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Editorial

MARTIN ASHLEY  University of the West of England

I am very pleased that this edition of Redland Papers has been given over to the issue of intercultural learning through music and features the link that Jane Tarr and Nick Clough have developed with Zimbabwe through their mbira playing.  It appears in the wake of the DfEE's new Primary Strategy, which has itself coincided with a high profile campaign in the Times Educational Supplement to restore creativity to English primary schools.  The TES has for some time been a friend of school music, and I am delighted to add weight to this worthy cause.

"Creativity" now seems set to be the new educational 'buzzword' and may resonate perhaps for a whole decade.  Doubtless we shall be treated to many new initiatives as past aspects of primary practice are rediscovered.   "Creativity" may even lead to some genuinely new ideas that have never been seen before.  However, my admittedly limited clairvoyant faculty is beginning to stir up faint expectations of an impending critique of creativity that may need to reign in the excesses and even the charlatanism that has come to characterise educational fashion swings in the UK.  If the 2000s is to be the decade of the rediscovery of creativity, it is apposite to recall that the 1990s were (at least for those of us with research interests in that area) the decade of values, citizenship and SMSC (Spiritual, Moral and Cultural Development).  That decade indeed began with naïve hope and ended with sober critique with regard to these issues.

The papers that follow are significant because they span the areas of creativity, spirituality and citizenship.  As an active researcher of music and spirituality, I have been impressed, even humbled, by the way in which the spiritual power and significance of music in Zimbabwean Shona culture is portrayed.  The tensions between the traditional spiritual functions of the music and its exploitation as a commodified artefact of "world music" are explored in searching detail and make compelling reading.  So also is the core theme of intercultural learning, with its close link to citizenship and its strong overtones of post-colonial tension.  The political and humanitarian situation in Zimbabwe remains critical, and the comparison between Western interventionism in Iraq and the apparent relative indifference of the UK government to the plight of so many Zimbabweans has occupied much of my mental energy over the last year or two.

It is therefore good to read that some children at least have continued to receive an active education that has raised their awareness of citizenship in a global sense.  Whether or not one feels motivated to apply the epithet "creative" to what is described is rapidly becoming a moot point.  I am confident, however, that the collection of papers describes something that is genuine, deep rooted and enduring.  The papers describe much of the best in the tradition of local initiatives by teachers, and I commend them to you.   

Overview of the festival 

Chartwell Dutiro – musician, festival organiser, mbira player and singer with Spirit Talk Mbira joined with Margaret Ling – chairperson of Britain Zimbabwe Society, group of people committed to maintaining friendly links and relations between Britain and Zimbabwe and to build on these friendships to develop awareness and understanding across cultural boundaries. This liaison proved to be a highly beneficial partnership for musicians and artistes across both countries. It supported those people already working towards greater artistic relations between the two countries and it encouraged others to experience the benefits of the bridges that have been strengthened between Britain and Zimbabwe

At dawn on 17 June 2000, a mixture of earth from Zimbabwe and Britain was ceremonially buried at Stonehenge, one of Britain's most ancient sacred spots. This was the concluding act of the Kusanganisa/Inhlanganiso Festival of Performing Arts, and its theme of celebrating unity and friendship between people of diverse origins, cultures and persuasions. The events at Stonehenge were presided over by Ivan McBeth of the Ancient Order of Druids, whose group had performed a peace ceremony at the official opening of the Festival on 13 April in the Brunei Gallery. They were selected by the organisers as representing an older spiritual tradition underlying all the various world religions represented in both Zimbabwe and Britain today.

Planning for the Kusanganisa/Inhlanganiso Festival of Performing Arts started in June 1998, when Spirit Talk Mbira returned from performing at Zimfest in the United States. This annual festival of mbira music brings together the extensive US network of Zimbabwean music lovers and in the decade since it started has grown to some 400 participants. We decided that something comparable could and should be organised in Britain, whose historical and contemporary links with Zimbabwe are so much closer and more diverse. A partnership was agreed between Spirit Talk Mbira, a multinational, multicultural group of musicians committed to promoting Zimbabwean mbira in Britain and internationally, and the Britain Zimbabwe Society, a friendship society promoting mutual understanding and respect between the two countries. The two organisations had regularly worked together on smaller events and share a common belief in the power of music and cultural performance to bridge differences while expressing diversity. 

The Shona word Kusanganisa, and its Ndebele equivalent Inhlanganiso, mean ‘mixing'. We conceived the Festival as a mixture of performance genres - music, song, dance, drama, poetry and storytelling - a mixture of cultures and of people - Zimbabwean and British (and other nationalities), of performers and academics, teachers and learners, old and young, the serious students and those determined to relax, dance and enjoy the music. Our aims were :

· to celebrate the diversity and vitality of cultural production in both Zimbabwe and Britain, on the occasion of Zimbabwe's 20"" independence anniversary 

· to demonstrate the dynamism of cultural production and its capacity for change and transformation 

· to challenge popular perceptions and stereotypes about Africa and African performance arts 

· to encourage participants to explore the links between culture, change and development 

· to bring people together in friendship and shared enjoyment, and in a learning environment 

· to promote creative networking and build partnerships. 

We wanted participants, presenters and performers to mix and interact as much as possible and we designed the programme to give each person a wide choice of educational sessions, academic presentations, hands-on workshops and performances. 

In the event, the Festival took place against a background of strained relations between the governments of Britain and Zimbabwe and the build-up in Zimbabwe of pre-election violence and intimidation. The harrowing news stories appearing in the British press lent a special edge to a Festival dedicated to celebrating friendship and difference. While the current politcs of Zimbabwe were not addressed directly within the Festival programme, no-one attending could fail to be struck by the significance of an event which brought people of diverse racial and ethnic origin together even as national and international events conspired to fan the flames of suspicion, resentment and fear. 

The Festival generated an extraordinary atmosphere of excitement, enjoyment, intellectual stimulation, creativity and general well-being among participants. For those of us on the organising side, the two year journey towards the Festival was equally important. 

Two disparate organisations with diverse agendas, perceptions and expectations - Spirit Talk Productions, a group of musicians, and the Britain Zimbabwe Society, a friendship association - not only worked together successfully but built the foundations of a strong partnership for the future. 

The team of people that grew up around the Kusanganisa/Inhlanganiso concept was exceptional. Without the commitment and creativity of many volunteers who gave many hours of their time in many different capacities, the risks that we took in pressing ahead with the Festival plans would not have paid off. The uncertainties that confronted us at every step of the way presented ample potential for damaging dispute and division. They did not happen. We travelled together along a steep learning curve, and emerged strengthened by the experience and rejuvenated by the three days of the Festival itself. 

The partnerships we developed with many other organisations were equally important and we are immensely grateful to all of them. Without the support of the Music Department of SOAS and Dr Richard Widdess its Director, the Festival would not have been possible at all. The London Arts Board, Visiting Arts, the Arts Council, the Musicians Union, the London Borough of Camden and Pangolin Enterprises supported us financially. Camden also provided promotional and marketing support. The involvement of the Daneford Trust and the British Section of IBBY was critical for our schools programme and the Sarungano Tour that brought Chirikure Chirikure and Chiwoniso Maraire to the Festival. Southern E Media built and maintained the Festival website. Others supported the Festival programme as workshop contributors and exhibitors. 

His Excellency Mr Simbarashe Mbengengwi, the High Commissioner for Zimbabwe, was supportive throughout the planning process and he and his staff assisted with our promotion and marketing. For many of our guest performers and members of our organising team, the farewell party hosted by the High Commission was one of the highlights of the Festival period. 

Through Deputy Director Chris Timbe's participation in the Festival, we have forged a strong link with the Zimbabwe College of Music. We were very sorry that the National Arts Council of Zimbabwe were not able to come to the Festival for financial reasons but we look forward to working with them in the future. Besides Zimbabwe itself, the Festival attracted participants from Germany, Finland, the Netherlands and the USA. 

The Festival proved itself to have been an exceptional educational experience for all concerned, illustrating the power of cultural performance as a learning medium for young and old. Our programme for schools, although a later addition to the Festival concept and arranged with much less lead time than we would have wished, brought five primary schools and over 200 children to the Festival. 

Should we embark along this road again, we would develop a more integrated pre- Festival outreach programme targeted at nursery, primary and secondary schools in the London area and including teachers themselves more closely in the Kusanganisa / Inhlanganiso concept. 

Our immediate priority is to move into the third stage of the Kusanganisa/Inhlanganiso programme: Spirit Talk Mbira's return to Zimbabwe, accompanied by other British-based performance artists, for a cultural and educational programme echoing and complementing that of 13-14-15 April 2000. We hope that this can be scheduled for the second half of 2001 and to take place in partnership with the Zimbabwe College of Music. Meanwhile, we will continue to explore the possibilities for repeating the Kusanganisa/Inhlanganiso Festival of Performing Arts in London, for dates in 2002 or thereafter. 

This publication includes a small sample of papers that were given at the festival.  A brief introduction follows:

Chris Morphitis is an undergraduate student at Goldsmiths College of Music who plays the guitar with Chartwell Dutiro in his band Spirit Talk Mbira. He relates the path of his learning to play mbira-guitar and provides considerable insight into the melodic and rhythmic complexity of the music of the mbira. The musical examples he records provide a clear starting point for readers to learn Shona tunes for themselves.

Iku Tanaka is a masters student of ethnomusicology at the School of African and Oriental Studies (SOAS), University of London. Her personal experiences of music are told here, and illustrate the importance of music in her journey towards understanding her own ethnicity and self-identity. Her description of how a rock band in Japan during the 1990’s drew upon traditional Japanese songs and how jazz and blues music in America reflects some influences from Africa , both find empathetic ears amongst many people across the globe struggling to understand their multidimensional ethnic history.

Nhamburo Zinyenge here outlines the role of the mbira and the variety of ways in which the music has been recorded in notation. As with most music from Africa the mbira is usually learned through listening. In this paper Patrick shows us the role and function of the mbira within Zimbabwean culture.

Chris Timbe came to the Kusanganisa/Inhlangisa Festival paid for by the music department of SOAS. He took part in many of the music workshops and discussions as he was then a teacher at the Zimbabwe College of Music. (He played in a Zango open rehearsal where musicians discussed and performed their arrangements of traditional Shona tunes for – 3 mbiras, 3 violins, double bass, hosho, drums.) He wrote a review of their CD “Kuwanda Huuya- to be many is good”. He is now the Director of the Zimbabwe College of Music, the first black director since the Rhodesian times.

Jane Tarr is a principal lecturer in education at the Faculty of Education, University of the West of England, Bristol. She was involved in the co-ordination of the papers for the Kusanganisa Festival. The paper in this collection outlines the value of music education in schools and encourages the exploration of music from other cultural groups as a means to understanding differences and similarities and as a tool for intercultural understanding.

Nick Clough is a principal lecturer in education at the Faculty of Education, University of the West of England Bristol. His paper outlines the role of those of us engaged in interaction between cultural groupings and how in particular the interactions between Zimbabwe and UK have to consider the historical past and reflect upon ways in which  we might contribute to the decolonisation process. This is indeed a challenge.

August 2001

VOICES OF ANCESTORS: Music and spirituality in the global marketplace

Chartwell Dutiro and Rachel Levay

All over Africa, music takes a central role in spirituality, not only in terms of its ceremonial function but, like waves rippling from a drop of water in a pool, its influences radiate outwards to have a powerful effect on wider society, both traditional and contemporary. 

Music makes its presence felt in various contexts in Zimbabwean Shona culture.  People sing while they work, they sing when sad and sing also when they are happy.  The most important occasion for playing music is at a ‘Bira’ (festival).  There are different kinds of ‘mapira’ (festivals): some are ritualistic and others are simply for celebration.  In traditional ceremonies the whole community gathers to participate in the ritual.   African religion is based predominantly upon participation, rather than upon adherence to ideology.  Participation of the whole community is essential to the expression of group spirituality.  Music and dance gives every person in society a role in the ceremony and encourages joint responsibility and a general sense of unity. The individual musical elements are often essentially simple, and become interlocked with many participants to create a complex whole, through clapping, singing, yodelling and dancing.

Music and dance are crucial for the communication process within spiritual ceremonies and, as in much African music, are interdependent and not seen as separate elements.  Dance provides percussion, with the stamping of the feet often enhanced by shakers attached to the body; it gives physical expression of and a further dimension to the music; it makes firm contact with the sacred space and the Earth’s energies, and it also provides a strong visual reference.  Dancing a certain dance to music that belongs to a particular spirit lets the whole group understand and recognise that spirit. The music played will identify or call a spirit, and the dancing will then manifest that spirit to the community, setting up a kind of dialogue with the music of the participants.

In ritualistic performance, professional mbira players are highly respected since their music is influential in invoking the spirits of departed kings or ancestors to come and possess the spirit medium.  It is the clan spirits of the dead that must be given due respect in most ritual performances and it is during such performances that the community can speak to the dead.  Past heroes and heroines are praised; their past reputation and fame signified by their totem clan animal is honoured.  Here, the mbira player is a catalyst in spirit possession and the totem clan animal binds the community together as part of their identity.

