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ABSTRACT: This article discusses a documentation of apa&gts, sung texts, and
dances of thédagaaba a mainly oral West African cultural group based on dctua
interdisciplinary linguistic and musicological field reseansfthin the group. The
importance of this documentation lies in the fact theditional oral cultures are fast
disappearing among some sections of such societies fadh@®f a ruthless process of
globalization. The article outlines the socio-cultusedianization of the communities
investigated, gives a succinct description of the straatfiDagaare language of the
Dagaaba and describes the structure lwaa, their main dance, before analyzing
transcriptions of a representative sample of spokehsang folktales with comments
on the thought systems and world-views emanating frasetkexts.
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INTRODUCTION

DOCUMENTING cultural elements such as language and musipdsterity has always been or
ought to be an important aspect of linguistic, musicad, anthropological studies. This is all the more
important, because, as is well known, smaller and mara cultural groups are under threat of
extinction from dominant cultures. The primary matefdalthis article is a recording that was done as
part of a research project that focused on the languagewasid of the Dagaare-speaking people of the
Republic of Ghana, West Africa (see Figure 1). Thermgention of the project is to document songs,
proverbs, riddles, spoken and sung folktales, instrumentsic, and dance performances, in particular
baweaa; in their “natural” contexts. In this article, we bhieflescribe the location of the fieldwork in
the northwestern parts of Ghana, where most Dagaahaahd its capital city, Accra, where many
have settled, in the following section. We then outline basic structure of the Dagaare language,
Dagaare music, and Dagaare dance, especiallgahas’ dance, and the musical instruments, before
giving concise interpretations and commentaries on thieeapand song texts, which have also been
included as liner notes of a CD submitted to UNESCO dmmsemination (Mora and Bodomo
forthcoming). We conclude the article with a recaphef importance of the need to document more
ethnic languages and musics around the world.
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Fig. 1. Map of research site.

THE DAGAARE COMMUNITIES IN KOGRI, ULLO, AND ACCRA

The Dagaaba live in the northwestern part of Ghan&/@st Africa. Dagaare, the language of the
Dagaaba, is spoken by about 2 million people, mainly in Ghahal&o in the neighboring regions of
Burkina Faso and the Ivory Coast. Most of the musiorded during the fieldtrip, some of which is
contained in a CD submitted to UNESCO world music séhtesa and Bodomo forthcoming), came
from the Dagaare rural communities of Kogri and Utlmorthwestern Ghana, though some came from
the migrant communities of Accra, the capital of Gda

Kogri, located in the Savannah belt between latitudes @feds and 11 degrees north of the
equator and longitudes 2 degrees and 3 degrees west of thewdate meridian, is one of many
villages that comprise the Ullo sub-district in the @&d.ambussie district. This is one of eight districts
that form the Upper-West administrative region, whicluim is one of ten administrative regions of
Ghana.

Accra, the capital of Ghana, is a flourishing metropla@ated on the Gulf of Guinea on the
West African coast. In the TZentury, it was a small, coastal village inhabitedH®y®a people. Now
it is a political and commercial centre of more thao tnillion people from different ethno-linguistic
groups, including, the Akan, Ewe, Dagomba, Frafra, anghBlea. There are also peoples from other
West African nations and beyond. Accra, then, is ceaifitan and supports a lively and diverse range
of popular and traditional musics as the following excehpitilates:

Before leaving Accra for the long journey northwaodDagaaba-land Adams, his
friend Boniface, and | decided to sample some of thesaihusic in both uptown
hotels and downtown nightspots. In the Golden Tulip Hetédland made up of local
musicians performed a variety of Caribbean musics inedu@iubarmamboandson
from pre-Revolutionary Cuba. The band was very good and leadycassimilated
the stylistic nuances of Cuban music. Thevewas authentic as were thentunos
that supported the instrumental improvisations. Unfately, the audience, largely
tourists from abroad, did not respond to the call tocdaifhe leader of the band,
perhaps in his late 50s, told me that he had been pléhiggqusic and various types
of Ghanaian popular dance music for many years.
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When the band stopped around midnight, we went downsbding jazz bar
of the hotel, where some local jazz musicians and at gireger and piano player
from the United States entertained a more appreciatidience. After several sets
from the jazz group, Boniface suggested we drive to A#tabthe nightclub quarter
of Accra. Adabraka was a district of ramshackle, sisgbey, tin-roofed clubs that
reverberated with many types of West African urban dgerees from Ghanaian
highlife to Zaireankisomba The music spilled out of the clubs and onto the tstree
amid the heterogeneous groups of men and women from varidssobaGhana,
Zaire, Nigeria, Senegal, Burkina Faso and Togo. Everngmemed to blend in and
accommodate each other's language and music. Though\Wettiki club there was
the occasional, ardent cry for 'more French music', ihapopular music from
French-speaking, West Africa. [from Mora’s field ngtes

Besides Ga, the indigenous language of Accra, and Engfishpfficial language of the
country, many languages are spoken in Accra. Various migranips have established their own
communities, social clubs, and organizations to ctetheir social and cultural needs. There are
frequent displays of traditional culture within these ®asi social groups, in particular, traditional
dance groups.

Rural-urban migration is transforming Ghana. Both tdagh low income earners have moved
into the suburbs of Accra to seek opportunities. Migcamimunities have established organisations to
cater for their particular ethnic, social and cultureéds. There are frequent displays of traditional
culture within these various communities throughout Acbagaare immigrants have tended to settle
in suburbs like Achimota, Nima, and Russia/Larterbiol@shi

Among the Dagaare communities in Accra, there are roaltyral organisations, though our
recordings were made within the Jirapa Area Youth and Developssociation (JAYDA). The
JAYDA dance group was formed in 1997 by James Amand takes particular pride in its
performance obawaa dance, as do other Accra-based Dagaare groups. Indeselgtbeps recruit
skilled musicians and dancers from the ancestralgaiaand towns of Dagao, the homeland of the
Dagaaba, in order to achieve and maintain positionssbihdiion. The recruitment of these skilled
performers also strengthens the sense of a Dagatueatidentity.

