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 שלמי תודות
 

השונים. ראשית,  עבודה זו בשלביהלהתהוות מכרעת ברצוני להודות למספר אנשים שלהם תרומה  הדברים,בפתח 

המסורה,  בהדרכתכםבמסלול האקדמי צעוד ל זכיתיחם ופרופ' אדוין סרוסי. ל-לואיז בית פרופ' – תודתי נתונה למנחיי

 .אורך כל הדרךל חדות מחשבתכם ועיניכם הביקורתיות, מתמיכתכםולהנות  ,עוד לפני מסלול הדוקטורט שהחלה

, שבה השלם עולה על סכום נתרמתי מגישותיכם השונות אך המשלימות למחקר ונהניתי מהנחייה הרמונית משותפת

הנעימו את שנות הדוקטורט ואפשרו  תם ליוהרוח הגבית שנתכת, החופש המחשבתי החיובית והתומגישתכם  .חלקיו

אתם מהווים  בהקשרים נרחבים שחורגים מכתיבת העבודה גרידא. פתחותי האקדמיתתהו המוצלחת ואת את השלמת

 עבורי מודל לעשייה אקדמית איכותית, אנושית ומחויבת לחברה.

שתרמו מחוכמתם בשלבי המחקר השונים וסייעו תודתי נתונה גם למעגל הקרוב של קולגות וחברים  

 APARTHEID-STOPS  של פרוייקט קרן המחקר של האיחוד האירופאי הצוות .למחשבותיי להתעצב ולהתחדד

חברי  ודה לד"ר רון לוי,אני מבמיוחד  שנות המחקר. אותי לאורך מרביתמית נפלאה שליוותה קהילה אקד היווה

ד"ר דניאל חברי  ואמורפיים. יג בדמיון עם רעיונות בשלבים ראשונייםלהפלאני תמיד נהנה שאיתו אדם הקרוב ו

בנדיבותה  תרמה ד"ר קרין ברקמןשל פרקים מתוך הדוקטורט.  היה שותף לקריאה הדדית הן של מקורות והן סלם

 -גים חבריי האתנומוסיקולו מלבד חברי הפרוייקט, נתרמתי משיחותיי עם את רגישותה הלשונית בשפה האנגלית.

פורום לאתנומוסיקולוגיה ובפרט במסגרת ה ,במסגרות שונות, ד"ר משה מורד, ד"ר עודד ארז וד"ר עופר גזית

 המתהווה.צגת המחקר ) שהיווה במה עקבית ותומכת להICTM Israelעכשווית (

רבה חלקו ה םשבנדיבותו שפעלו במדינות בהן קיימתי את עבודת השדה ברצוני להודות גם למספר חוקרים 

ד"ר גרהאם קונסל  ,)Nomi Dave(ד"ר נעמי דבה וקשרו אותי לאנשי מפתח במחקר:  המלצותיהם עמיאת 

)Graeme Counsel (ד"ר אן שומןו )Anne Schumann .( ד"ר ננורוגו קוליבלי קר, חברי הילתודה מיוחדת נתונה

)Nanourougo Coulibaly(,  ז"ל מוחמד סיטה קמרה  . בחוף השנהבשסייע לי רבות בעבודת השדה)Mohamed 

Sita Camara(, ווך שדה המחקר בגינאה. יצירתיותו, נועם היה חוליה חשובה בתיאום ותי ,שנפטר בטרם עת

למיכאל  . כמו כן, אני מודהועל כך אודה לו לעד לי, ישותנגהליכותיו וחוכמתו פתחו בפניי דלתות רבות שלא היו 

הלוגיסטי ) על סיועו Abou Kouroumaלאבו קורומה ( וכןלגינאה  שלי וויס על עזרתו בנסיעת המחקר השניה

 בנסיעה זו.

טרם שהחלה זמן רב ד דרך ארוכה, תודתי נתונה למספר מוזיקאים איתם אני צוע ,מחוץ לשדה האקדמי 

נחשפתי  דרכו ,סבולה בנגורה, מורי הראשון למוזיקה מערב אפריקנית, . בראש ובראשונהכניסתי למסלול האקדמי

התובנות,  .לנגן את המוזיקהליבשת ללמוד  נסעתי תי של המוסיקה המערב אפריקנית ועימולראשונה לעושרה התרבו

תיק והטוב והוחברי  .בדרכי האקדמיתלאין שיעור סייעו לי  הטמיע ביסבולה והאינטואיציות ש הרגישויות האסתטיות

מוזיקה. עברנו יחד אינספור חוויות מוזיקליות ימוד של לללמחקר ו הנעוריםהנאמן עוד מתקופת בן אילון היה שותפי 

 הוא מהווה מקור השראה משמעותי עבורי. משנות חיים ועד היום 

תמכו בעבודה זו. בראש ובראשונה, עבודה זו נתמכה על ידי מועצת האיחוד אני מודה גם למספר גופים ש 

. 615564מספר  ERC), מענק FP/2007-2013האירופאי בתוכנית המסגרת השביעית של האיחוד האירופאי (

מרכז אפריקה וזיקולוגיה באוניברסיטה העברית, ממענקי מחקר שהתקבלו מהחוג למ לע, אני רוצה להודות בנוסף



 

ת לתלמידי ומהרשו ים במדעי הרוחג'וזף ומורטון מנדל ללימודים מתקדמ ,בית ספר ג'ק, מגוריון-באוניברסיטת בן

 מחקר באוניברסיטה העברית.

החל  –שלי מזה שנים יסודית ו , חדהאדוקההקוראת הכי שמורה לבת זוגי רוני,  תודה אחרונה ומיוחדת 

שטובתי היא  יכול לדמיין לעצמי אדם יותר תומך, אוהב ואמפתי סיום עבודה זו. לא הייתילמהתואר הראשון ועד 

 לאוזןחיוכה מאוזן בשעמליה, בתנו  נולדה, עבודה זו כתיבת ישורת האחרונה שלבטובתו והצלחתי היא הצלחתו. 

 לא לפספס אף רגע במחיצתה.כדי יבה עודדה אותי להאיץ את הכת

 

 

 

 

  



 

Abstract 

This dissertation explores the intersection between music and pan-African ideology in post-

independent Africa from 1960 to 1990 by focusing on transnational musical activity that takes 

place in a regional and continental setting. It analyzes diverse forms of musical pan-Africanism 

(MPA), including collaborations between musicians from different African countries (either in 

concerts or in the recording studio), mixings of musical genres of different origins, and pan-

African political commentary in songs. The study focuses primarily on cultural production in 

West Africa, specifically in the countries of Guinea and Côte d’Ivoire, although due to the 

transnational approach deployed, these locales are analyzed as points of departure for exploring 

pan-African dynamics that exceed national boundaries. 

Drawing on a wide range of archival sources, including audio recordings, newspapers, 

magazines, album covers, video clips, state reports, and fieldwork, it demonstrates how pan-

African musical activities contributed to the emergence of afromodern aesthetics that are not 

subsumed under the social categories of nationhood or ethnicity. Ultimately, this dissertation 

argues that music was pivotal for sustaining a pan-African sentiment in popular culture, as well 

as contributed to imagining African collectivities during times when political visions of African 

unity became less attainable due to the entrenchment of the African nation-state established in 

colonial boundaries. 

Following an introduction that formulates my use of musical pan-Africanism, the 

dissertation is divided into two parts: Part 1 concerns Guinea (Chapters 1 and 2), and Part 2 

concerns Côte d’Ivoire (Chapters 3 and 4).	Each chapter focuses on a specific musical platform, 

namely, a dominant vehicle characterized by distinct political, social, economic, and 

technological mediations through which MPA is articulated. Chapter 1 explores the 

indigenization of pan-African ideas under the Guinean nation-state by focusing on the musical 

activity of the jelis (hereditary musicians and genealogists of the Maninka ethnic group) within 

the state cultural apparatus. The chapter delineates the role of instrumental ensembles within 

the Guinean cultural apparatus with respect to the promotion of a form of pan-Africanism that 

is compatible with the Guinean project of nation-building. It specifies the utilization of 

precolonial musical practices, geographical imaginaries, and political thought rooted in the 

legacy of the medieval Mali Empire to create a continuity between precolonial polities, the 

nation-state, and the horizon of pan-African unity. 

Chapter 2 focuses on cultural festivals with pan-African significance—the First Pan-

African Cultural Festival of Algiers in 1969, the annual Guinean national festival, and the 

festival surrounding the tenth anniversary of Algerian independence in 1972. Musical activity 



 

within these festivals serves as a lens to explore the activation of what I define as pan-African 

cultural citizenship. In particular, the chapter focuses on the musical practice of intra-African 

collaborations that involve the South African singer Miriam Makeba, as well as Guinean, 

Algerian, and Congolese artists. These performances and their reception within local, national 

discourse highlight the interplay between pan-African commitments and national patriotism. 

Chapter 3 reconstructs the cultural history of transnational night-life in the city of 

Abidjan, Côte d’Ivoire. It maps the different groups of migrant musicians in the city, their 

interactions, and their relationship to the city as expressed through civic belonging. It shows 

how the transnational setting led to the emergent of a pan-African soundscape heard across the 

city, in the absence of an explicit expression of pan-African ideology. The chapter ends with 

an assessment of the Ivoirian years of Manu Dibango and Boncana Maïga, two key musicians 

who were central nodes in the local music scene. 

Chapter 4 focuses on production processes within the recording studio. It utilizes 

methodologies from the emerging sub-discipline of the musicology of record production to 

explore selected musical productions in Abidjan and by Ivoirian artists. The chapter shows how 

the transnational configuration of the recording process, together with technological factors, 

shaped an eclectic pan-African aesthetics that sonically represented an Africaness beyond 

ethnic and national markers. I then reflect on how these aesthetics diverged from anxieties over 

the notion of authenticity that reflected productions in the World Music genre at that time. 
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Introduction 

This dissertation explores the intersection between music and pan-African ideology in post-

independent Africa from 1960 to 1990. To account for diverse forms of transnational musical 

activity within Africa, I use the category of “musical pan-Africanism” (hereafter, MPA), which 

I further develop in the subsequent sections. Within this category, I explore neo-traditional 

musical expressions rooted in indigenous imaginaries of the Mande empire, collaborations on 

stage between musicians from different countries in pan-African and national festivals, night-

life in a cosmopolitan urban setting, and the creative mixing of sounds from different cultural 

resources in the recording studio. These instances represent a form of regional and continental 

cultural production that operates in-between national and ethnic boundaries. Accordingly, one 

of the objectives of this dissertation is to illuminate the role of music in forging what I will call 

pan-African cultural citizenship, which is not subsumed under the categories of nationhood and 

ethnicity that dominate Africanist scholarship.  

 Thinking about these musical formations through the category of MPA rather than 

through categories like transnationalism or globalization situates these exchanges within a 

political and ideological specificity that speaks to broader issues in the history of modern 

Africa. The case studies explored in this dissertation are deeply entangled with a range of 

historical processes, including the legacy of pan-Africanism in postcolonial Africa, labor 

migration, cultural industries in Africa, urban development, and nation-building. Beyond 

conceiving of these processes as merely a historical context for musical activity, I aim at 

revisiting these processes from a musical standpoint. I ask what kind of new insights could be 

gained when turning to musical activity as a lens for exploring historical, political, and social 

processes in postcolonial Africa. 

 

Pan-Africanism: definitions and classifications  

Since I use the term pan-Africanism as the organizing keyword for framing a host of diverse 

musical formations, I will dedicate a significant part of this introduction to defining my specific 

use of the term. Pan-Africanism can be traced back to anti-slavery activities, primarily in 

America, as well as repatriation efforts from the 18th century and onwards that united Africans 

from diverse groups. It was largely formalized by series of congresses, starting with the one in 

London in 1900 organized by Trinidadian lawyer Henri Sylvester Williams. Hakim Adi 

identified the core of the movement as “a belief in the unity, common history and common 

purpose of the peoples of Africa and the African diaspora and the notion that their destinies are 
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interconnected.”1 Yet, rather than a single organized movement, scholars have noted time and 

again that pan-Africanism is, in fact, an umbrella term that describes a host of projects, 

activities, and sensibilities shaped by divergent ideologies and political objectives.2 Crucially, 

pan-Africanism was not developed in isolation but in tandem with concurrent historical 

processes, movements, and ideologies, most notably Afro-Asian Solidarity, Third Worldism, 

decolonization, communism, and existentialism. It was also shaped in response to external 

forms of coercion, including slavery, racism, colonialism, and neo-colonialism. Out of these 

specific contexts, different variants of pan-Africanism developed, each with distinct objectives, 

courses of action, and priorities.  

To bring some order to the multiplicity of pan-Africanism, scholars have suggested 

different classifications. In a classic article on the movement, George Shepperson distinguished 

between upper-case Pan-Africanism and lower-case pan-Africanism. The former refers to the 

institutionalized and “recognizable movement” that was associated with African-American 

intellectual W.E.B Du Bois and formalized around the major pan-African congresses 

mentioned above.3 The latter refers to “a group of movements, many very ephemeral. The 

cultural element often predominates.”4 Here, Shepperson includes the Francophone-based 

Négritude movement and “all those all-African movements and trends which have no organic 

relationship with the capital ‘P’ variety.”  

Taking a cue from Shepperson, in recent years, there has been a growing scholarship 

on the informal and cultural registers of pan-Africanism that takes the perspective of expressive 

culture as a novel lens for exploring diasporic dynamics beyond the political and intellectual 

circles.5 Crucially, in this literature, the separation between the two registers is not clear cut, as 

there are multiple overlaps between them. This is especially evident in the context of the three 

important pan-African festivals—Dakar 1966, Algiers 1969, and Lagos 1977—which were 

hybrid events that fused political debates and symposiums with cultural performances. They 

                                                
1 Hakim Adi, Pan-Africanism: A History (London: Bloomsbury Academic, 2018), 2. 
2 Colin Legum, Pan Africanism: A Short Political Guide (Essex: Pall Mall Press Ltd., 1962). 
3 George Shepperson, “Pan-Africanism and ‘Pan-Africanism’: Some Historical Notes,” Phylon 23, no. 4 (1962): 
346. Throughout the dissertation, I will use pan-Africanism since the separation between the official and the 
ephemeral modes of pan-Africanism does not hold with respect to developments within the pan-African 
movement occurring after Shepperson’s article. I will thus restrict the use of “Pan-Africanism” to refer to names 
of official festivals and congresses. 
4 Ibid. 
5 Toyin Falola and Kwame Essien, eds., Pan-Africanism, and the Politics of African Citizenship and Identity 
(New York: Routledge, 2014); Uhuru Portia Phalafala, “Black Music and Pan-African Solidarity in Keorapetse 
Kgositsile’s Poetry,” Safundi 18, no. 4 (October 2, 2017): 307–26. 
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were fruitful sites for studying the aesthetic mediation of the Cold War, African decolonization 

struggles, national patriotism, and the contestation over Négritude aesthetic philosophy.6 

While Shepperson’s classification focuses on the formal versus informal axis, another 

prevalent classification is based on historical periodization. Hakim Adi recognizes two phases 

of the movement. The first is its emergence in different diasporic sites in the wake of the trans-

Atlantic slave trade. The second, marked by the 1945 Pan-African Congress in Manchester, 

was developed in the context of African decolonization and was later formalized through the 

establishment of the Organization of African Unity (OAU) in 1963, now the African Union 

(AU).7 This shift is often described in scholarship as a move from a diasporic to a continental 

focus. Sociologist St. Clair Drake recognized a change from a focus on solidarity against racial 

discrimination—which he calls “racial pan-Africanism”—in the first phase to a focus on 

African unity within the continent irrespective of race—which he calls “residential (or 

continental) pan-Africanism”—in the second phase.8 However, following Ali Mazrui’s 

approach, I conceive of these two variants not as sequential historical phases but as strands 

that, at least since the Manchester Congress in 1945, were at play simultaneously.9 Crucially, 

they were not mutually exclusive sub-movements but rather should be seen as reflecting 

different priorities regarding the desirable focus of their political activity. At times, however, 

tensions between these variants did erupt and exposed the fissure between African diasporic 

figures organizing in non-governmental settings and the governments of independent African 

nation-states.10  

                                                
6 Tsitsi Ella Jaji, Africa in Stereo: Modernism, Music, and Pan-African Solidarity (Oxford: Oxford University 
Press, 2014); Andrew Apter, The Pan-African Nation: Oil and the Spectacle of Culture in Nigeria (Chicago: 
University of Chicago Press, 2005); Anthony J Ratcliff, “When Négritude Was In Vogue: Critical Reflections of 
the First World Festival of Negro Arts and Culture in 1966 By,” Journal of Pan African Studies, no. 7 (2014): 
167–86; David Murphy, The First World Festival of Negro Arts, Dakar 1966 Contexts and Legacies (Liverpool: 
Liverpool University Press, 2016); Melissa D. Reiser, “Music, Negritude, and the ‘African Renaissance’: 
Performing Blackness at the World Festivals of Black Arts in Dakar, 1966 and 2010” (PhD diss., University of 
Wisconsin-Madison, 2014). 
7 Adi, Pan-Africanism, 3–4; G.N Uzoigwe, “Pan-Africanism in World Politics: The Geopolitics of the Pan-
African Movement, 1900–2000,” in Pan-Africanism, and the Politics of African Citizenship and Identity, ed. 
Toyin Falola and Kwame Essien (New York: Routledge, 2014), 225. 
8 St. Clair Drake, “Pan-Africanism, Negritude, and the African Personality,” in Independent Black Africa: The 
Politics of Freedom (Chicago: Rand McNally Co., 1964). 
9 Ali A. Mazrui, “Pan-Africanism and the Intellectuals: Rise, Decline and Revival,” in African Intellectuals: 
Rethinking Politics, Language, Gender, and Development, ed. P. Thandika Mkandawire (New York: Zed 
Books, 2005), 78–94. Mazrui distinguished between different forms of trans-Atlantic, sub-Saharan and trans-
Saharan pan-Africanism. The trans-Atlantic and sub-Saharan forms imply race as an organizing category while 
the trans-Saharan form is framed around geography and legacies of anti-colonial histories. 
10 The sixth pan-African congress in 1974 was noted for internal tensions between the variants of pan-
Africanism. See Fanon Che Wilkins, “‘A Line of Steel’: The Organization of the Sixth Pan-African Congress 
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Transnational expressive culture beyond the trans-Atlantic axis 

Transnational circulation of black expressive culture was hitherto studied primarily through 

the framework of the African or black diaspora, with Paul Gilroy’s Black Atlantic as the most 

influential paradigm.11 His focus on music and sound in the creation of what Alexander 

Weheliye called “sonic afro-modernity” inspired this dissertation.12 At the same time, Gilroy’s 

critics pointed out the marginal role Africa plays in his work as merely an imaginative space 

and not an active participant. This leads to the unintended portrayal of the continent as existing 

beyond the order of modernity.13 Scholars such as Masilela rectified this incomplete account 

by highlighting, for instance, how exchanges between South African and African-American 

intellectuals shaped “the construction and theorizing of African modernities.”14  

In the domain of music, Tsitsi Ella Jaji’s book Africa in Stereo serves as another 

important corrective to the Black Atlantic. Her work examines the symbolic role of African-

American musical cultures within the literature, reportage, poetry, and film in Ghana, Senegal, 

and South Africa. Like Masilela and following Gilroy, she is interested in how cultural 

production contributes to the formation of African modernities. Through her case studies, she 

demonstrates how music “informed what it meant to be ‘modern’ in the context of globally 

inter-connected, mutable, and mutually constituted black identities.”15 By exploring pan-

African solidarities from the vantage point of the continent, she makes the argument that 

“Africa should be understood as a constitutive component of that [African] diaspora, rather 

than as a point of origin now removed from the contemporary diaspora.”16 It is important to 

                                                
and the Struggle for International Black Power, 1969-1974,” in The Hidden 1970s: Histories of Radicalism, ed. 
Dan Berger (New Brunswick, N.J: Rutgers University Press, 2010), 97–114. 
11 Paul Gilroy, The Black Atlantic: Modernity and Double Consciousness (Cambridge, Mass: Harvard 
University Press, 1993). In the study of music: Ingrid Monson, ed., The African Diaspora: A Musical 
Perspective (New York: Routledge, 2003); Steven Feld, Jazz Cosmopolitanism in Accra: Five Musical Years in 
Ghana (Durham: Duke University Press, 2012); Robin D. G. Kelley, Africa Speaks, America Answers: Modern 
Jazz in Revolutionary Times (Harvard University Press: Cambridge, Mass, 2012); Carol Ann Muller and 
Sathima Bea Benjamin, Musical Echoes: South African Women Thinking in Jazz (Durham: Duke University 
Press, 2011). 
12 Alexander G. Weheliye, Phonographies: Grooves in Sonic Afro-Modernity (Durham: Duke Univ. Press, 
2005). 
13 For this critique, see Charles Piot, “Atlantic Aporias: Africa and Gilroy’s Black Atlantic,” The South Atlantic 
Quarterly 100, no. 1 (2001): 155–70; Ntongela Masilela, “The ‘Black Atlantic’ and African Modernity in South 
Africa,” Research in African Literatures 27, no. 4 (1996): 88–96. 
14 Masilela, “The ‘Black Atlantic’ and African Modernity in South Africa,” 90. 
15 Jaji, Africa in Stereo, 2. 
16 Jaji, 7. 
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note that even the more nuanced works, such as Jaji’s, which considers Africa as an equal 

participant in the black Atlantic triangulation, are still heavily predicated on the notion of 

diaspora. This is by no means a drawback of the works themselves. Rather, it is emblematic of 

the overall dominance of diasporic frameworks in the study of transnational dynamics in Africa 

over alternative frameworks, including the intra-African approach I develop in this dissertation.  