A good musician will have a very broad repertoire so as to be able to pick exactly the right songs for any spirit that might come. Some mbira songs lay stress on issues of national importance such as petition for rain or for war.  The musicians play until the music reaches a certain dimension where it gels with the participants and with the spirits.  It is their job to build and maintain a kind of musical platform on which the drama of the ceremony can unfold, and once the proceedings start in earnest, they must not allow the music to deviate from the groove or make any mistakes that might break the magic.   As the medium provides a physical body for the spirit to inhabit temporarily, the musicians provide the musical context for the spirits to inhabit. 

The musical instruments used in possession trance have a very special significance: they are often invested with mystical powers, and can confer power on the players themselves.  The onset of trance is a very mystical moment, and the fact that music is credited with inducing this state gives magical properties to the music and the music maker. In Shona bira ceremonies the mbira
 is the foremost instrument and the most beloved by the ancestors.  It is revered for its complexity in that it is both a percussive instrument in the plucking thumb movements, a melodic instrument in the tuning of the keys, and an idiophone
 in the buzzing of the shells or bottle tops.  Several different interlocking parts are played together by different musicians, creating polyphonic music with a complex set of rhythms and melodic parts, accompanied by singing, hosho shakers, percussion, clapping and dance.  Many instruments, including drumming patterns and singing styles, are reflected in the playing of the mbira.  The mbira therefore comes to represent all constituent parts of the music in one, and mbira players are the most highly respected musicians in Shona society.  The mbira also figures strongly in Shona mythology, as a source of power and magical protection.  The fact that the ancestors themselves may play mbira also gives players a special link to the spirit world.  The best sound of mbira at a festival must resound as if it is being played inside water: the sacred pool of Nyamhita
.

Mbira players may be chosen at a very young age if it is seen that their playing attracts the spirits quickly and reliably, and players can build up reputations that mark them out for miles around as the best musician to draw the spirits.

“I started to play at the age of four in spiritual ceremonies, often playing through the whole night, and having to get up and go to school, or even, paradoxically, to Sunday school, the next day.   I was sometimes paid with a chicken and a pot of traditional beer for the elders to drink.  The chicken may lay eggs and from those eggs more chicks may hatch.  The chickens may be exchanged for a goat, which may in turn produce young which could be exchanged for cattle.  In this way it is possible for mbira players to acquire a great deal of wealth in a village.” Chartwell Dutiro.

The learning of mbira is an important process, as it is one of carriers of the mysteries of the Shona culture, and must be passed on from one generation to the next.  In true archetypal style, the most honoured and authentic way of learning mbira is to be taught directly by the ancestors in a dream.  Mbira players, by tradition, are often travelling musicians, and need not necessarily come from the locality, as long as they know all the right songs to please the ancestors.  In fact, it is in some way better that the musicians remain emotionally and spiritually disinterested so that they can fulfil their role without distraction.  One of the main reasons why musicians need to be detached is so that they are less likely to become possessed, and thereby become unable to fulfil their important role as musician.

The social and political power of possession ceremony music did not always go unnoticed by the colonial authorities, and its performance was widely prohibited across Africa.  Native instruments were highly suspect because of colonial denominational competition. The ‘bira’ was an obstacle to religious progress, and ‘rombe’, or musician, began to acquire its contemporary negative connotation of ‘vagabond’
.   Missionaries, for example, banned traditional music in favour of sung hymns in four part harmony.  

“When I was twenty I moved to Harare and joined a brass band which was government sponsored under the prison service.  Here I learned the saxaphone and rudiments and theory of music.  We were  taught to play ‘real’ music.  For the eight years I was there I didn’t play mbira at all.”  Chartwell Dutiro

Music from spirit possession ceremonies also has its influence in secular settings by becoming absorbed into other popular types of music.  This is particularly true since the rise of African nationalism, and a rekindled respect for traditional music.  In Chimurenga music in Zimbabwe, for example, which was born out of the Zimbabwean liberation struggle, the sound of mbira was transferred to guitar and traditional drums replaced with drumkits in order to appeal to the new urbanized generation. Along with lyrics of dissent and political uprising by musicians such as Thomas Mapfumo during the war of independence, the musical heritage gives contemporary music a huge depth, strength and sense of cultural history.   However, the stigma of the itinerant traditional musician remained.

“I joined Thomas Mapfumo and the Blacks Unlimited in 1986, playing mbira and saxophone.  The band had previously had no mbira in the line-up, and had simply reproduced the sound in a ‘dumping strings technique’ know as mbira style guitar.  Despite the desire to include the traditional mbira into the group, I was considered to be slightly less of a ‘real’ musician than the others, and was paid accordingly.” 

Chartwell Dutiro

Mbira music has never been passed down through written musical notation, but from generation to generation through oral memory and sometimes through dreams.  In this sense, most mbira arrangements are considered traditional, and in copyright law are in the public domain.  This means that any mbira song used for recording purposes does not even mention the traditional origin of the song and its lyrical style.  The new song is taken to be the original and the band leader takes copyright of the ‘new’ song.  Sometimes even the band leader is ignorant about what copyright is, never mind what royalties he is entitled to.  In this case, the rights of composition and copyright are often handed over to the record company, so that both the mbira player and the band leader lose all rights.

“In terms of musicians rights, I don’t know of many African musicians who are members of the Musicians Union, although I am one.  There is very little that the Performing Rights Society are doing for African Musicians, although they are supposed to be responsible for collecting all the money for music played on radio, TV etc.  The money rarely reaches the musicians.” Chartwell Dutiro

This is one of the many problems that plague the transition of traditional music into the global marketplace. There is a long history of marketing ‘exotic’ music from far away places, from the Great Exhibitions of the late 1800s, which included musical curiosities from all over the world, to the present day promoting of “world music”.   Globalisation has engendered a greater interest in other cultures, and a growing sense of the need to understand these cultures as we all slowly get to grips with the fact that we are all interdependent and increasingly culturally intertwined. 

The term “World Music” was coined in 1987 at a meeting of independent record labels, music journalists and promoters, whose main objective was simply to find a way of marketing music from around the world to the British public – literally, what should be written on the box in the record shop. Many of the individuals at that meeting have gone on to become mainstays of the “world music” industry, which has flourished under their direction, opening people’s hearts and minds to the music of the world.

However, voices are now being raised against this homogenous term, “world music”.  Firstly, public consciousness around music from different cultures is much more developed than it was 10 or 15 years ago, and the music itself has diversified hugely through contemporary musical developments throughout the world.  Even what we see as traditional music can only ever be seen as music within a tradition, rather than as a static phenomenon.  It is no longer acceptable for both practical and ethical reasons for all music that isn’t Western to be lumped together in this random way.  It sets up a false boundary between “us” and “them”; it exotices the music from other cultures, and entrenches the idea that Western music is the norm.  This is particularly difficult to relate to when Western culture itself is now so ethnically mixed. 

One of the problems that faces traditional music in the “world music” arena is that it is most often performed and listened to out of context.  The very process of recording traditional music and playing it back on radio or CD produces a false experience of the music.  It is what Kurt Blaukopf (1992) calls ‘secondary aurality’. Traditional music does not always record well. It may be repetitious by nature, designed to be performed over several hours.  It may be intrinsically linked with dance, which must necessarily be omitted from the exclusively aural experience of a sound recording, and the music often has to be changed somewhat in order to be understood aurally.  Essentially participatory music is consumed passively, so that only a fraction of its essential experience is transmitted, or the music may be relevant to a certain cultural context, which cannot be reproduced in a recording.  In order to make this music accessible to the “world music” market, western producers and artists are often brought on board to create a sound more palatable to western ears.  In the case of mbiras, for example, there is often conflict between a musician and a producer who wants to the strip away the buzzing effect as it might sound like a speaker malfunction. 

“On a number of occasions I was told while recording that ‘we are going to put gaffa tape around your shells and bottle tops to stop the buzzing’.  I was asked to listen to the resulting mbira sample which sounded as clear as a glockenspiel.  I also once worked with a house music producer on his CD.  He wanted to keep the songs to 6 minutes long, insisting that we had to think about what would sell rather than about the traditional repertoire.  These producers now design the sound of the mbira; the spirit of the mbira is lost and the player also loses the feeling for the music.”  Chartwell Dutiro

In the live context, this inappropriateness in the presentation of music can be very evident.  Many international artists enjoy touring the world and playing to different audiences.  However, taking traditional artists from around the world and setting them down in an unfamiliar setting, completely out of context, can produce a very uncomfortable spectacle. Traditional music is often linked to a specific social activity within which it makes total sense, but outside of which, it can lose some of its coherence. This is particularly true of religious or ceremonial music, which can seem quite anomalous outside its natural setting.  For example, mbira music is designed to be performed through the night to a highly engaged and participating audience, not in an hour’s slot in the afternoon at a “world music” festival.  Peddling traditional artists up and down the country on national tours can be an exhausting and unrewarding experience for the artist, both financially and culturally.  When there is a CD to market, live music becomes a promotional tool, rather than the foremost goal or the principal experience of the music.  Paradoxically, record companies can go to great lengths to reproduce this live sound on CD.  It  is really positive that audiences are opening their ears to music from around the world, but it is time to re-assess the “world music” industry both in terms of recordings and live music promotion.

Music is sometimes given the distinction of being a universal language, but in reality it isn’t – especially when we do not even understand the lyrics.  We can appreciate other people’s music to a certain degree, and it can certainly open up our minds to other cultures, but to really understand what informs that music we really need to search deeper and to educate ourselves. Music is part of a cultural ecosystem, as Peter Baumann (1992:12) puts it, and to really understand music we need to understand the wider cultural context.  

“As a musician I believe that music can heal the heart and build bridges between cultures.  I can do my best to communicate this spirituality through mbira music, but a bridge has to be built from both sides, and we need to trust each other.  To really open your hearts to the music you need to  be totally  involved, mind, body and spirit.”

Chartwell Dutiro
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Music Education as Intercultural Learning

Jane Tarr  

Introduction

This paper will explore the role of music education in the development of intercultural understanding. Music is a powerful means of communication and experienced by all people and all cultural groupings. It is a foundation subject within the National Curriculum 2000 for all schools in England, Wales, Scotland and Ireland for all children aged 5-14 years. This paper seeks to explore how music education might encourage understanding of different cultures alongside enhanced understanding of musical knowledge and skills.

The context for this exploration is the interaction between musicians trained and educated in the west and those who learned their musical trade in the African diaspora. Different people find different roles for music in their lives and this will be different in various contexts and under various conditions. Appreciation of a range of music and cultures has the potential to enhance one’s understanding of the role of music in a society.

In keeping with most members of the band I play with I learned my musicianship in Britain.  One member of the band learned his musicianship in Ghana. However we play music from the Shona people of Zimbabwe. The implications of this process of interculturalism will be explored through the experience of the band, and also through the experience of a festival at which the band played, joining with a large number of others, to celebrate the relationship between Southern Africa and Britain in terms of the performing arts and music particularly. 

My daughter, in her Cardiff secondary school, through music learned about the culture in which she was living – Wales.  During the three years she attended the school there were several concerts in the main music hall of Cardiff attended by hundreds of parents and friends, three large scale musicals performed at school, songs in Welsh learned in the language classes and Eisteddford celebrations annually.  All these processes enabled my daughter and indeed her family to engage more fully in the Welsh culture and gain some insight into the language and the value placed on performing arts. We can learn from these experiences the importance of music as a tool for learning about culture and a means through which to develop intercultural understanding.

In many countries of Africa the experience of music is that it is central to life, all people sing, dance, play and clap in their childhood and find the process ‘natural’ to them in adulthood. At a recent rehearsal our Ghanaian drummer came along to a rehearsal with his cousin, a computer programmer.  He sat and listened for about 5 minutes before finding a drum and joining in to the delight of everyone. Listening without playing was simply not in his experience. Chernoff has written:

Music is essential to life in Africa … the development of musical awareness … constitutes a process of education; music’s explicit purpose, in the various ways it might be defined by Africans, is essentially socialisation (Chernoff, 1979: 154)

If music is such a fundamental element of culture then it might be beneficial for educators to explore its role in the process of learning and teaching. A brief review of music education in Britain will enable us to position music in the current curriculum expectations and attempt to explore how teachers might use music as a tool for intercultural learning.

Music Education

Music has been a part of the school curriculum since Plato, the nature and quality of provision varying considerably throughout the years, yet always being highly dependent upon individual teacher expertise. A brief history of music education might serve to provide the context within which to explore the relationship between music and cultural development.

