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CONFERENCE REPORT

AFRICA IN THE WORLD OF POPULAR MISIC
Klevor Aot

Te title of this report was the theme of
the fourth bi-awwal oonference of the
Intermational Association for the Sty of
Popular Mssic (TASPM), held in Accra, Ghana,
Axust  12-19th,19687.  Previous conferences
were held in Amsterdam, the Netherlands
Jane 1981), Reggio Emilia, Italy (September
1983}, and Montreal, Canada, (Muly, 1985)
Besides Chana, Nigeria and Togo, conference
participants came from Australia, Belgium,
Canada, Dormark, the German Democratic
Republic, the Federal Republic of Germany,
Italy, Japan, The Netherlands, Norway,
Seden and the United States of America.
Other interested persons from (Quba, Egypt,
Kenya, Tanzania and Uruguay could not attend
de to financial and other difficulties.

IASPM's decision to hold the Fourth Imter-
national Conference on Popular Music Studies
in Africa stamed from its

“desire to develop meaningful relations
with African popular musicians and scholars
of music and to epiore ways in which
IAS™M could meaningfully enter Africa and
African musicians and scholars of music
can meaningfully enter IASM ... This
desire Is notivated by the massive
influence Africa has exarcised in the
world of ponular music both in historical
ang in a ary sense.

It is the purpose of this conference 10
qain therefore a greater understanding of
that influencing contribution; to gain a
greater understanding of the ways Africa
has resporded to and assimilated dominant
trends in popular nmusic ..., assess the
political and economic eswiroment within
which popular music in Africa operates,
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ad investigate ways in which people
autside Africa can help foster African
popular music in a creative and positive
manner," ¢

WHAT IS POPULAR MUISIC?

Professor J.H. Kwabena Nietia3 chaired the
first session of the cnference which began
with a continuation of [ASAW's efforts at
defining popular music, The Awsterdam
conference had opened with a confession: "We
begin ... under a severe hardicap: we‘re not
sure what we're talking about" {(Ham, 1962:
3).4 For the past quarter century or so,
various comentators have been attempting to
define popular msic without sucoess {see
Jres and Ran, 1981). The proceedings of
the Reqgio Emilia Coference uder the  theme
"hat is Popular Msic?™ made an inpressive
517 page volure {orm, 1986} and included a
paper drawing attention to the opinion of
many writers who thought defining popular
misic was an exercise in futility, It

suggested: ) ]
“Porhaps the question, 'What is Popular
Music?' is not an appropriate one 0 pose
&t the present time. Perhaps it would be
more appropriate to concentrate wpon the
nrocesses of studying music than on some
putative category of music whose existence
might only be established with great
difficulty” (Shepherd, 1985).
However the persistence of the attempts at
defining popular music would seen to suggest
motwithstanding the difficulty of achieving
precision, that we need some working notions
about the subject of our study,
Some define popular muisic in the negative:




“usic that is neither folk nor art music”
Jagg, 1579).  For others, the tem is
applicable to all those musics that are
intendad for and/or consumea oy large weSses
of people. b

In the technologically advancad countries,
mxdem comunications, especially the elec-
tronic mass media constitute the central
pillar of popular music culture. In Westem
turgpe and North America; for examle the
neasurement of popularity in music is done
by the music industry in quantitative terms,
by reference to phonogram sales records and
the cdharts devised by institutions like
Billboard.®6 These measures, in spite of
their govious utility, are inadequate even
for Westem Burope and North Arerica.  They
leave out, of account -all those musics that
v ..fail in the market place” (Cutler,
1966:3); ... only a small amunt of the
msic described {as popular) actually reaches
messes of listeners” {licke, 1965:47).7

Besides, the overvhelming majority of
makind does not measure popularity in music
Dy ﬂ&rze qxantiti}c__ive methods. By focussing
on  indigencus  African music, the i
papers of the Accra Conference sug’?. g
contribute some ideas which probably could
not have ererged from the study of other
musics) that may aid the efforts at ¢larifying
aur notions abaut the parameters for deter-
mining popularity in music.

In his paper Indigencus African Popular
Mmic: A dialectical approach Dr. Daniel
Avorgbedor of the School of Performing Arts,
Legon, compared empirically, indigenous and
cantemporary popular music.  He noted diffe-
rences and similarities with regard to the
geographical location of performing groups,
their audiences and ethnic composition,
paying attention to varying performance
contexts, economic  benefits accruing to
artistes, the role of the rodern mass media
in publicising popular music events and in
the transmission of the various types of
nopular music. He also drew attention to
the factors that encorage inmovation in
styles and the acculturation oF popular
nusic forms. He observed that “indigenous
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popular music in an wban setting presents
the researcher with new questions and
challenges that should help us understand
better what we mean by popular music?. On
the basis of Anlo-Bwe examples he advocated
"sociological ~ add  ethnomusicological
approaches that facilitate the identification
and explanation of the socio-cultiral para-
meters unique to popular music in wrban
settings."

