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Teachers’ Workshops.  The

Center offers in-service

workshops for K-12 teachers

about instruction on Africa

throughout the school year.

Summer Institutes.  Each
summer, the Center holds
teaching institutes for K-12
teachers.

Publications.  The Center
publishes and distributes
teaching resources including
Irohin. In addition, the Center

has also published a monograph

entitled Lesson Plans on African

History and Geography: A

Teaching Resource.

The Center is partially funded under Title VI of the

federal Higher Education Act as a National

Resource Center on Africa. One of 12 resource

centers, Florida’s is the only Center located in the

southeastern United States. The Center directs,

develops, and coordinates interdisciplinary

instruction, research, and outreach on Africa.

The Outreach Program includes a variety of
activities whose objective is to improve the
teaching of Africa in primary and secondary
schools, colleges, universities and local
communities.  Following are some of the regular
activities which fall under the Outreach Program.
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Library.  Teachers may borrow videotapes and

books from the Outreach office.

Community and School Presentations.  Faculty

and graduate students make presentations on Africa

to local communities and schools.

Research Affiliate Program.  Two one-month
appointments are provided each summer. The
program enables African specialists at institutions
which do not have adequate resources for African-
related research to increase their expertise on Africa
through contact with other Africanists. They also
have access to Africa-related resources at the
University of Florida libraries.

One of the main goals of the Center is to promote
African culture.  This is a cultural group which
visited Gainesville from the Gambia.

Outreach Program at the University of Florida
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Participants in the 2001 Summer Institute.
Back row from left: Agnes Ngoma Leslie (Institute Director), Kenya
Leggon, Cynthia Austin, James Arthur Booth II, Teresa Morgan,
Antoinette D’ Assomption (Presenter), Jonny Cromwell, Carol Bynum,
Reba Williams.  Front Row from left: Adam Reinhard, George Chambers,
and Wanda Gallmon

Each summer, the Center for African Studies at the University of Florida hosts a K-12

teachers’ institute. The objective of the institute is to help teachers increase their knowledge

about Africa and develop lesson plans to use in their classrooms. The creative lesson plans

in this issue of Irohin were written by participants in the 2001 institute. Please feel free to

use these materials in your teaching and share them with other teachers. Write or call the

Center for additional copies.

Sincerely,

Agnes Ngoma Leslie

Editor’s Note
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Introduction

As a fourth grade teacher, I realize how full our
curriculum is. However, if we could just take a little
time to impart the importance of Africa to our students
we could tap into an amazing pathway for learning.

Through this lesson I have been able to cover the
important aspects of thematic learning. I have covered
the Sunshine State Standards, written clear objectives,
and have based this lesson on the Florida Comprehen-
sive Assessment Test Form. I have created this lesson as
a great starting place in history about Africa. Although
many teachers find it difficult to incorporate this subject
into a busy curriculum, I have created this lesson within
the hope that it does not detract from, but actually
promotes learning.

African Kingdoms:An Overview

Africa has a long, rich, and powerful history that
dates back to prehistoric times and saw the emergence
of vast empires ruled by great kings and queens, priests
and leaders. Africa is an expansive land with 54 known
countries and over 1,100 known languages.

The history of the rise of these great kingdoms
begins around 5,000 B.C. African kings held highly
respected power in the land they governed. Rulers were
able to increase their control by acquiring resources
including gold and/or salt. Also, in kingdoms with
active trading, local leaders organized the collection of
taxes, jobs, and duties. Other kingdoms grew out of the
necessity to band together against outside invaders
when they attempted to conquer and pillage local clans.

 The Kingdom of Kush, located in modern Sudan
flourished for over 1,000 years and was one of Africa's
first kingdoms. During the seventh and eighth centuries
the kings of Kush ruled over Egypt. However, around
666 B.C. Kush lost control and was driven back by the
Assyrians from western Asia. The Kingdom of Kush
stretched from south of the border between Egypt and
Sudan and along the Nile River for over 600 miles. It is
not known how the Kingdom of Kush fell. However,
around 250 A.D. the state slowly disappeared as control
over other territories was lost.

The Ife Kingdom of the Yoruba people rose around
600 A.D. in the Western African forest. They knew how
to use technology and through technology they were
able to clear huge areas of forestland. Over the next two

○ ○ ○ ○ ○ ○ ○ ○ ○ ○ ○

centuries, villages developed and chiefs emerged from
powerful families. Ife became the holy city of the Yoruba
people. The first high king of the Yoruba people was
Oduduwa, and it is believed by the Yoruba people that
Oduduwa was a direct descendent from heaven.

The Yoruba and Igbo people, who dyed cloth and made
leather and metal goods, formed many small kingdoms.
The recent discovery of beautiful terra cotta, copper and
brass figures, and pottery provides an important source of
information for historians today. By the 16th century, the
kingdoms slowly began to decline. The contributions of art
and history from the Benin and Oyo kingdoms remain
priceless.