THE STRUCTURE OF THE DAGAARE LANGUAGE

One of the objectives of the field research was toimltdody of music that would serve as a basis for
comparative linguistic and musicological analysis. Whils tin mind, the structure of the Dagaare
language and the group to which it belongs, the Mabigulages, are briefly described here along with
the main typological features of this group and an exptamaf how the linguistic data is transcribed
and presented.

Dagaare is a two-toned language of the Mabia subgrotipedbranch of the Niger-Congo
language of West Africa. (Bodomo 1997, 2000; Anttila and Bod@6fl). It is spoken by about 2
million people, mainly in Ghana but also in neighbouriagions of West Africa, like Burkina Faso
and the Ivory Coast. Phonologically speaking, Dagaare e Mabia languages, including Moore,
Dagbane, Frafra, Kusaal, Mampruli and Buli, are markea lpreponderance of consonants and a
scarcity of vowel sounds when compared to Indo-European lgagusuch as English and French
(Bodomo 2004). One distinctive phonological feature is theboarticulation of some consonants.
These include labio-velar stops like /gh/ /kp/ and /ngBuch features, rare in Indo-European
languages, are a common feature in many African languageslabio-velar and velar sounds are

partially complementary, as in the alternate causatvetausative forms of the verbsi ‘kill' and
/kpi/, ‘die’ in Dagaare. Regular allophones often involve /d/ mhdand /g/ andy/ across the various
languages. There may also be limited cases of freatieer as it is between /h/ and /z/ in the Dagaare

word, had/ z&, ‘all’.
There is the typological feature of vowel harmony ing@&re and many Mabia languages.
Words like kag6é (‘chair”), biiti” (‘children’), andtuufd (‘digging’) are pronounced with tense or

advanced tongue root vowels, while words lik®5 (‘bones’) biiri (‘to brew “pito” the second day’),

and #dors (‘insulting’) are pronounced with lax or unadvanced tongae Kowels. Front rounded
vowels, found in languages like French and Norwegian, and backnde® vowels are absent in these
languages, except when phonetically realized in partiemaronments.
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Syllabic nasality is also a typological feature in théenguages. These are realized in some
environments, most often as pronouns and partiakes) the case of the Dagaare third person pronoun

IN/ as inm b, (‘my father’), n z0 (‘my head’) and in the Dagaare particles, which is a cliticized

form of the polarity marketa.

Dagaare and other Mabia languages primarily have twaltsystems, high and low,
(respectively marked by acute and grave diachritics orsdbbads with contain them) with cases of
downstep in some of the languages. These tones serve tessmth lexical and grammatical
oppositions as in the Dagaare vertdd,(‘push’), da (‘buy’), and as in the declarative and hortative

readings of pronouns e.gkdi 1d yirt or &dli yiri (‘He went home’ or ‘He should go home’).

Dagaare, and its group of languages, usually manifest syltables. Both CV and CVC
syllables can be reconstructed, but it is usually possiblesert a final, epenthetic, vowel. Thus, the
Dagaare verb ‘to leave’, may be realized eithdvaaor barr. There are also dialectal differences with
respect to these two forms.

An important typological feature of these languagekessystem of noun classes. Noun class
manifestation is a common feature for Niger-Congo langudggsvhile most of these languages use a
prefixal pattern, Mabia languages mostly use a systedae$ suffixes. These are typically based on
singular/plural alternations. Most nouns exist in threenfo the root, the singular, and the plural. An

example is the Dagaare word for ‘woman/wifexg- (root), psga (singular),psgba (plural), with the

further vowel assimilation in some dialects to givepdgs and psgbs. In this case the singular/plural
affixes are a/ -ba. All words that exhibit this pattern are then categorinéo one class.

Another important typological feature within Dagaare amsdgttoup of languages is verb
morphology. In most of these languages there is a mrefjuta of marking perfective and imperfective
aspects by adding suffixes to the verbs, adrihave run’ andz&ré ‘running’.

Most Mabia languages exhibit the Subject Verb Object drdéreir basic sentence patterns.
Another prominent syntactic typological charact@isincludes verb serialization, a syntactic
construction in which two or more lexical verbs magrgharguments without intervening connectors.
The issue of verb serialization or serial verb camsitopns has been the topic of much discussion in
theoretical linguistics and, in this respect, Dagaareather Mabia languages have contributed very
interesting research data.

TEXTS AND LINGUISTIC TRANSCRIPTIONS

As far as possible, the various texts associatedtéimusic on this recording are presented with tonal
transcriptions. For phrases and larger chunks of da&grevide interlinear glossings. These glossings
provide interesting insights into the grammatical eohmunicative structure of the Dagaare language.
Finally, free translations follow the glosses to captsalient aspects of the linguistic and cultural
meaning behind these texts. This linguistic data trgstgmn is an important aspect for the analysis and
interpretation of the music texts. The following isilturstration:

ka née  biéng wa bong biwad tenéé pailorg bié nad
COMP person child.FOC NEG know ‘wW# 1.PL area child NEG

‘If a child doesn’t know how to dand®ivaa’ s/he cannot possibly be a child from our town.’

