings house has all melted, all molted;

He who brings his conteiner will gct nis owm, get his om;

He who brings his container will get nis own, get his ovn,
Sorie of tne king's nien who were tnere heard tnis song of the
bird but were afraid to tell the king, because this king was

a very wiclted man and ther did not want him to kill them.

The bird flew dowm end sen: 2gain on a nmerist stall and

—

still the king did not hear it. t flew nearer a&nt necorer

sinzing this song, and thne king still did not hear 1it. AL
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last, 1t perched on the shoulder oi the monarch and sang
louéer. AS soon as tihe king heerd the word, 'oil', he réan
home as fast as his feet could carry nim, but on his arrival,
Odiuche was half melted. r'rom the waist up, sine was still
in the shane of 2 woman, but there was notiiing bencath tliat,.
The lzing wes very angry. He called all his servents together

nto the liitchnen ana sst Lire

e

ani killed tnem, then he went

to it himself, There was rno sense in living when all theat he

3

valued riost on earth was rone."

It is unfortunate that this art of telling storiecs with
the nvedeﬁwu-is fast aying away as the older people are dying
out too. The number of exnerts who can plaey the nrederu is
very few now and young man ere loosin? the art ol inter reting

-

wnat the ncedeu scys because they drift early into the
towmsnins where such instrurents are regerded by thelr fellow
countrymen as strange, and taereiore, thery loose contact wita
tnis type of instrament.

o 1 . . . - . .

lie Yeppner , in his short account ol n~edezvm which ne saw
at Owerri, cgreed tnat the instrument 1s usea in talking. e
notated the sound of ngsdecwu and put dovn the words sung by
women as the worcs fall and rise with the notes of nieder~vu.

1

iere are srme of th= sentcences and notes tnat revrescent thnem.
I have made siignht slterations on soime notes to e:wress fully

the meanincs:

reaner M. "sur Un Xylonhone Ibo"., Africen lusic society
Hewsletter Vol.s 1, 0o. 5, June loog, 2. 0de
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N'a-gheme-nd Kia-y,  le-ma-no
Figo 150

Ana agbaomena, ko anye lenmano.

This means, "ell danced, let's go nhome'.

m o ™ -] a Jae
ine nex exarinle 1S8.
f; ~ }
C O
S -
L —
£ -+ :

Q- hye sem’-L th‘Wv#EJ O -nuye sem' L

Fig. 16,

Onyc soma ibe vya.
mis moans,"Dance to tie steps of vour predecessor.”
ilere 1s anotrer:

'yl nuanne e ga kam agbalite?
Yhe meanins is, "Ly brother's Iricni, con vou dence better tuen



Here 1is another:
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Figo 17 ae.

Omoalza 'lema

'vizg'lo

It 'Children of Abl

rnsans,

- , ¥
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zolo,
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J

' jolu.

Initate 'Jeclu.'!

Let me Iirst congratulate M. Fepwer for nls interest
end Tor beins the first to write sometinin~ dovm about the Ibo
xylophone. I am greactly impressed with his effort. 1 am an
Ivo man and nhanhen to be vorn in this vart of Ibo countiry,
so I annreciate fully whet ne has done. 1 shell, however,
malze a few observations on nis acccunt:

first of 211, the iollewins is the rance ¢nl the scale
walceh 1. Pev-er sz2id th-t ne Ifound in use in this o rt of
tae Ibo land:

A
/ PN
7 —Foje—t——t+——
€ S i B
_— — H cc-
J = -

Fig, 18,

a

-
S a

-

ceneralls,

synthietic scale thct is culte

foreiszn to the Ibos

I am of the ovinion that .. rep-er rcn into an
Instrument of »ncor worlkmanshin probably by an inexpverienced
maker; or fthat ne wes in a hurry to nut dowm sometnin~ ana
thereleocre, used &n instruwnzat mcde by a wrofessional but the
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slabs of which have nct quive uried. IlL.any foreisn collectors

after nmade i is tuned for the Iirst time while the slabs cf
wood heve not uite dricc, the siabs uzre allowzd to ory

nroverly in the snade cnd later, in the sun, bslore Il'ine

tuning is made. A1l tnis period oi dryin: talics weclzs. Alter

[
o
@
‘._J
-

the I'inc tuning is made, ngedegwu can kees inceiin ;

withcut the slabs chanring thelr pitcnes. irofessional

e

o)

recorcin~s from different »eorts of the Ibo country ena sheci-
nens oi the actual instruments estavlish tne fact that the
scale 1s thet of a diatonic scale, but tiint tne meloaices
nerformec may be 1in dirferent modss.

Lookin~ armain et ¥Fic. 18 . 1t will be seen tnat ne has
twvo accomnanists, one at eitrer end of the instruwsent. 1t
is very unusual to find such & situatlon where tnere are
accom:anists at both enus. Generally, tiiere is only one

accomnanist plevwing his ostinato bass, usine the lowsst three

u

o)
ct

e

or four notes; or a senarate instrwient 1z procurrcd soecially

Hi

for the accomnaonist. n the latter case, the slabs arc only
about four in number. The accomrenist may even be given a
full-sized instrument in tune with the other instrwnent, on
viilch he plavs the [ew notes of his ostinato. I presume

thet he did not understrond his informant in tihls res.ect.

redver's attemnt at translating rnelodles »nle—ed on

n-edermu goes to confirm what I had written ea»lisr, taet
nhedecvi is used in talliing and tellin-~ stories. I had alrendy
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dealt with this. OCne can essily see that L. resper does not
really unaerstand the language because the rising snd fallins
pitches of tae rusic played by nzedesu do not often
corresvond with the sentences brolren um into syllables ana

the pitcaes tnhat are sun-oszd to renresenc them.

Q.
®
'3

vlaced

N

Sez, lor examvple, Fiz. 19.

e s
LA e § ES s SRS SR SR Y S U
L B U S | L 1
o | R U ) ]
| L] 7 B 4
E - nym - , e -nym, C’_“r-y.'n-/ € -nyim el

Fig. 190
The words written in ére 'znvim, enyim, enyinm' etc.
mesns, 'my friend, my friend, my Ifricnd' etc.
But, with . reopver's inflection, vhe Ifirst 'enylm' means
'my elephaont'; the remaining inilections ol 'enylin' mean
nothing in Ibo. In order Ior 'enyim' to mz2an 'my Iriena!
in Ibo, there shculd be three notes et a time, but the third

note should risec a tone, as showm in Fiz.20.

[y
VAT = (s S IR

'@, A 3 S Y S WO BN Wi
A1 Ittt Fev 1T 1
oyt S SR S v —*
d bl L4 v N~

— ~— N -

E~oagm, €= nyim, € - nyim ek

Fige20,

Avart from these few observetions, I think that k. iep_er cld

a good job.
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The range of the particular ngedegwu that I studied at
Amokew in Udi District of Enugu Province, is as follows:

Raseeved for Hha PTin-;]Pd{.

5 ‘f-*fTe\a, Ddescant P_—L?'{uo(——mﬁf—'—— -
Rebef\l‘aj v e _— 1
_I — man - __.l } p
} o—
\ﬁ:JH+ - } . o2 = %
i 5 o2 1
\y 1 1 ) <
T o e
A | o—< = .
11 FAN &) i
I TRISTS T o
_77; JIEE S = —_— =
Figo 21.

Women sing the words to the melody in figure 22 e
The words are:
Gbalaga be nna mu,

Ada, gbalari ya.

Ada, gbalaga be nna mu,
Ada gbalar'! onye Kalabari.

Ada ka ya na di ya gbara akwukwo,

Ada gbala be ha.