The kingdom of the Shona people emerged in southern
Africa around 1,000 A.D. The Shona are related to the
Bantu people. The largest of the Shona palaces is the Great
Zimbabwe. It is the largest and most intricate palace
constructed in southern Africa. The Great Zimbabwe was
enclosed in massive stonewalls. Only priviledged citizens
lived inside the great enclosure. However, 10,000 or more
people lived in the surrounding area in mud structures with
thatched roofs. Great Zimbabwe was a powerful kingdom
that controlled the ivory and gold trade at that time. It has
been said the destruction of the Great Zimbabwe was due
to the invasions of the Europeans who pillaged this great
kingdom.

An FCAT - Based Unit Lesson Plan

These figures
signify the accep-
tance of a person
into the highest
level of the Ogboni
society. This Yoruba
group is comprised
of elderly men and
women who
represented the law-
abiding structure.
New members are
“assigned” the
edan ogboni to
display the balance
of males and
females. They are
joined by a badge of
an office chain.
Reprinted with
permission.
@Samuel P. Harn
Museum of Art

By: Kenya Leggon
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AFRICAN KINGDOMS AND EMPIRES
(Generalized Boundaries)
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Kingdoms covered in this lesson:
The Kingdom of Kush
The Kingdom of the Yoruba People
Great Zimbabwe

Grade Level: 3rd and 4th grade

Sunshine State Standards covered:
LAA222- reading: author's purpose and meaning
LAA227- reading: compare and contrast
LAB122- writing
LAB225- writing: narrative
LAE221- cause and effect
LAE224- major themes



Objectives:

1.) To promote the education of specific African
Kingdoms including Kush, Yoruba, and Great Zimba-
bwe.
2.) To reinforce FCAT skills through the use of quality
literature that relate to the Sunshine State Standards.
3.) To promote social studies learning of another conti-
nent.

Time needed: 30-45 minutes per lesson

Materials: A map of the continent of Africa,
F-CAT rewarding inserts and journal topics.

*Note: Students will have to be aware of the
F-CAT standards and grading rubrics.

Lesson Introduction: K-W-L

K- What do you know about African Kingdoms?

W-What do you want to learn about great African
Kingdoms?

L- What African Kingdoms did you learn about? What
did you learn about those kingdoms? Which Kingdoms
would you want to learn more about?

FCAT Reading Exert 1:

In Africa, in what is now Nigeria, a society known
as the Nok culture emerged around 500 B.C. It declined,
like Kush, around 250 A.D. The Nok were the first
people south of the Sahara to practice iron making. The
carefully crafted clay sculptures of the Nok are evidence
of an artistic culture, and the influence of their technol-
ogy and art was felt in other early kingdoms that
emerged in West Africa.

What was the author's purpose in writing this
passage? Use information and details from the text.

FCAT Reading Exert 2:

Modern archaeologists of Great Zimbabwe face
problems that were caused by early European explorers.
Some explorers were inexperienced and caused damage
to the site.  Theft was also a problem; one group formed
the Ancient Ruins Company just to sell their plunder!
Even so, many artifacts have been saved- tools for

smelting gold, copper, and iron, instruments for making
fine jewelry, and imported goods from India and China.
Evidence of cotton spinning and weaving has also been
found.

What is the main idea of this passage? Support your
answer with details and information from the
passage.

FCAT Writing prompts:

1.) Pretend you lived in the time of the Great Zimba-
bwe. What do you see here? What is your craft?
Now tell a story about your life in the Great Zimbabwe.
2.) Imagine you lived in the time of the Great African
Kingdoms. How would you protect your kingdom from
theft and invasion? Explain to the reader how you
would protect your kingdom from invaders.
3.) Pretend you could choose any Great African King-
dom to live in. Which kingdom would you choose and
why? Now explain to the reader about the kingdom you
want to live in and why?
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The continent of Africa is a diverse land rich in
natural resources, including diamonds, gold, ivory,
diverse civilizations, cultures and languages. The
continent has 54 countries with more than 600
different languages. With such rich land and diverse
cultures, one would question why it is that the
countries of Africa are among the poorest and least
developed in the world.  Africa is the only continent
to record negative growth in the past two decades.
Some reasons for these troubling statistics is that a
large portion of the continent is still underdeveloped,
lacking of technology, political turmoil, and adverse
climatic conditions. However, the largest and most
destructive factor can be attributed to the transatlan-
tic slave trade. There were several ports that were
docks for slave ships coming from Europe, but the
most notorious were Bance Island in Freetown,
Sierra Leone, and Gorée Island located in Senegal.
While Africa is a land of great wealth, culture, and
history, it is also a continent that has been plundered
and pillaged by the greed of explorers and coloniz-
ers. This has negatively impacted the continent's
political and economic situation.