Earlier this century music education consisted primarily of singing and instrumental tuition, mainly for those who showed an aptitude for music. All schools engaged with singing and many were able to offer piano, string or wind tuition. This began to diminish during the wartime. The 50s saw the introduction of the recorder by Dolmetch,  to ‘school music education’ and with this an easy route to understanding western notation systems.  The 60s broadened the concept of musical learning from singing and individual instrumental learning through Carl Orff’s introduction of the ostinato bass line which enabled a range of musical performance to take place within the classroom amongst larger groups of children. The 70s were a further flourishing of musical knowledge and understanding and educators such as John Paynter bringing the learner’s individual experience into the frame and exploring a wider range of musical genres within the classroom. The 80s saw the introduction of composition to the GCSE music curriculum and consequently the role of composition in music education expanded in schools and colleges. The 90s witnessed a shift away from the arts in the curriculum with a more prescriptive pedagogy for literacy and numeracy, thus making it more challenging for teachers to use the expertise they might possess in the form of musical knowledge and understanding.

The National Curriculum 2000 for music, though very short, emphasises the importance of music as an integral part of culture, past and present and how it can   “enable children to define themselves in relation to others, their friends, colleagues, social networks and to the cultures in which they live” (NC, 2000: 162). Reference to cultural development or cultural education can also be found within the OfSTED inspection schedule (1992) where cultural development can be encouraged through “opportunities for pupils to develop an openness towards and value for the music and dance of different cultures” (1992: 83). The DfEE report from the National Advisory Committee on Creative and Cultural Education (1999) encourages the cultural education of all pupils, stating four central roles for education in this process:

a) To enable young people to recognise, explore and understand their own cultural assumptions and values

b) To enable young people to embrace and understand cultural diversity by bringing them into contact with the attitudes, values and traditions of other cultures

c) To encourage an historical perspective by relating contemporary values to the processes and events that have shaped them

d) To enable young people to understand the evolutionary nature of culture and the processes and potential for change

     (NACCCE, 1999: 48)

Whilst these goals are highly laudable, the document does not seem to hold sufficient power and credibility to bring them about. Perhaps these statements alongside the QCA document for PSHE (personal, social and health education) and citizenship (2000) might have more direct influence on classroom practices. This document emphasises three strands within citizenship education which can contribute towards development of cultural understanding – social and moral responsibility, community involvement and political literacy (QCA 2000: 5). These strands if taken seriously within the music curriculum have the potential to contribute to enhancing intercultural understanding. The important strand is that of community involvement which can take place through musical activity. The NACCCE document encourages partnerships beyond the school through the arts curriculum with: “parents, professional associations, FE/HE institutions, specialist schools, visiting professionals, business and industry, arts education agencies, cultural organisations, youth service, LEAs and central government” (NACCC, 1999: 125). If this level of involvement with the community were to develop then schools would become very different places and develop as part of the cultural community, which they serve.

Communities of musicians live and gather together in every society and across a wide range of different musical genres providing music for different aspects of social life – festivals, religious celebrations, concert halls, parties, evening dancing, pubs, workshops etc. I will reflect upon my experience of playing in the band ZANGO in order to further understand the relationship between cultural understanding and musical knowledge and skills.  Zango is an Ndebele word meaning lucky charm and was the name chosen for the band by Kaya Charimba, a Zimbabwean musician who together with a few others formed the band in 1997.  We were then 3 enthusiastic mbira players taught by Chartwell Dutiro, who now lives in London, and a double bass player who joined the UK Tour “Strong Winds Soft Earth-landings” in 1996 when Chartwell first came to UK. 

The combination of metal and string developed to become 3 violins, 3 mbiras, double bass and 3 percussion playing traditional Shona music from Zimbabwe, learned from tapes and sessions with Zimbabwean musicians and arranged to suit the instrumental ensemble. The band is constantly challenged by the rhythmic complexity of the music and the way in which different elements work together. All players in the band are accomplished musicians, playing in a variety of musical ensembles – orchestras and other bands in the city. The challenge of playing orally transmitted music on instruments made in Zimbabwe is exciting for us all and has led to a fascination with the people of the music we play.

Kusanganisa/ Inhlanganiso Festival 2000

My role within the festival was as a co-ordinator of the seminar sessions – these supporteed the performing arts workshops and events in that they reflected upon issues surrounding the role of music and the performing arts in different cultural settings. There were panel discussions, presentations of papers and interactive sharing of various projects ongoing. 

Kusanganisa is a Shona word, which describes the idea of ‘mixture’. This concept ran through the whole festival, which brought together performers and participants from across geographical boundaries (Britain, Zimbabwe, USA, Canada, Germany, Finland, Sweden, Norway) and from many different backgrounds and traditions (classical music training, folk musicians, reggae and blues, early English musicians, clog dancers, community based theatre, singing). The festival aimed to celebrate the creativity of Zimbabwean culture since its independence in 1980. It challenged popular stereotypes about Africa and African performance arts and encouraged participants to reassess the links between culture, development and international understanding. 

The festival invited several schools from the local area of London to come in a take part in workshops in storytelling, song, music, poetry, drama and dance. The African approach to the arts is always to include all art forms, a theatre company can sing and act and a dance group is frequently highly skilled in music. The main focus was through the festival director who is primarily a musician so the emphasis came through in the festival with concerts each evening.    The planning and programming of Kusanganisa Festival 2000 which mixed workshops, concerts, performances, papers, presentations and seminar discussions was organised under four main themes:

· Culture and Change

· Global performance , power and control

· Identity and the arts

· Linking with Zimbabwe – culture on line

Each area was addressed through papers, presentations and workshops and performances throughout the three days of the festival. This paper seeks to present the main issues for music education which emerged from the festival and how these issues might impact upon music education in our schools. 

Cultural Change

When playing or appreciating music from a very different culture one is directly involved in a process of change in that the music has been placed in a changing contextual setting. Music alters when heard in different contexts.   The concept of culture and change has been discussed in relation to the music of ZANGO. The most common setting for mbira music which is the bira “a formal, all-night ceremony in which family members come together to call upon a common ancestor for help” (Berliner, 1978: 187). This is a spiritual ceremony and one requiring considerable respect. In changing the context of the music and playing it on different instruments are we maintaining an ‘authentic’ sound? Are we as musicians offering that level of respect as we play the music? The band plays in a wide range of contexts – pubs, festivals, cycle paths, concert halls, parties, even educational conferences. The music is experienced differently in each context but the question of authenticity remains. The question must relate to the quality of the music, the acceptability of the sounds created within the context heard.  Different musical forms are more or less suitable in different contexts, a concept that is socially constructed and of cultural significance. 

Chartwell Dutiro believes that others should learn to play the mbira and in his teaching of the instrument he also tells of the role of the mbira in Shona culture so that new players are aware of the music in its own cultural setting. He emphasises this element so much that when he came was interviewed for work at SOAS there was some concern as to whether he should be working in the religious department or the music department.  Paul Willis has reinforced that: 

An understanding of the cultural roots of a musical genre will allow the informed listener to appreciate fully the similarities and differences between the music they have grown up with and amongst and the music of another culture. (Willis, 1991)

African musicians have always been very encouraging of our attempts at playing Shona music in different contexts, perhaps because of their viewpoint of culture as an evolving process.  The Kusanganisa festival maintained a clear focus on the belief that culture is a dynamic, constantly changing and evolving process. This is synonymous with the tradition of African music as one writer has put it:   

African musicians create in a balance through which they draw upon the depth of a tradition while they revitalise it and adapt it to new situations.

                                                                                         (Chernoff, 1979: 65)

It was certainly reinforced by a presentation from Chris Timbe, the vice-principal of the Zimbabwean College of Music, Harare who spoke about culture as a mirror of society.  He presented ways in which he had experienced musical changes with the introduction of the guitar, which you can walk around town with over your shoulder rather than the mbira, which hides within a gourd. He spoke of the community involvement in music education outside the formal setting of the school. Ceremonies and special occasions draw upon local musicians to play and sing with the children. Woods explores different learning theorists and states 

Only through interaction with the living representatives of culture, what Bruner terms as ‘vicars of culture’ can a child come to acquire, embody and further develop that knowledge. (Wood, 1988: 25)

He also illustrated the way in which songs change as society changes and the importance that is still placed upon singing in Zimbabwean culture. He stated that “our songs have been our little booklet of culture” and the whole community involvement continues to be important. This is further supported by a headteacher in a school outside Harare who writes that 

Music is a wonderful way to teach children about their culture. So many songs have meanings, which have been preserved, in the song texts and by singing these songs, the children learn about the way of life of their ancestors, their history and their society  (Chawasariri,1996).

Chris Timbe talked of music existing in a variety of different contexts – the social context, the domestic context, the working context, and the travelling context.  Music in travelling environments is becoming increasingly common – piped Baroque music in Barcelona tube walkways, popular taped music on buses around Harare – each serve to calm the traveller. Chris said that people in Harare would listen to our music if we played on the streets, they would listen so hard that the pickpockets would have easy work! 

A community musician, Rowena Whitehead from Cambridge, ran several workshops to encourage singing, much appreciated by groups of children visiting from local schools and many other course participants. It is recognised that there seems to be a diminishing role for singing in British society which is sometimes reflected in school music provision. This is uncorroborated but certainly feels true as many folk continue to have a grave fear of singing and we experience less and less in our schools. Rowena introduced groups to songs from all over the globe, simple part songs with fun, easily learned words -sometimes in a different language. This refreshing approach was supported by her wide knowledge of different songs and her ability to empower all people with the confidence to sing. 

At a very basic level the concept of culture as an evolving process is important so that music sessions are processes through which cultural meanings are developed. This then becomes what Elliott has termed ‘a dynamic process of cultural induction’ as opposed to “a passive process aimed at securing conformity” (Elliott, 1998: 109). An example of this process taking place is illustrated in Clough and Tarr (2000: 90 -104) where pupils learned Caribbean dance movements from a professional dancer which they incorporated into their own known movements to create a dance for a local festival. 

In 1998 the International Society for Music Education held their annual conference in South Africa. The title of the conference was “Ubuntu - music education for a humane society” Ubuntu is a Zulu term expressing the belief that ‘we are people through other people’.  The building of one’s own cultural identity emerges from belonging to a culture, thus meaningful engagement in musical activity has the potential for simultaneously addressing individual and social development. Engagement in creative musical activity – performing, composing, appreciating – offers the opportunity for this process.

As music educators we have a level of responsibility to provide a wide range of musical experiences for pupils to enhance their cultural understanding. Swanwick writes that by incorporating a broad range of musical genres into the curriculum we can “avoid transmitting a restrictive view of music and of culture and may help to keep prejudice at bay” (Swanwick, 1988: 118).

From the discussion above in relation to the curriculum as stated, a few issues emerge that teachers of music might consider to enhance learning of other cultures through musical activity:

· Explore a range of different contexts within which to appreciate and perform music

· Share further information about the various cultural contexts for music heard

· Enhancing the repertoire for singing songs from other lands

· encourage pupils to create songs and music about their own social experiences

· music, performing and appreciating, as resource for liasing with and amongst the school, local community, region

Summary

Cultural development cannot occur in isolation from the curriculum content in schools. Music has a highly flexible curriculum context within which to explore different cultural traditions and to take on a deeper understanding of the cultural experience. 

Musical activity demands a level of engagement, concentration, involvement and attention. Individuals working together through music are encouraged to learn something new – a song in a different language, to play a different instrument, to appreciate a new sound texture – and to take that new experience and incorporate it in composition or performance. This process is difficult and requires mental work from the participants but through the process they are also learning something about another culture. The incorporation of the new material into the context of one’s school is part of the inter-cultural experience. 

Inter is the space between, it is important to find ways to ‘fuse’ together to make something new with the joining of the two cultural artifices.  Comparisons are useful but interaction is more challenging and definitely more fun.  Personal experience has provided me with considerable insight into Shona culture and enabled me also to have a reason to visit rural villages and have a common interest with the people there. My musical understanding has enabled me to gain further insight into a very different culture.

The festival provides a forum for exploration of these issues and enables the dissemination of the ideas to occur. A publication of writings will emerge from this festival to be shared by more beyond in true ‘kusanganisa’ style.
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The Guitar and Mbira – bridging the gap

Chris Morphitis

My inspiration for writing this paper has developed over the past year of rehearsing and performing with Spirit Talk Mbira led by Chartwell Dutiro (mbira player, tenor saxophonist, and music arranger for Thomas Mapfumo and the Blacks Unlimited). In this time we have toured throughout Britain and the southern states of America and have recently taken part in the 'Kusanganisa' project - an arts festival celebrating British and Zimbabwean culture. 

When I started working with Spirit Talk Mbira I found I left previous musical knowledge behind so that I could be unhampered by music theory. It is my intention to keep that same frame of mind in writing this paper, although I have taken the liberty of writing out some musical examples as it is not possible to include a CD with this publication.