To better position my argument against the overemphasis in research on the diasporic 

framework, it is worth revisiting the shift from a discourse of pan-Africanism to diaspora in 

the study of African and African diasporic cultures that took place in the 1960s. As scholars 

have pointed out, the concept of the African diaspora was originally adopted from the Jewish 

context by scholars of pan-Africanism and by pan-African political figures in the mid-1950s to 

refer to the “Africans outside of Africa.”17 Yet, the use of African diaspora in scholarship went 

beyond this rather straightforward sociological definition. In his influential article on the 

intellectual history of the concept, Brent Hayes Edwards portrays the transition between the 

two terms as a substantial conceptual shift. For Edwards, “diaspora becomes necessary partly 

because of the increased contestation over the political scope of Pan-Africanism in the 

independence moment.”18 He refers to the tensions I mentioned above between continental 

versus traditional (or trans-Atlantic) variants of the movements that culminated in the Sixth 

Pan-African Congress in Dar es Salaam in 1974. At the same time, he also identifies an 

analytical leverage of diaspora over pan-Africanism. Revisiting the works of the originators of 

the term in academic discourse in the 1960s, Edwards argues that in Shepperson’s seminal 

article “The African Abroad or the African Diaspora,”19 “Shepperson uses the term [diaspora] 

precisely to push beyond the ways that ‘Pan-African’ limits the scope of analysis.”20 As 

Shepperson indeed claims, the term diaspora accounts for phenomena that do not fit into the 

category of pan-Africanism. This includes the study of slavery and the continuity of African 

elements, known as “African survivals” in black American cultures.  

Yet, as opposed to what is implied by Edwards, Shepperson did not argue for the overall 

leverage of the term over pan-Africanism but only for their different extensions. Indeed, in his 

works following “The African Abroad,” he continued to use pan-Africanism as a key term and 

                                                
17 George Shepperson, “Introduction,” in The African Diaspora: Interpretive Essays, ed. Martin Kilson and 
Robert I. Rotberg (Cambridge, Mass: Harvard University Press, 1976), 3. 
18 Brent Hayes Edwards, “The Uses of Diaspora,” Social Text 19, no. 1 (2001): 55. 
19 George Shepperson, “The African Abroad or the African Diaspora,” in Emerging Themes of African History, 
ed. Terence Ranger (London: Heinemann Educational Books, 1968). 
20 Edwards, “The Uses of Diaspora,” 52. 
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kept the conceptual distinction between the two terms intact.21 What leads Edwards to portray 

the concept of diaspora as more inclusive than pan-Africanism is an asymmetrical assessment. 

While he recognizes the range of processes and phenomena that the concept of pan-Africanism 

leaves behind, he fails to do so for the concept of diaspora. Under the discourse of diaspora, a 

host of transnational exchanges that do not feature a dominant diasporic component are 

overlooked. This includes intra-African forms of musical activity covered in this dissertation, 

alongside other cultural formations and political imaginaries that are grounded on the continent 

and do not necessarily feature a diasporic component.  

As Louis Chude-Sokei defined the problem:  

modern and contemporary Africa is often marginalized by the increasingly dominant 

diasporic framework. It is relentlessly celebrated for its anteriority yet surpassed by the 

echoes of its cultural influence; and it is often erased by the cultural power of those who 

claim it as a sign of their own historical vulnerability.22  

One main ramification of the dominance of the diasporic framework is that our understanding 

of transnational dynamics in postcolonial African is skewed to the coordinates of the diaspora 

and its relationship with the continent and is thus incomplete. By revisiting pan-Africanism as 

an analytic category, I aim at rectifying the weight of internal continental dynamics in 

Africanist scholarship. I find the term flexible enough to accommodate multiple meanings and 

internal debates. This flexibility is evident in its history of use within Africa, for instance, in 

debates surrounding the Pan-African festival in Nigeria in 1977 around the inclusion of non-

black North African delegates and their status vis-à-vis black sub-Saharan African countries, 

as well as the earlier contestation against the Négritude movement in previous pan-African 

gatherings and forums.23  

As we saw, the idea that African modernities are shaped within the trans-Atlantic matrix 

is central to the frameworks of the Black Atlantic and the African diaspora. How then does a 

shift to a continental grid alter our understanding of African modernities? A first observation 

is that African modernities should be seen beyond what Hanchard defined as a “selective 

                                                
21 See, for instance Shepperson, “Introduction,” 8. He argues that “it is no exaggeration to call pan-Africanism 
the latter-day ideology of the African diaspora,” thus distinguishing between the sociological definition of the 
African diaspora and their ideology, namely, pan-Africanism.  
22 Louis Chude-Sokei, “When Echoes Return,” Transition, no. 104 (2011): 80. 
23 Andrew Apter, “Beyond Négritude: Black Cultural Citizenship and the Arab Question in FESTAC 77,” 
Journal of African Cultural Studies 28, no. 3 (September 2016): 313–26; Samuel D. Anderson, “‘Negritude Is 
Dead’: Performing the African Revolution at the First Pan-African Cultural Festival (Algiers, 1969),” in The 
First World Festival of Negro Arts, Dakar 1966 Contexts and Legacies, ed. David Murphy (Liverpool: 
Liverpool University Press, 2016). 
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incorporation of technologies, discourses, and institutions of the modern West.”24 African 

modernities, as Jean and John Comaroff argue, were shaped “partly in dialectical relationship 

with the global North and its expansive capitalist imperium, partly with others of the same 

hemisphere, partly intra-continentally, [and] partly in localized enclaves.”25 This means that an 

understanding of African modernities should not be limited to one grid, be it the colonial matrix 

or the trans-Atlantic space. One implication of focusing on the continent rather than on the 

trans-Atlantic axis, for instance, is that the social space within which music circulates is not 

confined to an understanding of Africa exclusively based on race. Thus, while the case studies 

in this dissertation are centered on sub-Saharan Africa, in Chapter 2, for instance, I consider a 

trans-Saharan musical collaboration between Guinea, South Africa, and Algeria. Such cases 

invite us to rethink how African modernities, mediated by music, are equally shaped by 

ideological affiliations with like-minded countries such as Guinea and Algeria in the context 

of the Cold War. I will explore further implications in the subsequent chapters. 

 Crucially, by focusing on the continental circulation of music, I do not deny the major 

impact of diasporic musical cultures on modern African music. My intention is not to portray 

an isolationist view of Africa that is dissociated from extra-continental influences, and indeed, 

trans-Atlantic musical exchanges are analyzed throughout the dissertation. Yet, in contrast to 

scholarship committed to the discourse of diaspora, I do not take their impact for granted or 

assign them superior weight over other streams of influence but rather study them insofar as 

they emerge from the case studies. 

   

Pan-Africanism as cosmopolitanism 

While I utilize pan-Africanism as the main organizing category that ties the different case 

studies in this dissertation together, I nonetheless draw on the scholarship on cosmopolitanism 

to develop an understanding of pan-Africanism as a form of cosmopolitanism, yet one that is 

grounded in specific shared political and geographical imaginaries. As a philosophical and 

ethical imperative, cosmopolitanism directly influenced the thought of pan-Africanist W.E.B 

Du Bois. Kwame Appiah shows how the ideas of cosmopolitanism and German Herderian 

romantic nationalism, which Du Bois encountered during his studies in Berlin, were central to 

                                                
24 Michael Hanchard, “Afro-Modernity: Temporality, Politics, and the African Diaspora,” Public Culture 11, no. 
1 (1999): 247. 
25 Jean Comaroff and John L. Comaroff, Theory from the South: Or, How Euro-America Is Evolving toward 
Africa (Boulder, Colo.: Paradigm Publ, 2012), 7. 
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his conceptualization of blackness, as expressed in his seminal The Soul of the Black Folk. Du 

Bois fused these two ideological traditions into what Appiah calls “cosmopolitan patriotism,” 

which sees the flourishing of the black race as ultimately having a “beneficial effect upon the 

world.”26  

Beyond the specific engagement of Du Bois and other pan-Africanists with 

philosophies of cosmopolitanism, the relevance of the term to this dissertation lies in its 

development as an analytic category in the humanities and social sciences in the 1990s.27 If we 

understand pan-Africanism as an ideology that seeks to forge an African collective that 

transcends, without negating, more parochial identities (national, ethnic, etc.), then it is 

possible to read pan-Africanism as a cosmopolitan project, and hence MPA as a case of 

aesthetic cosmopolitanism.28 Such a step demands that we move beyond the tendency in some 

cosmopolitan theories to associate the cosmos with the West, Europe, or the global North. 

Rather, the cases I explore in this dissertation are rooted in regional, intra-continental, and 

inter-ethnic dynamics.  

One relevant model is Goodale’s “indigenous cosmopolitanism,” which I will further 

explore in Chapter 1. Another is the one developed by Derek Peterson in his Ethnic Patriotism 

and the East African Revival. Peterson studies tensions between converts of the East African 

Revival, a Christian movement that began in the late 1930s, and different groups that advocated 

ethnic patriotism in the late colonial and early postcolonial period in East Africa. A major point 

of dispute between the two groups was their relation to their fatherland. While the ethnic 

patriots were attached to their fatherland, Revival converts were living at the frontier of their 

fatherland, uprooted from local, territorial affiliation, and instead saw themselves as part of a 

broader East African movement.  

Beyond the focus on regional forms of cosmopolitanism, I also share with Peterson his 

focus on social practices as constructing cosmopolitanism. According to Peterson, for the 

Revival converts, “cosmopolitanism was more than a principled embrace of multiculture, and 

                                                
26 Anthony Appiah, Lines of Descent: W. E. B. Du Bois and the Emergence of Identity (Cambridge, Mass: 
Harvard University Press, 2014), 62. For the interplay between pan-Africanism and cosmopolitanism in the 
figure of Jommo Kenyatta, see Simon Gikandi, “Pan-Africanism And Cosmopolitanism: The Case Of Jomo 
Kenyatta,” English Studies in Africa 43, no. 1 (January 2000): 3–27. 
27 For a useful review cosmopolitanism in African studies, see Sarah Balakrishnan, “The Afropolitan Idea: New 
Perspectives on Cosmopolitanism in African Studies: The Afropolitan Idea,” History Compass 15, no. 2 
(February 2017). 
28 Vincenzo Cicchelli, Sylvie Octobre, and Viviane Riegel, eds., Aesthetic Cosmopolitanism and Global Culture 
(Leiden: Koninklijke Brill NV, 2020). 
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more than a generous openness to others.”29 Rather “By composing autobiographies, by 

carrying on postal correspondence with other converts, and by traveling to attend conventions, 

revivalists projected themselves out of their native territories and into a broader ecumene.”30 

Similar to Peterson’s approach, which focuses on practices, I conceive of MPA as being shaped 

by musical practices and mobility of musicians as much as by engagement with the explicit 

ideological content of pan-Africanism. Whereas for Peterson, cosmopolitanism was developed 

through infrastructures such as roads and cross-linguistic competence, I emphasize the notion 

of musical platforms such as festivals and night clubs, as well as cross-regional musical genres, 

as will be outlined below.  

 

Theorizing musical pan-Africanism 

While in the previous sections, I delineated my use of pan-Africanism, in the next section, I 

wish to bring back the music and theorize the overarching term—MPA. Before doing so, it is 

worth mentioning that most previous uses of MPA in scholarship were episodic and without 

conceptual consistency. In line with the dominance of the discourse of diaspora that I outlined 

above, it is not surprising that it has mainly been evoked in the context of trans-Atlantic musical 

exchanges. For Timothy Mangin, who focuses on African-American culture in Africa, it has to 

do with the resonance of black liberation struggles in Senegal, primarily the American Civil 

Rights movement, through associated musical genres such as Soul, Rhythm and Blues, and 

Funk.31 Joshua Clark Davis takes the opposite stance, focusing on African culture among 

African-Americans through the medium of black radio stations in the American south that 

promoted MPA by broadcasting African music to predominantly African-Americans 

audiences.32 Yet for others, MPA was used to define musical genres, for instance, the 

politically-oriented sub-genre of rap, known as jazz-rap, that expresses Afrocentric themes and 

allusions to pan-African political figures.33 In jazz scholarship, Jason Stanyek used MPA to 

                                                
29 Derek R. Peterson, Ethnic Patriotism and the East African Revival: A History of Dissent, c. 1935-1972 
(Cambridge: Cambridge Univ. Press, 2013), 49. 
30 Ibid. 
31 Timothy Roark Mangin, “Mbalax: Cosmopolitanism in Senegalese Urban Popular Music” (PhD Dissertation, 
Columbia University, 2013), 109. 
32 Joshua Clark Davis, “African Sounds in the American South: Community Radio, Historically Black Colleges, 
and Musical Pan-Africanism,” Journal of Popular Music Studies 27, no. 4 (2015): 437–47. 
33 Jesse Stewart, “Retaining a New Format: Jazz-Rap, Cultural Memory, and the New Cultural Politics of 
Difference,” Critical Studies in Improvisation / Études Critiques En Improvisation 10, no. 1 (2014). 
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describe “a mode of intercultural encounter” between African-American jazz musicians and 

continental Africans since the late 1940s in which improvisation is a substantial component.34  

Exceptions to this state of scholarship are two models that focus on intra-African 

dynamics.35 The first is by ethnomusicologist Kwabena Nketia, who was the director of the 

school of music and drama at the Institute of African Studies at the University of Ghana during 

the first years of independence. He expressed a pan-African position to musical activity in 

Africa, reportedly saying that “African musicians have been urged not to confine themselves 

to the music of their own isolated groups but to understand the music of other African states.”36 

He formalized this perspective in a 1973 article on the study of African and African-American 

music. Nketia called for the consideration of pan-Africanism as one context among three others 

(the ethnic, the national, and the regional) in the future study of African music. By considering 

the pan-African context, Nketia advocated taking “an over-view of the music of Africa and 

[considering] the unity of African music as a major stylistic family of musical expressions,” 

but he also sought to evaluate “the effect of Pan-Africanism on the development of new music 

as well as on the use of traditional resources.”37 Note that two different senses of the “Pan-

African context” are implied here. The first is a methodological heuristic that aims at 

identifying shared formalist properties across the diverse musical cultures of the continent. The 

second, and the one that I am more interested in this dissertation, postulates the transformative 

impact of pan-African ideology on musical activity in Africa. Nketia does not elaborate further 

on this, but his suggestion to consider pan-Africanism as a force that shapes musical life in 

Africa invites a reevaluation of the intricate links between pan-African ideology and African 

music. 

The second model is Ernest Brown’s article on the guitar and mbira in Zimbabwe 

(1994). Brown defines MPA as “the resonance in musical style and/or content among the 

                                                
34 Jason Stanyek, “Transmissions of an Interculture Pan-African Jazz and Intercultural Improvisation,” in The 
Other Side of Nowhere: Jazz, Improvisation, and Communities in Dialogue, ed. Daniel Fischlin and Ajay Heble 
(Middletown, Conn: Wesleyan University Press, 2004), 88. 
35 Another model that focused on intra-African dynamics was developed by Gerhard Kubik. Kubik’s model is 
based primarily on the contested model of cultural diffusion and, generally, does not consider political and 
ideological considerations. Gerhard Kubik, “Intra-African Streams of Influence,” in The Garland Encyclopedia 
of World Music, ed. Ruth M. Stone, vol. 1 (New York: Garland Pub, 1998). 
36 The Ghanaian Times, 8 January 1964. I thank Daniel Salem for bringing this source to my attention.  
37 J. H. Kwabena Nketia, “The Study of African and Afro-American Music,” The Black Perspective in Music 1, 
no. 1 (1973): 13. 
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peoples of Africa and the African diaspora.”38 He recognizes the potency of this resonance in 

the development of new musical genres. In his case, the influence of Zairian, African-

American, and South African music on the development of urban musical culture in Zimbabwe. 

While he explores the influence of African-American genres, he equally accounts for regional 

and continental streams of influences, namely, the development of guitar styles as an outcome 

of labor migration between South African and Zimbabwe, as well as the musical impact of 

Zairian music, mediated by radio broadcasts. In his analysis, MPA functions as an expression 

of African modernities within the context of a non-ethnic African identity that functions as “a 

counterbalance to colonialism.” He interprets the turn to musical genres beyond the borders of 

Zimbabwe as a way that allowed “Africans in Zimbabwe to carve out a new cultural space 

which could express rising social aspirations and African nationalism.”39 The key point is that 

beyond the strictly political context, as Brown argues, “commonalities among African and 

African-American musics” conditioned these mutual influences. Drawing on Brown’s 

definition of MPA, Kenneth Bilby’s observed in respect to reggae that the genre “cannot be 

explained by politically potent, pan-Africanist song texts alone; deeply-felt musical resonance 

has certainly played a part as well.”40 Brown and Bilby’s emphasis on “musical resonance” 

that interacts but cannot be reduced solely to textual elements of the songs is highly relevant to 

my argument.  

Drawing on Nkeita and Brown, but developing the concept further, I conceptualize two 

senses of MPA. The first (MPA#1) is the explicit expression of pan-African ideology shaped 

by the discursive mediation of the music, such as songs, lyrics, introductory remarks by the 

artist, or the context of the performance (festivals, congresses, or other pan-African gatherings). 

The second (MPA#2) refers to the process by which intra-African transnational musical 

practices result in a musical aesthetics that sonically represents but also animates an African 

collective through its affective, performative, and embodied capacities, even without the overt 

formal or discursive expression of pan-African ideology.41 Crucially, the two senses are not 

                                                
38 Ernest D. Brown, “The Guitar and the ‘Mbira’: Resilience, Assimilation, and Pan-Africanism in Zimbabwean 
Music,” The World of Music, 1994, 93. 
39 Brown, 115. 
40 Kenneth Bilby, “Making Modernity in the Hinterlands: New Maroon Musics in the Black Atlantic,” Popular 
Music 19, no. 3 (October 2000): 284. 
41 Besides these two models, intra-African musical dynamics emerge from other works, even if they are not 
conceptualized as MPA. See Imani Sanga, “Postcolonial Cosmopolitan Music in Dar Es Salaam: Dr. Remmy 
Ongala and the Traveling Sounds,” African Studies Review 53, no. 3 (2010): 61–76; John Collins, Highlife Time 
3 (Accra: DAkpabli, 2018); Bode Omojola, “Politics, Identity, and Nostalgia in Nigerian Music: A Study of 
Victor Olaiya’s Highlife,” Ethnomusicology 53, no. 2 (2009): 249–76; Naomi Ware, “Popular Music and 
African Identity in Freetown, Sierra Leone,” in Eight Urban Musical Cultures: Tradition and Change, ed. 
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mutually exclusive. While in some cases, only one sense will be apparent, in most cases, they 

are at play concurrently and complement each other. In any case, however different they are, 

they reflect a similar objective. If we conceive pan-Africanism as an ideology that aims at 

forging an African collective and not merely as one limited to achieve political sovereignty at 

the level of states, then cultural practices that promote de facto, this objective should be 

considered as pan-African irrespective of the presence of an explicit ideological framing. These 

practices allow subjects to see themselves and experience each other as Africans without 

necessarily negating other identities: ethnic, national, or gendered.  

 

 

 

 

 

 
 

Theorizing MPA #1: the expression of an ideology 

When considering MPA as an expression of an ideology, I am attentive to the ways in which 

musicians are interpellated by the ideological discourse of pan-Africanism, namely, how they 

“recognize themselves in the discourse and […] speak it spontaneously as its author,” to rework 

                                                
Bruno Nettl, Wolfgang Laade, and Stiftung Niedersachsen, Wolfgang Laade Music of Man Archive (Urbana: 
University of Illinois Press, 1978), 296–320; Tony Perman, “Sungura in Zimbabwe and the Limits of 
Cosmopolitanism,” Ethnomusicology Forum 21, no. 3 (December 2012): 374–401; Alex Perullo, “Rumba in the 
City of Peace: Migration and the Cultural Commodity of Congolese Music in Dar Es Salaam, 1968-1985,” 
Ethnomusicology 52, no. 2 (2008): 296–323. 
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Stuart Hall’s formulation in a different context.42 While pan-African ideological discourse 

originated in intellectual and political circles, it became a symbolic resource from which 

musicians could derive meanings that frame their musical activity. This “spillover effect,” as 

Ivaska puts it, between popular and official registers of discourse was previously observed in 

other African postcolonial contexts, for instance, in the way that urban Tanzanians “engaged 

and appropriated official cultural campaigns to diverse ends” in their personal and professional 

life.43  

One of Stuart Hall’s observations in his development of Althusser’s theory of ideology 

is that ideologies “imprint themselves” in “rituals and practices of social action or behavior.”44 

In this case, musical practices such as shouting phrases like “African Unite” on stage or singing 

about Africa as a unified space derive their efficacy by the fact that a prior pan-African 

discourse made such utterances possible in the first place. Admittedly, as Hall reiterates, 

ideology interpellates subjects in unconscious ways. An artist could shout a phrase like “Africa 

is one” without knowing that the possibility of speaking about Africans as a collective is 

conditioned by the discourse of pan-Africanism. Thus, in some cases, expressions of pan-

African messages in musical contexts became part of a performative repertoire for artists to use 

even without full knowledge about the intellectual legacy of pan-Africanism. Yet, such 

utterances, with or without full awareness of their discourse of origin on behalf of the artists, 

do not lose their efficacy in promoting the idea of an African collective. 