The slave trade took place primarily along the
western coast of Africa. The slave traders established
relationships with some monarchs and began trading
with them. There were eight coastal regions that
brought in the majority of the captured slaves during
the era .... 1450-1900. The first, Senegambia, in-
cluded present-day Senegal and Gambia. The second
stretched from Casamanca in the north to Cape Mount
in the south, to present-day Sierra Leone. This also
included modern Guinea and Guinea-Bissau along
with small portions of Senegal and Liberia. The third
region, the Windward Coast stretched from Cape
Mount to Assini in Western Ghana, which included
Liberia and the Ivory Coast. The fourth region is the
Gold Coast, which is present-day Ghana.  Farther
East was the fifth region, the Bight of Benin. The
Bight of Biafra, which included the Niger Delta and
the mouths of the Cross and Douala rivers to the east
of Cameroon, was the sixth region of the slave trade.
The seventh region was Central Africa, which is
comprised of Angola, present-day Republic of Congo,
Congo-Brazzaville, parts of northern Gabon, and
southern Nambia. The eighth region used in the slave
trade was the southern coast, including Mozambique
on the east and the island of Madagascar.

These eight regions became a busy departure
point for thousands captured into slavery. Gorée was
little more than a barren rock when the Portuguese
discovered this 45-acre island off the coast of Senegal
in the late 1400s. Because of its high elevation, the
island seemed a perfect place to build a trade center.
Towards the end of the 1400s, the Portuguese built a
small village around the harbor. Soon after they built
the village, a military fortress was erected on the
highest part of the island.

The rapid rise in the export of cotton, tabasco, and
sugar to Europe and the desire for extensive labor to
cultivate this agriculture, propelled the slave trade. In
the Americas where these commodities were growing,
the nomadic Native Americans were first captured and
enslaved. However, making slaves out of the Native
Americans proved to be a disaster. Foreign diseases
and the blistering heat of the region led to the death of
thousands of people. Africans were then brought in
from the Caribbean Islands of Espanola. These
Africans came from cultures with a long history of
agriculture. Thus, they were skilled farmers. They
were also able to withstand the grueling hours of
plantation labor. As a result, colonists saw Africans as
the solution to their labor needs.

By Johnny L. Cromwell

4

Slave Trade: Gorée and Bance Island



The first Africans were seized by Europeans in
raids on small villages along the West African coast.
Men, women and children were kidnapped and carried
to ships offshore. Although this method brought in
thousands of captives, it soon proved to be inefficient.
European slavers then compelled African village
leaders to get the slaves they needed. In some cases,
Africans were enticed with material goods and in
other cases they were threatened with the destruction
of their villages if they did not cooperate with the
Europeans. The island of Gorée grew from a small
trading outpost to one of the major slave posts with
international recognition. By the beginning of the 17th
century, thousands of Africans were removed from
their homelands and taken to Gorée Island for trans-
portation to the Americas. Gorée was so profitable
that many battles were fought to possess the island. In
the space of 200 years, the flag over Gorée changed
19 times.

The most well-known and prosperous slave
traders on the island were a group of mulatto women
called the “Señoras”. This group of women controlled
the buying and selling of slaves throughout the island.
Their job was to act as agents between the African
merchants and the European slavers. The “Señoras”
built large, luxurious houses where they entertained in
the upper quarters while below the dark dungeons
imprisoned hundreds of slaves. The Africans went
through a process called “seasoning” before the
arrival of the slave ships that would eventually take
them to the new world. The captured Africans were
transformed from being free Africans to being slaves.
What the slaves endured was to represent the treat-
ment that they would be subjected to in the new
world.

First, their captors took the Africans’ spiritual
talisman, thus robbing them of their spiritual power.
The slaves were put back in the dungeons where they
waited for the slave ships. Some of the captives were
marched hundreds of miles away from their homes in
chains and shackles. Many were branded with hot
irons. These once proud people languished in the dark
holes until enough of them had been captured. They
were then packed into ships with barely enough room
to move. They were given just enough food and water
to survive the long journey. They were also deprived
of fresh air, clothing and sanitary conveniences. There
are many stories of mutinies on board the slave ships
as slaves revolted against this type of treatment.

Gorée still stands alive with marks of the slave
trade. Hundreds of tourists come to visit the island
each year. Many come tracing their ancestry back to

“The Door of No Return.” Re-enactments of the slave
trade are performed regularly for visitors.

Another well-known slave-trading operation was
the small one-third of a mile island of Bance (now
called Bunce) on the rice coast of West Africa. Bance is
located on the Sierra Leone River about twenty miles
above modern Freetown, the capital of Sierra Leone. A
group of European merchants formed "The African
Company of England” and established a commercial
fort on the island of Bance as early as 1672, but due to
poor management, the company abandoned its opera-
tion. In 1750, a London firm named “Grant, Sargent
and Oswald” took control of Bance island and made it
into a big success. The partners rebuilt the fort, built a
shipyard, and assembled a fleet of small vessels to
cruise the Rice Coast in search of slaves. They concen-
trated heavily on one particular area, South Carolina,
where local rice planters were eager to purchase slaves
from Sierra Leone and the neighboring areas.