In this sung text, the first line is the Dagaare eratitn, with the high and low tone markings on all
the words and patrticles in the sentence. In the sdomds a gloss of the grammatical category or the
literal meaning of the word. The grammatical categdDMP indicates that the first word begins with

a complementizer ‘if. This is followed by the word ‘pens, then ‘child’. As can be seen, a
grammatical element FOC standing for ‘focus marker’techtd to this lexical item ‘child’. All this is
followed by the grammatical item NEG standing for a pkator element that marks negation. This is
followed by the verb ‘know’ then bybawaa’, which means a special kind of dance, so we leave the
latter word as it stands. This is followed by a grammhttean 1.PL which stands for ‘first person
plural marker’. Finally, we have the items ‘area’,ildh and another negation marker completing the
glossing of this Dagaare sentence/enunciation. Tiné lihe provides a free translation of the whole
enunciation. This is not meant to be an exact tréosléut rather an attempt to capture the essence of
the meaning and cultural significance of what is beingeged. Other abbreviations of grammatical
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categories are: PART = particle; 1, 2, 3 = Firstpedcand third persons; SG = singular; PAST = past
tense; FUT = future tense; PERF = perfective aspedP k= imperfective aspect; NOM =
nominalization; NEG = negation; DEF = definite arjaBXONJ = conjunction; DIR = directional verb;
ORD = ordinal number; LOC = locative; TOC = topic; DEMMIemonstrative.

DAGAARE MUSIC

While the music obtained from this fieldwork is the esgien of a distinct ethnolinguistic group, the
Dagaaba, nevertheless, have had long historical, soalairal and linguistic ties with other peoples of
the northern parts of Ghana, such as, the Sisaal&ydlata, the Dagomba, the Frafra, the Kasena, the
Builsa, the Kusaasi and the Mamprusi. Thus, the musicalreslof the region share certain features
(Vetter 2000). For instance, the main instrument of tleethwestern part of the country is the
xylophone (see Figure 2), which may be supported by a druandoum ensemble, and the scales are
largely of the hemitonic and anhemitonic pentatonic types

Fig. 2. Xylophones indigenous to northern areas of Ghana.

Music-making among the Dagaaba, like other peoples ofdpierr, is an intrinsic part of
social life. Certain types of music and repertories ofjsoay be associated with particular occasions,
cults, cooperative work groups and organized labour, age graogsites of passage. For instance,
praise-songsd@nndig) are performed regularly as a tribute to the chielevbiher types of music are
exclusive to the rituals and ceremonies of the royaltceuch as, an investiture, an assembly in the
court or audience chamber, or a funeral. Particuf@estyf music are identified with the religious cult
calledbagre which holds an annual festival; or with traditional assthens, such as tHepétaa; which
comprises reciprocal help groups for young farmers.dhte social dance is reserved for females; the
feroo is a dance performed by the youth; while seégaanaa is danced mainly by the elderly. There
are warrior songszfire’ yide), as well as songs for farming, grinding, poundingprfbeating,
plastering, huntingw@arong yiee) and herding. There are special songs for initiationncenées,
funerals kobie), ritual sacrifice, weddings, and public naming ceremotiat occur seven days after
the birth of a child (referred to as ‘outdooring’). ®@me occasions, certain types of music may be
prohibited, for instance, thegwaa’is not performed when a member of the community sy ill
or when someone has died. Music may also occur as theaspoos expression of individual
community members, such as the music for the solo banhlteoifule€), the harp genaa or koriduo
in Nandom), or the lullabybf-yagleyigl€). Finally, music is used to welcome and honour immbrta
guests and visitors, as illustrated during our visKagri, the ancestral home of Adams Bodomo:
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We arrived in Kogri at around 1:30pm. All the membershef tillage, as well as
those from neighbouring villages, had gathered totgieeThey had been waiting
for our arrival since morning. The chiefs and eld=isceremoniously in a row under
the massive Baobab tree while the women and girls daheghleg. As we got out
of the jeep, the dance and music intensified. The danuaved in a circle under the
trees to the accompaniment of a drum played by an adldt 'Bame young boys
hammered on the xylophones some distance away from tieerda The women
danced, clapped and sang heartily as black rain-cloudsergdt threateningly
overhead. | prepared the recording equipment and begaod when suddenly the
rain poured, the thunder rumbled and lightening flashedai¢he sky. We had just
enough time to get the recording equipment out of the rainhbwancers kept on. |
attempted to continue with the recording while under abratia but in vain. How
frustrating it was to witness the exhilarating welcomijch lasted uninterrupted
until dusk. All we could do was hope for better weathéhémorning as most of the
folks present promised they would return. [from Morfeékd notes]

Listening examples includebawvaa” dance music, xylophone duets, individually sung folktales
(sensdl &) and spoken folktales, women's dance sorQie€), and women's praise songf{ndig).
Performances dbawaa and xylophone duets recorded in the social clubs of Dagaabh@rants in
Accra can also be heard. Thewaa and xylophone selections give some idea of the kind délsoc
music that still thrives within Dagaare communities ithbaural and urban settings and they make up
the bulk of the recordings we made. Indeed,bi#igsd’is one of the most important cultural practices
of the Dagaaba so aspects of its performance andwgwse described in some detail.

THE Bawaa DANCE

Group dancing is intrinsic to ceremony; it is a mardfesocial competence and a way of maintaining
community solidarity. Thédvaa'is a call to young people to dance and make music togaibdegd
the termbawvad’ literally means, ‘young people, come together’. Notywmahe bawa’ is incorporated
into rites of passage marking birth, puberty, marriage dedth, though it may also occur
spontaneously.

The bawaa’ dancers, which may comprise both young males and feraédde make up the
chorus (see Figure 3). One of the dancers, normallgla with the most skill or experience as a dancer
or instrumentalist, takes the role of lead sindeiw@-ngmara) or 'the cutter' awa-kyé&ré). The
dancers are accompanied by two xylophonists, one playala’ instrumentdyil-daa) and the other
plays a ‘female’ instrumentgyll-nyanhgead), and a drummer who normally plays a double-headed,
stick drum @anggag). The terms ‘male’ and ‘female’ xylophones are mofepecialist terms among

professional xylophone playergigr) and xylophone makergytimidl b o).
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Fig. 3. Bawaa dancers.