Beyond explicit references to pan-African themes in song lyrics or in artists’ discourse, 

a subtler mode of engagement of musicians with pan-African ideology is through what I call 

music ideologies, which adapt the linguistic anthropological concept of language ideologies to 

music. Language ideologies, according to one definition, are a “ubiquitous set of diverse 

beliefs, however implicit or explicit they may be, used by speakers of all types as models for 

constructing linguistic evaluations and engaging in communicative activity.”45 One type of 

language ideologies concerns linguistic differentiation and is defined as “the ideas with which 

participants and observers frame their understanding of linguistic varieties and map those 

                                                
42 Stuart Hall, “Signification, Representation, Ideology: Althusser and the Post-structuralist Debates,” Critical 
Studies in Mass Communication 2, no. 2 (1985): 107. 
43 Andrew M. Ivaska, Cultured States: Youth, Gender, and Modern Style in 1960s Dar Es Salaam (Durham, 
NC: Duke University Press, 2011), 20–21. 
44 Hall, “Signification, Representation, Ideology,” 99. 
45 Paul V. Kroskrity, “Language Ideologies,” in A Companion to Linguistic Anthropology, ed. Alessandro 
Duranti (Malden, Mass.: Blackwell, 2009), 497. 
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understandings onto people, events, and activities that are significant to them.”46 As such, 

language ideologies are commonly used by speakers to reflect on social distinctions and as a 

mechanism for boundary-making. When taking this concept to the musical field, music 

ideologies can be thought of as the reflection of musicians and listeners about the musical field: 

its internal differentiation into genres, sub-cultures, etc., and how this differentiation might 

have implications for the perception of the social. 

Irvine and Gal proposed a model of semiotic processes that characterize language 

ideologies, of which the process of erasure is of most relevance to this dissertation.47 In this 

process, variations within languages are glossed over in favor of a homogenizing portrayal of 

a linguistic community. In my research, I was particularly attentive to the way in which 

musicians’ perspectives about similarities and differences between African genres and rhythms 

were useful for understanding extra-musical social boundaries. Questions such as: “What do 

you consider to be African music?” or “What are the shared features across multiple African 

musical cultures?” stood at the core of my interviews with musicians. Musicians often tended 

to erase stylistic differentiation and instead tended to highlight what they perceived as the 

shared rhythmic essence of diverse African cultures. These claims were often raised in the 

context of intra-African collaborations to emphasize the relative ease in which they could play 

music coming from another African musical culture. Crucially, such music ideology, which 

essentially blurs musical boundaries, was an effective way to speak analogically about unity 

between African people outside the musical realm.  

 

Theorizing MPA #2: musical practices and aesthetics  

In the second sense of MPA, music does not merely act as a vehicle for expressing and 

disseminating pan-African political agenda but rather contributes to a formation of African 

collectives through its aesthetics, which are shaped by transnational musical practices. In 

developing this sense, I am drawing on scholarship that shows how forms of expressive culture 

construct collective African and Afro-diasporic identities. 

The understanding that practices of expressive culture and not merely ideological 

content could foster collectives resonates with Brent Hayes Edwards’ adaptation of Benedict 

                                                
46 Judith Irvine and Susan Gal, “Linguistic Ideology and Linguistic Differentiation,” in Linguistic Anthropology: 
A Reader, ed. Alessandro Duranti (Cambridge: Cambridge Univ. Press, 2001), 402. 
47 Irvine and Gal, 402. 
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Anderson’s concept of the imagined community to the context of the black diaspora.48 For 

Edwards, the practice of translation, primarily from English to French and vice-versa, becomes 

the primary mechanism for forging an imagined community. Of importance to this dissertation 

is Edwards’ argument that print culture along the black Anglophone and Francophone axis 

created a diaspora not so much by engaging in an explicit theorization of the concept but 

through the very act of translation.49 A crucial factor in the creation of a community is the 

notion, which Edwards takes from Anderson, of “simultaneity,” that is, “the sense of reading 

now what peoples of African descent are doing or thinking elsewhere.”50 This allowed a 

representation of the African diaspora that circumvents the grids of national or colonial 

legacies, despite gaps in translation and disjunctures in interpretations, which Edwards calls 

décalages, following Léopold Sédar Senghor. In this dissertation, I am taking the idea of 

simultaneity to the aural domain, examining the simultaneous production and reception of 

music across different African locales. Music in this context created an interconnected space 

within which musical signs could be circulated, interpreted, and engender diverse forms of 

African collectives.  

The formation of an African collective through cultural practices was not restricted to 

the elite circles explored in Edwards’ work. Other scholars have shown how the continental 

circulation of popular films, photo novels, and journals was a critical vehicle for developing 

non-elite notions of Africaness.51 For instance, in his work on the intra-African circulation of 

the popular South African Drum magazine, Odhiambo argues that “The idea of a future 

collective ‘African identity’ – as opposed, for example, to an ethnic one – more so the 

possibility of forming new cultural and political identities was cast in Drum as practically 

attainable through the act of writing and reading.”52 Of relevance to this dissertation is the fact 

that this “collective African identity” emerged not from explicit ideological debates about pan-

                                                
48 Benedict Anderson, Imagined Communities: Reflections on the Origin and Spread of Nationalism, Revised 
ed. (London: Verso, 2006). 
49 Edwards, “The Uses of Diaspora,” 48. 
50 Brent Hayes Edwards, The Practice of Diaspora: Literature, Translation, and the Rise of Black 
Internationalism (Cambridge, Mass.: Harvard University Press, 2003), 115. 
51 Lyombe Eko, “Steps toward Pan-African Exchange: Translation and Distribution of Television Programs 
Across Africa’s Linguistic Regions,” Journal of Black Studies 31, no. 3 (2001): 365–79; Nadine Dolby, 
“Popular Culture and Public Space in Africa: The Possibilities of Cultural Citizenship,” African Studies Review 
49, no. 3 (2006): 31–47; Matthias Krings, “A Prequel to Nollywood: South African Photo Novels and Their 
Pan-African Consumption in the Late 1960s,” Journal of African Cultural Studies 22, no. 1 (June 2010): 75–89. 
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Transnationalism in Drum Magazine,” African Studies 65, no. 2 (December 2006): 165. 



 16 

African ideas, but through promoting representations of “an urbanised, detribalised, new 

African,” that were articulated through the writings in the magazine but also through 

advertisements and consumer culture.53  

The Nigerian Nollywood film industry was another fruitful ground for thinking about 

how African collectives emerged through popular forms. As the third-largest global film 

industry, Nollywood film circulates widely within the continent. While these films rarely 

engage in political or ideological debates, film scholars have argued that they serve as “a 

primary catalyst in an emergent continent-wide popular discourse about what it means to be 

African.”54 By offering a “marketplace of representations,” they facilitate continent-wide 

debates and shared cultural codes and styles.55 Another study referred to the consumption of 

Nollywood films in Southern Africa as a “brand of cultural pan-Africanism on-screen” by 

identifying its impact on the self-fashioning of young upper-class Southern Africans.56 

Drawing on these ideas, I will examine eclectic genres that were created through transnational 

collaborations. On the one hand, these genres were unmistakably African due to their musical 

elements, but on the other hand, they were divorced from ethnic or national markers, a fact that 

made them ideal for representing, in the aural domain, a collective African identity.  

When taking these ideas into the field of music, however, it is crucial to reflect on the 

specificity of the musical medium. As opposed to literature and, to some extent, cinema, music 

is not dependent solely on the act of translation since the sound itself is a layer that conveys 

meaning even in lieu of linguistic comprehensibility. In that sense, music lends itself to 

dislocation and deterritorialization since it requires fewer resources and investment of labor 

when circulating between different communities. Examples from the research on African music 

include the practice of writing new lyrics for imported songs even when the meaning of the 

original ones is unknown.57 Another documented singers who perform songs in a language they 

do not speak just by imitating its sound.58 This also happens within single African nation-states 
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54 John C. McCall, “The Pan-Africanism We Have: Nollywood’s Invention of Africa,” Film International 5, no. 
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that are inhabited by diverse linguistic communities. In Côte d’Ivoire, for example, people 

would tell me that they enjoyed the music of Bété musicians even when they could not 

understand the lyrics. The music itself was enjoyable, and the meaning of the lyrics seemed 

less relevant.59 

By thinking about MPA, I am interested in how inhabiting and producing a shared 

soundscape, mediated by radio, records, live concerts, or through various forms of 

collaborations, create affective links and collectivities among diverse African publics, 

musicians, and listeners alike. Crucially, and as opposed to sociological approaches that reduce 

musical activity to other social categories, I share with Georgina Born the understanding that 

musical performances and practices can function as “potential vehicles for social 

experimentation or for the exercise of a musico-political imagination, in the sense that they 

may enact alternatives to or inversions of, and can be in contradiction with, wider forms of 

hierarchical and stratified social relations.”60 This allows music to be a potent medium through 

which African collectives could be imagined and enacted.  

 The ability of music to animate new collectives is related to its utopian element, which 

has long been recognized in the context of African and Afro-diasporic cultures. Paul Gilroy’s 

observation that “the formation of a community of needs and solidarity […] is magically made 

audible in the music itself and palpable in the social relations of its cultural utility and 

reproduction” serves as a point of departure.61 This utopian aspect was further developed by 

Josh Kun’s notion of “audiotopia,” which he defines as  

sonic spaces of effective utopian longings where several sites normally deemed 

incompatible are brought together, not only in the space of a particular piece of music 

itself, but in the production of social space and the mapping of geographical space that 

music makes possible as well.62  

This direction helps to account for the ability of music to make fragmented social groups into 

a coherent collective under its wings. From a perspective of production, this is done through 

                                                
Africanization of Afro-Cuban Music,” in Music and Globalization: Critical Encounters, ed. Bob W. White 
(Bloomington: Indiana University Press, 2012), 135–56. 
59 Such conditions of listening, which do not rely on linguistic competence, were documented in studies on the 
global consumption of the “other” music. Harris M. Berger and Michael Thomas Carroll, eds., Global Pop, 
Local Language (Jackson: University Press of Mississippi, 2003). 
60 Georgina Born, “Music and the Materialization of Identities,” Journal of Material Culture 16, no. 4 
(December 2011): 381. 
61 Gilroy, The Black Atlantic, 37. 
62 Josh Kun, Audiotopia: Music, Race, and America, American Crossroads 18 (Berkeley: University of 
California Press, 2005), 23. 
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musicians’ ability to manipulate musical signs and to exercise their “aesthetic agency” to 

negotiate and explore social identities that exceed their ethnic or national affiliations.63  

A useful mechanism for thinking about how music animates collectives in the context 

of live performance is what Jocelyne Guilbault has called “public intimacies.” Focusing on 

Trinidadian soca music, which commonly involves the collaboration of artists from different 

ethnicities and social groups, Guilbault observes that “live performances bring together bodies 

that have rarely ever performed together in the same space, let alone on the same stage.”64 

These performances allow artists to cross “entrenched divides of ethnicity, race, and nation,” 

which leads “[n]ew musical sensibilities, knowledges, and practices [to] emerge.”65 What is 

critical to the emergence of collective sensibility in this context is “the physical proximity of 

people and the moving of bodies together [that] engage interactions and co-actions.”66  

Admittedly, the emergence of a collective out of the socialities of the musical 

performance is something that cannot be taken for granted nor assumed to be sustained beyond 

the duration of the performance and thus has to be scrutinized per case study.67 Equally, the 

effects of live performances remain in discursive form and thus impact public discourse even 

beyond the co-presence in the event itself. For instance, consider the words of a Guinean 

journalist who reported from the pan-African festival in Algiers, which will be explored in 

Chapter 2:  

On that occasion, that by now made its mark in the history of the Organization of 

African Unity (OAU), the peoples of Africa, despite certain contradictions, saw borders 

breaking down. Music has broken down all the barriers allowing the people present [in 

the festival] to understand each other beyond words.68  

The memory of the musical event is thus imbued with pan-African significance. 

 

Methodology 

                                                
63 I am drawing here on Ingrid Monson’s use of aesthetic practice in Freedom Sounds: Civil Rights Call out to 
Jazz and Africa (New York; Oxford: Oxford University Press, 2010), 26–27. 
64 Jocelyne Guilbault, “Music, Politics, and Pleasure: Live Soca in Trinidad,” Small Axe: A Caribbean Journal 
of Criticism 14, no. 1 (January 1, 2010): 19. 
65 Guilbault, 27. 
66 Guilbault, 27. 
67 For this critical point, see Born, “Music and the Materialization of Identities,” 382. 
68 Doré, I. “Festival Culturel Panafricain de La Jeunesse: Tunis a L’ombre D’alger.” Horoya Hebdo, 11 July 
1973. 
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A critical challenge to this dissertation was adopting a pan-African framework, while at the 

same time not replicating intellectual legacies of thinking about Africa in the singular in which, 

as Achille Mbembe puts it, “Africa [..] exists only on the basis of a text that constructs it as the 

fiction of the other.”69 One way of doing so was to ground the analysis of transnational 

dynamics through detailed case studies that are highly diverse in terms of musical expression, 

political contexts, and socialites that resist a homogenized meta-narrative. The dissertation is 

structured around case studies from Guinea and Côte d’Ivoire, two neighboring West African 

countries that were formerly part of the French empire under the federation of French West 

Africa (together with the territories of present-day Mauritania, Senegal, Mali, Burkina Faso, 

Benin, and Niger). Due to the transnational approach utilized, these locales are analyzed as 

points of departure for exploring cultural dynamics that extend beyond the two countries’ 

national boundaries. Thus, the case studies involve, to different degrees, musical cultures from 

Senegal, Mali, Ghana, Nigeria, Cameroon, Congo-Brazzaville, Tanzania, South Africa, and 

Algeria.  

The transnational methodology adopted here draws on the research paradigm developed 

by Louise Bethlehem in her ERC-funded project “APARTHEID-STOPS.” Bethlehem’s work 

sought to recast apartheid as an “apparatus of transnational cultural production”70 with respect 

to texts, images, music, and other forms of expressive culture that circulated outside of South 

Africa. Bethlehem argues that “at their multiple points of diffusion,” such formations “are 

enfolded within situated local narratives.”71 Through its entanglements with political 

movements, nation-states, and transnational formations, such as Afro-Asian Solidarity, Third 

Worldism, etc., apartheid-era expressive culture becomes a useful lens to revisit the historical 

dynamics of concrete sites as expressive cultural works and forms travel beyond South Africa. 

Like Bethlehem, I identify the potential of expressive culture (in this case, music) circulated 

transnationally within Africa to shed light on internal historical dynamics within Guinea and 

Côte d’Ivoire with respect to nation-building processes, development of cultural policies, and 

the formation of African modernities.  

                                                
69 Achille Mbembe, Critique of Black Reason, trans. Laurent Dubois (Durham: Duke University Press, 2017), 
94. 
70 Louise Bethlehem, “Restless Itineraries: Antiapartheid Expressive Culture and Transnational Historiography,” 
Social Text 36, no. 3 (September 1, 2018): 50, https://doi.org/10.1215/01642472-6917766. 
71 Louise Bethlehem, “ERC Consolidator Grant 2013 Research Proposal - Apartheid—The Global Itinerary: 
South African Cultural Formations in Transnational Circulation, 1948-1990,” 2013. 
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The two sites, Côte d’Ivoire and Guinea serve as a fruitful ground for examining the 

different facets of MPA. On the one hand, the two countries were previously territories under 

a unified colonial system and thus share political history. Another connection is the medieval 

Mande empire, whose legacy shaped the musical culture of both countries. On the other hand, 

major differences with respect to economic conditions, cultural policies, and forms of 

governance shaped distinct patterns of musical production and consumption. Guinea was a 

centralized socialist state that subjugated artistic creation to the ruling-party ideology, 

practically eliminating privatized musical activity. In Côte d’Ivoire, however, the state was 

much removed from direct involvement in the music business, allowing private investors and 

producers to lead a flourishing music industry. Another major difference is the relation of the 

two countries’ governments to pan-African ideas. In Guinea, pan-Africanism was the official 

ideology of the government, which supported pan-African initiatives and promoted the idea 

through top-down cultural projects. In the Guinean context, the two senses of MPA were 

intertwined since musical practices complemented an explicit ideological content. In Côte 

d’Ivoire, on the other hand, the government prioritized territorial independence over pan-

African commitments, and in any case, the popular music scene was, for the most part, 

indifferent to political messages. This makes Côte d’Ivoire an ideal site for examining how 

MPA as musical practice functions even without overt pan-African ideology and outside the 

grip of the state cultural apparatus. 

The research leading to this dissertation was based on diverse sources, including 

textual, aural, and visual. Archival research was conducted in the following sites during several 

research trips: the British Library (London), the Schomburg Center for Research in Black 

Culture (New York), the International Institute of Social History (Amsterdam), Bibliothèque 

Nationale de France (Paris), the Harry S. Truman Research Institute for the Advancement of 

Peace (Jerusalem), the national archives of Guinea (Conakry) and Côte d’Ivoire (Abidjan), and 

the archives of the Guinean national radio and television (Conakry). I also benefited from 

access to personal documents and other relevant materials provided by Jacques Bizzolons, the 

founder of JBZ studio in Abidjan, and Daniel Cuxac, the head of Disco Stock recording label.  

Newspapers from Côte d’Ivoire and Guinea were a useful source for this dissertation. 

Yet, it was important to be cautious regarding the role of the newspapers as state propaganda, 

especially in the case of the Guinean national Horoya newspaper. To overcome this problem, 

I used newspapers for two main ends. The first was to get raw data on cultural activity, 

including concert dates, the identity of performers, venues, and even the repertoire that was 

played as a point of departure for further investigation. This information was also less likely to 
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be affected by ideological biases. Second, since I was interested in how music was interpreted 

within pan-African, national, and other relevant discourses, I treated music reportage as an 

object of study, subjected to discourse analysis. 

I conducted twenty interviews with musicians, producers, promoters, and other cultural 

figures during my visits in Guinea and in Côte d’Ivoire.72 When possible, data gained from 

interviews was corroborated with other sources. One methodological challenge I encountered 

from the outset of my research was how to move beyond general descriptions of events to a 

higher resolution analysis of songs or performances. This was not always easy since the musical 

events I studied were not necessarily encoded in the memories of my interlocutors, either 

because they seemed unremarkable or due to the temporal distance. To overcome this 

challenge, I employed the feedback interview methodology, which involves the presentation 

of video or audio recordings to the interviewee in order to trigger memory and elicit feedback. 

This was possible since I had recordings of most of the musical events in which I was interested. 

Ethnomusicologists have long found that verbal questions paired with this methodology were 

more useful than verbal questions alone.73 By encouraging a discussion on the interpretation 

of each musical event, the feedback interview creates a space of co-interpretation between 

myself and my interlocutors. Ultimately, I hope this process led to interpretations that are more 

dialogic.  

Music analysis was integral to this dissertation as well. Most of the musical examples 

explored are intra-African collaborations that involve an intercultural fusion of different styles. 

Unpacking composite songs or performances was useful in demonstrating how music indexes 

extra-musical significations. I focused not only on mapping the different musical elements of 

the analyzed repertoires but also on specifying which elements were chosen, left out, or 

highlighted. Rhythm was particularly important in my analyses because the assembling of 

different parts into composite rhythmic wholes commonly signifies cultural meaning in African 

and African diasporic musics.74  

 

Structure of dissertation 

                                                
72 This research was approved by the ethics committee of the Hebrew University School of Education (approval 
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74 Ingrid Monson, “Riffs, Repetition, and Theories of Globalization,” Ethnomusicology 43, no. 1 (1999): 44, 
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The dissertation is divided into two parts: one concerns Guinea (Chapters 1 and 2), and the 

other concerns Côte d’Ivoire (Chapters 3 and 4). Each includes a short introduction that 

establishes the political and social context for the musical activity. Although I dedicated a 

separate part to each country, I conceive of Côte d’Ivoire and Guinea as two nodes that, together 

with other cultural centers that are not covered in this dissertation, such as Senegal, Mali, and 

Burkina Faso, form a broader network of musical circulation in West Africa.75 Each chapter 

focuses on a specific musical platform, namely, a dominant vehicle characterized by distinct 

political, social, economic, and technological mediations through which MPA is articulated.  

Chapter 1 explores the indigenization of pan-African ideas under the Guinean nation-

state by focusing on the musical activity of the jelis (hereditary musicians and genealogists of 

the Maninka ethnic group) within the state cultural apparatus. The chapter delineates the role 

of instrumental ensembles within the Guinean cultural apparatus with respect to the promotion 

of a form of pan-Africanism that is compatible with the Guinean project of nation-building. It 

specifies the utilization of precolonial musical practices, geographical imaginaries, and 

political thought rooted in the legacy of the medieval Mali Empire to create a continuity 

between precolonial polities, the nation-state, and the horizon of pan-African unity. 