In a paper Anina's crowd: On the Character
of the Everyday Mssical Cultural of Rural
Africa, the present writer advanced a motion
of popular music as that kind of music which
is not contextually bourd to strictly speci-
fied occasions and functions as is the case
with ritual and ceremonial music. The types
of music which, at least. in theory, can be
perfomed  anytime, anwhere, everyday:
genres of rusic that are most readily accessi-
Dle to large groups of people may be consi-
dered popular music.

Howaver special attention must be paid to
the overall social and cultural circumstances
under which and the processes vwherdy a
nusical genre may become accessible to large
groups of listeners and acquire the status
of everyday popular music.

Could popular nusic also be identified
using structural-musical criteria? It is
true that individual pieces within a parti-
cular popular music genre exhibit certain
similarities in their structural-musical
features.  However individual pieces, or
fragrents thereof, from categories of non-
popular music may ‘became’ popular if these
pieces function iIn ways associated with
popular music, A Bach, DBeethoven or
Tchaikovscy fragrent used in advertising or
as a radio stetion signal becomes {!} popular
music.

Conversely, what according to  certain
criteria are very popular this wesk, the
nuber ones in the charts, may not be so
opular next week. {cf. Beaud, 1982). This
has got very little to do with the particular
piece’s structural-musical features.
Furtherrore what originally nay have been
folk or popular music may attain the status
of the classical when social and historical
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circumstances  change. The conclusion
therefore is that political, social axd
cultural factors are the most decisive in
identifying popular music.

The most important thing however, as
Professor Nletia pointed out by way of
summary, 15 to arvive at aworking definition,
a kind of label that allows us to pursue
popular mus:c research, not the search for
definitions as an end in itself.

SOME AFRICAN POPULAR MISIC TYPES AND GENRES
Part of the difficulty in identifying and

defining popular music arises from the scant

attention that appears to have been paid 1o

the historical processes that accont for
and continuity of popularity

the
in rusic, This was addressed
Fleming Harev's paper, ??le Origin of lﬂg

Popular Music in West and Central Africa.
Harev sought to establish long historicai
links, from the beginning of the nineteenth
century, between different types of trans-
etrmcf populgfr‘ nsic i:yed West  Africa".
These forms music p! o gounbay,
gourbe, or gome frame drums vere, according
to Harev, introduced by Jamaican maroons and
gave Dirth to asiko and maringa msic in.
West and Central Africa. By the 18%0s the
box guitar had arrived in West Africa via
African sailors. Poth the guitar and the
performance  styles developed arand it
together with quibe, asiko axi maringa were
in_tum taken to Central Africa by West
Africans employed by the Belgian colonial
authorities to build the Matadi-Leopoldville

wf:shasa) r:ailggé

. Beattie ly ord's presentation
mﬂewg{mgfmgmgave-mm
of the contributions of pre-colanial Eurcpemn
missionaries and British Colonials
anergence of the west African fom of
popular music. The recryjtment of Africans
to serve as musicians in various
military and missionary institutions began a
process €y Indigenous ad European
musical practices Crystalized into What has
becone Mighlife. The gold Coast on accont
of its geo-political position, becare the
place where the music first emerged ad
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defined its social context and form.

The presentation by Dr. Afolabi Alaja-Browe
(Lagos University), From ‘Ere e faaji tio
pariwo’ to 'Ere e faaji alariwo! © a diadwo-
nic study of Change In Juju Music outlined
the emergence and development of juju music
through the creative effort of young “rascals”
in the Saro Sierve Leone) quarter of Lags
in the 1930s. Prominent among these 'rascals’
was Tunde King generally acknowledged today
as the main originator of juju. The gere
developed through oontributions from the
following sources: Christian hyms to which
the 'rascals' were eposed during Christia
wake-keeping ceremonies; asiko, the trams-
ethnic form of musical expression whose
origins and develogment were described by
Fleming Harev; the use of tavbourines intro-
duced by the Szlvation Army missionary sect
in the 1920s and believed to have the power
of stimulating mental and spiritual oconscios-
ness, hence  juju; the Brazilian saie
practised by the lLagos Brazilian comunity
and orin kurumo, sea shanties.

Having established a musical style, Tunde
King and his cohorts practised an Ere e
faaji ti o pariwo, a light solem entertain-
ment music, mainly for the quiet exclusive
delectation of the Lagos elite of the 1930s
in their homes, in the evenings.