During the early 1800's, Bance Island, "The
Factory" as it was called, included a "great house" for
the chief agent, a slave yard, slave houses, storerooms,
dormitories, watch towers, a jetty, and a fortification
with sixteen cannons. Richard Oswald was principal
partner in the London firm that operated Bance Island.
Along with Henry Laurens, Oswald was one of the
wealthiest rice planters and slave dealers in colonial
South Carolina. Laurens advertised the slaves, then
sold them at auction to local rice planters. Oswald and
Laurens continued their trading for years. Oswald's
agents dispatched several ships a year from Bance
Island to Charlestown, each containing 250 to 350
slaves. Like Gorée Island, Bance Island is a living
monument of the slave trade during the 1500's through
the late 1800's. Tourists travel to Bance Island for its
history. Some visit the place in remembrance of their
ancestors.
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Purpose:

1. Show the similarities in the craft of basket making.

2. Examine the ceremonies of West Africa and Sea Island.

3. List and explain some customs indicative of West Africa and Sea
Island.

By Cynthia Austin

The Gullah inhabitants in the Sea
Islands of South Carolina and Georgia
make baskets similar to those crafted in
Sierra Leone.

♦
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Procedure:

a.) Divide the class into two cooperative learning groups.

b.) One group should locate West Africa on the African map, trace/draw and color West Africa on a plain sheet of
paper. On the back of the drawing, describe the area with special attention to climate, topography, presence of
water on the land and any other interesting feature. (Research West Africa).

c.) One group will locate Sea Island, S.C. on a U.S. map. Trace/draw and color the area on a plain piece of paper.
On the back of the drawing, describe the area with special attention to climate, topography, presence of water on
the land and any other interesting feature. (Research Sea Island).

d.) Once the research has been completed, the two groups will combine and compare information.

e.) Ask each group to prepare a dish indicative of the area they researched.

f.) Each group should practice and demonstrate a dance done by the people of the area they studied.

g. Food

h. Flag

Materials:

Map of Africa, Map of South Carolina, Internet resources, printed
material on West African culture, colored pencils and plain white
paper.

Sea Islanders of Beaufort, SC: Are They
True Descendents of West Africa?

a. Rites of Passage
b. Separate Housing
c. Funerals

d. Weddings
e. Ceremonies
f. Language



Studying Modern Day Musicians- Ali Farka Toure (Mali) & Donald Byrd (U.S.)
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calabash. Another calabash has been made into a drum,
and a woman hits at it with two short sticks. One voice,
then other voices join in. A dance of seeming contradic-
tions accompanies this musical give-and-take, a moving
hieroglyph that appears, on the one hand, informal and
spontaneous yet, on closer inspection, ritualized and
precise. It is a dance of massive proportions. A dense
crowd of dark bodies forms into circular groups-perhaps
five or six hundred individuals moving in time to the
pulsations of the music, some swaying gently, others
aggressively stomping their feet.  A number of women in
the group begin chanting.

The scene could be in Africa. In fact, it is nineteenth-
century New Orleans. Scattered firsthand accounts
provide us with tantalizing details of these slave dances
that took place in the open area then known as Congo
Square. Today Louis Armstrong Park stands on roughly
the same ground--and there are perhaps no more intrigu-
ing documents in the history of African-American music.
Benjamin Latrobe, the noted architect, witnessed one of
these collective dances on February 21, 1819, and not
only left a vivid written account of the event, but made
several sketches of the instruments used. These drawings
confirm that the musicians of Congo Square, circa 1819,
were playing percussion and string instruments virtually
identical to those characteristic of indigenous African
music. Although we are inclined these days to view the
intersection of European-American and African currents
in music as a theoretical, almost metaphysical issue,
these storied accounts of the Congo Square dances
provides us with a real time and place, an actual transfer
of totally African ritual to the native soil of the New
World" (Gioia 1).

Objective: To introduce the idea to students that
American traditional and modern blues and jazz did not
develop independent of different cultures, especially
African. This lesson incorporates brief historical discus-
sions of blues and jazz in America and their connection to
African traditional music. It then provides a brief discus-
sion of African traditional music from one African
country, Mali. Examples are then provided of American
and African musicians.  One can then hear the direct
connection between the African tradition and what is
sometimes mislabeled as the American tradition of blues
and jazz.

Subject Areas: History, music, geography,
anthropology.

Materials Needed: Two CDs: Ali Farka Toure, Talk-
ing Timbuktu and Donald Byrd, A New Perspective. Both
can be ordered from the Internet. Other examples of CDs
are given at the end of the article.  They can be used as
well.

Terms: Blues, calabash, haste, field holler, gurkel, Jali,
jazz, jump-ups, Mali, Malinke, N'jarka, and oral tradition.