The leader of the dance-chorus decides when one songapddshen a new one begins,
though the xylophonist may also decide when the change showdd. dhis practice may involve
some power play, in terms of who is more influenfide chorus, callethawa-segerebd (or sagra’
singular ‘one who agrees’), responds to the calls fitoenléader. The dancers wear metal leg jingles
(kye&emé) illustrated in Figure 4, beaded girdldgbfe), metal finger cymbalspgaa pl. pére) and
sometimes metal wrist jingles.
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Fig. 4. Metal leg jingles worn by dancers (Accra).

The call to dance normally begins with the soundingrafer cymbals. The two xylophone players,
who sit facing each other, begin while the crowd gathesend the dance area. The dancers then enter
the area and form a circle around the musicians, dantiag anti-clockwise or clockwise direction.
The dance event is normally directed by aaa naa’who does not participate in the dance itself.

The main part of the dance consists of an alternatibmelea two sections: th&&d, which
features call and response singing, and #hderé or emmo (‘to put in’), which features intense
dancing using heavy, syncopated accents and displays ofT$k#l.cycle is repeated any number of

times for each song, until the leader signals a new soigthe cycle begins again. Generally, a
performance lasts between twenty and thirty minutes.

The Xylophone and Drum

Dagaare xylophones are tuned to an anhemitonic pentatoméc aswh have a range of two octaves
(Saighoe 1984). The instruments are tuned to the saaile though the ‘female’, lead instrument

(gyilnyahgad), is said to have a higher or sharper ‘voicg'k6k5r1) than the ‘male’, (accompanying
instrument @yildaa), which has a lower voice. Sometimes the ‘male’ xytophcan lead, especially in
playing fast song dances like tféeoo, while it is more natural for the ‘female’ to leadslower song

dances like thesiégddnda. Gourd resonatorsk{s), graduated in size, are suspended under each
xylophone key. Two or three holes about 2-3cm in diameterbored into each gourd and each is
covered with a spider’s egg cagddpii) to increase the resonance and to produce a buzzing effec
The cylindrical double-headed druigaigaa’), which is fitted with cow or antelope skin and
played with two sticks, normally accompanies the xylophamebe bavaa’ dance, as was the case in
Kogri, though sometimes two single-headed drums, an§biigdkpoiig) and the other smallydnga
léé) are used. The gourd drutkdfre), which is fitted with iguana skin and played with theds is
normally reserved for funerals; in the Accra, thoughas used to accompabgivaa.
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BRIEF COMMENTS AND EXPLANATIONS OF THE CULTURAL SIG NIFICANCE OF
THE SPOKEN AND SUNG TEXTS (LISTENING EXAMPLES 1-35)

We now briefly comment on and explain the cultural sigaifce of these recordings which were made
in August 2000 in Kogri and Accra. They inclubewaa dance, xylophone duets, sung folktales
(sensdl &-yiele), spoken folktales sghsdl £), and women's dance songahlée) and praise songs
(danndig). Thebawaa and xylophone selections are indicative of the souniadic that thrives within
Dagaare communities in both rural and urban settings ahkeé op the bulk of our selections.

Tonal transcriptions of the song texts are provideth thie high and low tone markings over
the vowels and nasal consonants of words and particieshel Dagaare orthography there are
altogether 31 graphemes, including vowels such as theeppeand the open o, The free translations
in English that follow the transcriptions are intenttedonvey the meaning and cultural significance of
the text. We have divided these recordings into ‘Listelikgmples’ closely following the order in
which they appear in the CD documentation that has hdamited to UNESCO (Mora and Bodomo
forthcoming).

Listening Examples 1-4: Bavad (Performed by the people of Kogri)

Download sound files for Listening Examples 1-4 using thegs:li

https://kb.osu.edu/dspace/bitstream/128815/1/EMR000028a-0dagaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/2/EMR000028&0daba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/3/EMR00002&8=§8aba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/4/EMR00002&8G4aba.odg

This performance obawad contains four renowned songs. The firsBe yed wég I, a ‘signature
song’ used by &awad dance group in competitive events. In the recordingKthggi villagers throw
in praise names and genealogical appellations suBlbveel ££, Marteensé, Marwar £ and Paawe ££.

The second songshddnéé y¢ ndors, exhorts people to be wary in an uncertain world. Thre $ong,
Kohao'wéanayeg, is a consolatory message to those who have tenin&ssilith the community.

L.E. 1. Bdya&awasla ye&'- They have come again
Ba y& w& la y&
3.PL again come FOC PART
‘They have come again’

Ba y&a w& la ye
3.PL again come FOC PART
‘They have come again’

Bowadlés ylaa w& la yeé
Bowaalee again come FOC PART
‘Bowaalee have come again’

A ya wa ne pléo
DEF again come with pride
‘Coming again with pride’

Ba y& w& la y&
3.PL again come FOC PART
‘They have come again’

Ba yaw& la ye&
3.PL again come FOC PART
‘They have come again’

Bowadlés ylda wa la ye

Bowaalee again come FOC PART
‘Bowaalee have come again’
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A ya wa ne pléo
DEF again come with pride
‘Coming again with pride’

Pawééé ylaa w& la ye
Paaweéé¢ again come FOC PART
‘Paawelee have come again’

Martéénéé ylaa w& la  ye
Martéénéé again come FOC PART
‘Mareteenee have come again’

Marwérés ylaa w& la  y&é
Marwéréé again come FOC PART
‘Marwaree have come again’

A ya wa ne psléd
DEF again come with pride
‘Coming again with pride’

L.E. 2. Andtnéé yé noors - People of the world tread carefully
Andtnéé yé noorsd yé (repeat many times)
Masses 2.PL move back PART
‘People of the world be careful.’