Chapter 2 focuses on cultural festivals with pan-African significance—the First Pan-

African Cultural Festival of Algiers in 1969, the annual Guinean national festival, and the 

festival surrounding the tenth anniversary of Algerian independence in 1972. Musical activity 

within these festivals serves as a lens to explore the activation of what I define as pan-African 

cultural citizenship. In particular, the chapter focuses on the musical practice of intra-African 

collaborations that involve the South African singer Miriam Makeba, as well as Guinean, 

Algerian, and Congolese artists. These performances and their reception within local, national 

discourse highlight the interplay between pan-African commitments and national patriotism. 

Chapter 3 reconstructs the cultural history of transnational night-life in the city of 

Abidjan, Côte d’Ivoire. It maps the different groups of migrant musicians in the city, their 

interactions, and their relationship to the city expressed through civic belonging. It shows how 

the transnational setting led to the emergent of a pan-African soundscape heard across the city, 

in the absence of an explicit expression of pan-African ideology. The chapter ends with an 

                                                
75 This approach is also evident in Emily Lynn Osborn, “Casting Aluminium Cooking Pots: Labour, Migration 
and Artisan Production in West Africa’s Informal Sector, 1945–2005,” African Identities 7, no. 3 (August 
2009): 373–86. Her research utilizes a transnational methodology for studying the circulation of knowledge and 
craftsmanship in West Africa. 
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assessment of the Ivoirian years of Manu Dibango and Boncana Maïga, two key musicians 

who were central nodes in the local music scene. 

Chapter 4 focuses on production processes within the recording studio. It utilizes 

methodologies from the emerging sub-discipline of the musicology of record production to 

explore selected musical productions in Abidjan and by Ivoirian artists. The chapter shows how 

the transnational configuration of the recording process, together with technological factors, 

shaped an eclectic pan-African aesthetics that sonically represented an Africaness beyond 

ethnic and national markers. I then reflect on how these aesthetics diverged from anxieties over 

the notion of authenticity that reflected productions in the World Music genre at that time. 
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Part 1 – Guinea 

MPA in Guinea, as will be explored in the next two chapters, was highly implicated in the 

Guinean project of nation-building in which pan-African ideology was a central component. 

To understand how this came to be, we should return to the event of Guinean independence. 

On October 2, 1958, Guinea gained its independence from France after voting “no” in a 

referendum over the constitution of France’s Fifth Republic. By that act, Guinea, under the 

leadership of Ahmed Sékou Touré, followed a path for immediate independence instead of 

remaining in the French empire. It was the only territory to make this choice among the 

territories of what was then the federation of French West Africa (which also included Senegal, 

Côte d’Ivoire, French Soudan, Mauritania, Upper Volta, Dahomey, and Niger). Thus, Guinea 

became the first independent state in francophone Africa, with a special role in the annals of 

African postcolonial history.  

Guinea’s choice was far from trivial. Unlike popular accounts that portray 

decolonization in Africa as a struggle for a clear-cut separation from the European empires, the 

dominant position among the political leadership in francophone Africa was to negotiate for 

improved terms under a Franco-African community based on equal terms between the 

metropole and the colonies.76 Even in Guinea, which is often portrated as the most radical of 

the territories of francophone Africa, the road to the “no” vote was fraught with internal 

tensions between grassroots activists, trade unionists, and student organizations that pushed for 

an immediate independence and the more pragmatic leadership of the Guinean branch of the 

Rassemblement Démocratique Africain (RDA) led by Sékou Touré́, who were inclined towards 

a more gradual road towards independence. Eventually, as Elizabeth Schmidt argues, leftist 

grassroots movements gained the upper hand, and shaped the Guinean leadership’s position for 

immediate indpendence.77 France’s reaction to the vote was harsh. When the results of the vote 

became clear, France ordered its civil servants, teachers, and medical staff to leave the country 

immediately. Infrastructure and professional equipment were sabotaged, and documents and 

archives were destroyed. France also sought to isolate the new state from the international 

community 

Pan-Africanism in Sékou Touré’s Guinea should be understood against the backdrop 

of this political climate. Historians have pointed out that pan-Africanism was prevalent idea 
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among political leaders in French West Africa, who advocated for a political configuration 

based on unity between the different territories rather than the balkanization of Africa into 

smaller territorial nation-states, as was eventually the case.78 Political organizations, such as 

the Rassemblement Démocratique Africain (RDA), an inter-territorial party with branches in 

each territory, and the Union Générale des Travailleurs d’Afrique Noire (UGTAN), an intra-

African labor union, were central in promoting inter-territorial alliances in French West Africa. 

Prior to independence, Sékou Touré, in his capacity as the secretary general of UGTAN, led a 

staunch pan-Africanist line that harnessed the union to the promotion of national liberation.  

Analyzed from a pan-African perspective, Guinean independence was an ambivalent 

event. On the one hand, it positioned Guinea and Sékou Touré at the forefront of African 

nationalism and served as a model for revolutionary nationalists elsewhere.79 On the other 

hand, Guinean independence meant the immediate disintegration of the RDA. This step posed 

a threat to post-independence African unity. The paradoxical outcome, in Frederick Cooper’s 

words, was that Sékou Touré, “a vigorous advocate of African federation and unity […] now 

[…] was going it alone.”80 While official Guinean discourse did not recognize this paradox 

explicitly, it became visible between the lines in state documents and in Sékou Touré’s political 

writings.81  

An expression of this latent discord appeared in L’Afrique et la révolution, an official 

publication organized around core issues concerning national economy, politics, culture, and 

education. Written in a question-and-answer format, it has the appearance of a critical debate, 

while being fully contained and controlled by state discourse. Nonetheless, it does reveal some 

of the critical issues against which Guinea nationalism had to defend itself. One such question 

was a speculation about a possible contradiction between a Guinea negative vote in the French 

referendum—leading to independence but also to the resignation of the Parti Démocratique de 

                                                
78 Joseph Ki-Zerbo, “African Intellectuals, Nationalism and Pan-Africanism: A Testimony,” in African 
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Guinée (PDG) from the RDA—and the establishment of African unity. Predictably, the 

question was answered with a firm negative: “The role Guinea played in accelerating the 

disintegration of the colonial empires in Africa, far from thwarted Africa unity is far from being 

a counteract on African unity; the vote of September 28, 1958 was rather one of its 

cornerstones.”82 The dismantling of the RDA is portrayed here as an inevitable step since the 

organization, which was once crucial to bolstering the status of the colonies within the French 

empire, lost its historical role by failing to dissociate itself from the colonial structure.83 While 

Touré’s answer portrays Guinean independence as completely compatible with African unity, 

the very question suggests that the issue of Guinea’s independence was not undisputed and, as 

such, it required a constant reaffirmation of the Guinean government’s pan-African 

commitments. These commitments were stated even more explicitly in an answer to a question 

about the arguments in favor of African unity: 

At no time shall the interest of the peoples of Africa be subordinated to the 

interests of Guinea; on the contrary, we intend to reaffirm solemnly that the 

people of Guinea, conscious of the imperatives of history, will always make its 

interest conform rigorously with the higher interests of all of the African 

peoples.84 

Taken together, these questions and answers exemplify how Guinean national discourse 

aligned pan-Africanism and Guinean nation-building along the same trajectory and, by doing 

so attempted to erase any hint of contradiction between the two political projects. Crucially, 

through this alignment, Guinean nationalism presented itself as a political endeavor that 

transcended mere territorial nationalism and was directed at the continent as a whole.85  

In addition to discursive expressions, pan-African commitments materialized in Guinea 

through manifold political and symbolic acts, beginning with the first Guinean constitution that 

states at the outset the ultimate objective of creating a United States of Africa and affirms 

Guinea’s right to relinquish its sovereignty in favor of a unified Africa.86 Additional acts aimed 
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at establishing a regional federation with Ghana and Mali as a basis for a greater African unity. 

As a member of the relatively radical Casablanca bloc led by Kwame Nkrumah (alongside 

Algeria, Egypt, Ghana, Libya, Mali, and Morocco), Guinea supported Nkrumah’s initiative to 

transform the Organization of African Unity (OAU) into a Union Government of Africa with 

greater political powers. Following the 1966 coup d’état against Nkrumah in Ghana, Sékou 

Touré nominated the deposed Ghanaian as co-president, an offer that was taken as a symbolic 

affirmation of his loyalty to the pan-Africanist leader. Lastly, Guinea supported various African 

liberation movements, most notably the African Party for the Independence of Guinea and 

Cape Verde (PAIGC), which used Conakry as their main base.87 It is important to note that the 

variant of pan-Africanism that was espoused by Sékou Touré was the continental one, which 

saw the entire continent, including North Africa, as part of the same unified political 

constellations and not merely solidarity based on race. In fact, the category of race was rejected 

time and again in Guinean national discourse as a valid ground for political solidarity. As we 

shall see in the next two chapters, musical expressions, under the state-controlled cultural 

apparatus, were aligned to priorities of the state to inscribe pan-Africanism as an integral part 

of the Guinean national ethos.  
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Chapter 1: Indigenizing pan-Africanism – the Jeli and the instrumental ensembles 

As a political project on the eve of African independence, pan-Africanism aimed at remaking 

space by transgressing colonial and emerging national boundaries. At the same time, older 

grids of precolonial polities, crisscrossing these boundaries, had lasting influence through 

language, culture, and historical memory. Thus, from a spatial point of view, both pan-

Africanism and precolonial polities competed with the African nation-state, albeit from 

different temporalities. Specifically, while precolonial polities brought past political models to 

the national stage, pan-Africanism evoked a sense of utopian politics that was not grounded in 

previous existing structures. In this chapter, I will bring the three political grids, namely, the 

nation-state, precolonial polities and pan-Africanism, into conversation. Considering the 

dominance of the Guinean nation state over the other political grids, I will begin by examining 

how the Guinean nation-state enlisted precolonial imaginaries and musical practices. I will then 

focus on the indigenization of pan-African ideas through the now nationalized precolonial 

prism. 

Among the precolonial polities inhabiting the territory of the Guinean nation-state, the 

two most powerful and organized were the Mali Empire, ruled by the Mande people, and the 

Imamate of Futa Jallon, ruled by the Fulbe in the highlands of Guinea. However, since Sékou 

Touré was a Maninka (part of the broader Mande group), and despite claims by the Guinean 

state for ethnic neutrality, the impact of the Mali Empire on the emerging national ethos 

outweighed that of the other precolonial polities. In its heyday, under the reigns of Mansa Musa 

and Mansa Sulayman in the mid-14th-century A.D., the Mali Empire covered a vast area of 

present-day Senegal, Gambia, Guinea, and Mali and was considered to be one of the most 

developed political entities in medieval West Africa, owing much of its economic and political 

power to the trans-Saharan trade in gold, copper, iron tools, weapons, and slaves.88  

Within the Mande world, the primary group responsible for transmitting the mostly oral 

history were the jelis. Jelis are a group of hereditary musical and verbal artists, coming from a 

handful of families (the original jeli family is believed to be the Kouyaté) in the broader Mande 

world, although similar groups exist in other neighboring hierarchical societies of the Sahel, 

                                                
88 The Mali Empire is sometimes referred to as the Mande Empire, based on the large ethnic group of the same 
name that ruled the empire. The Mande people are known by other names according to colonial histories and 
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Africana Publ, 1980); David Conrad, “Early Polities of the Western Sudan,” in The Cambridge World History, 
ed. Binyamin Zeʾev Ḳedar and Merry Weisner-Hanks, vol. 5 (Cambridge: Cambridge University Press, 2015), 
586–609. 
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such as the Wolof, the Fulbe, and the Soninke. The Francophone term used to describe these 

groups, which still appears in popular and academic discourses, is the griot. While people 

outside the jeli group of the Mande society engage in musical activity, certain activities are 

reserved exclusively to the jeli and are known as jeliya (the art of the jeli), including playing 

the jeliya’s three traditional musical instruments: kora, balafon, and ngoni. As a stratified 

society, the Mande is comprised of the noble horon, the artisans nyamakala, and a third stratum 

that no longer exists: slaves or jon. The jelis, sometimes described as wordsmiths, are part of 

the nyamakala group that also includes blacksmiths and leather workers. Eric Charry specifies 

the multiple roles of the jelis in Mande society:  

Jelis are musicians, singers, public speakers, oral historians, praisers, go-betweens, 

advisers, chroniclers, and shapers of the past and present. Although most jelis have had 

a thorough Islamic education and routinely pepper their performances with quotations 

from the Koran, the knowledge they retain and transmit is essentially political and 

historical in nature rather than religious.89 

Besides these myriad historical and political capabilities and skills, there are two dimensions 

in the jeli’s craft that makes him an ideal agent for negotiating pan-African and precolonial 

affiliations under the nation-state. The first pertains to the jeli’s ability to act as a mediator 

between different temporalities, and the second, to his movement in space.  

I concur with Charry, who identifies the jeli’s role as primarily of a political and 

historical nature. However, it is important to note that even though the jeli constantly engages 

with the past as the guardian of the collective historical memory, the past is not merely recalled 

as an object of nostalgia.90 In the words of Guinean jeli Sory Kandia Kouyaté, about whom I 

will expand more below, describing a piece he was about to perform at the Pan-African Youth 

Festival in Tunis in 1973: “It is Africa of three temporalities: past, present and future. Let me 

tell you that we hardly prophesied. We share the concrete realities of first two temporalities in 

order to cast an optimistic look of the future.”91 The jeli role involves situating the past within 

the present to induce change and to transform social realities. For instance, a jeli will rarely 

perform the same piece in the exact same way but will more commonly adapt their performance 

to fit changing political circumstances. In musical terminology of the Mande, there is a 
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distinction between donkilo, the melodic skeleton of a song that remains constant across 

performances, and sataro, an improvised part that is tailored by the jeli to the specific occasion 

of the performance.92 Since the sataro is influenced by factors such as the identity of the 

audience in terms of their family lineages, the political climate, and other social factors, 

versions of the same song will never be identical. Thus, the jeli’s practice is characterized by a 

high degree of flexibility that enables him to adapt to new political contexts, namely, the 

African nation-state and the pan-African ideas. 

The lives of jelis are often characterized by the notion of movement and migration 

within the boundaries of the historical Mande space.93 During the colonial period, and despite 

colonial attempts to restrict inter-territorial movement, migration intensified, and jelis 

continued to move relatively freely within the federation of French West Africa, sometimes 

even crossing colonial boundaries between British and French territories, which dissected the 

traditional Mande space.94 After African independence in the 1960s with the consolidation of 

national borders, migration became somewhat attenuated. However, with his high degree of 

mobility, the jeli recreates de facto the historical Mande space. This is another factor that makes 

the jeli a potent platform for anchoring pan-African utopias within the long durée of precolonial 

history and, specifically, the imperial political legacy of the Mali Empire. The emphasis on 

mobility in jelis’ lives makes them a clear illustration of Tim Ingold’s ontological theorization 

of “wayfaring,” which, in contrast to the notion of lives lived within a bounded space, 

prioritizes the experience of movement as “place-binding.” For Ingold, the notion of space, 

based on what he called a flawed “logic of inversion,” turns “the pathways along which life is 

lived into boundaries within which is enclosed.”95 Ingold’s ontological claim that human 

existence “unfolds not in places but along paths” resonates with arguments in Africanist 

scholarship that call into question Western conceptualization of political demarcation of space 

as applied to African history in a way that challenges well-established concepts, such as 

sovereignty, political power, and governance.96 I will elaborate on this point in the last section 
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of this chapter. These two facets of the jeli—a negotiator of different temporalities and a 

wayfarer in the lands of the Mali Empire—were seized upon by the Guinean state to refashion 

social codes of the past to promote a modern national ethos with an inclination towards a pan-

African political utopia. At the same time, since the jelis’ traditional roles were rooted in pre-

national practices, they first had to undergo a process of nationalization themselves before 

acting as agents for the state.  

 

The instrumental ensembles 

In the years following independence, Guinea developed a highly effective cultural apparatus 

comprised of multiple artistic troupes: the militant theater, African ballets, modern orchestras, 

instrumental ensembles, and choirs. For Sékou Touré, culture was first and foremost and 

instrument in the service of revolutionary politics of liberation, a process the intensified 

following the Guinean Cultural Revolution launched in 1968 and modeled to great degree on 

the Maoist ideology.97 

As early as the eve of independence, in 1958, Ruth Schachter documented jeli songs 

supporting Sékou Touré and his party. Graeme Counsel specifies various points of convergence 

between the jeli’s activity (known as jeliya) and the Guinean nation-state including, 

dissemination of state propaganda, singing praise songs for Sékou Touré and his family, 

informing the public of state policies, and legitimizing the PDG party by highlighting Sékou 

Touré’s lineage to past Mande leaders.98 As cultural expressions were subjugated almost 

entirely to the interests of the Sékou Touré and the PDG party, jelis were integrated into the 

state cultural apparatus primarily through state-sponsored artistic groups: dance groups (known 

as ballets), the modern orchestra (orchestres modernes) (discussed in Chapter 2), and the 

instrumental ensembles (ensemble instrumental), which will be the focus of this chapter.  

The Guinean cultural apparatus reproduced itself from the level of the nation to smaller 

localities by first establishing a representative national group followed by similar groups 

operating in the country’s different prefectures.99 In the case of the instrumental ensemble, the 
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first group formed was the Ensemble instrumental et choral de la voix de la revolution 

radiodiffusion nationale (hereafter, the National Ensemble). While there are different accounts 

of its establishment, the most common one attributes the idea to Sékou Touré, who came up 

with the idea during the national conference of the PDG in Kissidougou in November 1960.100 

The National Ensemble comprised exclusively traditional instrumentalists and singers. In this, 

it differed from the modern orchestras that played mostly on Western instruments, such as the 

electric guitar, brass instruments, and the drum set (even if, in some cases, traditional 

instruments were also utilized).  

The story of Kadé Diawara (nicknamed the Archangel of the Mande), the lead female 

singer of the National Ensemble since its inception, demonstrates how jelis were recruited to 

the Guinean cultural apparatus. Growing up in a small village in the Kouroussa prefecture, 

Diawara started singing as a child. After marrying Setouman Kouyaté, a guitar player from the 

Kouyaté jeli lineage, she moved to the town of Kankan, an important center of the Mande 

people. Shortly after, Sidikiba Diabaté,101 the newly appointed director of the National 

Ensemble, came to Kankan to conduct auditions for local musicians. Diawara, who was not 

present at the auditions, was invited when someone brought to the attention of Diabaté that the 

new resident of the town was a singer. During the audition, she sang “Malisadio,” a staple piece 

of the Mande repertoire based on a legend about a friendship between a young lady and a 

hippopotamus (mali in Bamana) and was immediately recruited to the ensemble. Diawara 

describes the rehearsals as taking place in the following manner: at first, the director asked each 

musician coming from a different ethnic group to teach the choir a song from his or her 

group.102 Then, the musician would teach the choir how to sing, and lastly, the musicians would 

join in. Diawara, a Maninka, would usually sing in her language, but from time to time, when 

singers were absent, she would learn how to sing songs in the other languages.  

From the perspective of the Guinean state, singers like Diawara were destined to serve 

the project of nation-building. A booklet published by the Guinean government for the national 

festival of 1970 specifies the contours of the instrumental ensemble’s activity as follows: 
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Its mission remains the deep utilization of national folklore, an increased mastery of 

African instruments for rehabilitating African culture, participating in the establishment 

of a civilization of the masses, promoting and affirming the artistic African personality. 

Coming from the different corners of Guinea, beyond any linguistic, ethnic or racial 

barriers, the artists of the instrumental ensemble form by their unity a similar image of 

the Guinean nation.103 

This description highlights two main objectives for the ensembles, both of which I will 

challenge below. The first relates to the representational role of the ensembles, which, by virtue 

of their ethnic composition, serve as a model for an ideal unified Guinean nation that transcends 

ethnic and other social divisions. The second is the role of the ensemble as a guardian of 

musical traditions, emphasizing their folkloric dimension, directed towards the precolonial past 

in order to rectify African culture. 

The official account of these ensembles unveils an idealized version of their social 

function, but closer examination reveals a more complex picture in respect to the two objectives 

above. While the national ensemble included musicians from diverse ethnic traditions and thus 

had a representational-symbolic role of “performing the nation,”104 when looking at other 

instrumental ensembles, it is clear that they were far from representing the plethora of ethnic 

groups in Guinea.105 Regional ensembles were often more homogenous in terms of ethnic 

composition, usually dominated by Maninka musicians and specifically by jelis. This tendency 

prevailed despite explicit attempts by the Guinean government to décastiser Guinean society. 

In the cultural field, this term meant eradicating traditional roles (such as the jelis) in order to 

open participation in cultural production to all Guineans.106 This policy was especially effective 

in domains that were not traditionally part of the jelis specialization, such as the militant theater, 
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which was highly pedagogical and served to indoctrinate the youth coming from diverse 

backgrounds in the state ideology.107 In the case of music, musicians coming from jeli families 

were more visible in the cultural field, and this was especially salient in the instrumental 

ensembles. In the National Ensemble, although it was multiethnic in terms of the 

instrumentalists, the three lead singers—Kadé Diawara, Sory Kandia Kouyaté, and Kémo 

Condé—were Maninka.  