Introduction:
"An elderly black man sits astride a large cylindrical

drum. Using his fingers and the edge of his hand, he jabs
repeatedly at the drumhead-- which is around a foot in
diameter and probably made from an animal skin--
evoking a throbbing pulsation with rapid, sharp strokes. A
second drummer, holding his instrument between his
knees, joins in, playing with the same staccato attack. A
third black man, seated on the ground, plucks at a string
instrument, the body of which is roughly fashioned from a

By Adam Reinhard

Donald Byrd
http://www.duke.edu/~vks2/main.html

10

Two similar rhythms: Ali Toure (left) and Donald Byrd (right)♦
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Brief History of the Blues in America

The word "blue" has been associated with the idea
of melancholia or depression since the Elizabethan era.
The earlier (almost entirely Negro) history of the blues
tradition is traced through oral tradition as far back as
the 1860s (Kennedy 79). When African and European

music first began to merge to create what
eventually became the blues, the slaves sang
songs filled with words telling of their
extreme suffering and privation (Tanner 36).
One of the many responses to their oppres-
sive environment resulted in the field holler.
The field holler gave rise to the spiritual, and
the blues, "notable among all human works
of art for their profound despair…They gave
voice to the mood of alienation and anomie

that prevailed in the construction camps of
the South," for it was in the Mississippi Delta that
blacks were often forcibly constricted to work on the
levee and land-clearing crews, where they were often
abused or possibly worked to death (Lomax 233).

Following the Civil War (according to Rolling
Stone), the blues arose as "a distillate of the African
music brought over by slaves. Field hollers, ballads,
work songs, church music and rhythmic dance tunes
called jump-ups evolved into music for a singer who
would engage in call-and-response with his guitar. He
would sing a line, and the guitar would answer it" (use
with Ali Farka Toure). The later product of the same
folk spirit became the blues, involving, "[A] one-man
affair originating typically as the expression of a single
singer's feelings" (Locke 30). By the 1890s the blues
were sung in many of the rural areas of the South. And
by 1910, the word blues as applied to the musical
tradition was in fairly common use (Tanner 40).

Blues and other African-American art forms often
show their deep African roots in what are known as
African Retentions---parts of African traditions that we
still find embedded in African-American and Ameri-
can music, art and culture. In blues, the easiest of these
to identify include:

-Call & Response: a 'conversation' in music between a
solo 'call' and a group or instrumental 'response.'
-Syncopation: a musical term for stresses that fall off
the established beat.
-Emotional Singing Style: which can include shouting,
crying, screaming and other speech sounds not typi-
cally found in European singing prior to the 1950s and
60s, when African-based vocal styles began to be
heard more widely. (1)

Brief History of Jazz in America

The influence and development of the blues cannot be
overlooked when discussing the early years of jazz. Jazz
grew out of the blues (Haskins 56). Today, Bessie Smith is
considered primarily a blues singer, however in the 1920s,
she was often referred to as a jazz singer. An ability to play
blues has been a requisite of all jazz musicians, who on
first meeting one another or when taking part in a jam
session, will often use the blues framework. Blues, stem-
ming from rural areas of the Deep South, has a history
largely independent of jazz. A number of the early jazz
performers relied on the blues for more than the chords
exchanged. Many of these jazz musicians used the blues
for the driving force of their musical emotions, such as the
work of Don Redman, Stuff Smith, Ma Rainey and the
early works of Louis Armstrong and Benny Carter
(Haskins 71).

The time before the conscious recognition of jazz as
individual music is perhaps the most important. It was
when the musical and cultural influences merged to create
the uniqueness and diversity of jazz. The influences
seemed to come from all directions. The African musical
practices that remained a part of the slave culture were
superimposed on the dominant white musical culture of
Western Europe. The popular music of the day had simple
harmonies and simple rhythms. The black tradition
depended more on oral transmission and was represented
by spirituals, work songs, field hollers, and later the blues.
The four million slaves who became American citizens in
the 1860s mixed their African background with the
popular and church music around them. This was the
nucleus of jazz. (1)

Similarities Between Jazz, Blues and
African Foundations

It is easy to see the similarities between jazz
and blues when it comes to their African tradi-
tional foundations. Where did jazz begin?
Religious gatherings, work songs on the rail-
roads and cotton fields, traveling minstrel shows
and drum choirs all played a part. This was a synthesis of
cultures torn from many parts of the world and thrown into
the melting pot of the slave trade.

Hundreds of thousands of West Africans, all with their
own traditions, religious ceremonies and worship rites,
were taken into the tobacco and cotton fields of the
Caribbean and America. The slave owners were also a
diverse group. The Protestantism of the British led to a ban
on dancing and drumming. The Catholics-Portuguese,
Spanish and French, did little to disturb the West African
culture. In fact, the ritualism of Catholicism coexisted well
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with that of the Africans. In Cuba, the rumba, conga,
mamba and cha-cha were mainly African in origin.
Trinidad's calypso stems from West Africa. French and
West African cultures produced a sound in Martinique
remarkably similar to jazz.