In the 1940s the artistes began to add new
musical instruvents to the juju orchestra,
such as gangan, the Yruba hourglass drum,
the perny whistle flute, the organ and the

T e middle of the 1940s, tnder the
impetus of the political and social . activi-
ties leading to Nigeria's attaimment of
independence, juju msic broke qut into the
pblic as Ere e faaji alariwo, uban dance
and party music. The leading artiste during
this period was [.K. Dairo who introduced
the mouth organ and accondion into the juju
orchestra and led a movement that resuited
in the appeal of juju music autside Lages,
in other parts of Yorubaland and beyord,
During the Nigerian civil war (1967-70)
Highlife musicians moved out of Lagos,
leaving the popular msic tervain fo the
dminance of juju. The Nigerian oil boom




(1970-1980) created the conditions for juju
to become big business, its practitioners
overtly pblicising the “virtues® of rich,
powerful and influential patrons th
praise songs. The music began to recei
extensive coverage in both the print and
electrmi&’e msa;:l media.  Chief Cowmander
Ebenezer (bey King Sumy Ade have emerged
as the best known juju musicians at the
norent.

The presentations on these genres of
indigenous and contamporary African popular
music, fram historical perspectives, were a
weloome addition to the scholarship so far
produced within the ranks of IASPM.

WIMEN AD POPULAR MUSIC

An avowedly non-ferminist presentation by
br. Mosun (mibiyi-Chidike (University of
Ibadan), Women in Popular Music in Nigeria
outlined the contribution of wamen to conten-
porary popular nusi¢ in that country.

Until the late 1960s, the contemporary
popular music soene in Nigeria was dominated
by men., In the 1970s, more women
antered the fiela. his, according to
Omibiyi-Obidike, wes probably due to changing
attitudes towards women's traditional roles
in music.

Pesides the eplicitly female forms of
nusical activity, women traditionally played
minor roles in muwsical life in general.
Even in female types of music, men usually
provided instrumental accompaniment.  With
changing social attitudes, occasioned espe-
cially by the growth in formal education, it
has become possible for wamen to play more
praninent roles in musical life.

The rise of individual performing artistes
and suer stars abroad in the 1970s as
aqainst the earlier amhasis on the grow
fdentity of bands, must also have had its
effects on the Nigerian nusic scene.

Performances of visiting foreign female
singers like Millicent Small and Miriam
Makeba inspired a nuiber of Nigerian artistes,
some of wham performed with the visitors
wen they wet to Nigeria.  Shervy-Patu
Ocduguwa, alias Queen Decercy, a camposer,
lead guitarist and singer became the leader
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of an all-male juju band managed
husband.  Mary Awno led a sevenqmenber
all-female band specialising in highlife,
gil.gu, ball room nusic and Congolese cha-cha-

Later female artists like Nellie Uchendu,
Stella Moye, Mna Fini, Dora Efudu, Christy
Essien-Ighokue, Onyeka Oweno  and  Patti
Boulaye and other female artistes all with
varying levels of formal educational training
emerged in the 1970s and 80s specialising in
newer genres of contemporary Nigerian popular
music. Same of those educated abroad started
their musical careers performing the works
of foreign, especially Black Averican artistes
like Doma Summer.

In general these famles artistes have
been eploited by promters and producers
and their purpose as performing artistes has
misrepresented.

However their hard work, "brought a little
class into the Nigerian music scene. This
essentially has contributed to a change in
attitwde on the part of the general public
from looking &t them as morally debased
pecple to repositories of the African heri-

» comunicators, entertajners, innovators

e fosterers of national identity and

wnity”.

was no other fon on women
and popular music. But Jobn Collins' inter-
vention drew parallels with the situation of
women in popular nmusic in Ghana axd the
Unjted States.

Female participation in  oconterporary
professional music-making in Ghana had been
very limited until very recently. In the
recent years of econgmic decline in Ghana
nusicians began to be loyed to perfom
for worship in the Africanized Christian
Churches, just as Black American churches
attracted musicians during and after the
depression of the 1930s. This has led to
the emergence of Ghanaian gospel nusic.

According to Collins, the gquitar in CGhana
had been associated with drukemess and
nobody wanted their daughter to become a
professional musician., But 1t was more
difficult to meintain this asscciation with
church music, and young women became choris-




ters and mambers of gospel bands.
Gospel music in the United States developed

into Soul. Collins, a phonogram producer,

AFRICAN POPULAR PERFURMING ARTS: COPYRIGHT,
POLITICS, LANGUAGE AND ROLE IN EDMCATION

A rumber of conference sessions were
devoted to a discussion of African popular
arts within the context of the camplex
duality of the indigenous and the

contemporary
that the continent, on accoutt of its history,

continues 1o experience, The Ghana Dance
tnsenble's  Artistic Director, francis Nii
Yartey made an impassioned plea in his
paper, Creation and Presentation of Tradi-
tional African Dances, that the totality of
the contifent's historical experience and
cultural diversity be reflected in comtan-
porary African dances.

Whilst mot specifically about a popular
perfoming art, Ofotsu Adinku of the School
of Performing Arts, Legon, produced a paper
on Copyright Protection for the Ghaneian

in which he raised pertinent
questions, that constituted a timely inter-
vention on behalf of practitioners of the
dance: the wygent need for the ion of
choreographers’  intellectual  pruperty.
Adirku also discussed the forms and methods
wheraby chorecgraphed works may be lodged
with the copyright administrator.
concluded humorously: "So what I am waiting
for in my reconding studio is the Ghanaian
Aretha Franklin®.