The underrepresentation of important ethnic groups in the national scene was also 

manifested in the recording industry. Despite having a rich musical culture, the recording 

output of the Fulbe ethnic group for Syliphone, the national recording company, was low in 

proportion to their size (40% of Guinean population).108 This state of affairs could be explained 

by the fact that Sékou Touré was a Maninka, and thus, his language was the language of state 

authority. Additionally, the Fulbe were subjected to hostility from Sékou Touré’s government 

and were tagged as enemies of the revolution. This hostility towards the Fulbe goes back to the 

eve of independence when the primary opposition to Sékou Touré’s PDG party stemmed from 

the predominantly Fulbe area of Futa Jallon, led by Barry Diawadou and the rival party Bloc 

Africaine de Guinée.109 In postcolonial Guinea, one of Sékou Touré’s invented or real 

conspiracies, known as the “Fulbe plot,” accused members of this ethnic group of attempts to 

overthrow the regime.110 To this background of discrimination, we should add the imperial 

legacy of an organized Mande kingdom. This kingdom was an African historic precedent 

comparable to the European colonial powers and, therefore, a source of pride later embraced 

by several West African states in the ex-Mande territories.111 

The second objective that pertains to the national ensembles as guardians of traditions 

should also be nuanced. The constitutive role of Mande traditions within Guinean nationalism 

can be understood along the lines of similar African national projects that drew heavily on 

musical traditions. Andrew Ivaska’s argument in respect to Tanzanian nationalism is that 

tradition in the Tanzanian society was a “crucial component of colonial and nationalist 
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modernity” and that national culture “became an important site for and indeed underwrote state 

efforts to construct and perform itself as modern-with-a-difference.”112 Similarly, seeing the 

Guinean ensembles as part of the state efforts to assess its own variant of African modernity 

highlights that tradition in the postcolonial context should be understood as a socially-

constructed notion that has always been shaped in tandem with projects of modernity.  

As much as precolonial traditions were cherished as sources for cultural revival and 

nation-building, they were equally seen as threatening if not adapted to the demands of a 

modern nation-state. Thus, a distinction was made in Guinean official discourse between the 

positive nationalized jeli and the negative colonial jeli. As expressed in the national press: “It’s 

no longer the jeli of the colonial period, a figure removed from the authentic African history 

by colonialism, in service only for money […], the Guinean artist became the enlightened 

activist, that takes the road of socialist development of his country….”113 

The instrumental ensemble could therefore be seen as an “invention of tradition,” in the 

sense that it was an institution that manufactured the image of tradition in the service of the 

modern nation-state.114 However, I find it more accurate not to dismiss entirely the continuity 

of traditional practices within the ensembles, including repertoires, genres, and aesthetic 

sensibilities. Therefore, I view the ensemble more as an example of “progressive 

traditionalism,” a term coined by ethnomusicologist Austin Emielu to describe “how age-old 

indigenous music traditions are being revitalized and sustained through a continuous process 

of self-renewal.”115 The process of renewal is attributed to “cultural interactions with outside 

forces.”116 However, crucial to this concept is that, as opposed to what is often assumed in 

scholarship, “outside sources” are not only ones derived from colonial or Euro-American origin 

but also internal sources. In in this case, the nation-state and neighboring ethnicities are 

important agents of transformation. By emphasizing local and regional sources of inspiration, 

this perspective differs from theories of hybridity, which, in the colonial context, usually 
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focuses on vertical power relations (e.g., colonized versus colonizer) rather than horizontal 

relations (e.g., intra-continental). 

The instrumental ensembles’ musical creativity of progressive traditionalism is subtler 

to the outside listener than the creativity of the modern orchestras. The latter’s adaptations of 

songs from the Mande classic repertoire into idioms of popular music are commonly seen as 

the immediate musical expression of Guinean modernity. However, the progressive 

traditionalism of the instrumental ensembles was no less meaningful for the Guinean audience. 

Justin Morel Jr., a prominent cultural journalist and music producer during the First Republic, 

saw the instrumental ensemble as music laboratories for mixing different styles and traditions 

into a novel creation that transformed these very traditions, sometimes radically.117  

In this respect, the role of the national ensembles is akin to the one fulfilled by the 

Ballets Africains. This dance group was formed in 1947 by Fodéba Keita in Paris and was 

nationalized by the Guinean government following independence. By staging sacred dances 

outside their traditional context, the Ballets Africains was a powerful tool in the service of a 

state-initiated iconoclasm campaign for weakening animistic traditions, which were seen as 

competing with the state over authority and threatening the project of modernization.118 

Similarly, the instrumental ensembles performed ethnic repertoires in a novel context that lifted 

them from their original context. Songs were often accompanied by instruments coming from 

outside their original ethnic tradition and performed by a multi-ethnic ensemble. The staged 

performance also differed substantially from the original setting in which these repertoires were 

performed. 

Another aspect of the ensembles’ progressive traditionalism is their engagement with 

state ideology through songs written in the postcolonial period. For example, two of the 

National Ensemble’s most famous songs, sung by Kadé Diawara, were about national themes: 

“Armée Guinéene” in honor of the Guinean army and “JRDA” for the youth arm of the PDG 

ruling-party. Occasionally, the government would select a theme for the national festival (such 

as African unity and national solidarity) for which all ensembles had to create relevant works. 

In other cases, musical creativity within the ideological line of the state was unguided. Jean 

Baptiste Williams, a musician during Sékou Touré’s regime, commented that musicians 
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internalized the ideological discourse of the state to such a high degree that they knew without 

direct supervision what kind of songs were appropriate to create and perform.119  

 

Pan-African songs in the instrumental ensembles’ repertoire 

The nationalization of the jelis and the national ensembles resulted not only in praise songs for 

the Guinean state and the PDG party, but also in engagement with pan-Africanism and African 

unity. These ideas, widely embraced by Sékou Touré and Guinean nationalism, were 

articulated in political discourse long after independence and provided an African 

internationalist component to the raison d’étre of the state. Before zooming in on the 

performances of the instrumental ensembles, it is worth surveying, in general, the corpus of 

Guinean songs dealing with pan-African themes (this includes both instrumental ensembles 

and modern orchestras). Under this category, I include not only songs that explicitly use the 

term pan-Africanism but also songs that deal with the continent as a single geographical unit 

in a way that exceeds the boundaries of the Guinean nation-state.  

The Guinean anthem, for instance, diverges from the typical national anthem because 

it hardly expresses a particularistic concern with the nation-state it is destined to represent 

musically. Rather, it has a pan-African main message that calls for African unity. It refers to 

“Africa” more than to “Guinea” and addresses the African people as much it addresses the 

Guinean people. It is emblematic of the pan-African commitments expressed within the official 

Guinean national ideology: 

People of Africa! 

The historic past! 

Sing the hymn of a Guinea proud and young 

Illustrious epic of our brothers 

Who died on the field of honor while liberating Africa! 

The people of Guinea, preaching Unity, 

Call to Africa. 

Liberty! The voice of a people 

Who call all her brothers of a great Africa. 

Liberty! The voice of a people 

Who call all her brothers to find their way again. 

Let us build African Unity in a newly found independence! 
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When examining the vast catalog of songs recorded for the Syliphone label, the theme of 

African unity first emerges from the song titles (see Appendix 1 for a representative list of 

these songs).120 Within this rather large repertoire, estimated at around one hundred distinct 

songs, one can observe songs dedicated to specific, ideologically like-minded African leaders 

(not including the massive amount of songs dedicated to Sékou Touré himself and to his 

family), such as Kwame Nkrumah, Samora Machel, Patrice Lumumba, and Amilcar Cabral. 

Other songs address specific pan-African institutions, such as the Organization of African 

Unity and its hosting city Addis Ababa or the short-lived federation of Ghana-Guinea-Mali. 

Lastly, some songs deal with general African-centered topics, such as African unity, women 

of Africa, or African liberation. Some of the songs were produced for specific events, including 

visits of state leaders, the annual national festival or the pan-African festivals in Algiers 1969 

and Lagos 1977. Instrumental ensembles took part in the performance of pan-African songs by 

embracing these ideas and translating them to the musical and political language of precolonial 

Maninka traditions. 

Asking how pan-African ideas originating in late 19th-century black diasporic thought 

were translated into the neo-traditional music of the instrumental ensembles in Guinea invites 

a comparison to similar practices in other parts of the world. In his work on modern forms of 

indigeneity in Bolivia, anthropologist Mark Goodale demonstrated how indigenous rappers and 

political leaders reclaim modernity by “envisioning forms of global belonging that draw on the 

Bolivian indigenous imaginary but without regard to the heavy expectations of both modernity 

and traditional forms of indigeneity.”121 In practice, for the Bolivian rappers, challenging the 

binary of modernity/tradition meant finding ways to imagine modernity through indigenous 

categories, symbols, and belief systems. Crucially, Goodale recognizes that cosmopolitanism 

need not be targeted towards the entire globe to qualify as such, but rather that “the cosmos 

that is projected or envisioned is highly variable and relative to the range of expected categories 

that the newly projected cosmos is intended to replace or expand.”122  

If we apply Goodale’s ideas to the Guinean context, then Maninka jelis singing about 

African unity are engaging with a form of indigenous cosmopolitanism, which I will call 
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indigenous pan-Africanism. They do so by turning to Maninka political paradigms and 

categories that draw on the legacy of the Mali Empire, which in its heyday, controlled vast 

territories and diverse groups of people. Additionally, and in line with Goodale’s argument, 

when the Maninka jelis sing about Africa, they dissect the cosmos to fit the changing ideas of 

what Africa is. These expressions are different from processes of hybridization and 

indigenization, widely explored in Africanist scholarship, which usually tend to focus on the 

resignification of traditional forms in the context of resistance to colonialism, mass media, 

urbanization, or cultural imperialism. They also differ from attempts to Africanize art and 

gospel music by drawing on indigenous materials, which resemble expressions of musical 

nationalism in Western music history.123 Rather, instead of the hybridization of musical styles, 

Maninka jelis imagine new political and social realities from within age-old musical practices 

and systems of knowledge. In what follows, I will explore songs that express indigenous pan-

Africanism by narrating a general history of Africa, singing songs outside the Mande repertoire, 

and applying political terms of the Mande to encompass the entire continent. 

 

Three modes of jelis’ engagement with pan-Africanism  

One mode of engagement with pan-Africanism was the expansion of the jeli’s traditional role 

as an oral historian. If the jelis’ traditional role was concerned with the narrating the 

genealogies and histories of the Mande people and, in some cases its neighboring ethnic groups, 

here, the jelis used this practice to the narrate a history of the entire continent. To take one 

example, on March 21, 1974, Conakry hosted a conference of African ministers of labor, for 

which the National Service of Arts and Culture organized a cultural program based on a 

selection of Guinean artistic groups, including the Ballets Africains, Bembeya Jazz National, 

and the Guinean Army Group. At the occasion, the National Ensemble performed a piece 

entitled “Africa - The Continent that Asks Questions.” The description of the concert in the 

national press indicates that the piece narrates a general history of Africa, starting from the 

ancient empires of Axum (in present-day Ethiopia), Ghana, Mali, and Gao (in West Africa) 

through the resistance to colonialism by figures such as Almamy Samory Touré, Gamal Abdel 

Nasser, and Patrice Lumumba up to Sékou Touré and the Guinean revolution as the last phase 

of this narrated historical trajectory.124 This example attests to the way in which Guinean 
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nationalism derived its legitimacy from the history of the entire continent rather than just from 

local and regional polities. The historical narrative establishes Guinean independence as the 

epitome of a teleological continental history.  

Sory Kandia Kouyaté exemplifies a second mode of engagement with pan-Africanism: 

the performance of songs beyond the core Mande repertoire. Born in 1933 in the village of 

Manta, Kandia Kouyaté joined the Ballets Africains of Fodéba Keita and toured with them 

around the world in the years preceding Guinean independence. At that time, the Ballets 

Africains was one of the first groups to adapt and modernize West African traditional dances 

to the format of European stage performance.125 When the National Ensemble was formed, 

Kandia Kouyaté became one of its lead singers and also served as an artistic director, together 

with Sidikiba Diabaté and Djely Mamadou Kande. Raised to fame for singing the classic 

repertoire of the Maninka jelis, Kandia Kouyaté was also known locally as a “plenipotentiary 

ambassador of the culture of our continent” and as a singer who “sang modern Africa, [and his] 

calling for unity.”126 Respected throughout the historically Mande region, Kouyaté was key 

agent that connected Mande musicians across nation-state boundaries.127 Thus, in one of his 

most successful and respected albums, “L’épopée du mandingue,” he collaborated with the 

Malian kora player, Sidiki Diabaté and the Guinean balafon player, El Hadj Djeli Sory 

Kouyaté.  

Referring to the collaboration, Kouyaté emphasized the fraternal and unselfish spirit of 

the Malian musicians and concluded that “African musicians can be praised for always 

searching for the new in our music.” At the time of the interview, Malian kora player Batrou 

Sékou and his wife came to Guinea as guests of Kandia Kouyaté. Guinea and Mali, lying at the 

heart of the historic Mali Empire, saw each other as fraternal countries that shared many 

cultural elements. Even when Guinea and Mali developed as separate nation-states, the older 
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grid of the Mande world continued to act as shared cultural space with a high degree of internal 

mobility. It was common for musicians to move between these two countries. Jelis, in 

particular, moved frequently, maintaining social bonds with jelis from one country to another. 

In the era of independence, when nation-states often called their citizens who were living 

outside the country to come back and help build the nation,128 movement between Guinea and 

Mali seemed more legitimate due to the special connection between the two countries.129 

Besides performing the classic Maninka repertoire accompanied by traditional 

instruments, Kandia Kouyaté also experimented with more modern musical idioms. In 1971, 

he collaborated with the modern orchestra Keletigui et ses Tambourinis to record the album 

“Tour d’Afrique de la chanson,” an initiative of Boubacar Kanté, the manager of Syliphone at 

that time.130 Keletigui et ses Tambourinis was one of Guinea’s nationalized orchestras led by 

saxophone and keyboard player Keletigui Traoré. Similar to other modern orchestras, the group 

played on Western instruments and was heavily influenced by Cuban music, which had been 

popular in the entire region since the 1930s and had become a major creative resource for the 

development of modern Guinean music, among other influences from the black Atlantic and 

beyond.131  

The combination of Kandia Kouyaté’s jeli singing style with the modern-sounding 

Keletigui created a unique blend between the two types of musical groups in Guinea at that 

time, which usually operated independently. In addition to Kandia Kouyaté’s singing, the 

album featured the balafon, a gourd-resonated struck idiophone that is one of the three classic 

jeli instruments, which amplified the jeli character of the musical production. Beyond offering 

a modern-sounded accompaniment to Kandia Kouyaté’s singing, the album was also novel in 

that it went beyond the classic Maninka repertoire that dominated his previous albums. A report 

in the Guinean press indicated that Kandia Kouyaté’s artistic trajectory evolved through adding 

                                                
128 Ryan Thomas Skinner, “Cultural Politics in the Post-Colony: Music, Nationalism and Statism in Mali, 1964-
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to his repertoire songs originating from African countries beyond Guinea, such as Zambia, 

Senegal, and Tanzania.132  

Two songs in “Tour d’Afrique de la chanson” are of non-Mande origin: “Touyende” 

and “Mikossoya.” While their origin cannot be recognized definitively, Kandia Kouyaté’s son 

wrote in a book on his father that the former is from Zambia and the latter from Cameroon.133 

“Touyende”’ brings to mind the genre of Christian hymnody, highly popular in Anglophone 

African countries with strong Christian presence. It starts with a rhythmic backdrop playing 

the 12/8 shuffle rhythm, which is also popular in African-American gospel music, with the 

melody played mostly on-beat with minimal syncopation. The song strikes the listener as 

unique since it demonstrates musical elements rarely heard in predominantly Muslim Guinea. 

At the middle of the song (00:02:13), the rhythm changes and the on-beat melody is played 

against interlocking parts dominated by the balafon and the djembe, bringing a danceable 

character to the music. “Mikossoya” is low-key lyrical lullaby played in a straight-ahead Waltz 

rhythm. Kandia Kouyaté’s gentle singing uses little ornamentations, which commonly appear 

in his renditions of Mande materials. The musical accompaniment, largely comprised of brass 

instruments and the balafon, exhibits a homophonic texture unlike the polyphonies that 

characterize Mande music.  

Morel Jr. recognizes a continuity between the album and the early years of Kandia 

Kouyaté in the Ballets Africains of Fodeba Keita, which featured artists from diverse African 

counties before being nationalized by the Guinean government. While at that time, the Ballet 

repertoire gravitated towards Maninka materials, the diversity of its artists was also reflected 

in the repertoire. The Ballet included materials originating from the colonial territories of 

present-day Sierra Leone, Cameroon, Senegal and Côte d’Ivoire, and influences from the 

French Antilles134 and East Africa, where the Ballet performed. Morel Jr. argues that for Kandia 

Kouyaté, it was important throughout his career but perhaps most explicitly in this album to 

demonstrate that an artist cannot be enclosed in national borders but has to go beyond them.135  

In addition to Sory Kandia Kouyaté, Mama Kanté was another jeli singer who was 

involved in expressing indigenous pan-Africanism. Born in 1941 in Farmaya (near the town of 

Kissidougou) in the Guinean Forestière region, Kanté was born to a famous family of jelis. 

                                                
132 Horoya Hebdo, August 1, 1970. 
133 Kouyaté 2012, 43. The digitized Syliphone catalog confirms this. Mikossoya is categorized as a song in the 
Douala language, spoken in Cameroon. Touyende is listed in Nyanja language (or Chewa) spoken in Zambia. 
134 Cohen, “Stages in Transition: Les Ballets Africains and Independence, 1959 to 1960,” 25. 
135 Justin Morel Jr., personal communication, January 30, 2018. 
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Among the family members are guitarists Facili Kanté and Diarra Kanté, director of Ensemble 

Instrumental de Kissidougou Djomba Kanté, singer of the modern orchestra Balla et ses 

Balladins Manfila Kanté and the singer and kora player Mory Kanté, who gained international 

success through his hit Yeke Yeke. Together with her husband, balafon player Kankou Fodé 

Kouyaté, Kanté traveled for four years around West Africa in present-day countries, such as 

Côte d’Ivoire, Liberia, Sierra Leone, and Burkina Faso, before returning to Kissidougou in the 

early 1960s. Following the model of the National Ensemble, a local ensemble was formed in 

Kissidougou, and Kanté was chosen to be its lead singer. Her break into national recognition 

took place during the national festival of 1963, where she performed a song titled: OUA 

(Organization of African Unity). The Instrumental Ensemble of Kissidougou was among the 

top ensembles in Guinea, winning first place in the annual Guinean cultural competition of 

1973. Standing out as a revolutionary jeli, Kanté sang numerous nationalist songs against 

imperialism, including a highly politicized song following the invasion of Portuguese-backed 

mercenaries to Guinea in November 1970.  

In the festival of 1973, the group played a concert called Hommage à Patrice Lumumba, 

à Amilcar Cabral et Ko Mankan. The title is comprised of ko mankan, a Maninka word that 

could be translated as “calling for an uprising,” and the names of the revolutionary leaders of 

Congo and the PAIGC, the African Party for the Independence of Guinea-Bissau and Cape 

Verde, respectively.136 For Kanté, the pan-African and anti-imperialist cause was a source of 

inspiration for the creative process. Speaking about her tendency to improvise during her 

concerts, she explains:  

Hatred towards the enemies of the people drives me, stimulates my creative genius. 

Thus, new parts sneak into my songs. My colleagues are sufficiently aware of it and 

they stop criticizing me since they understand that I am not just taking the place on the 

stage, but an unequivocal interpreter of the bright ideas of the party.137 

For Kanté, as a self-defined revolutionary singer, her songs primarily aim at “revalorizing 

authentically our cultural heritage because, as we all know, our culture was subjected [under 

colonialism] to depravity which insulted all Africa.”138 She defined her mission as a singer to 

“relate to the realities in Guinea, to denounce the enemies of the people, to retrace the era of 

the great upheavals when we lived under the colonial oppression and to pay tribute to those 
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who fight these enemies.”139 Speaking about African liberation in terms of anti-imperialist 

struggle was not strange to Guinean political discourse since the radical variant of pan-

Africanism espoused by Sékou Touré sought to tie African struggles to Third World ones. 

Moreover, the view that music and, more broadly, expressive culture is and should be used as 

a “weapon” in the context of anti-imperialist struggle appears in writings across the Third 

World.140 In fact, Kanté internalized almost verbatim the political language of Sékou Touré to 

frame her musical actions.141  

Kanté’s repertoire illustrates the third mode of engagement with pan-Africanism, which 

involves applying Mande political and geographical terms and concepts to encompass the 

entire continent. I will illustrate this with the analysis of a single piece. It is an unreleased 

recording by the Ensemble Instrumental de Kissidougou titled “Concert: l’Afrique 

combattante.”142 The piece was recorded live at the national festival, presumably in the 1970s. 