In West African music, rhythm dominated melody
and harmony, the opposite being true of European music
(Locke 3). Spoken languages, dependent on pitch and
intonation as much as vocabulary for meaning, intro-
duced subtleties of sound that had no place in the Euro-
pean musical traditions-for example, singing in falsetto
or bending or eliding notes rather than trying to hit them
with a chorister's purity (use with Ali Farka Toure and
Donald Byrd). The significance of drum choirs and
percussion music in African religious ceremonies had,
over the centuries, resulted in a sophistication of rhythm-
often with sounds grouped in triplets, set slightly out of
phase and overlaid on each other (use with jazz music
where percussion is a primary focus, see Herbie Hancock
and Pharaoh Sanders)…all of which was unthinkable in
the West.

Music was in all things: there were songs for court-
ship, for gossip and abuse, songs with rhythms suited for
particular tasks, songs of seamanship, worship and war.
The work song found its parallel in the clang of the
hammer and pickaxe. Work songs (use with Ali Farka
Toure), in particular, with its compelling rhythms and
call-and-response patterns, provided vital ingredients for
the structures of early jazz. Eventually, European and
West African music started coming together in church
and at work, creating odd hybrids of melody and lyrics.

The jazz sound arose out of the confrontation
between tonal Western music and indigenous African
music. From the Western tradition, jazz took its instru-
mentation, melody and harmony. From its African roots
came its rhythm, phrasing and production of sound.
Harmony was considered less important than the song
and its unique sound from an African perspective-
typically an emotional swerving and soaring of pitch, the
falsetto cry or holler, and the pragmatic shorthand lyric
with its ironies, tragedies and mocking punch lines.

The African Tradition in Mali :  History

Mali is so old that it has rock paintings dating back
to a time when the Sahara desert was covered in lush

forest. Islam arrived in about the seventh century A.D.,
shortly after the death of the Prophet Mohammed. One of
the region’s early empires was the Malinke Empire which
lay in the region under Sundyata Keita and whose
influence, especially in music, is still obvious today. The
best years of this empire were under Mansa Moussa,
from 1312 to 1337. He dominated the gold and salt trade,
and the cities of Djenne and Timbuktu became important
trading centers for the whole of West Africa. Evidence
suggests that he spent so much gold and gifts while
traveling to Mecca that the price of gold dropped world-
wide for several years.

By the 15th century, this empire was ending. It was
followed by the Songhay Empire, which was created by
Askia Mohammed on the edge of the Sahara and the
Niger River in northern Mali. At its height the Songhay
empire saw Timbuktu with a population of around
100,000 people. This empire ended shortly after a
Moroccan invasion in 1590, by the Sultan of Morocco,
which soon led to disarray in the Mali area (Kwadjovie).

Mali became a French colony after 20 years of
resistance between 1880 and 1900. It gained its indepen-
dence in 1960. Modibo Keita was the first president of
the Mali Republic. When Mali's economy weakened, he
was ousted by a 1968 military coup and replaced by
Moussa Traore. Moussa Traore led Mali from 1968 to
1991. The 1970s and 1980s were a time of terrible
drought and famine. Moussa Traore was eventually
toppled in 1991 when the military took control. The
country had its first elections in 1992 and Alpha Konare
was elected president, a position he still holds today.

Music

In the 13th century Sundyata Keita, a warrior prince,
founded the Malinke Empire in Western Mali. The
Malinke culture and its music date back to that time.
There are three main Malinke musical styles: Maninka,
Bamana, and Mandinka. The first two are found in Mali:
Maninka, the most classical, is not very fast, with flow-
ing ornamental melodies over slow-moving harmonies.
Women usually sing Maninka songs. Bamana is based on
a five-note scale where melodies are stark and often slow.
All musicians learn a number of core songs in the
Malinke style, such as the legendary African epic song,
Sundyata. Some melodies are repeated with different
words and in different arrangements (use with Ali Farka
Toure.) Musicians improvise on the main melody and are
accompanied by 'the main way' or 'big meeting,' a two-or
four-bar phrase, very much like the blues are played. (3)

Traditional musicians belong to a cast known as the
Jali. They used to entertain the Malian nobility, telling
epic stories in song. Until relatively recently, historical

The sweet tunes from the 2 Neck, 6
String African Harp can be heard
especially in Kenya.