Dr. Kofi Agovi,
Studies, Legon) spoke about The Political
Relevance of Highlife Songs since 19%7. (n
the basis of a review of the ways in which
poli@ical events and concems are reflected
In Highlife songs he pointed aut the validity
ofthesesmgsasajhmofassessirgme
relevance of a regime's political goals,
polu:les and programmes to the lives of the
intended beneficiaries”. By recounting the

ups and downs of Highlife as an art form
during the Nkrumah era, Agovi concluded that
it is the business of government to inspire
not impose the “values of state" they profess.

(Institute of African.

In the absexe of adequate inspiration,
Highlife musicians are reduced to ‘'mere
autlets for the expression of dissatisfaction
with existing eonditions by survival®,

And the dissatisfaction with these condi-
tions, among other things, have according to
Dr. Kwesi Yarkah {Department of Linguistics,
Legon) been expressed through a variety of
linguistic registers: Standard, Pidgin™ and
Broken English, a mixture of English and
Garaian  language  colloquialisms  and
indigenous  languages, “depending on  the
particular variety of highlife ensamble, the
social context of the nusic being played as
well as how close the conposer is in touch
with the cultural traditions and aesthetics
of traditional comunijcation".

The relevance of all these to the acquisi-
tion and dissemination of knowledge engaged
the attention of two panels which discussed
the place of popular music in formal and
non-formal education. The strategic impor-
tance of popular music, on account of its
wbiquity, as a vehicle for early childhood
instruction and as an instrument for socia-
lisation at various levels was noted,
Panelists drew attention to the inclusion of
aspects of popular music in the West African
Examinations Council's  ‘Ordinary' ad
Iidvanced’ level syllabuses and also in the
curriculun of some thind cycle music insti-
tutions.

Dr. K.N. Bame (Institute of African Studies
Legon} presented an accoutt of Popular Music
in the Concert Party Tradition ad a report
on the use of the Concert Party in a 1975
birth control camaign programe, Dr,
Reebee Garofalo (Boston University, Us4)
described the use of popular music in the
rehabilitation of delinquent youth in Sweden
and the United States. Two University of
Ghana professors, Professors K.A. Dickson
and AA. Mensah Jed discussions on the
attempts of contemporary Ghanaian  gospel
nusicians to cone to tems with Christian
theology.

Dr. Bame's report indicated that besides
the radio, the concert party proved to be
the most powerful means of successfully
comunicating information, even on a subject




as delicate as family plaming whilst Or.
Garofalo’'s presentation demnstrated the
effectiveness of the use of popular music in
re-orienting  "wayward  youth back  into
productive chamels.

The tentative nature of the discussion on
the relationship betwen (hristian doctrine
and gospel music inplied a need for further
investigation on the spject. Tt was however
pointed out that the rise of Ghanaian gospel
music is a social fact that capnot be ignored.

AFRICA AD POPULAR MISIC ABROAD

Other conference presentations dealt with
popular music culture in other parts of the
world (Asia, Eurgpe, Latin America, MNorth
Aerica and Qceania) focussing among other
things on the character add content of the
relationship between popular music in these
geopolitical areas and their socio-econamic
and politicocultural settings on the one
hand and the technology and business manage-
ment arvangements that facilitate or hinder
their production and propagation on the
other hand,

Special attention was paid to the place of
African nusic in the origins and development
of present day popular music cultures in
other parts of the world, especially in
North America and Europe.

Of particular interest were the presen-
tations made by Dr. Philip Tagg (Gothenmburg
University, Sweden) and Roland Schmitt, a
German radio joumalist. Dr. Tagg's paper
Celtic and West African influences in the
Popular Music of North America concemed

itself with pointing out that many musical
fraits in North Aerica popular music, such
as "Blue rotes”, call ad , improvi-
sation and syncopation which are comonly
believed to be African in origin can be also
found in indigenous Celtic and other European
musics. These musical traits had been spumed
by the late nineteenth century bourgeois
elitist conceptions of Eoopean ausic
traditions. e real reason why these
- traits have been projected by the Eurcpean
music establistment as typically African is
to reinforce same of ihe prejudices ad
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stereotypes about Africans and their music.
These stereptypes, according to Scrmitts's
paper “Hot, Hotter Africa”: Stereotypes in
the (re)presentation of African pop music in
Germen and media,) make it almost
impossible for African popular music practi-
tioners, pemaps with the exception of Youssou
N'dour, Manu Dibango, Hugh Masekela and Sunny

Ae, to achieve any great successes on the
European popular nusic circuit.