The song makes use of Maninka traditional instruments, including the bolon (a bass harp), the 

balafon, and various percussion instruments such as the doundoun and djembe. Another 

instrument is the guitar. At the time of the recording, the guitar already had at least fifty years 

of history as a jeli instrument and even a longer history in Africa dating to the late 19th 

century.143 The song consists of Mama Kanté’s melismatic chanting answered by a female 

choir, whose part is fixed and more syllabic. The singing parts are interspaced with an 

instrumental section in a faster tempo and a crescendo that cools down towards the return of 

the singers. At the musical level, the piece is based on short interlocking repeated parts that 

create the musical backdrop against which the singers narrate the story. The long piece (around 

37 minutes) moves between several rhythms and melodies in ternary and quaternary 

subdivisions. Analyzed from the musical angle, the piece represents a typical expression of 

Mande culture, without deviating from the common musical conventions of that culture. 

However, in this case, the expression of pan-Africanism occurs at the textual layer. 

                                                
139 ibid. 
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The song engages with “Africa” as an idea on several levels. First, African leaders are 

addressed directly by the choir in a welcoming gesture, while at the same time, the song 

contains indexical grounding that situates the performance in Guinea, attributing liberty and 

solidarity to the nation: 

 

Welcome the black leaders, Welcome the African leaders.  

You left your place, you came to be with us. In Guinea there is liberty, solidarity and 

once again welcome leaders. 

 

Second, the song presents recurring colonialist tropes on Africa, such as underdevelopment 

and atavism, as a way to counter them: 

 

African states, the African religions and wise-men! They say that we the Africans are 

undeveloped, without mind, without history, without civilizations and they treat us like 

savages with no name. Give us your hands in order to strengthen our family ties. 

 

Third, it calls for African unity in the context of the festival as a message espoused by the 

Guinean elders: 

 

Farafinna (land of the black person), present your thought to the entire world, the elders 

of Guinea salute their brothers with their good thoughts. 

Farafinna and all the Africans address the entire world.  

Guinea calls you to its planned festival that express the superior idea of reuniting the 

Africans. 

 

Interestingly, while the song addresses African leaders, only a few of them, presumably those 

from the neighboring countries of Mali and Gambia, would be able to understand the call in 

Maninka. The song should thus be understood not as a literal call to African leaders, but as a 

way to enlist Maninka practices and folkloric heritage in the service of indigenizing pan-

Africanism locally within the Guinean national imagination.  

 

Mande political and geographical terminology in the pan-African context 

To better clarify how Africa is imagined through Mande political and geographical terms, I 

will focus on two terms that are prevalent in pan-African songs from Guinea. The first one, 
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which appeared in the song above, is farafinna, a term combining the word fàrafín meaning 

“Black/African person” (lit. “skin-black”) and the suffix /-na, which designates place.144 Thus, 

the term literally means the land of the black person. David Conrad has suggested that the term 

refers to the cultural regions of the Mande, but it might be that it is used in the context of the 

whole of black Africa, not solely on a regional or ethnic basis.145 In her book on the role of the 

Mande jelis in negotiating conflicts, Barbara Hoffman emphasizes the words of a Guinean jeli 

named Seku Jabate, who came to the Malian town of Kita to celebrate the establishment of a 

new house for the jelis. Against the backdrop of tensions between different griots’ clans that 

erupted around the ceremony, Jabate attempted to cultivate a sense of unity among the different 

fractions by turning to a discourse based on racial categories. The two categories are farafin 

(black skin) and faragwε (white skin). By imagining the political space of the Mali Empire and 

its subsequent partitioning into nation-states by the colonial powers, Jabate was able to create 

a form of racial solidarity by concluding that all the countries are black-skinned, and all of 

these are family.  

 

Nin bεε farafin     All of these are Black Skin 

Nin bεε badema   All of these are family 

 

By including the larger social circle of race but also that of power relations, farafinna is used 

to imagine the vast territory of the Mali Empire in a way that stresses the notion of unity and 

solidarity in the present.146 Similarly, Djanka Tassey Condé, a Guinean jeli from Fadama, told 

David Conrad a creation myth according to which God first created the white world 

(faragbéya) and only afterwards the black world (farafinna), emphasizing the separation of 

black and white nations in ancient times while simultaneously recalling the biblical story 

claiming that all humans descend from Adam.147 

The use of “farafinna” beyond the territory of the historic Mali Empire was previously 

documented in the Malian context, where the National Ensemble of Mali welcomed president 
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Modibo Kéita after participating in the 1963 first summit of the Organization of African Unity. 

Here, farafinna is directly deployed in the context of continental African unity.  

 

President na na  

President Modibo na na  

Ethiopi ka-u be di?  

Addis Ababa ka-u be di?  

Conferenci ka di, Modibo?  

President Modibo, ini se  

President ye a fo conferenci de la 

Farafina unite ka ke  

Unite be ke  

Farafine unite be ke  

Mali president na na President Modibo na na  

Dana-ya te mogo be la  

Dana-ya be i la  

 

The President has returned  

President Modibo has returned  

How are the people of Ethiopia?  

How are the people of Addis Ababa?  

How did the conference go, Modibo? Welcome home President Modibo  

The President said during the conference  

Africans must unite  

Unity has been achieved  

African unity has been achieved  

Mali’s president has return  

President Modibo has returned 

One does not have confidence in everybody  

(But) one has confidence in you.148  
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The second term in Mande social thought that is used in a pan-African context is jamana (a 

word translated as chiefdom in Maninka, and derived from the Arabic jama’a, which translates 

as assembly). Jamana can be heard in many songs with pan-African orientation. For example, 

in the song “Afrique” by the National Ensemble, it appears as part of the compound “Afriki 

jamana.”149 Conrad argues for the centrality of toponyms and geographical indices in the 

Mande epics referring to topographic features. At the same time, he notes that travels of people 

within the Mande epics are usually limited to short trips within an already familiar terrain.150 

Thus, the polity jamana was initially used to describe smaller-scale political units 

encompassing, according to Djibril Tamsir Niane, ten to twelve villages of a single lineage.151 

As early as the first half of the 13th century, these units were gradually incorporated into the 

Mali Empire, which dissolved in the mid-15th century.152 The imperial legacy of the Mande 

was renewed to some extent with the advent of Almamy Samory Touré, who was able to unify 

a distinct Mande group coming from several jamanaw (plural of jamana) in the mid-19th 

century and mobilize his soldiers, known as sofas, against the French.153  

Samory Touré’s larger state partially drew on the legacy of the Mali Empire and was 

entrenched in the Guinean memory, since Sékou Touré claimed himself to be Samory’s 

descendant. Samory’s position as a reviver of the Mali Empire and an icon of resistance to 

colonialism served the ideological inclination of Guinea well under Sékou Touré. The imperial 

legacy of the Mali Empire, with its expansionist logic, was flexible enough to unite diverse 

groups under its wings and thus a vivid component of the jelis’ toolbox, which could and indeed 

would be recruited first to promote national unity and then a far greater scale of African unity. 

Skinner and County pointed out that under French colonial rule, a negative valence was added 

to the term jamana, which was used, as jamanatigiw, to name the local chiefs nominated by 

colonial authorities to collect taxes.154 They contrast jamana to the word faso as an essential 
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binary in Mande thought. Faso signifies homeland, while jamana refers more to the political 

collective created irrespective of lineage. Thus, in the context of pan-Africanism, which has to 

do with transcending familial, ethnic, and national affiliations, jamana is used to describe an 

all-African political collective through the compound Afriki jamana. 

Using the terms farafinna and jamana, which originally referred to the political 

boundaries of the Mande Empire, to signify the larger-scale idea of African unity suggests a 

certain degree of adaptability within Mande political thought. Peter Mark and José de Silva 

Horta referred to this trait among the Mande from the angle of identity formation. They argue 

that “if a general Mande and Mandingo identity was important to bond different people with 

common interests in long-distance commerce, fluidity and adaptability were crucial within 

their networks and to their economic, political and religious interests.”155 Yet, it is possible to 

interpret the extension of Mande political terms to account for the continent from a different 

direction. Africanist scholarship has long criticized the projection of the European conception 

of rigidly bounded political units to the political landscape of imperial Africa. Donald Wright 

argues that African polities were based much more on sovereignty of people rather than on 

land ownership, which was plentiful in precolonial times.156 Achille Mbembe reminds us that 

in African history, “political entities were not delimited by boundaries in the classical sense of 

the term, but rather by an imbrication of multiple spaces constantly joined, disjoined, and 

recombined through wars, conquests, and the mobility of goods and persons.”157 While 

Mbembe does not reject altogether the concept of space as the more radical proposition of 

Ingold, as outlined above, both highlight the primacy of circulation and movement over the 

notions of static boundaries in thinking about social and political landscapes.  

 If we extend the notion “imbrication of spaces” beyond concrete political entities to 

utopian and emerging entities of African unity, then it is possible to see how the jeli, through 

his imagined and actual movement across space and time, becomes a powerful figure that 

allows Guinean nationalism to affirm its pan-African commitments. At the same time, it would 

be misleading to think about the jeli only as a passive agent of state ideology. By functioning 

as a repository of traditional musical practices, imaginaries, and knowledge, the jeli extends 
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the meaning of pan-Africanism beyond the intellectual and elite circles from which it 

originated. The indigenous expressions by the jeli projects a vision of pan-Africanism that 

could be imagined as continuous with the longue durée of African precolonial history. When 

the jeli sings about Africa, he does not only signify a modern geographical and political reality 

yet to come but also refers back to an antecedent imperial Mande geography. Thus, he creates 

a confluence between two non-existent political structures: African unity and the Mali empire, 

subsumed under the existing structure of the Guinean nation-state. 
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Chapter 2: Cultural festivals and the performance of pan-African cultural citizenship 

In the pre-independence period, the pan-African congresses that took place in European cities 

were the main arena for developing pan-African ideology.158 As the realization of pan-

Africanism in the political sphere became less viable with the establishment of nation-states 

within colonial borders, expressive culture, primarily through cultural festivals, became critical 

for sustaining pan-Africanism. As Munro, Murphy, and Jaji put it: “it might be argued it was 

the series of cultural festivals organized in the aftermath of decolonization that marked the 

most meaningful articulations of Pan-Africanism.”159 That is not to say that political efforts 

were abandoned altogether, but that they were now channeled primarily through the 

Organization of African Unity, established in 1963. Operating within the paradigm of distinct 

nation-states, the OAU lacked substantial political power and, over the years, became less 

concerned with ambitious projects of African unity. Thus, the utopian impetus that 

accompanied the pan-African congresses found a voice in the cultural festivals. However, 

under the grid of African nation-states, pan-Africanism changed its original character. From a 

project that originated in a colonial and pre-national setting, it was now immersed in projects 

of nation-building. As will be demonstrated throughout the chapter, cultural festivals both at a 

national and pan-African level are potent sites for exploring complementing dynamics: on the 

one hand, the nationalizing of pan-Africanism; on the other hand, the pan-Africanization of the 

nation-state.  

 Festivals and spectacles, as loci of anthropological study, have mainly been examined 

in the context of small-scale societies with prominent ritualistic components targeted at the 

reaffirmation of social bonds or the transcendence of actual social realities.160 Alessandro 

Falassi defined the unique temporality of festivals as “time out of time,” as they deviate from 

the ordinary sequence of events to create an autonomous temporality.161 At the same time, 

historiographies of music festivals, primarily in the European context, demonstrate the ways in 
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which these events functioned as sites for expressing and shaping civic ideals of modernity 

since at least the 18th century.162 In recent decades, the literature on music festivals has 

expanded to account for the contemporary moment where consumer culture, tourism, lifestyle, 

and corporate sponsorship have become prominent in creating meaning for festival-goers.163 

When considering pan-African cultural festivals in the twentieth century, we should consider 

their bifurcated legacy: on the one hand, these festivals have roots in the history of 

emancipatory projects of Africans, either in the form of the pan-African movement and 

congresses or the Francophone-dominated négritude movement. Thus, they were imbued with 

a “profound utopianism” directed towards the future so that their function, unlike the 

perspective of functionalist anthropology on festivals, was not so much a reproduction of a 

community but rather the envisioning of one.164  

 Scholarship on pan-African cultural festivals has focused on the three major festivals: 

the World Festival of Negro Arts in Dakar (1966), the First Pan-African Cultural Festival in 

Algiers (1969), and FESTAC in Lagos (1977). Other festivals of relevance are the Pan-African 

Youth Festivals in Tunisia (1973) and Tripoli (1983), alongside festivals dedicated to particular 

art forms, such as the annual pan-African film and television festival (FESPACO) in 

Ouagadougou and the Dakar Biennale for contemporary African art. As the festivals built on 

the previous pan-African congresses, they retained some of their predecessors’ political 

aspects. Thus, ideological debates, symposia, and political speeches were interwoven with 

performances and exhibitions. The confluence between culture and politics over the course of 

the festivals makes the festival a fruitful site for exploring competing agendas and ideologies 

of culture. This chapter will focus on musical activity in three cultural festivals that feature a 

significant Guinean presence: the 1969 Pan-African Cultural Festival in Algiers, the Guinean 

national festivals, and the festival surrounding the tenth anniversary of Algerian independence 

in 1972. By analyzing these festivals and focusing on key performers, I explore the interplay 

between transnational and national dimensions in Guinea and in Algeria, highlighting the ways 

in which pan-Africanism had to be reworked under a political grid of nation-states to meet 

national narratives and interests.  
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The Guinean National Festival and the 1969 Pan-African Cultural Festival in Algiers  

The 1969 Pan-African Cultural Festival in Algiers was a grand international pan-African event 

supported by the OAU. It featured delegations from African countries and liberation 

movements, as well as representatives from the African diaspora. The festival was a mix of 

cultural and political events, featuring competitions between delegations (in categories such as 

theater, traditional instrumental ensembles, modern orchestras, folkloric ensembles, and dance) 

alongside symposia on topics lying at the intersection between expressive culture, 

decolonization, and development. Characterized by an emphasis on solidarity between 

independent nation-states and liberation movements, a tough anti-imperialist tone, and a strong 

critique of essentialist constructions of pan-Africanism, the Algiers festival stood in sharp 

contrast to the négritude-dominated First World Festival of Negro Arts in Dakar in 1966.165 

Whereas the Dakar festival designated only a marginal role for North African countries due to 

a prioritization of blackness as the defining criteria for participation in the pan-African 

community, the Algiers festival sought to foreground political affinities around the trans-

Saharan axis. By doing so, the Algiers festival unsettled racial constructions of Africa and 

promoted solidarity based on a shared history of colonial coercion and continental identity. 

This shift was evident in the various statements and addresses from national delegations and 

leaders, most notably those by Sékou Touré and Algerian president Houari Boumediene. 

Despite the fact that the Dakar festival was, in practice, far more “polyphonic” than the official 

négritude-dominated line imposed by Senghor and the organizers,166 Sékou Touré, as a fierce 

critic of négritude, identified the festival with the négritude movement and led Guinea to 

boycott it.167 The Algiers festival, in contrast to Dakar, embodied for Sékou Touré the correct 

articulation of pan-Africanism, in line with his own political and ideological inclinations, 

primarily in respect to its emphasis on the continental and anti-imperialist construction of 

solidarity rather than racial identity.  

While the Algiers festival put more emphasis on the continent over race, it was inclusive 

enough to host participants from outside the continent, including a delegation from the 

Palestine Liberation Organization and members of the American Black Panther movement. 
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The latter’s participation, as Paraska Tolan Szkilnik argues, led to extending the imagined 

borders of Africa for African-Americans by incorporating North Africa into their geographical 

imagination of Africa. As she demonstrates, it was following the Algiers festival that allusions 

to the Maghreb became more visible in African-American poetic and artistic expressions.168 

Subsequent events, such as the Pan-African Youth Festivals in Tunisia (1973) and Tripoli 

(1983) and the FESTAC festival in Lagos (1977), went along the ideological line of the Algiers 

festival, although the disputes that surrounded FESTAC with respect to the status of North 

African countries in the festival demonstrate that contradicting variants of pan-Africanism 

continued to operate concurrently.169  

 As the peak event of Guinean national culture, the Guinean national festival was more 

local in scope and character in comparison with its Algerian counterpart. Under a policy known 

as authenticité, culture was conceived primarily as a tool for rehabilitating the Guinean people 

from the denigrating effects of colonialism and precolonial forms of oppressive authority. The 

Quinzaine artistique et culturelle nationale, a festival and competition known as the Festival 

national des arts et de la culture following the Guinean Socialist Cultural Revolution of 1968, 

was held annually from 1960. The event gathered the winners of regional artistic competitions 

in categories similar to the ones in the Algiers festival to compete in a final grand event in the 

Palais du Peuple, Guinea’s premier performance venue. Rather than cash prizes, the winners 

of these final competitions received “diplomas of honor” and access to PDG officials that could 

lead to greater financial support for their bands.170 The importance of the national festival from 

the perspective of the Guinean government is reflected in the vast coverage of it in official 

publications and the lengthy speeches by Sékou Touré during the festivals.171  

The two events—the Algiers festival and the Guinean national festival—problematize 

the simplistic binary categorization of transnational versus national events. Recent scholarship 

on the three major pan-African festivals—the First World Festival of Negro Arts held in Dakar 

in 1966, the 1969 Algiers festival, and the 1977 FESTAC in Nigeria—has shown that national 

interests were at play in the struggle over the ideological line, content, and participants of the 
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festivals.172 This conclusion led David Murphy to suggest that the festivals “were driven by a 

vision of a providential nation-state as the source of legitimacy, even as the events themselves 

promoted a dissolution of the national within the transnational vision of Pan-Africanism.”173 

Murphy’s observation urges us to attend to the national dynamics within the pan-African 

festivals. At the same time, I suggest that a reverse dynamic is also apparent: that is to say, the 

activation of pan-African cultural citizenship within the predominantly national event of the 

Guinean national festival.  

Cultural citizenship, as opposed to legal or formal citizenship, is a term generally 

applied to forms of belonging alternative to the state. Discussions on this topic, primarily those 

in the context of the black Atlantic world, are often based on an opposition between “a more 

formalistic notion of citizenship that is managed by the state and a more culturalist notion of 

citizenship that invokes a range of factors that span racial, ethnic, linguistic and geographical 

forms.”174 Thus, even when the nation-state is evoked in such discussions, either as a restrictive 

or a supportive agent of black cultural citizenship, it is framed analytically as external to it. 

This should be understood in light of the fact that black cultural citizenship in these contexts is 

usually examined in diasporic sites, where blacks are, for the most part, a non-hegemonic 

group. Yet, in the Guinean context, pan-Africanism was an intrinsic component of the official 

national ideology and ethos. Thus, the situation in the festivals highlights a unique constellation 

in which cultural citizenship is consonant and even overlaps with the nation-state. This does 

not mean that the Guinean citizenship was inclusive because, as we saw in Chapter 1, the 

Guinean state was highly oppressive to its minorities, most notably the Fulbe ethnic group. It 

is important to note that I chose to use pan-African cultural citizenship and not black cultural 

citizenship since it conveys more accurately the criteria based on which citizens were eligible 

to partake in this imagined community. In Guinea, race was rejected as a valid category in 

favor of continental identity, which included the non-black North African countries.175  
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The legacy of the Algiers festival in Guinea  

The Algiers festival took place seven years after Algerian independence at a historical moment 

when Algeria was a hub of anti-imperialist political activists, known as the “mecca of 

revolutionaries.”176 The very decision to organize the festival in a North African country was 

indicative of the more politically radical direction of the event. In the book published following 

the symposium that took place in Algiers, Guinea was represented both in an official 

anonymous address in the name of “the nation” and an additional, personal address by Sékou 

Touré himself. The Guinean national address formulated a non-elitist understanding of 

“culture” expressed in Marxist terminology alongside a firm rejection of négritude. It argued 

that although négritude was an effective response to colonialism, it became a “false concept” 

in decolonized Africa that was “profitable only to the imperialist enemy.”177 While the Guinean 

address engages for the most part with broader cultural and political debates without delving 

into Guinean specificity, its final segment advocates adopting the Guinean Cultural Revolution 

as a model for desirable cultural action in the service of revolutionary politics:  

 [the ideological training enables us] to create, in Guinea, the New African Society, the 

New African Man, an artisan conscious of possessing a culture, the crucible of United 

Africa and an original contribution to universal culture. That, Comrades, is what we are 

doing in Guinea, in the name of Africa.178  

In this rather grandiose statement, Guinea depicts itself as the avant-garde of Africa. The 

construct of “Guinea” with which the passage commences shifts immediately to “Africa,” 

recasting the Guinean national project as subordinated to a greater all-African cause. This 

extension of Guinean nationalism resonates with Andrew Apter’s analysis of the pan-African 

festival in Lagos in 1977. Apter’s point is that the festival was a site for Nigerian nationalism 

to “extend its national boundaries” through “processes of commodification fueled by oil 

capitalism.”179 While Guinea was not the host country of the Algiers festival and hence its 

influence was more restricted than in the Nigerian case, it nonetheless utilized the pan-African 

public stage at the festival to imagine its national project as exceeding the scope of its actual 

territory. The consonance between Guinean national ideology and the ideological line that 
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dominated the Algiers festival made it an important event in Guinean national memory. 