I put serious consideration into how to notate music that is from an oral tradition. Standard notation includes information that is not apt to describe African music. For example, bar-lines do help structure groups of notes, but can suggest down beats that do not occur in this music. I have instead made the bar-lines implied with dotted lines. Similarly, due to the nature of mbira music, one continually hears a matrix of rhythms and plays a part within it. To represent this I copy out every quaver stem and leave the note-head empty to denote a rest. This gives the impression of rests being 'felt', but not heard.

At this stage of my understanding of mbira music this paper thus serves as a kind of musical apprenticeship - with my new found discoveries as my primary source. However my research has been helped by findings from academic sources such as ethnomusicologist texts, careful musical transcription and personal interviews with musicians. 

Previous to writing, I interviewed Chartwell Dutiro on subjects connected to the dissertation. He advised me on writing about music, and urged me not to describe what “they do but to actively feel part of the subject.” The paper will therefore attempt to reveal  and inter-connect the personal and historical elements to present the multi-dimensional world of the mbira, and its integration with the guitar. 

Guitar and mbira music have been among the most important forms of expression in Zimbabwe in the twentieth century. The decision to pick up the guitar or mbira, the adaptation of traditional music to the guitar and development of new styles of mbira clearly reveal how the rural and urban ways of life have interacted with each other. 

The guitar and mbira symbolise different cultures - 'the urban and the rural'.  Each of these cultures has different values and consciousness attached to it. 

The word rural conveys the idea of a place of natural, primitive ways and tranquillity. However, this is somewhat misinformed. Rural life was not idyllic. Under colonialism, Africans were confined to less than fifty per cent of the countryside and lived on the least productive lands. Today the legacy of the past still exists and Zimbabwe is facing major issues over land owned by white farmers.  However, these rural areas are very much associated with the ancestors, religion and the mbira. 
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The mbira is an ancient instrument found all across Africa in different forms, but most commonly found in Zimbabwe. The type we mainly use in Spirit Talk Mbira - the mbira dza vadzimu - consisting of 22 hand forged metal keys extending down over a wooden sound-board.  The free ends of the keys are plucked and picked with the thumbs and fingers. They are commonly called 'thumb pianos', a misleading colonial nickname as any pianist would discover if they tried to play the mbira like a piano. The pitch order of the keys does not follow the western logic of 'left means down' or 'right means up' in matters of pitch. 

The mbira has its own tunings depending on the instrument maker and does not adhere to tempered tuning. We play an A tuned mbira (A is the largest metal key) but to say an mbira is in one particular key is telling only part of the story. There exists a wide repertoire of music for the mbira we play. I like to think it depends on the individual to interpret its properties. 'The mbira eludes being pinned down to a specific law. It remains in Zimbabwe, part of an oral tradition (Chartwell Dutiro, 1999). 

Similarly, mbira music is not (necessarily) harmonic i.e. conceived from the bass upwards such as in four part Bach chorales. This goes against the conventions of the way a western musician perceives harmony, since the bulk of western classical music is driven by the bass. Instead, traditional mbira songs often have melodic time lines running through, the equivalent to a ground bass in Bach's music. For example the first mbira tune taught to most students is Kariga Mombe, and it is most simply taught by a simple rhyme- Dongi - (donkey) Mombe - (cow) Mbudzi - (goat) 
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Figure 1 Karigamombe

' Dutiro, Chartwell, 'On the 'Soul of Mbira' (essay, SOAS 1998) 

The rhyme which is in Shona (a Zimbabwean language and tradition spoken by 70 per cent of the population) unlocks the entire character of the traditional piece Kariga Mombe:

That there is everything, there is identity of myself and where the music is coming from - if you break down. that four bar phrase and understand what is happening in the time line and the melody, there is everything (Chartwell Dutiro). 

The rhyme shows how the four bar progression sounds without giving the student any intellectual references such as chord symbols, time signatures or the like. Each mbira piece has a particular 'melodic time line' that usually divides the piece into four phrases. Improvisation takes place over this repeated progression. '...polyphony is an important concept within Shona style. When two expert mbira players improvise, a kaleidoscopic complex of polyphony results (Berliner, 1981: 145).

When describing the mbira, understanding its role in society is as informative as its musical idiosyncrasies. Mbira music is traditionally played in spiritual ceremonies called biras. Music is played all night accompanied by Hosho (shakers made from dried and hollowed out vegetables), clapping and dancing. The musical qualities - interlocking rhythms and traditional song progressions create a state of mind for the spirit medium of the ceremony to ask for daily guidance from spirit ancestors. The mbira is a powerful vessel to connect people with their spiritual side. 

Chartwell explains that missionaries sent to Zimbabwe in the fifties were afraid of this powerful music and discouraged it, claiming it was 'music of the devil'. Spirit mediums were consequently hung. Mbira musicians were also given the disrespectful name 'marombe’- translated as vagabond 'somebody who does not know what to do with their life'.   Despite this oppression, spirit mediums were still considered 'guardians of the land" (Brown, 1994: 77) especially during the colonial years. Therefore the mbira had, and still has social and political resonance. This must have made the mbira a very difficult instrument to learn during times of such social unease: 

Sometimes I was even shy to carry the gourd (hollowed out pumpkin used as a sound resonator for the mbira) around as a small boy because other boys would laugh at me  (Dutiro, 1999).

Chartwell's youth was spent playing with spirit mediums in ceremonies building a deep spiritual foundation in music. I asked him whether this was typical of other musicians he played with - 'Maybe not, because they were not mbira players - the only mbira player that played the guitar also was Ashton Sugar Ciweshi' Chiweshi was one of the many wonderful guitarists in Thomas Mapfumo's band that adapted the mbira music to the six strings. 

Zimbabwean pop music was greatly changed by the meeting of two musicians Thomas Mapfumo and Jonah Sithole. In 1975 they formed a band that played traditional Shona songs adapted to rock band instrumentation. Their music delivered revolutionary messages to Zimbabwe's freedom fighters. This music was Chimurenga music. Chimurenga literally means liberation struggle. Thomas Mapfumo still to this day plays chimurenga music despite Zimbabwe's twenty year freedom from colonial rule. In a recent article in the Guardian, Thomas' comments show his anger towards the current Mugabe regime that he initially fought to bring to power: 

We supported them when they were fighting in the bush. When they came 

into power they promised us many things, but the people are still suffering and the country is a mess. So what did we fight for?'  (Mapfumo in Cornwell 2000).

In the late seventies Thomas Mapfumo and the Blacks Unlimited created a very exciting new sound which mixed politically charged attitudes and lyrics whilst connecting to the people through well known folk melodies.

The skill of transferring to the guitar the interlocking melodies of the centuries old mbira was first, as legend has it, explored by Jonah Sithole. Sithole was very adept at understanding mbira parts and creating wonderful variations of them for the guitar. Guitarist and enthnomusicologist Banning Eyre's comments on the issue of interpreting these parts shows just how hard this can be… “played with three busy fingers one mbira can crank out a lot of notes complicating the guitarists job" (Eyre, 1994).   Similarly Jonah Sithole commented on the issue: 

Mbiras create a lot of confusion for other musicians, the guitarists can end up filling in the parts rather than finding melodies... it's following the singing rather than going straight (Eyre, 1994).

Singing is a big part of mbira music. Often Jonah's guitar parts change throughout a performance of a song. He can start by playing mbira inspired parts mimicking the plucked metal sound by damping the strings with his right palm, exaggerated by the electric guitar's hollow sound and narrow dynamic range. And then can mimic the vocalist in a call and response-like musical dialogue. 

A possible reason why Jonah suggests the mbira 'confuses' guitarists is due to the alternating thumb technique involved in executing parts. A typical kushuara ('to start') part has a constant alternate low-high shape.

This creates a tension against the triplet pulse. I say it is a tension because in western music we are so used to hearing bass notes on strong beats. In this music it is not always useful to listen to the bass to discover where the pulse is. A good example of how confusing it can be to find the pulse of an mbira part is the song Gudo-'the baboon'.  As all the low notes are off the beat this pulse is often hard to decipher!
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There are many ways to hear mbira music, and understanding how it works does not necessarily happen when you put it under the magnifying glass. This is illustrated in an apocryphal story about somebody painstakingly analysing music of the rain-forest pygmies in the Congo, and having difficulty in realising the pulse. It was only until he saw the music performed that he realised by the dancing what was really going on. The gestures of movement followed the music and made the pulse clear. Mbira musicians often watch dancers for inspiration to make up new parts. The nature of musical transcription does not express this integral part of the music. 

Bridging the gap between the guitar and mbrira for me has been greatly aided by Chartwell and other who have sung to me any new parts to learn. As a band we have been involved in regular performances, which again further my understanding. I have learnt first-hand that successfully bridging together instruments and instrumentalists from different cultures is greatly effected by methods of education employed.  I recently gave a practical guitar lecture at SOAS.(School of Oriental and African Studies).  I chose to sing the 'dongi mombe mbudzi' rhyme for the guitarists to learn. 

After the initial unfamiliarity with the melody line the first stumbling block happened when introducing the students to the pulse. This is because the rhythm accommodates both duple and triple meter. Two against three polymeters are very important in Shona music and experienced mbira musicians feel them both simultaneously, but for most ears mainly used to hearing duple pulse music, it is hard to switch. I have noticed in Chartwell's workshops, children tend to take to this easily without thinking about it, whereas the older guitarists struggle and ask - 'When does the time line start?' or 'where is the first beat of the bar? 'The school children have a great advantage over the older guitarists in that they have not got used to hearing music in one way. 

The second stumbling block can occur when musicians try to work out where the first beat of the bar is.  Musicians often ask where to feel the first beat of the cycle in the case of Kariga mombe, but it does depend on how it is being performed. To illustrate this point here is a transcription of the piece - 'Shumba' a version of Kariga Mombe by Thomas Mapfumo and the Blacks Unlimited. I have included in the transcription below how the rhyme fits within the music.
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As I mentioned before there are different ways of performing Kariga Mombe. Here is another version of Kariga Mombe, also by Thomas Mapfumo  called 'Tongsienda'. In my transcription below I have shown how the rhyme has a different rhythmic emphasis than in 'Shumba'. This makes the two songs sound very different in character from each other even though based on the same 'time line'. 
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We can see two other methods of mbira education in written form in an article by guitarist Banning Eyre. After a strong introduction on the history of Zimbabwean pop music, Joshua Dube, guitarist from Thomas Mapfumo's band, offers a lesson on Kariga Mombe. According to the article Banning met Joshua in front of the entrance to the Zimbabwean Academy of music, in Harare. In the lesson Joshua took Banning's guitar and showed him Kariga Mombe adapted to guitar chords, and commented - 'As soon as you know these chords, it becomes easier for you to play mbira music on the guitar. ' " 

G 

C 

Em

Mombe  
mbudzi  
dongi

Am 

C 

Em

Mombe  
mbidzi  
dongi

G 

Bm 

D

Mombe 
mbudzi 
dongi

G 

Bm 

Em

Mombe 
mbudzi 
dongi

Banning then carefully explains how these chords were played  Six pulse feel, two equal pulses on each chord. While these chords suggest a three feel most tunes place each of the progression's four phases into a four bar measure. So the changes against the pulse create a three against four tension that drives the music's elliptical qualities (Eyre, 1994).  For me the real lesson ended when Josha Dube stopped playing. The lesson then turned into Banning telling us about his own theoretical approach to the music. This illustrates how easy it is to take away the original spirit of the music. Banning Eyre's job was not made any easier by the fact he had to convey an unfamiliar style of music to the predominantly rock guitarist readers of Guitar Player magazine. 

Another aspect of the mbira guitar that is directly influenced from the traditional mbira music is how different parts fit together. Even though typical mbira music is rhythmically constant i.e. without gaps of silence, crescendo or decrescendo, the mbira groups that play the music are very aware of the implied spaces in the groove. It is these spaces that create the impetus for people to dance to the music. Here is an analysis of Shumba showing a cross-section of it using phrase markings to show where each part begins. 
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This shows us a constant passing on of the rhythmic baton. This enables the music to be played for such long lengths of time and still be exciting enough to dance to. 

Before the musical liberation happened in the Seventies acoustic guitarists such as John Nkoma, Ngwaru Mapund and Pamidze Benhura were playing traditional shona songs, two finger style with a bottle-neck slide with their guitars tuned in open G. Tom Turino, an ethnomusicologist from the University of lllonois, uncovered some archive recordings: 

These acoustic guitarist are absolutely essential to the whole history. They were mediators of what the bands we know now do, but in beer-holes on trains or in street corners, kind of like blues guitarists from America like Blind Lemon Jefferson (Eyre, 1994).    

I travelled to the Southern States of America with Spirit Talk Mbira where I met and listened to the Blacks Unlimited in Birmingham, Alabama. I had the opportunity to meet guitarist Joshua Dube. We got talking about the guitar and he showed me the first piece he learnt. He explained how this piece was not from the mbira repertoire and how it was more influenced by South African music than Zimbabwean music. Outside influences very much shaped musicians’ repertoire and style,     

Zimbabwe is land-locked, for trade it depends on the east coast which is Mozambique and the west coast which is Namibia, all strong points of influence on Zimbabwean music. Colonisers like John Rhodes an archaeologist dealing in gold and copper mines in South Africa had to find cheap labour in the region. It’s almost like slavery. Go to Zimbabwe, get cheap labour and bring back to South Africa. And that means; people moving with their music' (Chartwell Dutiro, 1999).