WORKSHOPS

There were two workshop sessions devoted
to historical, sccio-cultural, and musicolo
gical amalyses of Yaa Amponssh, a wvery
important piece of Ghanaian popular music,
:ﬂ;iﬂ\eawlimaﬂmemwm;r

c.

It cane to light diring M. Beattie Casely-
Hayford's historical axd socio-cultural
presentation on Yaa Awponsah that Yaa Ampon-
sah was a person who actually lived, She
was such an excellemt performer that anytime
she vas absent, the grap she belonged to
found it very difficult to perfom. It was
to acknowledge her performance excellence
that Asante Kwapong oamposed Yaa Awponsa,
which was later popularised by Kware Asare,
the famus quitarist 'Sam‘, in her honowr
and manory.

Rojo Mettle-hunoo, Laud Nikoi Q'lai and
Gredu Blay Avbooley's presentations on the
grahics of popular music packaging drew
attention to the nesd for popular nmusic
practitioners, especially phonogram producers
to match the sound axd the image to the
socio-cultural identity of the artistes and
their art.

POPULAR MISIC AND COMMUNICATIONS TECHNDLOGY

A pertinent issue that cropped up during a
visit the Ghana Film Industry Corporation’s
(&FIC) soud recording studio was whether
the Third World can expect to have analogue
recording equipment as free gifts when they
become cbsolete with the advent of digital
recording technology in the West. Unfortu-
nately, digital sound recording and reproduc-
tion technology is still so very expensive



that most Eropean recording studios and
comanies are still hanging on to their
analogue equipment. ) .

However digitally recorded music continues
to attain increas ;?mpmmmmme e o ‘fhe;
Japanese, European rican popula
music market. The quality of digitally
recorded music is so high that digital
copies are actually clones of the original
recording, This had led to same difficulties
in protecting the copyrigit of recording
artistes,

The phonogram industry has proposed the
introduction of copy code notch device into
all digital adio tape equipment in the hope
of eliminating all illegal copying. But the
system proposed can be easily bypassed.
Besides, the proposed copy code notch dete-
riorates the quality of recording, A resoly-
tion was passed strongly recamending the
non-passage of copy code legislation (See
Appendix).

SOUTH AFRICA

The session on the role of popular music
in the strugle against apartheid brought
into sharp focus the difficulties encountered
in the use of the perfoming arts in the
efforts to bring official recism to an ed
In South Arica. This is particularly so
after the pwlication of Paul Simn's asard
wiming phonogran, @raceland, which was
recorded in South Arica in contravention of
the United Nations' and the African National
Congress' policies seeking to foster cultural
boycott of apartheid by calling on foreign
artistes to stay away from South Africa and
Cultura]l events sponsored by the South
African regime,

The presention of Dr. David Coplan (State
University of New York at Westbury, USA) on
the subject made a strong case for anti-
apartheid activists reconsidering their
Qultural policies. Ffor at the same time as
Simon's ‘sotn  African adventtre(?) was

in many anti-apartheid circles,
ot only was it successful in bringing,

! the mass media, aspects of South
A'r1zan popular music to the notice of a
very large audjence world wide (and was used

by the South African regime for itg own
purposes), astute anti-epartheid aCtivists
like Hugh Masekela and Miriam Makeba were
able to organise the use of the same mygj.
to hit back at the South African ime.
This they did through their participation in
a Paul Simon live concert in Zimbabwe whjch
was watched bymﬂle then Prime Minister mp,
Robert Mugabe other i goverTmant
ministers and state officials. This Concert,
according to several reports, was Charged
with anti-apartheid fervour, Y much
wnlike the original Paul Simon .
beautiful music that was nonetheless comple-
tely oblivious to the political situation of
the African musicians with whom Paul Simpn
performed and recorded.  Stan Rijven, 4
Dutch journalist, did a provocative amalysis -
of varius popular music events outside
South Africa, especially in North America
and Eurgpe, intended as contributions to the
struggle against apartheid. In the disc
ssion, it emerged that quite often
personal ambitions of sare performing artists
tended to undermine their anti-aparthejd
posture.

It was pointed aut that the struggle
against apartheid involved both a boycott of

~ the South African regime and its programmes

as well as an active exposure of the effects
of its racist policies. Contributions ip
this regard can be made by non-South African
anti-apartheid activists working inside the
racist republic, as two IASPM members vho
have carried out research within .South
Africa have done. Thus a generalized cali
on all foreign cultural workers not to visit
South Africa at all may not be in the best
interest of the world wide struggle against
the evils of apartheid, The African Nationa]
Congress, it would appear, is beginning to:
realize this.

A resolution on Pepular Msic and the
anti-apartheid struggle, reprodued in the
appendix to this report, was passed by the
conference.