Moreover, the festival’s significance was greatly augmented by the outstanding achievement 

of the Guinean delegation, which won the highest prize based on its accumulated achievements 

in the individual artistic contests.180 This achievement was a source of national pride and taken 

as tangible recognition of the positive direction of the Guinean national project.  

Nonetheless, the Guinean reaction was not confined solely to expressions of local 

patriotism. Shortly after the return of the Guinean delegation from Algiers, for example, a 

Guinean press report declared that the achievement should not be taken as “an end in itself, but 

as a joint victory over the enemy of the African people by all the progressive people of 

Africa.”181 This sentiment resonates with what Ryan Skinner has called—drawing on Achille 

Mbembe and Kwame Anthony Appiah—“Afropolitan patriotism,” which he defines as a form 

of patriotism that does not render “the nation-state, Africa, and the world” as representing 

“mutually exclusive scales of place, but mutually constitute spheres of moral concern.”182 

While Skinner applies this concept to contemporary popular music in Mali, its relevance for 

capturing the Guinean reaction to its great achievement in Algiers suggests that the interplay 

between different levels of political identifications is far from a twenty-first-century 

phenomenon.  

The impact of the Algiers festival did not fade away after the actual event. Instead, it 

became entrenched in Guinean national memory, and its remembrance was channeled through 

state publications, Sékou Touré’s statements, and the state-controlled press. References to the 

festival, often reproducing the entire Pan-African Cultural Manifesto originating in the 

symposium held during the festival, were most visible around the Guinean national festival. 

The manifesto was organized around three themes: 

1. The realities of African culture 

2. The role of African culture in national liberation struggles and the consolidation of 

African unity. 

3. The role of African culture in the economic and social development of Africa. 

The manifesto mainly espoused a vision of culture as a tool for the rehabilitation of the African 

continent from the negative impact of colonialism. The manifesto ended with a list of forty 
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suggestions aimed at states and artists alike, some of which were highly tangible, such as the 

creation of publication houses and a pan-African news agency in order to facilitate intra-

African cooperation and the translation of African writers to foreign languages. Other articles 

were more general, such as the encouragement for supporting liberation movements and artistic 

creations that aspire to efface the alienation created by colonialism between the masses and the 

intellectual elites. 

One example of such allusions to the Algiers festival is Sékou Touré’s speech on the 

occasion of the 1973 Guinean national festival, which dedicated an entire section to “lessons 

from the pan-African cultural festival of Algiers.” Referring to his own speech at the Algiers 

symposium, he highlighted the implementation of the cultural manifesto in Guinea, specifically 

by promoting Guinean languages for teaching in schools.183 References to the Algiers festival 

were most explicit in an article entitled “Sur le chemin du manifeste culturel d’Alger” (“In the 

path of the cultural manifesto of Algiers”). The article stressed the impact of the Algiers 

manifesto on Guinea’s national culture, arguing that “the [PDG ruling] party and the Guinean 

government had not lost sight of the decisions taken in the symposium in Algiers. They make 

out of it a living reality.”184 Taking the idea one step further, the report elevated the status of 

the national festival to that of the official pan-African festival by claiming that the former was 

not only a step “towards the realization of the manifesto, but also as a milestone towards the 

Second Pan-African Festival of Arts and Culture.” This is a reference to FESTAC 1977, which 

was in then in its planning stages. Situated within the lineage of official pan-African festivals, 

the Guinean national festival was thus charged with pan-African significance and, by 

extension, so was Guinean nationalism.185 Through such portrayals in the national press, 

Guinea nationalism could subscribe its raison d’etre to a higher political order, that of Africa 

at large.  

 

Performances of non-Guinean artists: The national artistic ensemble of Tanzania and 

Franklin Boukaka  

The National Artistic Ensemble of Tanzania performed in the Guinean national festival of 1968 

and again in 1970. Their visits should be understood within the context of the post-Arusha 
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Declaration in Tanzania. Taking place in 1967, the Arusha Declaration was an official 

statement laying down the principles of Tanzanian president Julius Nyerere’s political 

philosophy of African socialism, known as Ujamaa. The period following the declaration was 

marked by greater cultural exchanges between Tanzania and ideologically like-minded 

states.186 These exchanges with Guinea were reciprocal, and a Guinean artistic delegation came 

to Tanzania around the same period to “perform and introduce Tanzania to their socialist take 

on artistic and cultural production.”187 In Guinea, the dominant framing for the Tanzania 

ensemble visit was that of commonality between the two countries’ cultural policies in order 

to align them on a similar trajectory. This was not just empty words but reflected similar 

challenges that African nation-states had to face in the aftermath of decolonization.  

Ivaska has identified several lines of resemblance between the cultural projects of a 

number of African nation-states, including Guinea and Tanzania, during this period. These are 

the centrality of tropes of colonial denigration of indigenous culture as the backdrop 

against which national culture was to be (re)constituted; a top-down vision of the state’s 

role in shaping culture; strikingly similar conceptions of the specific cultural forms 

making up a national culture; and the disproportionate burden placed on women to hew 

to national cultural ideals.188  

A Guinean press report on the performance of the Tanzanian group in 1968 highlighted some 

of these common features. Hailing the cultural policy of president Nyerere, the report 

celebrated the great achievements of the Tanzanian group in their worldwide performances. 

Additionally, it provided the Guinean reader with the meaning of each piece performed by the 

group, noting the ethnic group from which the piece originated and including a short summary 

of its content. The final part of the report frames the Tanzanian performance in the common 

terminology used in the official Guinean discourse to describe its nation-building project to its 

citizens. This framing typically revolves around a dual struggle against colonialism and the 

older chieftaincy. The report concluded the performance: “Here is a true art in the service of 

the people for their eternal bliss: will and unity of action in the struggle of liberation, the 

demystification of the masses…”189 Demystification refers to the efforts on behalf of the 

Guinean state to neutralize the powers of precolonial traditions and religious practices that 
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threatened the authority of the national government. This was done, as mentioned in Chapter 

1, by extracting rituals, dances, and music from their original religious context and adapting 

them to the format of a staged performance, primarily by Les Ballets Africains de la République 

de Guinée,190 but also by state-enacted iconoclasm targeting the sacred objects and masks of 

non-Islamic groups in Guinea.191 By highlighting commonalities between the two nation-states, 

the report affirms the validity of Guinean national policies and creates a shared framing that 

aligns two distinct nation-states on a similar objective of African decolonization. 

The festival of 1970 featured a collaboration between the national Guinean band 

Keletigui et ses Tambourinis and the Congolese singer Franklin Boukaka. This collaboration 

was based on a strong musical commonality between Guinea and Congo mediated by Cuban 

music. Cuban music influenced various African music scenes since the distribution of LPs in 

urban centers across Africa from the 1930s and functioned as a musical lingua franca in 

Africa.192 Its popularity on the continent should be understood as being due to the African 

musical elements that were integral to the music, which resonated with local musical features. 

At the same time, as White argues, it was also popular because “it stood for a form of urban 

cosmopolitanism that was more accessible and ultimately more pleasurable than the various 

models of European cosmopolitanism which circulated in the […] colonies in Africa.”193  

In Congo, Cuban music later developed into a local style known as Congolese rumba 

and later as soukous, whereas in Guinea, it was integrated into the state cultural apparatus, 

serving as a vital aesthetic source in the sound of modern Guinean orchestras, despite initial 

attempts of the Guinean government to attenuate the influence of foreign musical genres.194 

Thus, despite significant differences between the musical cultures of the two countries, Cuban 

music functioned as a shared soundscape. It is against this backdrop that the collaboration 

between Boukaka and Keletigui et ses Tambourinis should be understood. 
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Born in 1940 in Brazzaville, Boukaka gained a reputation as a politically engaged 

singer with songs on African unity and liberation. One of his early hits recorded in 1967, “Pont 

sur le Congo,” called for the unification of the two Congos: 

 Accept this day my prayer 

 For a united Congo. 

 If we follow the teachings of Lumumba 

 Kinshasa and Brazza will get on well together. 

 Brothers and Sisters of the two banks, 

 Let’s join hands and forge the glory 

 Of our Congo.195 

 Two years later, at the Algiers festival, he performed his song “Les immortels,” which 

declaims the names of revolutionary martyrs as Che Guevera, Malcolm X, and others.196 

During the same year of his appearance in the Guinean national festival, Boukaka engaged in 

another pan-Africanist collaboration: the recording of an album in Paris arranged by 

Cameroonian Manu Dibango, two years before the latter’s massive success with the hit “Soul 

Makossa.”197 It is not clear how popular Boukaka was in Guinea at the time of his visit, but 

Congolese music was not strange to the Guinean audiences, who could listen to it on the 

Guinean national radio station the Voix de la Revolution alongside popular music from all over 

Africa.198  

The collaboration between Boukaka and Keletigui est ses Tambourinis was recorded 

and released by Syliphone on three 45 rpm records that included four songs altogether.199 One 

of the songs is entitled “Unité Africaine” (African unity). Based on the audible presence of the 

audience in the recording, it was most likely recorded live during a concert at the national 

festival. Following a fraternal introduction that presents Boukaka as “our brother from Congo-

Brazzaville” and a short musical intro by the band, Boukaka enters with a verse in Lingala: 

“Africa changes, move, on the path for Addis Ababa. A path of agreement, of mutual aid and 
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of Africa one and strong.”200 This political message of the song, though unintelligible to the 

Guinean audience of non-Lingala speakers, is conveyed by the chorus in a long sequence of 

call and response between Boukaka and the backing singers. Boukaka calls out the names of 

around forty African countries and leaders (Sékou Touré, Kwame Nkrumah, Julius Nyerere, 

Marien Ngouabi, and Houai Boumediene), and he is answered with the phrase “Unité 

Africaine.” Following this sequence, Boukaka bursts into a spoken section in Susu, one of the 

Guinea national languages learned specifically for the occasion:201 

PDG, Africa maa too ba 

PDG, Africa fén dhé mèmè féé ira 

Impérialisme waa maa ifkha féé 

Könö CONGO naa ifökhöra 

Touré, itan Syli moukhou kha kiké nan 

ira 

Inou wali Camarade Président 

PDG, look on Africa 

PDG, Africa is expecting something from you 

You will defeat imperialism 

But Congo supports you 

Touré, you are Syli (Elephant) you are our moon 

 

Thank you comrade president 

 

According to Papa Kouyaté, drummer of Keletigui et ses Tambourinis, the group taught him 

the part in Susu in order to speak directly to the Guinean people in their language.202 In the 

recording, one can hear each sentence echoed by warm applause from the Guinean audience, 

who are no strangers to the militant anti-imperialist sentiment expressed. The PDG is portrayed 

as the avant-garde of the African decolonization struggle, whereas Sékou Touré is described 

as the moon and as a “Syli,” the Susu word for elephant and the national symbol of Guinea. 

When spoken by the Congolese Boukaka in a local Guinean language, this passage validates 

the ruling party and Sékou Touré’s regime and endows them with significance that exceeds 

their national scope.  

The lyrics thus complement the musical conversation between Boukaka and Keletigui 

that effectively creates a pan-African soundscape within the confines of the national festival, 

mediated by Cuban music. Specifically, the arrangement is largely in the style of Son Cubano, 

which includes elements considered to be of African origin, such as the call and response form, 
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as well as the rhythmic foundation characterized by a bass playing the tresillo pattern.203 Since 

the musical accompaniment backing the pan-African message is familiar to the Guinean ear, 

the collaboration did not result in an experimental fusion between two distinct musical cultures 

but rather in a smooth conversation. Thus, the music complements the denotative function of 

the lyrics that advocate African unity. It performs a response to the hypothetical question: 

“What would the music of a pan-African nation sound like?”  

 

Miriam Makeba: between legal and cultural citizenship  

If pan-African cultural citizenship was activated around the presence of passing visitors to the 

national festivals, it was even more pronounced when considering the emplacement of South 

Africa singer Miriam Makeba in Guinea. This is due to her prolonged and profound 

engagement with the local Guinean music scene. Makeba’s exile in Guinea is paradigmatic of 

Bethlehem’s theoretical framework of recast apartheid “as an apparatus of transnational 

cultural production,”204 as was elaborated in the introduction. Makeba first visited Guinea in 

1967 during the national festival, following an invitation from Sékou Touré. During this visit, 

she was granted a Guinean passport and a plot of land in the rural Dalaba region. At the time 

of her first appearance in Guinea, Makeba was at the zenith of her commercial success in the 

US, where she had lived in exile since leaving South Africa in 1959.205 It was in the US that 

Makeba’s voice became most associated with African music, to the degree that it “came to 

represent a sonic stand-in for the continent of Africa.”206 This identification remained 

throughout her career in Guinea, albeit with a change. Following Makeba’s move from the US 

to Guinea, the imaginaries within which such representation occurred changed dramatically. If 

in the US, Makeba navigated a privatized music industry working primarily within the logic of 

an “aesthetic production of difference,”207 in Guinea, Makeba participated in the socialist 
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nation-building project conflating the personality cult of Sékou Touré, the violent exclusion of 

concrete and imagined oppositional forces, and an ethos of radical pan-Africanism.208  

While still in the US, Makeba achieved increasing fame in the entire continent. She 

gained considerable cultural capital and enjoyed the status of a pan-African celebrity by 

befriending African leaders and participating and performing in various high-profile events in 

the continent, including the first OAU summits in Addis Ababa and Accra, the independence 

ceremony of Kenya. Just as importantly, Makeba also became associated with the anti-

apartheid struggle following her two appearances before the UN Special Committee against 

Apartheid in 1963 and 1964 that were chaired at that time by Guinean representatives to the 

UN. Her esteemed status was not overlooked in Guinea, and her one-month-long first visit 

received extensive press coverage replete with such flattering epithets as “the celebrated South 

African singer” and the “the great African singer.”209 It was during this visit that Makeba also 

met her future husband, Stokely Carmichael, the Student Nonviolent Coordinating Committee 

(SNCC) leader and Black Panthers’ honorary president. Carmichael came to Guinea for 

ideological tutorship with Sékou Touré and Kwame Nkrumah, the ex-Ghanaian president who 

was living in Guinea following the 1966 Ghanaian coup d’état.210 Makeba and Carmichael 

married in March 1968 and a few months later relocated to Guinea, where Makeba resided until 

1986, two years after the death of Sékou Touré.211  

Makeba did not restrict her sojourn in Guinea to residence, and shortly after her arrival, 

she began to take an active role in the national music scene. Accompanied by the Quintette 

Guinéen, a newly formed band whose members were recruited from the esteemed national 

group Balla et ses Balladins, Makeba performed in several national festivals, worldwide tours, 

and major pan-African events. The group members were Famoro Kouyate on bass guitar, Kemo 

Kouyate and Sékou “Docteur” Diabaté (later replaced by Sékou “Kora” Kouyate) on electric 

guitars, Abdou Camara on drums, and Amadou Thiam on percussion. Additionally, Makeba 

recorded extensively for Syliphone, the Guinean national label. Makeba learned and recorded 

                                                
208 The involvement of African states in cultural production has been studied extensively, see Askew, 
Performing the Nation; Counsel, Mande Popular Music and Cultural Policies in West Africa; Skinner, Bamako 
Sounds; Bob W. White, Rumba Rules: The Politics of Dance Music in Mobutu’s Zaire (Durham, NC: Duke 
Univ. Press, 2008). 
209 Horoya, September 19, 1967; Horoya, October 18, 1967. 
210 For Nkrumah’s writings during his exile in Conakry, see Kwame Nkrumah and June Milne, Kwame 
Nkrumah: The Conakry Years, His Life and Letters (London; Atlantic Highlands, N.J., USA: PANAF, 1990). 
211 On the circumstances that pushed Makeba and Carmichael to move to Guinea, see Fleming, “A Marriage of 
Inconvenience.” 



 65 

songs in multiple languages, including the three main Guinean languages—Susu, Fulfuldé, and 

Maninka—in addition to songs from her established repertoire in isiXhosa and isiZulu and 

songs in Arabic, French, Spanish, and English. This linguistic and cultural flexibility, as 

Bethlehem argues, should be read backward to Makeba’s upbringing in a South African 

township where language mixing and hybrid jazz cultures developed as resistance to 

apartheid’s doctrines of “cultural purity.” Papa Kouyaté, Makeba’s longtime drummer, 

indicated that for Makeba, singing in multiple languages was a way to connect to diverse 

publics.212  

Since songs are usually bounded linguistic units, they lend themselves more readily to 

processes such as borrowing, appropriation, and decontextualization, even in lieu of language 

proficiency. At the same time, they create the performative effect of linguistic competence that 

can foster cross-cultural alliances, as we have already seen in this chapter.213 In other words, 

this instance of flexible language choice could be seen as an expression of a particular language 

ideology that characterizes musical pan-Africanism in general and stands in contrast to more 

rigid linking between languages and social groups.214 Makeba’s performance of Guinean songs 

established her within the Guinean national music scene. These songs were predominantly 

nationalist praise songs for Sékou Touré and the PDG ruling party and uncritically celebrated 

national events and state policies, thereby participating in what Nomi Dave called, “politics of 

silence,” which she identifies as a “deeply rooted […] local cultural aesthetics of silence and 

guardedness, intertwined with the long legacy of authoritarian rule in postcolonial Guinea.”215  

A vivid example of Makeba’s participation in the Guinean cultural scene is her 

performance at the national festival of 1970. This performance was documented in the color 

film Hirde Dyama, a Guinean-East-German co-production that features theater and music 

performances of Guinean artists alongside footage of industrial projects and a speech by Sékou 

Touré. Makeba is seen performing the song “Maobé Guinée,” a praise song in honor of the 

PDG in the Fulfuldé language, on the stage of the Palais du Peuple, before Sékou Touré. 

Makeba actively participated in the Guinean cultural apparatus through this performance on 

                                                
212 Personal communication, December 2, 2016. 
213 For a comparative case on the use of Arabic in music by Jewish-Israelis in lieu of language competence, see 
Oded Erez and Nadeem Karkabi, “Sounding Arabic: Postvernacular Modes of Performing the Arabic Language 
in Popular Music by Israeli Jews,” Popular Music 38, no. 2 (May 2019): 298–316. 
214 Kathryn A. Woolard and Bambi B. Schieffelin, “Language Ideology,” Annual Review of Anthropology 23, 
no. 1 (October 1994): 55–82. 
215 Nomi Dave, “The Politics of Silence: Music, Violence and Protest in Guinea,” Ethnomusicology 58, no. 1 
(2014): 2. 
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the national stage. However, the fact that Makeba was not performing the song as a Guinean 

should not be dismissed. After all, she did not speak Fulfuldé, and her singing style was far 

removed from female Guinean singers, most of whom sang in folkloric ensembles rather than 

in popular music bands. Thus, Makeba could not, for example, venture into the elaborate 

improvised vocal parts that characterize the great West African female singers. Moreover, in 

the video, Makeba is seen at one point losing the beat and mistakenly entering in the middle of 

a rhythmic cycle, which forces her band to shift their accompaniment to be back in sync.  

Yet these faults, I argue, are not problematic. On the contrary, in order to mediate 

between the particular Guinean nation and the general pan-African imaginary, Makeba could 

not be completely assimilated into the national sphere. While performing according to local 

cultural-political conventions, she had to preserve a certain degree of foreignness—occupying 

a liminal position between local and foreign in Guinea.216 And while it is true that Makeba also 

enjoyed the status of political citizenship in Guinea, it was the idea of pan-African cultural 

citizenship attached to Makeba that was utilized by the Guinean state for its interests.217 

A press report on the 1970 festival further demonstrates Makeba’s significance for the 

expansion of Guinean nationalism to encompass pan-African horizons. Here, Makeba is 

juxtaposed with Sory Kandia Kouyaté (see Chapter 1), who collaborated in the festival with 

Keletigui et ses Tambourinis. The report describes how both Makeba and Kandia Kouyaté went 

beyond their locality by performing and recording songs in African languages other than their 

own. For Makeba, the South African, these were the songs in Guinean languages, while for 

Kandia Kouyaté, they were popular songs from Zambia, Tanzania. and Senegal. These gestures 

were presented as evidence of the pivotal role of artists in promoting integration and unity. At 

the same time, a sentiment of national patriotism was not completely absent from the report, 

which states that “No other African scene could have reunited this holy trio, all alone, that have 

this flame that brings to mind a single word: Africa!”218 The two political languages of Guinean 

patriotism and pan-Africanism are combined in order to recast Guinea as a locus of pan-African 

                                                
216 Elsewhere, I examined a similar dynamic in relation to Makeba’s ability to express musical styles that were 
not fully conformed to the official ideological line of the Guinean state. See Hashachar, “Playing the Backbeat 
in Conakry.” 
217 It is important to note that Makeba had her own pan-Africanist associations even before her relocation to 
Guinea. See Louise Bethlehem, “‘Miriam’s Place’: South African Jazz, Conviviality and Exile,” Social 
Dynamics 43, no. 2 (May 4, 2017): 249–50; Bethlehem, “Restless Itineraries: Antiapartheid Expressive Culture 
and Transnational Historiography,” 54–55. 
218 Horoya, August 7, 1970. 
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cultural activity that could not have been realized in any other place. This discursive blending 

creates the impression that the road to pan-Africanism must pass through Guinea. 