Kuud bepworiyaa te wéna (repeat many times)
Death be back again DIR come
‘Death is imminent.’

Bowadléd yé¢  nars yé
Bowaalee 2.PL move back PART
‘Bowaalee be careful.’

Kud be pwriyaa te wéna
Death be back again DIR come
‘Death is imminent.’

L.E. 3. Kondwaandyes - Oh, come mourn with us
Konoo wana ye
Weep-IMP come-IMP PART
‘Come along and mourn!’

Kénoo wana ye
Weep-IMP come-IMP PART
Come along and mourn!

Fo nmgwa téA s& nema
2.SG yet NEG have father and mother
‘Though parents you no longer have’
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Ky3 nfeg Koo waanalé
but.2.SG also weep come PART
‘You may also still come along to mourn with the othe

Ky3 nfeg Kobd wéaanalé
but.2.SG also weep come PART
‘You may also still come along to mourn with the othe

Konoo wana yeé
Weep-IMP come-IMP PART
‘Come along and mourn!’

Kénoo wana yé
Weep-IMP come-IMP PART
‘Come along and mourn!’

Bekpéewa t# s&é ne ma
orphan NEG have father and mother
‘Though, orphan as you are - no longer having parents’

Ky3 nfeg Kotd wéanalg
but.2.SG also weep come PART
‘You may also still come along to mourn with the othe

Hiiné wana yé
Wail-IMP come-IMP PART
‘Come along and wail?’

Hiiné wana yé
Wail-IMP come-IMP PART
‘Come along and wail”’

FO nagwa t&éh s& nema
2.SG yet NEG have father and mother
‘Though parents you no longer have’

Ky3 mag Kine wéna g
but.2.SG also weep come PART
‘You may also still come along to mourn with the othe

Ky3 mag Hine wénals
but.2.SG also weep come PART
‘You may also still come along to mourn with the othe

L.E. 4. N esbo- Whatever you do...

N ®bo ya (repeat many times)
1.SG do.NOM PART

‘My deeds.’

N  p& m3s ‘& n& yé  Kang

1.SG now always.come do somebody thing some
‘Sometimes when | relate to some kinds of people’

Wa fa bng N &bo ya

NEG FOC know 1.SG do.NOM PART
‘| don't really know how best to thread.’
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Ka N bara la be
COMP 1.SG grow.IMP FOC PART
‘Whether | will survive this’

Ka N kpiré la be
COMP 1.SG die.IMP FOC PART
‘Or | will perish from this,’

N  p& mss ‘ela né yé Kang
1.SG now always.come do FOC somebody thing some
‘Sometimes when | relate to some kinds of people’

Wa a bng N @&bo vya&
NEG FOC know 1.SG do.NOM PART
‘| don't really know how best to tread.’

Listening Examples 5-7: Gié ngmé&é (né 1énndd) - Xylophone Duets

Download sound files for Listening Examples 5-7 using thegs:li
https://kb.osu.edu/dspace/bitstream/188815/5/EMR000028a-05-dagaaba.ggg
https://kb.osu.edu/dspace/bitstream/1811/28815/6/EMR000028a-06-dagagba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/7/EMR000028a-07-dagagba.ogg

This is performed bpekongmen Bodomead player) andBayuo Digre(support player) from Kogri.
While xylophone performance is essential to funerdegriit also serves a recreational purpose. Such
performances normally consist of a medley of compastiotended to illustrate the skill and
inventiveness of the lead player, who plays the mailody and variations, and the supporting player,
who provides accompanying melodic patterns and rhythrsimadi (time-line patterns). In these
recordings, the time-line patterns fit into regular grogpf beats or irregular groupings that cut across
the phrase structure of the composition. An example ofdahmer type of time-line pattern may be
found in Listening Examples 17 to 25 [ ] |. Aaraple of the latter type { 70 Ns [ nimy
found in Listening Example 6. In this last example, tingetline extends over three beats and is
repeated four times within the twelve beat composition.

L.E. 5. KWi yong teng teng... Only death is supreme. You may do anything but you can’'t subdue
death.
Kud yong teng tang
‘Only death!’

Kuu néng waa gandéa
‘It is only death that is the ultimate hero.’

Kuu yong kabaméang waso
‘It is only death that can't be controlled.’

L.E. 6. Ngmanga da kéng zo6 bé&...If you have support in this world, you can really achieve
progress
Ngmaingadakong zo6 béa
‘Why wouldn’t Monkey fear dog?’

B&a néang téa patéere
‘Dog has a supporter.’

Ngmangaméng paésre be?
‘But where is Monkey's supporter?’

L.E. 7. Kud yéng ¥ng ... You may do all kinds of heroic things but one day you will ttageme
up to death
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Kuu yéng ¥ng I
‘Death is so near.’

Kyéng ky gaane
‘Walking in a stride’

Kyéng ky gaane
‘Walking in a stride’

Kuu yéng ¥ng I
‘Death is so near.’

Listening Example 8: Sasélt yiéurig (Sung folk tales) - Downtrodden of the world
(Performed byBayuo Digreof Kogri)

Download sound file for Listening Example 8 using this link:
https://kb.osu.edu/dspace/bitstream/18881%/8/EMR000028a-08-dagaaba.ggg

In this song, the singer draws attention to the plightefteak, the disabled and the disadvantaged in
society.

T60 ma B&U6 Digrég mia la  bord Ka ‘Bg yédi a yéluing
Ok, 1.SG bayuo Digre, 1.SG that want-IMP G©M sing DEF song
‘OK, it is me Bayuo Digre that wants to sing the song.’