Ada ka ya na di ya luru di,

Ada gbalar' onye Kalabari.
The explanation of this song is that a certain girl called
Aﬁa was married to a Kalabari man. This man was nice before
they were married, but after marriage, he started to ill-
treat Ada. The first part of the song 1s wnhere Ada was
brooding in her mind and asking herself why she should not
go back to her father's house. The second part of the song
shows that she has carried out her decision of returning
home.

The principal performer of ngedegwu doubles the melody

sung by the women. This is notated as the top voice in treble.
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Section 4

CCIICLUSION
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CCOIICLUSICON

There secms to be a finer tuning in ubo-aks than in
ngedegwu although both instruments are collected from the sare

area. This is eocsily exnlained, for ubo-alra is a mucn smaller

Hy

instrunient than ncedesm therefore, the former is easie

to nhandle and its metzl prongs ere small and can be pusined
in or out by any plaver cuite easily. This means tnat if a
vlaver is not satisfied with the tuning of the maker, it is
ecsy Tor him to tune it himself.

On the other hend, ngedeswu is very mucia lerger. The
method of tuning 1s by cutting and scrasing the slebs ol wood
as we have seen. Tnis does not allow for very fine tuning.
Again, to epnreciste the sonnd of noedegwu, 1t is best
listened to from a distance. This is an impnediment to
nmalizer, IHe does his best to obtain roughly the pitches he
woents. Once he 1s satisfieca, nothing more caon be done by
enother nerformar.

One other observation is that aiter the first octove
has been tuned, the subsequent higher notes are slightly
sharms " This is evident in both instruments wvhen the ubo-alia
has nore taan eight nrongs.

I must state that at the moment, there is a vastly

increased amount of singing, and & much wider rance anu use

rmsical instinct is being developed under new condaltlons and,

in due time, sonme good exponents of sincing and playing will
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be forthcoming. It is just as well that some descrivntion ol

5

the instruments and the singing customs ol tie Ibos should be

’

slaced on record before they are entirely overvilelmea by the
inrush of new concevntions of music.

The chan~es are inevitable, but they produce & feeling of
soms regret. The old type of rusic is slways consiaered
crude and noisy, but it is definitely vital and soul-stirring.
It penetrates deeply, ana stirs the pulses of the Ibo in &
vay which no modern instrument will or can co. On occasions,
it has almost a sinister rower which casts a szell over an
assembly which must bs felt, since no words will edequately
describe the sensations. reacssions are aroused, sbnorua
strength is instilled, men and women acting as they never
would under ordincry conditions. The effect of some of
these instrumental music on the Ibo ceon be compared witih taat
of the bagpipes on the typical Scotsmen, but in an even
riore proncunced fashion. In the case of the Ibo, the result
goes beyond a mere quiciening of the »dulses; the end is often
an outburst of passionate abandonment.

finally, I em enpealing to any person wno may read this
dissertation to contribute in the researcn into Ibo nmusic and

usical instruments. You can do0 tanis in onc or more

=

aifferent ways. You can 5o out yoursell and conduct researca

lJ-

if you are willing, strong, healthy, have a strong nusical

3

2

bacliground, a catholic taste in nmusic, and an o»nsn mind. You
can give grants to qualified neozle to go out and ccnuuct

()

rescarci. I will add to this that grants should be ziven to
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qualified Ibos, because they understand the languare, wilch
we heve seen to bes tonal, and because ol color, for thzsy will
not aprear strange to the other Ibos, who will thereflore
admit then to rituals and give thnem inrormation nore recdily.

Another way that you can help is by donating eculiment
to the rescarchers. Tnis would incluae good recoruiny eguin-
ment, tavnes, 3troboconn, frecuency analyscr, and such
instruments,

to offer scholarshiss to the Ibos so thut

0]

Another way 1
they may understond both zmuropean and Ibo music before
sending them out to conduct rescarch. DBut this trainin-~ will
talze a very lony time, and as I said before, unless soretining

il

‘.J

0]

-t

is done now, whot we nrobably will gst be muroneanised

Ibo rasic and that is nct wact we went.
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