♦
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knowledge was passed on from one generation to another
by the Jalis, whose oral tradition was based on song.
Most Malian musicians are Jalis. It has been very hard
for people who are not Jalis to be accepted into the
profession. Ali Farka Toure, the Mali guitarist, is a rare
exception. (4)

Mali guitarists are active players in this unbroken
and still vibrant tradition that goes back to the 13th
century founding of the Mali Empire. That tradition is
primarily guarded by the Jalis. The acoustic guitar was
first picked up in the 1920s or 1930s by Jalis who began
an Africanization process by adapting their
balafon(xylophone), nkoni(flute) and kora(harp) reperto-
ries and playing styles to it. The rise of modern Mali
music and of the electric guitar began with the indepen-
dence of Guinea in 1958 when the new government
launched a sweeping modernization policy in which
European musical instruments (including electric guitars)
were handed out and a network of regional and national
orchestras were established. Mali soon followed suit in
1960. Jalis used the electric guitar as the main vehicle for
transferring their local repertories to these new urban
electric groups. (5)

Ali Farka Toure

"For some people, when you say ‘Timbuktu,’ it is
like the end of the world, but that is not true. I am from
Timbuktu, and I can tell you we are right at the heart of
the world."-Ali Farka Toure

Ali Farka Toure is one of the finest blues guitarists
and singers in West Africa, combining traditional Malian
songs and rhythms with many outside influences to
produce a highly individual style. Toure was born into
the noble Sorhai family in the Timbuktu region of Mali in
1939. Being of noble birth and not part of the Jali class,
he should never have taken up music as the profession is
normally inherited in Malian society and the right to play
belongs to the Jali. However, being a man of fierce
determination and independence, once he decided to take
up music, there was no stopping him.

In 1950 he began playing the "gurkel"- a single
string African guitar that he chose because of its power to
draw out the spirits. He also taught himself the "n'jarka,"
a single string fiddle that is today a popular part of his
performance. Then in 1956 he saw a performance by the
great Guinean guitarist Ketita Fodeba. He was so moved
that he decided then and there to become a guitarist.
Teaching himself, Toure adapted traditional songs using
techniques  he had learned on the gurkel.

During a visit to Bamako in the late 1960s, Toure
was introduced to African-American music by such
artists as Ray Charles, Otis Redding, and most impor-

tantly John Lee Hooker. At first, Toure thought that
Hooker was playing Malian music, but then realized that
"it has been taken from here," noticing the use of African
retentions in Hooker's work. Toure was convinced that
American blues was rooted in traditional Malian music.
He was also inspired by Hooker's strength as a performer
and began to incorporate elements into his own playing.

For many years he followed a successful career in
West Africa adapting traditional songs and rhythms in ten
languages from Mali's enormous cultural wealth. This
career was combined with a life rooted in his village.
Although Toure toured widely in Africa and occasionally
in Europe and America, he preferred the security of
village life, family, friends, crops and livestock. (6)

Toure was almost 50 when he came to the attention
of the world music community in the West. Since then
he's toured often in North America and Europe, and
recorded frequently, sometimes with contributions from
Taj Mahal and members of the Chieftans. 1994's Talking
Timbuktu, on which Roy Cooder joined him, was his
most well received effort to date. It was a Grammy
Award winner as well as the first album to debut at #1 on
Billboard's World Music Chart, remaining at #1 longer
than any other release, and winning Down Beat's Critics
Poll for Beyond Album of the Year. However, Toure
didn't release a record on American shores for five years
afterwards; he finally broke the silence in 1999 with
Niafunke, which discarded the collaborative approach in
favor of a return to his musical roots (Unterberger).

Donald Byrd

The son of a Methodist minister and amateur musi-
cian, Donald was playing classical trumpet works and
also performing while in high school. At 18, he joined the
Air Force and was stationed in New York. In addition to
playing in air force bands, Byrd backed vocalists includ-
ing Mel Torme and Nat King Cole. He spent his free time
sitting in with sax man, Charlie Parker and piano great,
Thelonious Monk.

In 1955 Byrd's performance with pianist George
Wallington's group earned him a job with Art Blakey's
Jazz Messengers, and he went on to work in the Max
Roach Quintet. Recognized as a virtuosi and lyrical
trumpeter, Byrd recorded prolifically over the next few
years. At different times he worked as a sideman for
Thelonious Monk, John Coltrane, Sonny Rollins, Horace
Silver, Jackie McLean, Red Garland, Art Taylor, and Phil
Woods.

In the 1960s Byrd toured internationally with his
own groups and pursued a career in music education. He
earned a master's degree in teaching from Colombia
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Teacher's College. Byrd's schooling continued in Paris,
where he studied composition, and in Ghana, where he
studied African music. During these years he also
taught in public schools and colleges in the New York
area. As a member of the faculty at Howard University,
North Carolina Central University, and North Texas
State University, Byrd has attempted to draw attention
to academia's neglect of black music and musicians. (7)

The following is an interesting discussion by Donald
Byrd about music and education.

Activities

Toure
-Listen to Ali Farka Toure's Talking Timbuktu and com-
pare to anything by John Lee Hooker.

Interesting Facts:

h Toure sings in 11 languages, 4 can be found on this
album: Songhai, Bambara, Peul,Tamasheck.
h The album was recorded in three days.
h It contains American and African musicians playing
American and African instruments such as: electric and
acoustic guitars, banjo, bass, calabash, cumbus, mbira, and
of course vocals and sounds.