Naangmee z0 n&s&@na
God head person-spoil
‘Disabled of the world’

Naangmee zU n@s&@na
God head person-spoil
‘Disabled of the world’

Yé mag ny¥
2.PL always see
‘Oh please consider (them).’

Z>ngs meng yang mang na
Blind also alone always NEG
‘The blind should not be left to their fate alone’

Kdngs meng ytng mang na
Leper also alone always NEG
‘Lepers should not be left to their fate alone’

Te Zayélé
1.PL all matter
‘This is an issue for all of us.’

Se: fa yie koréng
Better than other exist long ago
‘Differences in abilities have always existed.’

Ka rnéng wa dang sébo

COMP person come first better than
‘If a fellow has a higher ability’
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T4 ny sliri
NEG see anger
‘Don’t get frustrated.’

Ka nangmméng da wa pe
COMP God.TOP  PAST become roof.top
‘If God were only a roof-top away,’

Kang do be ka te ny¥ té
COMP.1.SG climb there CONJ. 1.PL see each other
‘| would have climbed up there to consult with him.’

Kyé Kag Sorod ¥lé
CONJ COMP. 1.SG ask matter
‘And | would have asked him a few questions.’

N  doms3 kdng td maale
1.SG totem COMP.1.SG NEG develop
‘My totem wouldn’t allow me to improve my situation.

N  dom3 kang td maale
1.SG totem COMP.1.SG NEG develop
‘My totem wouldn’t allow me to improve my situation.

N mi biiri  wdé
1.SG mother children PART
‘Oh, my brethren?’

Listening Example 9: Sasélt yiéurig (Sung folk tales) - Living cautiously
(Performed byBayuo Digreof Kogri)

Download sound file for Listening Example 9 using this link:
https://kb.osu.edu/dspace/bitstream/188815/9/EMR000028a-09-dagaaba.ggg

The belief in witchcraft and the supernatural encouragation amongst the Dagaaba. However, the
supreme deity, Neagm®, is the ultimate arbiter of human affairs and,hie &nd, mortal enemies do
not have the power to carry out their evil wishes!

Ka N ta yors wdle
COMP 1.SG NEG roam-IMP wildly
‘My enemy would not want me to walk around freely.’

Déndsms é 1a a Na@ngmme bé
Enemy be FOC DEF God PART
‘Is my enemy God?’

Déndsms ydi k& N ta yors wdle
Enemy say COMP 1.SG NEG roam-IMP wildly
‘My enemy wishes | could not walk around so freely.’

Déndsms é l1& a Nangmaeb&
Enemy be FOC DEF God PART
‘Is my enemy God?’

Fo ms & la a Na&éngmaebé

2.SG anyway be FOC DEF God PART
‘Are you God anyway?’
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Fo o3 e la a teg:n e
2.SG anyway be FOC DEF God of the earth TPAR
‘Are you God of the Earth anyway?’

Déndsms yd kéng ta yoors wale
Enemy say COMP.1.SG NEG roam.IMP wildly
‘My enemy wishes | could not walk around so freely.’

Déndsms e la a laga b
Enemy be FOC DEF God of the earth PART
‘Is my enemy the God of the Earth anyway?’

Gbunggbai yéi ko Wa bosrs ba
Hyena say COMP.3.SG NEG want.IMP goat
‘Hyena says he doesn't like Goat.’

Wén& yB ko Wa basrd b
King-of-the-wild say COMP.3.SG NEG want.IMP goat
‘Lion says he doesn't like Goat.’

Yéng k33 ngimabae ka b yosrs
Where COMP.2SG cut leave COMP goat roam.IMP
‘Where have you set aside for Goat to roam?’

Listening Example 10: Sesél¢ Slloo (Spoken tales) — The origin of diseases
(Performed byBayuo Digreof Kogri)

Download sound file for Listening Example 10 using this link:
https://kb.osu.edu/dspace/bitstream/188818/10/EMR000028a-1@lagaaba.odg

This folktale is a mythological explanation for the @ence of disease in society and is a
favorite among the Dagaaba.”d8eé, an inquisitive spider and trickster, is at the centre rof a
unfortunate discovery. He wanders deep into the wilderaredsarrives at a sealed aerie in which all
diseases are contained. When he hears strange soundsiregngioat within, his curiosity gets the
better of him and he opens it unleashing all the disegsmasthe world. An additional moral here is to
refrain from unbridled curiosity.

Listening Example 11: Sesél¢ SElloo (Spoken tales) — No one woman can give birth to a hero
(Performed byBayuo Digreof Kogri)

Download sound file for Listening Example 11 using this link:
https://kb.osu.edu/dspace/bitstream/1811/28815/11/EMR000028&d4aba.odg

This is a typical West African story of “man pass maks.we increase our horizons, we may take
stock of our weaknesses and strengths. Each of the Elencoden in this folktale meets an even more
gigantic and powerful creature as each wanders into unéantéiritory. Their discoveries are aptly
expressed by a Dagaare moral: No one woman can give batheim!

Sound Examples 12-14:"Aléé (women's dance songgPerformed by the women of Kogri)

Download sound files for Listening Examples 12-14 using these links:

https://kb.osu.edu/dspace/bitstream/1811/28815/12/EMR000028a-12-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/13/EMR000028a-13-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/14/EMR000028a-14-dagadba.ogg

The performers of these dance songs (see Figure 5) dongtdaut the predicament of women in
Dagaare society. They disclose, spontaneously, theindgs of helplessness and frustration, but also
their resilience and resolve to do better.
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Fig. 5. Anlééwomen's dance.

L.E. 12. Nenbaal4 oho. ..
Person-poor PART
‘Oh poor helpless person...’