Music from South Africa became popular partly because of its ‘booming record industry'.  Records were recorded with better equipment, which cost money to make, and the trend to respect new, fuel injected music began. Listening to music in this way left the traditional sounds behind. The status of music in Zimbabwe may have become more of an entertainment than an 'art integrated with everyday activities (Kauffman, 1971). People in the new city areas started to play new manufactured instruments as opposed to hand-made ones, listened to recordings on tape and heard music in different social settings such as beer-halls and night-clubs: 

Africans associated the mbira with the poverty of the reserves and with things old fashioned and un-western, while the guitar represented the wealth and glamour of the cities and things modern and western (Steward, 1999).

As a musician I am honoured to be associated with the mbira, and I only need to tune into MTV to be disgusted by the wealth and glamour of the guitar.    Now in the twentieth century we can see a strange circle occur. Traditional mbira music in the Fifties was forced to change, musicians adapted it to the acoustic guitar and later in the Seventies to the rock band. But now we see musicians like Chartwell Dutiro bringing traditional music heritage to Europe and America, finding fellow musicians and students willing to open their hearts to new music from faraway places.     
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Songs of Iron

Nhamburo Ziyenge : 

 Introduction 

In 'Ethnomusicology: A Discipline Defined', George List says that "Of particular interest [to the ethnomusicologist] are the concepts held by members of the culture concerning the music they produce' (List, 1979). He goes on to say "These non-musical activities are of course of interest in themselves but the ethno-musicologist studies them in order to gain a greater understanding of various aspects of music". Whereas the historical musicologist is said to focus upon the written or printed score, the ethnomusicologist focuses upon performance of music whether or not a written prescription for its performance exists (List, 1979). This includes the study of texts of the songs sung, the making and playing of musical instruments, the kinetic activities that occur simultaneously with the music. 

On methods and techniques List says "Ethnomusicology shares with other disciplines certain underlying points of view or methods. These are the securing of an adequate sample of procedures performed, and objectivity". The researcher should not be be limited by one methodology or by one theoretical framework. Rather, he should apply the approach that seems most efficacious in solving the particular problem', inventing methods of investigation where none exist. One method in common use is for the scholar himself to learn to perform the music of the culture being studied (List, 1979: 3). The ethnomusicologist's methods 'are those of the anthropologist, the folkrist, and the sociologist, modified to meet our particular needs. New developments derived from physics – acoustics and optics, are probably more useful to us than to most other field workers. We take advantage of every new tool of this type. 

In 'The Role of the Mbira in Zimbabwean Society 2000, Louisa Croft says that "The mbira in every way is spiritual”,  its role in religion illustrates this. However, it is believed that even its components embody spiritual elements. For example, the metal keys are smelted iron ore dug from sacred hills and holy mountains where the Shona chiefs and headsmen were buried. The keys also personify the presence of the ancestral spirits directly on the instruments. 

The sound-board is made from a tree called mubvamaropa, which represents a source of shelter, fuel and basic necessities of everyday life. The resonator or gourd in which the mbira is propped is a type of dried squash which is an important source of food. Therefore, the mbira symbolises the basic elements of Shona life and the presence of the mbira player adds a human dimension that completes the mbira as a Shona institution. The mbira is fundamental in the communication between the human and the supernatural world. Within its cultural context, the mbira accompanies agricultural tasks, household chores, recreational activities. Its central role in religious practice where it is used as a medium to contact the ancestral spirits for guidance in times of crisis has attracted considerable attention from researchers. Furthermore, its role in the liberation war cannot be dismissed (Croft, 2000). 

The mbira finds a place in the study of iron (Wingfield, (2000), pp 21). and has been numbered among 'the instruments of the nyanga' (Gelfand et al, 1985: 376/7). Chris Wingfield says, "For many black Zimbabeans, and in particular those in rural areas, the past is ever-present - and in particular those who lived in the past - the ancestors. The community does not just consist of those now living, but includes those who have joined the community of the dead. Regular rituals reaffirm contact with those ancestors. Spirit possession rites are an important part of traditional Shona religion and these provide an opportunity to communicate with the past - to ask it questions and listen to its wisdom. The nyanga, or traditional healer also forms an important repository of traditional knowledge'. He also points out the fact that although anthropological accounts have tended to concentrate on sociological aspects in spirit possession. Pictures have frequently illustrated aspects of material culture used in ceremonies' which include the mbira and hosho (shakers). 

A seemingly missing link in the study of the mbira is its mathematical influence on Zimbabwean culture. As observed by Claudia Zaslavsky (1973), there is inadequate 'analysis of African culture from the mathematical point of view' and one must 'search the literature of many disciplines - history, economics, ethnology, anthropology, archeology, linguistics, art and oral tradition - and still be dissatisfied'. The chevron pattern illustrated in Figure 4 of Wingfield (2000) is also observed on archaeological pottery items. The pattern continues to be used in decorations of artifacts to this day bears close resemblance to patterns generated by either joining the notes on the mbira or by mapping out the sequence of performing a piece of music on the mbira. The character of mbira music offers potential for the investigation of mathematical ideas that accompanied the rise of Zimbabwean culture. One is well advised to note that 'African literature - novels, poems, essays - sometimes tell more about mathematics in the context of the lives of the people than do articles in learned journals' (Zaslavsky, 1973). The ethnomusicologist interested in this aspect of rnusical culture is well advised to learn how to play the mbira in the first place. 

[image: image7.wmf]
2 Mbira dze Vadzimu  - Notes of the Ancestral Spirits 

The system of labelling the mbira proposed by Paul Berliner (1981: 55) and based on a drawing given to him by Chali of Nyandoro in Zimbabwe in 1960 is adopted for identification of the notes (Berliner, 1963). Notes on the right hand manual are labelled RI to R9. On the left hand there are two manuals one above the other with seven notes in the lower (labelled 131 to 137) and six notes in the upper manual labelled TI to TG (Berliner uses LI to L6; L for left hand) instead of the T for top).  The labelling system is such that RI, B1 and TI are towaxds the centre of the instrument while.  B7, T6 and R9 axe the outermost notes. A first impression of the mbira instrument suggests that it is not tuned (hence the zig-zag or chevron pattern) but the profile of measured frequencies in comparison with a standard scaling system such as the equal temperament scale reveals the characteristic order in which the notes are arranged. This labelling system applies to the mbira dzevadzimu.  A sirnilax system can be adopted for representing the arrangement of notes on other mbira instruments (basically separating the notes according to the hand used to play them).


[image: image8.png]



[image: image9.png]



This is an example of tabular form of notation which can be used to record mbira pieces and aid the western player is remembering the pieces and ensuring they learn them accurately.

[image: image10.png]Pulse: 1 2 3 4 GED 7|8 9 10 1
Left Hand: | T1 | B1 T2 | B2 T3 | B3 T4 | B5
RH (T): R2 R2 =

RH (FF): R6 R6 | R5 Rb| R4
1.2 Chamutengure Phrase II

Pulse: i 2 3 4 5 6 7 8 9 Lol
Left Hand: | T1 | Bl T2 | B2 T2 | B4 T2 | B2
RH (T): R2 R2 R4 | R3 R3| -

RH (FF): R4 R4 — [ R4





Chamutengure has been called 'The Song of the Wagon Driver'. It is a piece that is said to have been composed to imitate the sound of the wagon wheels and to tease the wagon driver. The lyrics are directed at the wagon driver who in the song asks, 'Wanditi Chamutengure wandionei?' (You axe calling me Chamutengure, what have you seen, ie Why are you calling me Chamutengure?) to which the reply makes reference to his trousers full of grease. The dialogue continues with the question, Unosevenzepiko? (Where do you work?) to which the reply is, Ndinosevenza kupirazi (I work on a farmyard); and Uchitambira mari-i? (And how much do you get?); Ndichitambi,ra chishanu (I get fifty pence); Chishanu imari shoma (Fifty pence is only a little money); Chishanu mutero wembwa (Fifty pence is just enough for the dog tax); and so forth. 

The sequence of notes during performance in a version of this song is illustrated in tabular form here for guidance of the learner. It is advisable to learn each hand by itself first then try to combine them. This method of instruction is analogous to the oral tradition in which the instructor demonstrates the sequence and gives the learner a chance to practice the same. The graphical representation offers a pictorial model of the musical sequence and is straightforward to follow.
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Musical Journey from Japan to Zimbabwe via SOAS

Kusanganisa Festival of Performing Arts

Iku Tanaka  
Zimbabwe is geographically and culturally a far country from Japan.  As is shown by this cultural distance, I have travelled a long way from Japanese to Zimbabwean music.  Though at first glance, Japan and Zimbabwe look like totally different countries, there are some similarities in the music situation.  In this essay, I discuss why I became interested in the music of Africa, showing some examples of similarities between Japan and Zimbabwe.  Here, I pick up three elements, which drove me to study some music of Africa.  First my experience of learning the violin.  The second element is the tendency of Japanese popular music to adapt traditional Japanese music.  Third, I discuss the study of music in literature at university.
Music Situation in Japan
Before mentioning my music experience, I refer to the Japanese musical education system as a whole.  Japanese musical education system at school was strongly influenced by the western musical system in the same way as Zimbabwe was.  Through this impact, traditional music has been decayed.  However, different from the case of Zimbabwe, the western influence on Japanese music education was not a compulsory pressure. 
After a long isolation from the world, Japan tried to introduce western music.  She sent many students to foreign universities to learn Western music and invited music specialists to help to regulate a curriculum in music at elementary school and high school.  In 1872, the Ministry of Education regulated new music instruction at school.  This new instruction was only in Western music, excluding Japanese music.  At school, Western songs were introduced in singing lessons, of course with accompaniment of piano.  Japanese lyrics were created for Western nineteenth century hymns and folksongs.  Now, these songs are rooted in Japanese culture and are loved by Japanese (Malm, 1959).  Gradually the Japanese government tried to blend Japanese music into school education, but still they emphasised Western music. 
Though we learn some Japanese traditional songs and folksongs, we do not have a chance to learn any Japanese instruments.  Compulsory instruments at elementary school are recorder and electric piano.  We play Japanese songs with these instruments.  Though the importance of teaching Japanese instruments at school has been pointed out, the Japanese government is notorious for being slow to change and act.    On the contrary, in Zimbabwe, marimba (xylophone) is already taught at elementary school.  It can be said that Zimbabweans are more conscious of their traditional music than the Japanese are of their traditional music. Under this educational system, Hogaku, “a word which means music that in uniquely Japanese” (Malm, 1959:23) has been decaying.  It is obvious that under this education system the younger generation in school cannot understand Hogaku.  For them, music means Western music rather than Japanese indigenous music.  
Outside school in the community, the Hogaku situation is different.  There are some Hogaku schools in every town.  There are many Hogaku concerts held in Japan attended by large audiences.  Hogaku musicians actively give concerts not only within Japan but also around the world.  Some Western composers influenced by Hogaku, create music mixing Hogaku elements with Western music or using Japanese traditional instruments in their performance.  However, music from television, radio and background music in shops is mostly Western music or Japanese popular music.  Hogaku is rarely heard in daily life, except for a few Hogaku TV programs.  If we want to know and listen to Hogaku, we have to buy some CDs or find special occasions to listen to it.
Western instruments also dominate music experiences outside of school.  Even outside of school, most Japanese learn the piano, violin, vocal styles or electric piano.  There are mainly two reasons for this trend.  The most crucial reason is the Japanese music education system.  Many Japanese parents make their children learn something outside school to achieve a good grade at school.  Since they learn Western instruments at school, many of them learn Western instruments outside school.  The second reason is because the relationship between teacher and student in traditional music is very formal.  They seem to prefer to avoid such a strict Japanese system and prefer the Western learning system.  
Now I will discuss my musical experience.  I am Japanese learning music under the Westernised school curriculum.  Though outside school, I learned some Japanese folksongs from family and neighbours, music meant the mixture of Hogaku and Western music for me.  I regarded playing Hogaku with the recorder or electric piano as our music.  I know many Japanese folksongs, but I cannot play any kind of Japanese traditional instrument.  I was always surrounded by Western instruments and the Western notation system.  Outside school, I learned violin for more than ten years.  I learned violin using an approach called Suzuki Violin Kyohon.  Surprisingly, this well-structured teaching approach is edited by a Japanese, Shinichi Suzuki, and is world famous.  Through learning the violin, I fully understand Western music theory and notation.
However, such knowledge does not help in learning mbira (a lamellophone widely used in Zimbabwe) nor Japanese traditional instruments.  The mbira and some Japanese instruments are learned purely through listening and looking, a learning process quite different from that of the Suzuki violin method.  When I learn violin I am required to read notes and play the violin.  On the other hand, when I learn mbira, I concentrate on imitating how the teacher plays the mbira and remembering it without any notation.  Such a learning method helps me to understand the concept of Shona music as a whole.  If an mbira song is transcribed into Western notation, it is fixed in one way thus not allowing the performer to explore the broader interpretation and nuances.  Such a fixed idea has the potential to disrupt the understanding of music from different cultures.  
Japanese Popular Music
Some Japanese popular music players adapt folksongs to popular music in a similar way to Zimbabwean popular music.  Some rock musicians play Japanese instruments in their band or some Japanese traditional instrumentalists create fusion with Western instruments.  Such musicians make listeners strongly aware of the Japanese identity.  I will show you three popular groups to illustrate this trend.  