Themes:  Love, work ethic, proverbs, brotherhood, and
spiritual journeys such as the river spirit and the grass
snake.
-Ask students what emotions and elements of blues they
may hear while listening.
-Listen specifically to track 5- Amandral (language-
Tamashek) to hear correlation with the blues, specifically
how it incorporates many elements of the blues, which of
course were originally part of the African tradition. Ele-
ments of call and response, syncopation, and an emotional
singing style. (see brief history of the blues).
- Listen to track 9- Ai Du (Language- Songhai) this
reflects the emotional journey found in a blues song as well
as the melancholy state that may be found on that journey.
- Listen to track 2- Soukora (language- Bambara) discuss
whether students can identify that this is a love song. The
man pours out his emotions to his loved one.

Byrd
- Listen to Donald Byrd's A New Perspective and discuss
its merits in context with the brief history of Jazz presented
earlier. Focus primarily on the black traditional slave
culture and its focus on oral transmissions like spirituals,
work songs, gospel and blues. Also discuss the use of
voices instead of actual words in conveying emotion and
spirituality.
- Listen specifically to track 4 - The Black  Disciple. It is a
result of Byrd's research into African rhythms. This
composition came from a recording of people in the
Congo. "The rhythms fascinated me particularly because of
their nervous intensity," Byrd described. This is his attempt
to adapt African rhythms to his own diversified musical
experiences.  The rhythm section communicates the restless
turbulence. The title refers to the one black monarch among
the three kings who came to Bethlehem on the night Jesus
was born.
- Listen to track 1 - Elijah.  Elijah is based on the tradi-
tional, Southern spirituals that were first sung during
slavery.
- Listen to track 3 - Christo Redentor (Portuguese for
"Christ the Redeemer"), discuss the deep connection of
religion and music within the African tradition.
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Gambian musicians are playing West African musical
instruments including koras, a xylophone and a flute
accompanied by women singers.

♦

“You go back even into the Egyptian societies and so
forth, there was always something on music and art.
You were not considered educated unless you know
something about it. How is it today that these people in
Washington and the other places here in this country
can teach you and talk about education without men-
tioning art or something like that?”    -- Donald Byrd

“That's a part of the culture. How could you go
through the educational process without it? The real deal.
A principal in a high school can add a music program if
they feel like it or they can get rid of it and add another
math program so that they can try to score higher in the
New York Post and Daily News in the rank and file
system of who is number one. You can't have one.
Everybody, public school, whatever 131, or where I was
teaching at public school 55, in the Bronx, Alexander
Birgan…I taught music and arts. Every joint in NYC.
You can't have one. You got that 1, 1, 1, 2, 1, 3…every-
body can't be number one. But then the thing is that they
are so involved in the politics of education that they
totally forgot what the process was. I wonder, in
Guiliani's background, did he ever play an instrument?
Probably not, I don't know. But, the thing is that they are
teaching people today and omitting the arts out of
education” (Byrd).



Sources for Reference:
Music:    African:

Mali musicians- Salif Keita, Habib Koite, Baba Djan
Arab- Rabih Abou Khalil-excellent example of mixture of
African and Western tradition. Check out Khalil's CD,
Odd Times which incorporates the Arabic instrument the
Oud with the traditional harmonica.
CD- Mali to Memphis- An African-American Odyssey

American musicians incorporating African tradition:

Pharaoh Sanders  -  Tauhid, Karma
Dewey Redman  -   African Venus
Donald Byrd  -  Ethiopian Knights
Herbie Hancock  -  Sextant, Headhunters
Miles Davis  -  Nefirtiti
Art Blakely and the Jazz Messengers  -  A Night in
Tunisia

Books:

Music of Mali and Senegal by Rough Guides, editor
 Ethnologue. 13th edition. Barbara F. Grimes, editor.

(on Mali’s different languages)

Video:

River of Sand - a documentary of music, culture, and the
people of Mali
Write to:  River of Sand Video
Kensington Communications Inc.
20 Maud Street, Suite 402 Toronto, Ontario,
Canada  M5V2M5

Keita - The Heritage of the Griot - a discussion of the
Sundyata epic and oral tradition
Write to or Call:  California Newsreal
149 9th St./420
 San Francisco, CA 94103
415-621-6196
Ali Farka Toure and other musicians, live and interviews.
 -produced by PBS
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(2) - (http://www.jazzhistory.f2s.com/history/pre.html)
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Websites:

Mali Interactive- http://www.ruf.rice.edu/~anth/arch/mali-
interactive/index.html

African Music -http://www.colombia.edu/cu/lweb/indiv/
Africa/cuv/music.html

Mali Languages- http://www.sil.org/ethnologue/countries/
Mali.html

Mali Links- http://www.sul.stanford.edu/depts./ssrg/
Africa/mali.html
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