IASPM AND POPULAR MUSIC

It has become customry for IASPM, which
has prided itself on being an intemational,



interdisciplinary,
activist organisation, to review its work at
Its meetings with a view to clarifying its
chjectives so as to be able to decide on
concrete projects for the realisation of
ﬂm ('Dj&ti\’es. '

The Mmsterdan conference which was

inter-professional and

strictly speaking not a IASPM conference,
led 10 the founding of the association. At
the Reggio Bnilia Conference attention was
dran to the essentially Euro-American
character of IASM's intermationalism, its
lack of resources and the inevitability of
its having to carry out projects within the
framwork of other existing institutions,
-building wp documertary and bibliographic
sources for popular music studies.,

in his Address on the State of the Asso-
ciation, Dr. Philip Tagg, IASPM's Founding
Executive Secretary noted the organization's
continued existence as a kind of “NATO of
Popular Music Studies®, the possible dangers
of careerisgm, and the association's likely
co-optation by the music establishment.
This was at the 1985 Montreal conference.

The continuing growth of popular music
studies, he noted, is bound to affect music
studies in general in the same way as women
studies, hitherto another terra incognita
like popular music studies, continues to
contribute to a clearer understanding of
mankind and society. Similarly, IASPM must
also seek to becore a kind of African National
Congress (AC), promoting, ultimately the
study of all musics, just as the AN is
dedicated to a struggle for the equality of
all races in South Africa and indeed in the
whole world.

On the basis of a paper produced by the
present writer, JASM and Popular Music:
Towards an Agenda, the Accra conference
continued JASPM's search for clearer perspec-
tives on its work. The paper pointed aut
that just as in Burope and North America,
popular music studies in Ghana is in its
infancy, but for different reasons.

Even though African popular music is mot
locked down upoh in Africa as mere fun,
leistre and entertainment as is the case in
Europe, there are not encugh music researchers
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in Africa for some to be engaged solely in
popular music studies. The few available
specialists sperd most of their ies
documenting and amalysing different forms of
indigencus African music,

But a fairly representative sample of
vontemporary African popular nusic is already
?vagrlable on phonograms and can be studied

it would appear that contemporary African
popular nusic is not looked down uwpon by
today's African ruling classes because it is
the only form of music they can really
identify with., The rise of today's African
ruling classes was oontenporanecus with the
energence and development of conterporary
African popular nusic. Besides, having been
brought up half wey between bourgeois European
ad indigenous African traditions, these
classes have not developed any nusical
traditions that are distinctly theirs, the
way European classical music is essentially
a symbol of the Eurcoean bourgeoisie.

It was not exactly clear to the writer of
the paper why popular music studies in
Euope and North America started so late.
Wy too is it that the the music industry's
high level research into popular nusic cul-
ture is not matched by correspondingly large
research efforts for distanced and coritical
perspectives of the kind favoured by IASPM?
There is a need t0 have these issues clari-
fied so IASPM can see its way Clear.

It was also suggested that IASPM define
its attitude to the information provided

to devise projects through which the asso-
ciation could consciously and positively
effect the obiect of its stidy and activity.
Thus the asseciation could grow out of its
present ‘'stifling scholastic cloister' and
participate in preparing the grounds for the
"oopularisation of all nmusical traditions
and the withering away of popular music".
John Shepherd, referring to himself as
belonging to a 'stifling schelastic cloister’,
on accoutt of his being a full professor
with with terure in a music department, aiso
put forward some ideas, in as
discussant for the session which was chaired




by Philip Tagg. .
According to Shepherd, the lowly position
of popular music studies in the so-called
advanced civilizations derives from the fact
that the significance of music as a means of
social and cultural comunication is gene-
rally ignored and rot considered as inportant
for social existence by these civilizations.
This lack of recognition for the role of
music in society has arisen with the advent
of literacy (writing and subsequently,
printing), one of the principal tools of
social control in the so-called developed
Clvilizations dominated py powerful mele
elites,
Misic, as an oral/aural phenamenon, goes
behind the back of literacy and through its
very existence subverts fundamentally the
means of comunication in literate societies.
Confucius, Plato and Saint Augustine have
made pronouncaments about the detrimental
effects that music may have upon the moral
and social order of their civilizations.
Classical music does not pose & threat to
these civilizations because it is controlled
the scribal  form. Symphonies,
concertos etc. ocould not be conceived and
reproduced in a fully oral/aural fashion.
ey are first and foremst constructed
notationally on paper and have becare subser-
vient fo the exigencies of scribal elites.
Popular music on the other hand is conceived
ad practised in an oral/aural fashion.
Wen writing and music motation are used in
popular music they serve only as aides
mEamires, < popular music can therefore
not be controlled by scribal eljtes through
Mﬁ?g notation.
of the means whereby the elites of
So-Called developed Civilizations sek to
ncg‘ﬁeml Popular nusic therefore is to try to
i It inconsequential by relegating  it,
'OUh declaration, to the limbo of mere
fun, leisure ami entertairment,
st s Decause these 'developad civili-
of ponul worry about the subversive potential
for-m ar music that they make it difficult
se”tg’sbe Dgrames of popular music
: W, especially in Univer-
Sty departments,  The music industry's
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research into popular music culture on e
other hand is totally self serving, foe
puposes  of maximising profits, gy
re-inforces the dminant ideology in these
societies.