Not until I met a Japanese rock band called Soul Flower Union, was I conscious of Japanese music or identity as Japanese.  This band was formed by the members of Newest Model, a punk rock group and Mescaline Drive, a Glam rock band (Fisher, 1996).  Beyond any current musical genre, they created a new music combining Japanese folksongs and rock.  They became strongly interested in the ethnicity and identity of Japan.  Generally, Japan is thought to consist of one ethnic group, though there are small ethnic groups in Japan.  The Ainu, indigenous people living in Hokkaido, the northernmost island of Japan, have their unique culture.  Okinawa, the southernmost prefecture consisting of many small islands, has a complicated history.  Okinawa used to be an independent country called Ryukyu.  Though they have the same origin of ethnicity and language as Japanese, the Ryukyu people cultivated a totally different culture from that of the mainland of Japan.  Moreover, migrants and their descendants from Asian countries inherit their native culture in Japan.  Soul Flower Union combines these elements as well as folksongs of mainland Japan, with its rock sounds.  Later, they introduced such instruments as Sanshin (Okinawan 3-string instrument), Wadaiko (traditional Japanese drum), Changgo (Korean drum) and Chindon (instrument combined with a gong and two Japanese drums within a wooden frame) in their performance (Soul Flower Union, 2000). They sing about the Japanese society, ethnicity and identity, sometimes citing Japanese folksongs and folktales including those of Okinawa and the Ainu.  

The Great Hanshin earthquake in 1995 turned them further back to their roots.  They regularly visited the ruined area and their playing cheered up the injured people, especially older victims.  Without electric instruments, they played folksongs and popular songs from before the Second World War with such instruments as Sanshin, Wadaiko, Changgo and Chindon (Fisher, 1996). Their music influences even the young generation and gives them a chance to reconsider Japan and their identity as Japanese.  I was strongly influenced by their music and attitude toward Japan and gradually became interested in identity and ethnicity through music.

As another example, a popular rock group, the Boom, made 1.5 million sales with their hit song Shimauta (Island Song) in 1993.  This song is strongly influenced by Okinawan music and originally this song was released only in Okinawa.  After a great hit in Okinawa, it was released all over Japan.  They got many music awards with this song in 1993.  It was the first hit song mixing folksong and rock music.  Since Miyazawa, the leader of this band became interested in Okinawan folksongs and Sanshin, he made some Okinawan flavoured songs (Boom Gallery 2000). Since then, Okinawan music became very popular and many Japanese have become interested in Sanshin or other traditional instruments.
Okinawa has formed a unique culture and strongly inherited tradition.  Since their music sounds exotic but something familiar to Japanese, it attracts people of any generation and gives them a chance to rediscover Japanese music.  Okinawan music has become very popular in the international market today.  

The last example is an opposite example from these two groups.  Hideki Togi is a traditional Gagaku player.  Gagaku is a traditional Japanese court music which is one of the oldest forms of music still existing today.  Hideki was born into a musical family.  After graduating from high school, he became a gagakushi, a court musician for ten years.  He actively participated in overseas performances to introduce traditional Japanese culture and promote friendly relations with other countries.  After resigned the post of gagakushi, he produced fusion music of Gagaku with piano, synthesiser and other instruments.  He had been influenced by a several kinds of music such as rock, classical music and jazz throughout the early stages of his life.  His music contributed to wiping out such images of Gagaku as too formal, unfamiliar or too difficult to understand.  His albums made a series of hits, supported by people from every generation.  His music also received a significant amount of attention from TV, radio, newspapers and magazines.  Though he creates a new style, he always respects traditional style and tries not to spoil the aesthetics of traditional music.  In addition, he performs together with musicians in various fields.  He enjoys performing with classical orchestra, or with Erhu, a Chinese two-string fiddle (Hideki 2000).

In this way, trials introducing Hogaku in Japanese popular music were just started.  Gradually, Japanese are becoming interested in such kinds of music.  There is great potential to improve new styles of music mixing Hogaku and popular Japanese music or Western music in the near future.  
Music in Literature
Finally, I will discuss the potential influence of reading about music in literature.  I will focus on one novel Praisesong for the Widow written by Paule Marshall (1983).  Studying this novel at university was a crucial turning point for me as I became interested in music from Africa.  It was the first chance for me to study the role of music and dance in the society of African Diaspora.  Moreover, music and dance play important roles in discovering identity in the African Diaspora.  
Paule Marshall, a contemporary Black writer, was born in Brooklyn, New York in 1929.  Her parents emigrated from Barbados after the First Word War in 1919.  She was always conscious of the world beyond Brooklyn, that is, America, the West Indies and Africa.  This is because her parents are migrants from Barbados, and they and their friends were enthusiastic supporters of Marcus Garvey, a black political reggae musician.  He advocated that Black people should return to Africa.  These three places, America, the West Indies and Africa form the crucial triple lens used to explore her characters, community and culture in her works.  Though these three places remind us of the triangular trade in slaves, her triangular route follows back in a reverse way.  “My point of departure is America - those mean streets of Brooklyn, then onto the West Indies and from there a psychic leap across the Middle Passage to the mother continent” (Marshall, 1994: 24). In her works, she uses lots of descriptions of music and dance to emphasise and symbolise the characteristics of African heritage and identity of people living within the African Diaspora.  
Praisesong for the Widow is a story of a middle-aged and middleclass widow named Avey Johnson.  Though she achieved material success, she lost her important African heritage in her daily life.  While she was enjoying a cruise to the West Indies, something happened inside her.  She gave up her cruise at the next port, where especially through ritual dance in Carriacou, awakened the roots of her identity, community and culture as of African heritage.  She traced these back to psychic Africa through the triangular route.  In this story, she uses Jazz, Blues, Gospel and ritual dances such as Ring Shout and Big Drum Dance of Carriacou.  Music and dance plays a crucial role in Avey’s awakening.  Music represents her identity, sense of value and religious thought, which are main factors characterising Avey.  Music provided her with the means to understand her black identity, drawing together the African root, identity and her living in the United States as a black woman.  Jazz and Blues are used to symbolise her identity as a black woman in white society.  Gospel and Ring Shout represents her religious thought.  Big Drum Dance is the most important factor in her rediscovering herself.  This ritual dance is African in origin and inherited almost intact.  She felt something very important which she lost for a long time through her whole body.  In this way, Marshall uses music effectively in her works.  Moreover, as her music descriptions are impressively detailed, readers feel as if they partake in music through reading her novels.
Through these experiences, I became strongly eager to study the music of Africa itself beyond the range of literature.  I have a keen interest in music as a way of symbolising identity and ethnicity.  Especially the Shona music in Zimbabwe is a suitable music to study, not only because of its rich music traditions but also because of the crucial role of music during the long struggle for independence. There is evidence of music in Rhodesia throughout the long struggle leading up to Zimbabwean Independence in 1980 and the struggle continues today.   Moreover, I am absorbed in mbira and ngoma (the Shona drum).  By learning two traditional instruments, I am trying to understand the whole concept of the Shona music. 
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Mixing and Building Bridges: Change and Innovation within and beyond the Festival

Nick Clough

Introduction

The news has been various on recent e-mails from Zimbabwe.  Here is a small sample. 

A positive review of our CD, which records Shona music, played on violins, mbira, hosho and double bass.   An influential musicologist says that black Zimbabweans should listen to this new creation by white musicians.  The political context is significant here since the reviewer has just been appointed as the first black director of the Zimbabwe College of Music (Harare)

The news from a visitor to the village in the Bindura district that the leadership of the Community Library Project is difficult for an outsider to comprehend. This is not surprising given that subtle nuances of language, social co-operative and economic practice are core to any community venture.   It is clear, though, that more money is needed to pay the builders who are nearing completion with the construction of the future library building.

The cheque has been received though it should be noted that the bank top slices the total received so that alternative arrangements should be made for the transfer of monies for the project.

These e-mails have been received in the period following the Kusanganisa Festival and a feature of the Festival was that news of this kind was shared and discussed both in the formal seminar sessions and in the informal meetings around the workshop and performance events.  This was an expectation in a festival called Kusanganisa meaning  ‘mixing’.  In this way the discussions of culture were never separated from social and political issues of the time.

Whereas the first e-mail resulted directly from activity at the festival, the second and third e-mails were part of ongoing communications generated through the network created by the related Zambuko (bridge building) project.   This project aims to support a local community-based venture to enhance opportunities for education in the rural lands in the Bindura district of Zimbabwe.  The community has begun to develop a community library with some material support from educational institutions in Britain.  Children in primary schools in Bristol, for example, have been introduced to the project and have begun to engage in fund raising and linking activities.

The initiative is linked to the Kusanganisa Festival through the fact that one of the organisers of the festival had himself been brought up in this community and still feels strong ties of respect, loyalty and commitment to those living there.  As a result some of the participants have made visits and been welcomed by Dominic Mutampidziri, a spiritual healer and leader in the community.  Several visits have been made or planned by musicians following the Kusanganisa Festival and it is through these direct interactions that the Zambuko Project was been launched and sustained.  Indeed the interview with the respondent discussed in this paper makes it clear that a longer term aspiration for the Kusanganisa Festival is that such opportunities for learning and sharing in community-based projects will further the processes of decolonisation and social justice.

This allows the discussion about quality in the activities of the Kusanganisa Festival to include reference to additional criteria related to social change within community settings.  The evaluation is the more pertinent because it takes place at a time when 

the tensions between the governments of the two countries are so high that official infrastructural support is being withdrawn by Britain and in one sense communications and collaborative ventures are breaking down.

At the heart of this paper is a question about maintaining an informal discourse about social justice through new phases in the process of decolonisation.   In essence the problem discussed is political and pedagogical.  How can people in Britain and Zimbabwe talk and learn about the recent colonial past and about the resultant current issues without prejudicing views of a future in which mixing and bridge building will continue to be preferable options.

Threats to the development of an ethical basis for interaction

At the outset it is important to recognise potential threats to progress in the ongoing activities of both the Kusanganisa festival and the Zambuko project.  Some risks are characterised below.

The recurrence of patterns of dominance and patronage in the new relationship  

The risks are all too apparent within the two projects identified.  As local builders begin to construct a building for the community library, land issues – both past and present – begin to emerge.  Who owns this land and who has the right to decide on the location and character of the building?  Who now owns the land where the village used to stand until 1965 when an expanding White Rhodesian agricultural business forced the inhabitants to move to a new location and build a new village for themselves?  One who has lived in the village remarks:

Sharunzi is the mountain and it is a sacred place.  The graves of our ancestors are there but the history has been passed down from generation to generation.  If you are removed from the graves of your ancestors then you are displaced.  The place had hot springs and clear drinking water.  It was good land.  The colonisers were going for the sacred places and the good land.

So you displace the people.  I am across the river and I smell the orange across the river.  I cannot eat it.  It tells you that someone else is better – the one who can eat it.

There is a risk that the complexity of the land issues may impede the development of collaborative approaches between the two communities and that the previous patterns of dominance and oppression will resurface through the acts of patronage of those aiding the project with material support. 

The Kusanganisa Performing Arts Festival also raised issues about the status of artistes from different parts of Zimbabwe (Shona and Ndebele speakers) and also from different parts of the world, in particular Britain and Zimbabwe.   There was a lively discussion during one of the conference sessions about why music played by musicians from Zimbabwe (and other African countries) was dubbed as ‘World Music’ in music shops in Europe and the USA.

In both projects the process of making decisions highlights these social justice issues.

The dilution and demeaning of cultural forms developed within the communities in Zimbabwe

There are concerns too that the act of European musicians learning to play mbiras, a traditional Shona instrument, will imply an appropriation of this cultural knowledge in a way that represents a new form of colonisation.  Thus the neo-colonial musician inhabits the cultural form and sings a new song in their own language putting at risk the spiritual association and function of the art form.

The development of new economic dependencies 

The deteriorating power of the Zimbabwean dollar confuses decisions about budgets and fees payable to builders and performing artists alike.  A total budget of £3,000 to construct a community library building is a substantial and almost unobtainable sum of money for the village community.  Children in a primary school can by themselves and through their own enterprise raise funds, which make a significant contribution to this project.  It is difficult to discern the outcomes for the understandings of the benefactors and recipients in this financial process.