(K33 3 ydl yelbilé
COMP.2.SG always.come say thing.small
‘You may say something trivial,’

Kyé wa won&a Ka a4 n&H)
But come hear.3.PL COMP 3.PL NEG
‘But it gets exaggerated when next you listen to peopteofat.’

LE.13. N wa la bng N bBdré ny¥  (repeat 2 or more times)
1.SG NEG again know 1.SG sacrifice DEM
‘| really cannot decipher this one fate of mine.’

N  Bsréwéoré ny¥  yaa
1.SG god problems these PART
‘These divine problems of mine’

N wa la bngeg Bireny
1.SG NEG again know.1.SG God this
‘[ don’t know what to do with them.’
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LE.14. Ta lé ye&& t& ¥¥lE (repeat many times)
have matter PART have matter
‘Sacrifices and problems,’

Bddré meng ying né  té yél€  (repeat many times)
God also alone NEG have matter
‘It is not only gods that one must make sacrifices to.’

Baald meng yong néd  t& yél€ (repeat many times)
Sick also alone NEG have matter
‘It is not only the weak that has problems.’

Listening Example 15: Y& engné y& Nad - Respect your King Performed by the women of Ullo and
led byMarcelina Bongnep

Download sound file for Listening Example 15 using this link:
https://kb.osu.edu/dspace/bitstream/188815/15/EMR000028a-15-dagaaba.gdgg

In this song, the women of Ullo sing the praises eirtichief and exalt his lineage. The lead singer
urges her community to respect and honor the chief, asietogthen her message she alludes to how
citizens of a neighboring community venerate tobief.

Y¢é ‘egré V¥ N& (repeat many times)
2.PL respect.IMP 2.PL Chief
‘Respect your Chief!’

Yé ‘engré y N&
2.PL respect.IMP 2.PL Chief
‘Respect your Chief!’

Ka nd nye sngaeg Ro y¢
COMP people see help respect give 2.PL
‘So that people may realize how worthy he is.’

Kowééré  nang téh Bawéa-bosrd-nobd
Koware clan as have Bawalbonoln
‘Don’t you see how the Kowaare clan’

Ba mayg wa ‘eg Qadal:
3.PL always come respect surpass that
‘respect Chief Bawahwonoba so much.’

Dantefl €€ ¥ ‘egré ¥ N&
Dante people 2.PL respect.IMP 2.PL Chief
‘People of Dantg, respect your Chief!’

Swedés ¥ engré ¥ Na&
Swédég 2.PL respect.IMP 2.PL Chief
‘Sozédée;, respect your Chief!’

Listening Example 16: Exaltations to the Youth(Performed by the women of Ullo and led by
Marcelina Bongnep

Download sound file for Listening Example 16 using this link:
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https://kb.osu.edu/dspace/bitstream/188815/16/EMR000028a-16-dagaaba.dgg

In this song, the singer urges the people of Ullo to jogetteer in the interest of advancing their
community. She invokes the founder of their clan ande®warious lineage appellations to intensify
her exhortation.

Ba sana ¥ la
3.PL go.around spoil 2.PL PART
‘They are going around castigating you’

K& ¥ Kongted e yéi
COMP. 2.PL NEG able do thing
‘That you can't do anything.’

Yé de w té&rong langne Naangmae
2.PL take 2.PL thoughts put God
‘Put your faith in God.’

Bayohg Birl ¥ na to le sama Ka ba i
Bayong children 2.PL FUT able help strangamd they going
‘Children of Bayong, can you entertain guests?’

Yé de w t&rong lahgneBaydng
2.PL take 2.PL thoughts put Bayong
‘Put your faith in Bayong.’

Yé de w t&rong langne Naangmine
2.PL take 2.PL thoughts put God
‘Put your faith in God.’

Yé na t® e la
2.PL can able do PART
‘You can do it.’

Danteflé€ biirf  ba s Sana ¥ la
Children of Dante 3.PL go.around spoil 2.PL PART
‘Children of Dante, people are going around castigating you.’

Tiirofigdemé yé¢  de w t&rong laagne Nangmae...
Tiirongdeme 2.PL take 2.PL thought put God
‘Tiirongdeme, put your faith in God.’

Listening Examples 17-25: Xylophone duetsRerformed byPius NanfuriandBakyogyi Bonkangsaa
from the Langzel Ba&a Troupe in Accra)

Download sound files for Listening Examples 17-25 using these links:

https://kb.osu.edu/dspace/bitstream/1811/28815/17/EMR000028a-17-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/18/EMR000028a-18-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/19/EMR000028a-19-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/20/EMR000028a-20-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/21/EMR000028a-21-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/22/EMR000028a-22-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/23/EMR000028a-23-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/24/EMR000028a-24-dagadba.ogg
https://kb.osu.edu/dspace/bitstream/1811/28815/25/EMR000028a-25-dagadba.ogg
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Like the Kogri xylophone performance (Listening Examples,3R8 Accra players perform a number
of compositions in medley fashion. The Accra performahcsyever, is characterized by a denser
rhythmic and melodic texture, a faster tempo, andrtbertion of sung phrases.

L.E. 17. Kai wa Viri  ye (repeat)
grow.old come house PART
‘Grow-old-come home,’

L.E. 18. Za0o negféa (repeat)
fear-IMP person-bad
‘Beware of a bad person.’

L.E. 19. po yéi  y& M po ydi, né Kog bing, (repeat)
stomach matter PART, 1.SG stomach matter pers@ Rsgw
‘No one can know too much about a person’s inner feelings’

Kang ghiteyée,  Kang ba gbti y&, né€ Kmg bng
COMP.1.SG sleep PART COMP.1.SG NEG sleep PART, peME@h know
‘Whether | sleep or not, no one can know exactly.’