It is to reverse this state of affajps
that Professor Shepherd and other IAgN
scplar activists and  activist
engage in lar music studies and
the idea o%lar music activism, Sthprt

But activisn which is not pased on m
informed theoretical understanding of the
rature of what is to be can be
dangerous. AL best the activists' projects
can be undermined or subverted even withogt
their knowing. A nunber of supposed revoly-
tions in music education have fallen inty
this category of subverted activism becausa
they were not preceded by a full evaluation
of the cultwral and social significance of
the nusics that are taugit in the classroom,

There also are problems with some activist
projects JASMM has, through some of its
marbers, been associated with such as  Rock
Against Racism. Practically all such activign
tends to be directed mainly at the oontext
of nusic, without much attention being paid
to the text of the music itself,

in rock mssic, ae finds that the typical
gender sterectypes and gender relations are
reproduced.  Rock Against Recism does not
sean to address itseif to the problem of
stereotyping. A this is not good encugh
since sexism is as detestable as raciam.

A nurber of view points emerged in the
discussion: o

1) IASM's business is to provide informa-
tion on popular music, not to transform
popular nusic culture,

ii) IASPM's research activities are boud
to affect popular music culture as
musicians, joumalists, radic disc
jockeys ete. use the results of popular
music research in their work.

ili) IASM's research provides infamtion
that is ron-aligned, s0 t0 speak. Such
informtion can be used ly different
social growps for different
with effects that may be at variance

scholars -




with IASPM's aims and cbjectives. The

asscciation  must  therefore  pursue

%c;‘_civist projects aimed at preventing

is.

Eventually there appeared to be unanimity
~on the need for activism, hence the kind of
recommendations that came wp at the exd of
the conference. Indeed IASM's decision to
come to Ghana, despite all the odds, was an
expression of activism and a different Kind
of intermationalism.

PRACTICAL ISSUES

At the conference closing session a number

of recommendations aimed at improving the
situation of popular music were made. These
incluide the establisiment in Ghama of a
popular music archive, a national bi-annual
conference and festival of popular music,
music studios and recording facilities, an
Accra Music Cemtre for part-time wmusic
courses and tuition in the playing of musical
instruments.

IASPM and the conference also oonveyed
their comitment to "a constructive ad
positive development of popular music in
Ghana, in Africa ax the world”.

The intention of IASPM, its branches ad
individual merbers to take various actions
aimed at tackling some of the problems of
rusic and music life in CGhana was also
awounced,  Such actions include cultural,
academic and musical exchanges with Ghana;
provision of information on music recording,
studio technology, its developments, prices,
durability and functions to those working in
the Ghanalan music recording industry;
information on the music industry at the

of the Musicians' Union of Ghana;
the provision of phonograms of nusic from
other African coumtries and of Chanaian
music produced and distributed abroad for
the Ghana Broadcasting Corporation, .

In order to avoid the uiue exploitation
of Ghanaian nusic and nusicians (this was an
jssue that arose very sharply within the
comext of the conference session on the
music business and industry), TASPM undertook
"ty prepare a formal agreemat with the
gwvermment of CGhana oontaining  measures
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requlating the conditions under which music
researchers may enter chana for the purposes
of docurenting ad recording Ghanaian music,
the conditions under which performing groups
may enter Ghana from sbroad as well as the
conditions under which musicians may leave
Ghana to perform abroad with a real sense of
security”.

IASPM also undertook "to examine ways in
which the invalusble documentary and aesthetic
treasure of African music recorded on reel-to-
reel tapes and presently stored at the
University of Ghana's Institute of African
Studies music archives can be saved for
posterity".

In order to clarify the association's
objectives, axi inprove the quality of its
work, three amendnents to the IASPM statutes
were iade. The first amndrent has resulted
in the redefinition of the association as "a
non-profit  organisation with no  formal
political ties". The second states that
JASM "condams the vielation of the human
rights, as defined by the United Nations
Charter, of any individual, group or nmation”.
The last amendment made possible the election
of Professor J.H. Kwabena Nketia, Koo Nimo
and John Collins as honorary life members of
IASPM "in recognition of (their) service to
the world of popular music and to the Asso-
ciation”.

The conference attenpted to achieve a
balance betwean the presentation of formal
scholarly papers by academics and the less
formal interventions of practising musicians
like m(%w) ng]ijlhay Arboomégsy and Nana
Agyemen . ic a . Jourma-
lists, radio disc jockeys, and other popular
msic emthusiasts.

The roles played by Professors J.H. Kwabena
Nketia and A.A. Mensah in presiding over
many conference sessions and orienting the
discussion on several stbjects helped IASPH
achieve this balance to a large extent.