The dilution of hopefulness in face of the widespread effects of AIDS

There is continuing concern about the deaths of so many young people in Zimbabwe from AIDS.  This touches everyone in Zimbabwe because everyone knows somebody who has been affected.  The Grassroots Theatre Company from Bulawayo at the Kusanganisa Festival performed a moving play about how families do and don’t learn to talk about the emotional, social and economic effects of this illness.  In Britain even children of primary school age already have a beginning understanding of the impact of AIDS in a country like Zimbabwe.   Thus when they hear about a large family in the village some of them assume that some of the children must have been adopted because they have been orphaned.                                                                                

Failure to develop pedagogical approaches and curricula to further understanding of ethical approaches to the processes of decolonisation. 

Education is at the heart of both the Kusanganisa Festival and the Zambuko Project.  It is thus a concern that an appropriate ethical basis to learning and teaching is developed which allows all concerned to further awareness of the issues and adopt a critical stance on actions and practices.  In the English context the current emphasis on standards of literacy and numeracy mean that social justice issues raised here are not a regular part of teacher training courses.  The content of the Swann Report of a previous decade is almost forgotten with the effect that the recent publication ‘The Future of Multi-Ethnic Britain; The Parekh Report’ still has to advocate that 

‘issues of race equality and cultural diversity should be properly covered in initial teacher training’ (Runnymede Trust,  2000: 302).

In the Zimbabwean context the scarcity of resources is but one problem.  In this particular village context schooling is still dominated by a European model where learning is mediated through the English language to pupils whose first language is Shona.  The threat here is that programmes for literacy development do not include opportunities for learners to become writers in their own language about issues that are relevant to their own lives.  There is an audience waiting to read this material.

Development of a rationale to underpin a pedagogy for decolonisation 

This aim lies at the heart of a strategy being developed by the Department for International Development (DFID).  The government is committed to ‘work for increased public understanding of global interdependence and the need for international development.  This strategy looks far more widely at how to achieve attitude change across society’ (Short 1999).  Where such certainty is expressed in the political sphere the tensions between hopefulness and hopelessness resonate in academic research about global relationships.  Bauman argues that ‘the links between privileged and under-privileged are now fractured in an increasingly polarised world’, an analysis which almost denies the feasibility of effecting social change for increased social justice (Bauman 1998: 88).   Beck on the other hand argues that no-one knows whether social justice is possible in the global age and proposes that to fail to rise to the challenge is the greatest risk for democracy and for all concerned.  He recommends that amongst other measures we should ‘strengthen social networks of self provision and self-organisation and raise and keep alive world issues of social and economic justice in the centres of global civil society' (Beck, 2000: 155).

Community libraries, intercultural festivals and schools themselves are such centres.  In England the new National Curriculum identifies that education should reaffirm our commitment to the virtues of truth, justice, honesty, trust and a sense of duty (DfEE/ QCA, 1999: 10).  These virtues underpin the values evidenced in the programmes for personal, social, moral education and for citizenship education and thus can be used to endorse a form of political education predicated on the concepts of pluralism and democracy.  A concern in this rationale is the relationship between these official learning outcomes and the virtues identified.

This is a common base line for many education systems  - a values position which is protected, mediated and given meaning through the guardianship and agency of the United Nations (Clough, 2001).  This is enshrined in the Universal Declaration of Human Rights: 

 ‘All human beings are born free and equal in dignity and rights.  They are endowed with reason and conscience and should act towards one another in a spirit of brotherhood’ (Article One).

The examples of education initiatives in two countries emerging from political constraints of monist and anti-democratic regimes illustrate this point.  In Latvia, following liberation from the Soviet regime in the early 1990s the Programme of Transformation of Education co-ordinated by the Soros Foundation and supported by the Ministry of Education and Science is founded on the political values of inclusion and integration of the diverse cultural and linguistic communities living within the country.  The ‘Adverta Skola’ (Open School) programme for teachers prioritises curriculum initiatives, which promote intercultural approaches to education for citizenship in order to enhance understanding between these diverse populations. 

In the immediate post-war period in Italy a particular and now internationally renowned Early Years curriculum initiative in Reggio Emilia included as one of its cardinal aims that the education process should ensure that fascism could never return to public favour.  Religious tenets are not the basis of this socialisation programme although it has developed within a secure Roman Catholic context.  The process of the child understanding self and self with others is central in this programme.  This interplay between ‘ego’ and ‘alter’ is cited as fundamental to the socialisation of self within a plural society by other writers (Davies and Rey, 1998).   The Reggio Emilia prioritises a kind of intercultural process and activities are designed to enable young learners to 'see self again’ through a multiplicity of perspectives (Exhibition Guide, 2000).

The processes of cultural change referred to here in Latvia and Italy are particular examples of how education process needs to take cognisance of recent historical events – especially those which have been painful.  This is a human imperative.

It would be unthinkable to have a world where the human experience took place outside of a continuity that is outside of history.  The often-proclaimed death of history implies a death of women and men.  We cannot survive the death of history; while it is constituted by us, it makes and remakes us.  What occurs is the transcendence of a historical phase for another that does not eliminate the continuity of history in the depth of change itself (Freire 1998: 32).

In the context of this paper the significant historical phase is the gradual unlearning of colonialism.  This is one lens through which we can begin to discern a shift of meaning of the virtues of truth, justice, honesty, trust and sense of duty.  A recent report by the Commission on the Future of Multi-Ethnic Britain (The Parekh Report, 2000) has identified a series of action points to counter continuing racial discrimination and disadvantage experienced by minority communities many of whom have moved here from former colonies.  These action points include recommendations for the school curriculum as follows:

‘Education for citizenship to include human rights principles; skills of deliberation, advocacy and campaigning; open mindedness and tolerance of difference; knowledge of global interdependence; understanding of equality legislation; and opposition to racist beliefs and behaviour’ (Runnymede, 2000: 149).

At the same time concern is expressed about continuing Anglo / Eurocentric bias in curricula (Gundara, 2000: 71) in England and in other European countries.  Edward Said, concluding a review of the relationship between culture and imperialism, issues a challenge which is there for educationalists to take up:

‘Without significant exception the universalising discourses of modern Europe and the United States assume the silence, willing or otherwise, of the non-European world.  …There is only infrequently an acknowledgement that the colonised people should be heard from, their ideas known’ (Said, 1993: 581).

Thus the underlying philosophy in the Parekh report is based on a new notion of self, not unlike the notion espoused in the Reggio Emilia programme - a self that relates to others, which develops through this inter-relationship and which understands itself.  It is well summarised in a text included by Parekh in his accompanying rationale ‘Rethinking Multiculturalism’:

'To be in a conversation means to be beyond oneself, to think with the other and to come back to oneself as another' (Michaelfelder & Palmer, 1989: 110), quoted in Parekh, 2000: 337).

Parekhs’ thesis emphasises the importance of such mutuality to the development of shared understandings across cultural and material boundaries. It is a non-imperial process of reaching understanding with and learning from other cultures.  It involves the socialisation process in a common political culture no matter what the differences in cultural lifestyle (Parekh, 2000).

Thus we may begin to formulate a baseline, which cross references the virtues of truth, justice, honesty, trust and sense of duty with refashioned learning outcomes for citizenship education drawing on conclusions from this review of the literature.

Virtues into education for citizenship.  Source Clough N and Holden C (2001)

	Virtues Matrix 1

Truth: teachers and learners will be concerned to;

· research topical and political issues

· collect evidence from a full range of sources of information including those reflecting different perspectives

· appreciate the range of ethnic and religious diversity in society

· understand self in relation to others

· understand difference


	Virtues Matrix 2

Honesty: teachers and learners will be concerned to;

· encourage the expression of opinions 

· appraise the impact of these opinions on others in the group

· make other points of view accessible

· understand the effect of different media to communicate information

· recognise stereotypes and other forms of unfair representation


	Virtues Matrix 3

Justice: teachers and learners will be concerned to; 

· understand rights and responsibilities at home, in the community and at school 

· develop appropriate responses to anti-social behaviour, racism and bullying

· reflect on moral, social and cultural issues

· understand fairness in democratic processes


	Virtues Matrix 4

Trust: teachers and learners will be concerned to;

· understand the application of the UN Convention on Human Rights and the Rights of the Child

· recognise that the voices of children should be heard.

· Recognise that the law of the land protects citizens

· Understand how groups can work together to solve problems locally and globally 


	Virtues Matrix 5

Sense of Duty: teachers and learners will be concerned to;

· respect the legal and democratic framework

· ensure that children can and do participate in the decision making process of the school

· understand the importance of voting

· understand the work of voluntary groups and pressure groups

· challenge stereotypes and other forms of injustice

· understand issues related to the sustainable use of resources


Case study to exemplify the application of virtues to curriculum activity

This account refers to ongoing work with children in a primary school in Bristol about life in the village.   This is a pertinent piece of work because it takes place at a time when diplomatic relationships are fragile and news reports quite negative.  In spite of this, contacts between the school and the village are being maintained.  The representation of minority ethnic communities in the Bristol school is low so this is an opportunity to extend the horizons of community experience for these children.  Links have been established and supported through the Zambuko (meaning ‘bridge’) Community Library Project and the Britain Zimbabwe Society.  Musicians visited the school as part of the project and taught the children some dances and songs from the Bindura district where the village is located.   One of the musicians, an mbira player, was himself brought up in this village and so knows place and the people there very well.   It is a curriculum project, which accesses voices from the South.

The sources of information available are 

· a collection of photographs depicting life in the village and the gradual construction of the library building by the community

· reports in letters about progress with the project

· verbal reports from people who have visited the village and know the inhabitants

· interaction with a person who loves the place and the people because he spent his childhood there.

The Bristol children noticed from evidence in the photographs that the children only have books in English.  They learned that one of the aims of the Zambuko Library Project is to purchase a bookbinder so that new and relevant materials can be made to enable the children to learn to read in their own language, Shona. 

Here are some questions asked by the English children after studying the photographs and gathering information about the people living there.  

I would like to ask the builders some questions about what they think about the project.  Do they like working as builders on this kind of project?  What do you think the oldest man in the village thinks about it?  Do you think he can remember other projects like this in the past?

I think it would be nice if when the library is built the children could get a cold drink when they first arrive to look at the books.

There was concern for truth here as the students identified questions that they wanted to ask the people in the photographs.  The teacher was well placed to support this because the students had begun a conversation (so to speak) and were thinking beyond themselves and their own experience.  Those who had visited the place were able to provide some answers.  The children began to consider questions of justice as their enquiries took them nearer the truth.  They discovered that the old man knew much about building because when he was 45 years old the village was forcibly moved to its current location to make space for the development of a white Rhodesian farm.   There were many subsequent questions about honesty as the children explored the many representations of the Shona people through different media, in the past through the colonial times and the war of independence and also in current reports on tensions in the country.  There were conflicting accounts here which they had to appraise.  As they found out more about the process of decolonisation, the vestiges of former trading patterns became apparent – for example the controversial tobacco trade on which this village in part depends economically.  Learning about trust emerged from this enquiry.  In identifying needs they learned about arrangements that are in place to support this community and about how their support networks operate. They learned that the village is itself seen as a centre for spiritual healing and that many who are in distress and or troubled depend on the skilful interventions of Dominic Mutambapadziri, a healer who lives there and is the leader of the community.  For example one man who visited him was troubled because he killed another man when he was a soldier in the war in the Congo. They also found out that the elderly are always accompanied and supported by younger community members. They learned about a sense of duty at two levels. On the one hand they learned how those in the village see their own responsibilities, for example within an extended family which draws together 35 siblings.  On the other hand they considered what their own responsibility might be to those living in different material conditions.  They recognised that the village needed a total of only £3000 to construct the community library building.   

Motivated towards social justice, the children took the story back to their own families and friends.  By their own initiative they raised money by selling toys that people no longer wanted on behalf of the community library – in particular to buy a book binding machine. They raised more than was needed - £312 - enough to put the roof on part of the building.

These children learned about citizenship and the operationalisation of these virtues in a different community setting.  Although it is not their own community there are lessons that can be transferred to their own locality.   They also had opportunities to consider the application of human rights principles.   The project raised social and moral questions to which they were responsive and exemplifies education for values-based participation (Holden & Clough, 1998: 14 ff). 

Towards a pedagogy for decolonisation for learners in Zimbabwe

In attempting to understand where understandings of social justice are common and/or divergent, an interview was planned with a participant in the Kusanganisa festival.  Initially this focussed on how the virtues identified above were talked about in the village.  The respondent was presented with the account above of how pupils in a primary school in Bristol had begun to learn about and become involved with the Zambuko Project.  He himself had participated in part of this school-based enquiry. 


B
How is justice talked about in a village context?