LE.200N ma wa& pii ma kyéamé kéng yiyengés& bavéa (repeat)
1.SG mother PART wear 1.SG jingles COMP.1SG go antelbavéa
‘Mother, please put some jingles on me to go out andelsavéa.’

L.E. 21. EBmpelorig né ngmaé annazéd Ka maia  kyiiré (repeat)
ash and calabash all these CQhtistian dislike.IMP
‘A calabash full of ashes and all such things are @haistians dislike.’

L.E. 22. Bmg Kanga 14 m@é gingddnga ny wa Sgléazooré (repeat)
thing some that coil around and like ksridack tail
‘There is something coiled around like the takdflack snake.’

LE.23. N ba KagKengnliléé nang pré Kengkenged b5 ma (repeat)
1.SG friend kangkangaa.bird please pluck kangkangaafit 1.SG
‘My friend the kangkangaa bird, please get menghangaa fruit.’

L.E. 24, SA&4 I¥rong (y&) (repeat many times)
food.bowl fat PART
‘A fat bowl of saabo,’

A mag dré ba taré
DEF always eat.IMP NEG satisfied
‘One keeps eating and never gets full.’

L.E. 25. Kii soila  yeng...(repeat many times)
Death road FOC where
‘Where is the way to Death?’

Listening Examples 26-35: Bavad (Performed by the Langzel'#aa Troupe from Accra)

Download sound files for Listening Examples 26-35 using these links:

https://kb.osu.edu/dspace/bitstream/1811/28815/26/EMR0O00P@-8&@gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/27/EMR0O00P2-8&@gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/28/EMR0O0022-8&@gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/29/EMRO0022-8&@gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/30/EMR0O0082-8&@gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/31/EMRO008P-8&gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/32/EMR0O0082-8&gaaba.odg
https://kb.osu.edu/dspace/bitstream/1811/28815/33/EMR0O0082-8&@gaaba.odg
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https://kb.osu.edu/dspace/bitstream/128815/34/EMR000028a-34-dagaaba.dgg

https://kb.osu.edu/dspace/bitstream/188815/35/EMR000028a-35-dagaaba.ggg

This bawaa performance also consists of a medley of songs Hatrate salient themes: bravery,
morality, community solidarity, and seasonal migratmurban centres. The performance is noticeably
more intense than the Kogri performance mainly dubegptevalence of marked syncopations in the

gourd drum Kdste).

L.E. 26. Andtnéé wa téa él.. (repeat many times)

L.E.

L.E.

L.E.

L.E.

L.E.

L.E.

L.E.

L.E.

L.E.

27.

28.

29.

30.

31.

32.

33.

34.

35.

masses NEG have [something]
‘Humanity does not have [inaudible..]’

Konmié wod, (repeat several times)
tomato.PL PART
‘Oh, tomatoes!’

Dangma $glé&anaig wing kamniié
Wood.short black just bear tomato.PL
‘A black piece of wood bearing tomatoes!’

Paléé dag veélé € kyE nysg kpaléé “Rrg segeéng (repeat)
woman.small as beautiful that but catch guine&$mall put jar.inside
‘Oh, what a beautiful girl but she has tried to hidenall guinea fowl in a jar?

Wa i ka te gamaé(repeat many times)
come go.out COMP 1.PL go sea
‘Come, let's go to the Coast.’

Laydagé ydmeénge & pil ka ba mang Zlé (repeat many times)
Bitter bitter truth turn arrow COMP 1.Plways poison
‘Like an arrow, truth can get poisoned.’

Ka rmgréa’ir kio kgkaba maeba tegé (repeat many times)
COMP alien get.up go.home.IMP and 1.PL make l1and
‘They say that aliens should go back home antiéen tdevelop their country.’

Kasé némé rfa (repeat many times)
cakes sweet.PERF FOC
‘Cakes are sweet.’

Ky&  dardrig waa tio
But.3.PL cost be hitter
‘But they are costly.’

Bpsl> mag mhgla t& (repeat many times)
child.young always like FOC other
‘The youth ought to like each other.’

Bipsl> wa kyifrétéa
Child.young NEG hate other
‘The youth should not hate each other.’

waéh wé wé wa  (repeat many times)
PART PART PART PART
‘Oh, Oh, Oh, Oh...’

Kidwos, ki wtd y& (repeat many times)

death PART, death PART PART
‘Oh, death, oh, death...’

100



CONCLUSION

The Need to Document More Ethnic Languages and Musics Arod the World

In this article we have presented the results of an etlyuiditic and ethnomusicological field research
in the form of spoken and sung texts of an ethnic group whigbits the rural parts of northwestern
Ghana. After describing the community in terms of iteggaphical location, its language, its music
and its dance, we provided brief comments and explanatititee spoken and sung texts we have
painstakingly transcribed and documented in the form @ &\@ra and Bodomo forthcoming).

In terms of how to build on this research, a furtheldfirip is planned to do a comprehensive
visual documentation of this community in the form of atheopological film documentary. But a
more pertinent and global way to build on this kind ofeaesh is for other teams of linguists,
musicologists and anthropologists to undertake this kind aiirgs@among similar communities in this
and other parts of the world with modern technology &exhniques of recording and documentation.
There is more than ever the need to document the culgtéltions, including language, music and
dance, of such mainly oral cultures before they dieasu result of the rapid advance of globalization
in which more dominant cultures easily drown out less donhitidtures.

NOTE

[1] The authors may be contacted at the Linguistics deeat, School of Humanities (first author)
or the Music department, School of Humanities (secondogutif The University of Hong Kong,
Pokfulam Road, Hong Kong, or by e-mail at abbodomo@rtikuor mmora@hkucc.hku.hk
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