Proccedings of the conference are being
edited for pblication both in print ad as
a phonogram on audio cassettes.

The Fifth Conference is scheduled for
1989. It will be held in Paris as part of



the activities marking the bicentenary of

the French Revolution.

NOTES

1.

3‘

?.

Served as chairperson of the Inter-
rational Programme Committeej Convenor,
Lecal Arrangements Committee and Central
Co-ordinator for the fourth IASPM Confe-
rence.

From Statemeat on Purpess of Conferssce
made by IASPM Executive Secretsry Profe-
ssor John Shepherd, Carleton University,
Ottawa, Camada. Profassor Shepherd has
served as IASPM Executive Secretary for
two terms: 1983-85 and 1965-87.

Formerly Director, Institute of Africam
Studies, University of Ghana, Legon.
Presently Andrew Mellon Professor of
Music and Chair, Depariment of Music,
University of Pittsburgh, USA.

Professor Charles Hame, Oepartment of
Mesic, Dartmwouth College, Hanover USA
w3 IASPM's founding chafrperson, 3
position to which he was' re-elected
duriag the 1987 conference.

This does nrot necessarily mean that the
most consumed music is most axpressive

grass. A lot of scepticism has 4,
been expressed in the capitalist wopp4
about value of the cherts as & ¢4,
measure of populsrity in music. (Ses
Hamer, op. cit.).

9. The performance of the Akan adowa, ¢,.

example was until recently done only
once a year, In certaln areas, .
reserved for the entertsinment of papyy.
cular roysl households. (Ses MWketi,
1973:  88) It has however becope
agcessible to a larger public. Kketig
(1962: 17 and 1963: 69) includes tpe
sdova genre under his category of popyla,

The Southern Ewe agbadza wvas ga),
originally performed for military pyp_
poses or during the funerals of thyg,
who died in battle or in accidents,
But it has since the last thirty or
yerrs become everyday music performeq
by voluntery sssociations.

Similarly the work of the Ghanz Dange
Ensomble 3nd the rise of the so-calleg
Cultural Troupes in Accraanrd other big
urban arsss have occesioned the perfg,_
mance of previously restricted musica)
types like Kete, Fontomfrom and Akom igq
situations and venves associated with
populsr music.

of the people's objective needs ®nd 4o, Certan other forms of music like Juxz

aspirations. Actvally 3 slzesbls chunk
of popular music does contribute much
te the fulfilment of the needs and
aspirations of the people.

The Intersstions]l Mesic-Record-lTape
Newswoekly (los Angeles:  Billbosrd
Pubiications, 1694-present).

The commsrcisl success of certain popular
music practitioners and their merchsn-
dize is often more a function of their
businesy wanagement and public relgtions
expertise thas their musicianship.

There nave besen only unsuccessful
attempts to introdsce tuw cherts in the
Third World and the Socislist World,
whore some of the most consumed pieces
of popular music, like A.B. Crentsil's
Moses, ars mot allowed sir time. This
is not to talk asbowt those popular
musics that are ant available on phono-

were in their origins considersd o)
music but have become popular or gpt
music when they bscsme available o
large sudisnces or received esoteric
trestment in the hsnds of certain compo-
sers and performers, Bebop Jazz amusi-
cians insisted that their art was of
the same status as art music. Some
scholars (See Ven der Plas: 1985: 3)
consider thet rock music cen be art
music,
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APPENDICES

I

RESOLUTION N THE INTRODUCTION OF COPY CODE
DEVICES INTO DIGITAL ADIO TAPE
EQUIPMENT

_ With the introduction of copy code devices
into digital audio tape equipment, the
phonogram industry hopes to eliminate the
home taping and piracy of compact discs. In
doing so not only does the | i

the general progress of awdio hardware; they
are also in practice proposing a deterio-
ration of soud quality by introdcing a
frequency notch in all ocomact  discs.
Moreover since the copy code notch will be
extremely simple to bypass at negligible
expense to the consumer, the only result
w11{g:0t1? increase the cost and lower the
quali both digital audio tape equipment
and comact discs. i

while we fully suwpport the rigit of
authors, composers, musicians and workers in
‘the recording and phonogram InUsLry, we see
no way in which copy code will help them,

We therefore strongly recommend that no

copy code legislation be introduced.

IT
RESOLUTION (N POPULAR MUSIC IN THE
RTI-APARTHEID STRUGGELE

Whereas popular music is a vital cultwral
resource in the struggle for freedom in
South Africa, and whereas cultural workers
are developing an effective culture of
resistance to apartheid within South Africa.

Be it herewith resolved that the Inter-
national Association for the Study of Popular
Misic purste all practical avenues to aid
the cultural struggle in South Africa through
the pravotion of popular nusic and to isolate
and cothat the political anxd cultural repre-
ssion practised by the South African regime.

These averwes should include the collabo-
ration of cultural workers and institutions
throughout Africa as well as other continents
in the struggle against apartheid.