Z
Hudzvinyiriri is used a lot. It means you are being oppressed, that you are not having your rights.  People know about it.


B
Where justice is not


Z
Hudzvinyiriri is oppression

B
 It means the absence of justice? Do you have a word for when there is justice?


Z
 um……


B
We do not use it all the time, the word justice

Z
There are lots of things that happen within justice that do not let you say justice.  There are things that come in it… um…

B
When justice does not prevail you can be more conscious of the opposite

Z
Rusununguko – liberation.  You are not talking as in liberation but where justice is being looked into also which is the opposite of where it is not existing. There it is existing 

B
In a village context where the village has been moved that must have been hudzvinyiriri

Z
Now you are talking about colonisation.  That is when oppression came. Vapambi vepfumi – means the robbers of wealth, everything, gold, land. Vapambi is robbers. 

This short extract from the dialogue illustrates some difficulty over the use of terms.  There are not necessarily direct translations of words from one language to another.  We can even suspect that the English word ‘justice’ might not always be talked about in an English village context or in a classroom.  Here too justice might be talked about in relation to cases of injustice.

There is an exploration of conceptual understanding in this discussion.  We can begin to recognise the historical resonance of the terms used to describe the concepts.  In the ensuing discussion the respondent questioned whether he or anyone else in Zimbabwe could experience justice when so many injustices had been endured - for example through the systematic killing of spirit mediums.

Thus the experience of colonisation as one of ‘injustice’ is reinforced.   Justice is identified in the process of  ‘the struggle’ – the process of Rusununguko (liberation).

As the dialogue develops the respondent is clear that the ‘cause’ for which he struggles is the process of decolonisation in order that his son (Shorayi) might be able to talk freely with white children in his home country.

Z
A process of decolonisation does not have a time frame – maybe it is generations.   How do Rhodesian children talk with Shorayi?  It is the education point?

The respondent made specific reference to the use of space in the process of decolonisation.  He identified spaces that he did not want to use, for example the Harare International Festival for the Arts which he described as a Rhodesian festival.

Z
We need spaces.  We have got the library and we have got the College of Music – Chris Timbe (He is the first black director of the college, appointed January 2001).   I have connected SOAS (School of Oriental and African Studies, University of London) with Chris Timbe.  SOAS is a colonising space.  That is where the missionaries learned a little bit of language before they went.  That is why I am there.  I am decolonising.  They are good because they can change their minds.   Now they are connected with Zimbabwe.


I am also connected with Gateway.  That is music technology.  We will get a lot of Rhodesians, white children, at the technology centre.  Then we will take them to spaces like the community library.


If you imagine me at the Zimbabwean College of Music responsible for a programme that will connect with the people in the village – we educate the Rhodesians there and take them to the people.  We connect them to here (Bristol), the schools.  It is a process of decolonisation.

It is within such centres that the colonisers, the colonised and the decolonisers can be drawn together.  Learning can take place through the act of working together.   Decolonisers, both white and black have a role to play.  He retains an optimistic view   - people can change their minds. 

As the dialogue continues, it is clear that both the means and mode of communication is seen to be significant.  This is hardly surprising in a cross-linguistic context.

Z
We need to find those formats that are how we can empower the people. The arts provide an easy access to the truth.  For me it is the way.

Let someone have a voice in different formats.  It might be music, it might be writing, it might be drama, it might be sports… We are talking about a language. They need to know a language before they can speak it.

The song has got a language, the music itself is total.  It is like an onion with different layers making one thing – there is culture, there is identity, there is social context – people participate.  It is total.  You can talk about history too.  It is in the song.   The history of the people is in the music. You do not separate people from music even here.

Music is a platform to express.  Expression comes from improvisation and they find a voice and express, bring in spontaneous lyrics, have identity and participating and creating – it is total.  …

Z
We have a common goal of teaching - the process.  So now we need to document the different processes of actually teaching. These teaching skills are the ones that need to be documented and looked at as a spread. How he goes with his drum or he comes with his mbira, the way I was teaching the singing workshop.

We can see in these remarks the respondent’s concern and interest to ensure that the intercultural activity is promoted through a performance arts festival like Kusanganisa and that even the work with children in schools involves dance and musical activity.  Recognition of the significance of educational processes to support decolonisation has led to a discussion of pedagogical approaches, which are based on the performing arts. 

In a subsequent part of the dialogue the respondent was given the following quote:

‘To be in conversation means to be beyond oneself, to think with the other and to come back to oneself as another”
Z
That means that you have learnt

B
 Your communication with others enables you to understand yourself better.   I am because you are, I am in balance because you are, I am changing because you are , so

Z
So we are

B
The beginning of the collective sense?
Z
We are not talking about them and us…. I like that.  

B
Self and other are not separate, we can only do it together

Z
Mushdira pamwe – working together with harmony.

Although these points are interesting there was no real development here of discussion of the collective sense and what this might mean for developing new understandings of principles for action.  What became apparent was that engagment with the process of decolonisation is a matter of individual choice.

Z
People need to be given choice – decolonisation is important by bringing in a choice and a different way of thinking a different way of looking at things.

Summary

The data presented are limited but the issues arising reinforce many points presented in the earlier rationale.  In a broad sense it is possible to discern that two views of social justice are being brought together.  At one level the process of decolonisation is dependent on the maintenance of live and direct communication through different forms – including the arts and shared projects.  It is through these processes that ‘conversations’ are developed and self-seen in relation to other.  The prognosis is seen as hopeful – that people can change their minds.  In this sense the pedagogical process required can be seen as a form of consciousness raising of the kind advocated by Paulo Freire.  It is likely that many differences will be identified and we should not be surprised if we find, in the words of Blackburn

There is no one truth.  There are only the different truths of different communities. (Blackburn, 2001: 19).

Such a relativist viewpoint does not of course offer reassurance that social justice can be achieved.   What has emerged through the dialogue is that social justice requires involvement in a process of liberation of both the colonisers and the colonised – that decolonisation is movement that will take time and will require that differences are respected

We need standards of behaviour in our own eyes and we need recognition in the eyes of others (Blackburn,  2001: 133).

At another level the process does require redistribution of resources so that the ‘spaces’ where learning for decolonisation can take place can be resourced.  This is significant to the concern expressed at the start of this paper about the development of new economic dependencies.  Such transfer of monies such as for the development of the Community Library are themselves seen as a necessary part of the process of decolonisation.  

Within the framework of the projects described it is significant that the wider scope of the work and potential for development has been further delineated through the dialogue.  Thus other key participants both in Britain and in Zimbabwe are identified and encouragingly these include members of the white communities living in Zimbabwe.
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Appendix 1

Case study to exemplify the application of political and social values in a curriculum activity

This account refers to ongoing work with children in a primary school in Bristol about life in a rural community in Zimbabwe in Southern Africa.  This is a pertinent piece of work because it takes place at a time when diplomatic relationships are fragile and news reports quite negative.  In spite of this, contacts between the school and the village are being maintained to extend the horizons of community experience for these children.  Links have been established and supported through the Zambuko (meaning ‘bridge’) Community Library Project and the Britain Zimbabwe Society.  Musicians who had visited the village supported the project through teaching the children some dances and songs from the Bindura district where the village is located.  One of the musicians, an mbira player, was himself brought up in this village.  It is thus a curriculum project which accesses voices from the South.

The Bristol children noticed from evidence in photographs that the children in the village only have books in English.  They learned that one of the aims of the Zambuko Library Project is to purchase a bookbinder so that new and relevant materials can be made to enable the children to learn to read in their own language, Shona.

Here are some questions asked by the English children after studying the photographs.

I would like to ask the builders some questions about what they think about the project.  Do they like working as builders on this kind of project?  What do you think the oldest man in the village thinks about it?  Do you think he can remember other projects like this in the past?

I think it would be nice if when the library is built the children could get a cold drink when they first arrive to look at the books.

There was concern for truth here as the children identified questions that they wanted to ask the people in the photographs.  The teacher was well placed to support this because the children had begun a conversation (so to speak) and were thinking beyond themselves and their own experience.

The children began to consider questions of justice.  The discovered that the old man knew much about building because when he was 45 years old the village had been forcibly moved to its current location to make space for the development of a white Rhodesian farm.  There were many subsequent questions about honesty as the children explored the many representations of the Shona people through different media, in the past through the colonial times and the war of independence and also in current reports on tensions in the country.  There were conflicting accounts here which they had to appraise.  As they found out more about the process of decolonisation, the vestiges of former trading patterns became apparent – for example the controversial tobacco trade on which this village in part depends economically.  Learning about trust emerged from this enquiry.  They learned about arrangements that are in place to support this community and about how their support networks operate.  They learned that the village is itself seen as a centre for spiritual healing and that many who are troubled depend on the skilful interventions of Dominic Mutambapadziri, a healer who lives there and is the leader of the community.  For example one man visited because he had killed another man when he was a soldier in the war in the Congo.  They also found out that the elderly are always accompanied and supported by younger community members.  They learned about a sense of duty too and how those in the village see understand their responsibilities, for example within an extended family which draws together 35 siblings.

The children also considered what their own responsibility might be to those living in different material conditions.  They recognised that the village needed a total of only £3,000 to construct the community library building.  Motivated towards social justice, the children took the story back to their own families and friends.  By their own initiative they raised money by selling toys that people no longer wanted on behalf of the community library – in particular to buy a book binding machine.  They raised more than was needed - £312 – enough to put the roof on part of the building.

These children learned about citizenship and the application of moral principles in a different community setting and they took action themselves in response.  The project is an example of education for values-based participation (Holden & Clough, 1998:14).

Review of Kuwanda Huuya: To be many is good. CD from Zango

Chris Timbe

I'm going to present my thoughts about the CD by ZANGO 2000.   I should start off by putting on record that the identification of music, dance and story telling (among other things), to facilitate dialogue, interaction and partaking of different peoples’ cultural aspects is a noble one, a grand cause and an undertaking that is full of the natural humane feeling towards our two peoples.  Kusanganisa, Inhlanganiso festival, was true to the word. This was so, through the deepest heart-felt feelings that manifested themselves as the "surrogate" musical sounds melted together, although from different continents. Sound is sound, as exemplified by the Zango compilation!

If anyone has not listened to the CD "Kuwanda Huuya" -To Be Many Is Good- then they have missed a thorough blending of these two distinct cultures, which otherwise would happily exist on their own, separately.   Hey! You want to see the Zango musicians unwind their seemingly indifferent facial expressions that now depict the seriousness of a well nurtured attitude toward the music they play. It is not a laughing matter. It is not a joke. You may not believe it, but it is true and real. 

When Taimboreva Mukoma spins on, you may wonder who the "Godobori" maestro on mbira is. This is typified by the "kushaura" (lead), "kutsinhira", (response), “kutsinhirana”, (more response), "mazembera" (bass notes) and all the intricacy that is brought by the one mbira doing all that is mentioned above. The listening becomes more exciting as the three mbiras interact in concert. The most fascination drops in when instruments of the Western origin, the violins,  paddle in - knowing no cultural boundaries.   The vocals come in, so well calculated, with the blending of the Shona tone color, so closely imitated (maybe, here there could be more bass)! But, alas, there comes the double bass which covers it up, to give it that bellowing resonance like the big brother's sustained mellow voice that was gained, not by vocal classes from a voice master, but by life’s experiences, down in the Chihota communal lands, south east of Harare.

The guy on the accordion - (should I say it?) is quite naughty! - maybe crafty- well never mind, for lack of a better word, the guy is just good. He can demonstrate and explain what he is doing on his instrument. Yes, the good thing about this CD and the musicians is that they can all explain what they are doing, why they put certain interval for particular tonal effect.

They feel and still feel like themselves (I presume) but look at their faces. They look engrossed totally in what they are doing. They look united. They look deep in thought. You know, they are all WHITE. But if you looked to one side and just listen to the sounds they produce, the mbira sounds are real Zimbabwean. (You would feel you are in Harare north.) Look at them again, they look even "more white". There is definitely a brand new musical product. Zango, the musical group would able to tell and show the CHARM. There is just more top this CD. When Bayawabaya comes on, you hear the violins surrogating the melody of the text.

I have let several people listen to this CD and they have marveled at the unique production. I want to believe that I was very lucky to have had a chance to listen to THE ZANGO BAND perform.
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� The mbira is a lamelophone, consisting of a set of metal keys that are plucked by the thumbs and fingers, and which are attached to a sound board, itself placed inside a resonator or gourd.  Bottle tops or shells are attached to the gourd to produce a distinctive buzzing sound.  There are several different types of mbira  in Zimbabwe and surrounding countries.


� An idiophone is a self-sounding instrument, that does not require a membrane, vibrating strings or breath/air


� Nyamhita is a famous heroine who drowned in a pool which is still held sacred.


� Originally ‘rombe’ was a Shona word which refered to a travelling medecine-man.  The term was transfered to musicians because of their similarly itinerant lifestyle.
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