 

Musical expressions of continental pan-Africanism: The trans-Saharan axis 

The previous examples involve musicians from sub-Saharan Africa. As I showed in the 

introduction to this part, the variant of pan-Africanism espoused in Guinea (as well as in 

countries like Algeria, Ghana, and Mali) was formulated along continental rather than racial 

lines. While musical collaborations were more conspicuous across sub-Saharan Africa, Guinea 

was involved in cultural initiatives that reflect the continental variant of pan-Africanism, which 

sees the North African countries as part of an African collective. Pan-African artistic 

expressions in continental (or trans-Saharan) settings are understudied, and in many ways, 

scholarship replicates the racial understanding of Africa by conceptually separating North 

Africa from sub-Saharan Africa. Ziad Bentahar has pointed out diverse factors that contribute 

to reproducing this schism, namely, the omnipresent legacy of the négritude movement and its 

emphasis on blackness, the dominance of the English language, shifting political priorities 

between Arab unity and African unity, and colonial demarcation of space.219 At the same time, 

scholarship in recent years has begun to rectify this state of affairs by illuminating trans-

Saharan circulation of expressive culture in domains such as visual culture,220 literature,221 and 

music.222 To examine the trans-Saharan circulation of music, I will be focusing on Algerian-

Guinean musical exchanges mediated by Makeba.  

A year after her relocation to Guinea, Makeba performed in the 1969 Algiers festival, 

at this stage without her regular Guinean group, but rather accompanied by Sékou “Bembeya” 

                                                
219 Ziad Bentahar, “Continental Drift: The Disjunction of North and Sub-Saharan Africa,” Research in African 
Literatures 42, no. 1 (2011): 1–13. For a related perspective in the field of African history, see Baz Lecocq, 
“Distant Shores: A Historiographic View on Trans-Saharan Space,” The Journal of African History 56, no. 1 
(March 2015): 23–36.  
220 Jessica Winegar and Katarzyna Pieprzak, “Africa North, South, and In Between,” Critical Interventions 3, 
no. 1 (January 2009): 3–11, https://doi.org/10.1080/19301944.2009.10781358. 
221 Ziad Bentahar, “Connecting North And Sub-Saharan Africa Through Literature, Film, And Music” (PhD 
Dissertation, The Pennsylvania State University, 2009); Hélène Tissières, Transmigrational Writings between 
the Maghreb and Sub-Saharan Africa: Literature, Orality, Visual Arts (Charlottesville: Univ. of Virginia Press, 
2012). 
222 Ziad Bentahar, “The Visibility of African Identity in Moroccan Music,” Wasafiri 25, no. 1 (March 2010): 
41–48; Eric Charry, “Music and Islam in Sub-Saharan Africa,” in The History of Islam in Africa, ed. Nehemia 
Levtzion and Randall Lee Pouwels (Athens: Ohio University Press, 2000), 545–73; Fiona McLaughlin, 
“Youssou N’Dour’s Sant Yàlla/ Egypt: A Musical Experiment in Sufi Modernity,” Popular Music 30, no. 1 
(January 2011): 71–87. 
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Diabate of the band Bembeya Jazz National.223 An interview with her was published in the 

festival’s official bulletin a few months before it took place. In addition to biographical and 

political questions, she was also asked about African music. One such question addresses the 

commonality between South African music and the music of other parts of Africa. Makeba’s 

answer is instructive: 

I think the music of Africa is basically the same, it just differs because of the different 

languages. I find though that North African music is quite different from the music 

south of the Sahara, but then I find that the music in Guinea is somewhat related to this 

music here in North Africa; it has that Arabic chant about it which as you go south gets 

lost.224  

Makeba’s reply to this seemingly politically-neutral question positions Guinea as a preferred 

site for linking North Africa and sub-Saharan Africa on musical grounds. At first, it seems that 

Makeba reproduces essentialist arguments about African music in line with a tendency, 

identified by Paul Gilroy, to “take music as the primary means to explore critically and 

reproduce politically the necessary ethnic essence of blackness.”225 However, in the context of 

the Algiers festival, which problematized the racial foundations of pan-African solidarity, what 

is at stake here is not so much blackness but the incorporation of North Africa into the 

boundaries of pan-African cultural citizenship.  

Whereas for political leaders such as Algerian Houari Boumediene and Guinean Sékou 

Touré, this affinity was grounded in a shared history of colonialism and anti-imperialist 

struggle, Makeba evoked a form of musical reasoning. At first, she admits that the North 

African music is “quite different from the music south of the Sahara,” in what seems to 

reproduce a sonic distinction between North Africa and sub-Saharan Africa. However, she 

immediately continues and states that “the music in Guinea is somewhat related to this music 

here in North Africa” with its elements of “Arabic chant.” We have no way of knowing whether 

this musical observation was Makeba’s or borrowed from elsewhere. There are two 

interpretations of this statement. The first one is a recognition of historical links, including 

                                                
223 An error that permeates popular accounts in the media is that Makeba’s collaboration with Algerian 
musicians dates to the 1969 Pan-African Festival in Algiers. While it is true that Makeba performed in the 
festival, as is seen in William Klein’s documentary film of the festival (1969), she performed at the occasion 
with an ad-hoc band organized specifically for the event, which included Guinean guitarist Sékou “Bembeya” 
Diabaté without the Algerian musicians. The Algerian artists that collaborated with Makeba corroborate this 
fact. See Sawt Al-Ahrar, July 6, 2009; Sawt Al-Ahrar, July 13, 2009; Echorouk, June 30, 2009. 
224 Algiers 1969 - News Bulletin, 1st Pan-African Cultural Festival, vol. 3 (Algiers: Organization of African 
Unity, 1969), 32. 
225 Gilroy, The Black Atlantic, 100. 
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musical ones, between North and sub-Saharan Africa.226 The second one is the manifestation 

of the political ideology of continental pan-Africanism, with an emphasis on the trans-Saharan 

axis, in a discourse on music.  

In any case, this statement reiterates the mediation between national patriotism and pan-

Africanism playing out internally in the Guinean press but now moves it to the international 

stage of the festival. As a country that is black African but also influenced by a long historical 

trajectory of economic, cultural, and religious exchanges with North Africa and Islam, Guinean 

musical cultures share certain features with North African traditions, for example, their 

ornamented singing styles. As Makeba recognizes, Guinea is thus presented as a musical bridge 

between North Africa and sub-Saharan Africa. As we have seen, this positioning is aligned 

with the emphasis on trans-Saharan solidarity advocated by Guinea in the Algiers festival and 

elsewhere.  

 Besides the pan-African festivals, the engagement with the culture of North Africa also 

took place on a state-to-state basis. In Guinea, an Algerian Cultural and Cinematic Week was 

held from 9–15 May in 1973 and coincided with a state visit by Algerian president 

Boumediene. The event included film screenings of nationalist films on the Algerian 

revolution, folkloric performances by the Ballet of the National Algerian Theater, and a concert 

by the Orchestra of the Algerian Radio and Television conducted by composer Boudjemia 

Merzak featuring Algerian singers Bestandji Said and Mohamed Lamari, among others. At the 

occasion, Lamari performed his popular song in honor of Che Guevara,227 which attests to the 

way in which the Third World was a fruitful symbolic resource of artistic expression common 

to the two countries.228 The event was seized upon by the state-controlled Guinean press to 

emphasize the commonality between the two national projects based on a revolutionary and 

anti-imperialist ethos. Concluding the event, a Guinean reporter wrote:  

The Algerian productions: songs, choirs, orchestras, ballets, folklore and all the range 

of the presented works interpret our common concern: the rehabilitation of Africa that 

                                                
226 Charry, “Music and Islam in Sub-Saharan Africa.” 
227 See reports in Horoya, May 12, 1973; Horoya, May 14, 1973. The song was written by Moustapha Toumi, 
who will be discussed later in this chapter. 
228 Cuba was a major ally of Guinea, and Fidel Castro’s visit to the country was greatly publicized in nationalist 
press. In terms of songs, Guinean musicians recording for the national label Syliphone engaged with Third 
World themes as well, such as anti-imperialism, and paid homage to different Third World leaders. For 
examples, taken from the digitized Syliphone catalogue in the British Library, see 22 Band’s “Fidel Castro”: 
https://sounds.bl.uk/World-and-traditional-music/Syliphone-record-label-collection/025M-C1583X4X438X-
0003V0 and Sidiki Diabate and Mantafe Sako’s “L’imperialisme ne connaît pas Afrique [sic]”: 
https://sounds.bl.uk/World-and-traditional-music/Syliphone-record-label-collection/025M-C1583X3X184X-
0002V0 
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by returning to herself, is capable to better flourish and provide high quality 

contribution to the universal culture.229 

By referring to non-black Algerian performances as an expression of a greater African project, 

the report evokes the notion of a continental African identity that is not conditioned on the 

category of race. These examples illustrate how trans-Saharan variants of pan-Africanism were 

showcased by the written media around expressive culture. I will now demonstrate how this 

variant was performed through the practice of musical collaboration between Miriam Makeba, 

her Guinean band, and Algerian musicians. 

 

Musical pan-Africanism in 1972 Algeria: The song Ifriqia/Africa 

On May 31, 1972, Algerian president Houari Boumediene came to Guinea for a five-day 

official visit that took him around the country to the cities of Conakry, Kindia, Labé, and 

Kankan. The visit followed a summit in Monrovia, convened by a special committee of the 

Organization of African Unity, which aimed to solve the deteriorating relations between 

Guinea and Senegal. When his visit ended, Boumedience invited South African singer Miriam 

Makeba, who by then had been an honorary citizen of Guinea for four years, to participate in 

a festival marking the tenth anniversary of Algerian independence, to take place in early July.  

As guests of the Algerian state, Makeba and her Guinean backing group at that time 

enjoyed privileged conditions during their one-month stay in Algiers, including luxurious 

accommodation and direct access to foreign minister Abdelaziz Bouteflika.230 For the 

independence celebration, Makeba and her Guinean group were teamed up with Lamine 

Bshishi, an Algerian composer and director in the national radio, who commissioned a poem 

by Moustapha Toumi, a prolific revolutionary-Marxist poet and screenwriter and a member of 

the organizing committee of the 1969 Pan-African Cultural Festival.231 An intense rehearsal 

period of one month, during which Makeba had to overcome the challenge of singing a rather 

long song with minimal repetitions in Arabic, a language which she did not speak, resulted in 

the song “Africa,” also known in Algeria as “I am free in Algeria” (أنا حرة في الجزائر).232 Makeba 

performed this song at the main gala event at the Atlas Hall in Algiers in front of dignitaries, 

                                                
229 Horoya, May 17, 1973. 
230 Nestor Sita Bangoura, personal communication, January 21, 2018. Bangoura was Makeba’s road manager 
until 1973.  
231 According to Algerian newspaper El Massa, June 12, 2008. 
232 The song was recoded in Algeria and later released in a 45rpm album under the national Guinean recording 
label Syliphone (1973). It was later released in the compilation album The Guinea Years (2001), which includes 
most of Makeba’s recorded repertoire for Syliphone. 
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including Boumediene, Mauritanian President Moktar Ould Daddah, and Cambodian Prince 

Norodom Sihanouk.233  

The 1972 festival honoring Algerian independence was celebrated in Algeria with 

multiple ceremonies and cultural performances of both Algerian artists and foreign groups. 

Although the independence anniversary was primarily a nationalist festivity, the Algerian press 

also framed it as an event with pan-African significance. One Algerian report that covered the 

preparations for the independence celebrations, for instance, indicated that locals were joined 

by tourists to revive the ambiance of the pan-African meeting three years before.234 The main 

event of these celebrations was a gala performance that took place in the Atlas Hall on July 5, 

featuring, in addition to Makeba, some renowned singers of the Arab world at that time: 

Egyptians Faida Kamel, Karem Mahmoud, and Mohammed Kandil, Lebanese Nadjah Salem, 

and Algerian-Lebanese Warda El Djazaira.235  

Against this cadre of mainly Arab singers, Makeba’s presence did not go unnoticed, 

and she received relatively substantial coverage in the local press. One report described her 

performance as “arousing admiration from the audience and mobilizing them in favor of 

banning the exploitation of people and for the liberation of Africa from the yoke of 

imperialism.”236 Another indicated “massive applause” from the audience that was impressed 

by Makeba singing in Arabic, even though her rudimentary level of pronunciation was also 

noted.237 Importantly, the Algerian-South African-Guinean collaboration that resulted in the 

song “Africa” was an ad-hoc production mediated by state relations and created specifically 

for the national event. As such, it should be differentiated from well-established musical 

practices in North Africa originating in communities of descendants of sub-Saharan slaves, 

such as the Stambeli and Diwan, and the music of the Gnawa.238  

                                                
233 El Moudjahid, July 5, 1972. 
234 El Moudjahid, June 24, 1972. 
235 Besides Makeba, other African ensembles participated in the celebrations, including the national ensembles 
of Libya, Tunisia, and Morocco, as well as the National Ballet of Guinea. 
236 El Moudjahid, July 5, 1972. 
237 El Moudjahid, July 8, 1972. A noticeable hiccup was Makeba’s failure to pronounce the voiceless pharyngeal 
fricative consonant (ħ) in Arabic, so instead of singing أنا حرة في الجزائر (I’m free in Algeria) she sang  أنا ھرة في
 This mistake caused laughter among the Algerian audience, a fact that caught .(”I’m a kitten in Algeria“) الجزائ
Makeba’s attention during the performance (Sawt Al-Ahrar, July 13, 2009a). For Toumi, the mistake did not 
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‘kitten’ can evoke a deep and imaginative meaning, for cats are known for their vigilance and power of 
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poem” (Sawt Al-Ahrar, July 13, 2009b). 
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“Africa” has a revolutionary character that characterizes the poetry of Moustapha 

Toumi. It opens with praises to the Algerian revolution. Makeba functions symbolically as the 

representative of Africa who greets Algeria in the name of the entire continent, a position 

which, as we saw, was in line with her becoming a symbol of the continent. “Africa” 

emphasizes the unity of the continent by linking the Algerian revolution to struggles around 

the continent through the notion of slavery that is depicted using the image of the slave market. 

This image should be understood both in the literal sense when applied to sub-Saharan African 

and metaphorically as standing for colonial coercion in general.239 Makeba takes the role of a 

witness-storyteller, recounting the horrors of the slave market while the Algerian chorus 

condoles with her. The last verse of the song contrasts enslavement with freed Algeria.  

The symbolic role Makeba enacts in the song could not be divorced from her actual 

political commitments, which were widely known by the Algerians with whom she worked 

due to the support Algeria offered to the anti-apartheid struggle.240 Mohamed Lamari, an 

Algerian singer who sang in the chorus that accompanied Makeba, remembered Makeba as 

follows:  

Algeria has a special place in the heart and memory of the late Makeba, with whom I 

was friends. She told me that she is not only fighting against racial discrimination in 

her homeland, South Africa, and the apartheid regime, but she also supports all 

liberation movements in Africa and the third world.241  

Moving to the musical elements of the song, “Africa” is a medley composed in a through-

composed form, where each section has a unique musical accompaniment and rhythmic 

character with minimal repetition throughout the performance. The backing orchestra 

comprises strings and woodwinds and is joined by Makeba’s Guinean group as the rhythm 

section. Such an ensemble was typical of Algerian popular music at that time, as is evident in 

other songs from the period.242 The rhythmic backdrop in “Africa” is eclectic and ranges from 

rock-oriented back-beat grooves to local inflections. Specifically, the last part of the song, 

                                                
Music, Trance, and Alterity in Tunisia, Chicago Studies in Ethnomusicology (Chicago: University of Chicago 
Press, 2010). 
239 This interpretation resonates with Ratcliff’s observation that pan-Africanism in Algeria, and specifically for 
Boumediene, was grounded in “shared experiences of colonialism and imperialism.” Ratcliff, “Liberation At 
The End Of A Pen: Writing Pan-African Politics Of Cultural Struggle,” 112. 
240 In the early 1960s, Nelson Mandela was trained by the armed forces of the Algerian National Liberation 
Front (FLN). 
241 Sawt Al-Ahrar, July 6, 2009. I thank Yara Ibrahim for her assistance in translating Algerian newspapers in 
Arabic.  
242 See, for example, Mohamed Lamari’s song’s “Farha”: https://www.youtube.com/watch?v=srwsjr8xg5Q 
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which has the most explicit political message, exhibits a ternary polyrhythmic groove 

reminiscent of the rhythm played in the last and fastest movement of the Algerian Andalusian 

nūba called khlās.243 As Glasser observers, having a collaborative and danceable character, the 

khlās was subsequently adopted by Algerian popular music genres such as the female 

performers (msemma’āt) and the male-dominated chaabi.244 Referring to the khlās in the 

context of chaabi music, Samia Touati pointed out that “singers resort to these songs, which 

are performed at a faster pace than the longer piece, in order to entertain their audience with an 

epitomical ecstasy going crescendo until the final line where everything stops all of a sudden 

after having grown quicker and quicker.”245 In the context of “Africa,” the climactic khlās is 

charged with a political militancy and may also signify sub-Saharan music, as the ternary 

rhythm is common in North African music styles associated with black communities. This 

musical backdrop accompanies Makeba’s singing: 

 

Drum Drum Drummer. 

people ready for struggle. 

People ready to fight. 

Let’s fight! 

 

 طـــبــل طــبــل یــا طــبــال

مــســبــل لـلـنــضـالشـــعــب   

 شـــعــب مــســبــل لـلــقــتــال

.ھــــیا لــلــكفـــاح ھــیـــا  

 

 

Congruent with the lyrics, the drum part intensifies, and the musical texture becomes dense 

and multi-layered. After two cycles of this message sang by Makeba, the chorus takes the 

“Drum Drum Drummer” phrase and sings it repeatedly in ostinato. It is at that point that 

Makeba shifts to a multi-lingual spoken word expression in Arabic, French, and English that 

conveys mobilizing messages and charts the African continent through a marching itinerary:246 

                                                
243 In Momahed Lamari’s version of the song, the ternary rhythm is more prominent than in Makeba’s version 
due to the presence of the Darbuka, playing the common rhythm of the khlās, which is absent in Makeba’s 
version. See: https://www.youtube.com/watch?v=bblw1Zwd0Pw. 
244 Jonathan Glasser, The Lost Paradise: Andalusi Music in Urban North Africa, Chicago Studies in 
Ethnomusicology (Chicago; London: The University of Chicago Press, 2016), 100. This term refers to a popular 
genre developed in the 1930s and associated with the working classes.  
245 Samia Touati, “Wine, Love or Divine Love? Analysing Three Short Traditional Algerian Sha’bî Songs,” The 
Journal of North African Studies, September 17, 2018, 6. 
246 This part is transcribed and translated from Makeba’s concert in Carthage during the 1973 Pan-African 
Youth Festival. The original version conveys a similar message, but some of the words in Arabic are not 
pronounced clearly and thus unintelligible. For the Carthage version, see: https://youtu.be/QLusphgpNLg (song 
starts at 00:18:42). For the original version from the concert in Algeria, see: https://youtu.be/onLpojmMHrc. 
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(Arabic) 

Keep drumming 

Call for struggle 

For freedom 

For justice 

For prosperity 

For peace 

 

(English) 

Yes Africa 

(French) 

Fighting everywhere 

Fighting Africa 

Fighting everywhere 

For liberty 

For justice 

For well-being 

For peace 

 

(English) 

Yes Africa! 

Yes Africa! 

 

(English) 

Let’s march on, Let’s march on 

from Bissau to Namibia. From 

Namibia to Zimbabwe. From 

Zimbabwe to South Africa. 

From South Africa to Angola. 

From Angola to Mozambique.  

Yes Africa! 

(In Arabic) 

The entire African nation 

 

 زیــــد طـــبـــل                

 نــــادي لــلـــكــفــاح                

 مــن أجــل الــحــریــة                

 مـــن أجـــل الـــعــدالــة                

 مـــن أجـــل الـــرخـــاء                

                  مـــن أجـــل الســـالم                

 

 

 

 

On combat partout 

L’Afrique combattants 

On combat partout 

Pour la liberté 

Pour la justice 

Pour la bien être  

Pour la paix 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

اإلفــریــقــیــة األمــة كـــل  
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Rhythmically, Makeba shifts from metered to unmetered parts, which correlates with Kofi 

Agawu’s distinction between body and speech rhythms. These two contrasting rhythmic 

expressions, which are, in a way, parallel to the distinction between aria and recitative in opera, 

are used in multiple ways and in different creative relations in African music.247 In this context, 

Makeba uses the speech rhythm to perform a political message, shifting from the position of a 

singer-storyteller to that of a political speaker. The musical energy intensifies with each phrase, 

and the music enhances her rhetoric, putting a rhythm of the body/dance rhythm behind an 

unmetered speech rhythm. Such confluence of the metered and the unmetered is a powerful 

technique that enables the transmission of a message while simultaneously putting the body in 

motion, calling both body and the mind into action while contributing to a sense of the 

ritualized performance of pan-Africanism.  

According to composer Lamine Bshihsi, it was Makeba’s request to reserve a rather 

long section within the musical arrangement to address the African people in their languages.248 

It demonstrates how even under a regimented context of a national celebration, Makeba could 

exercise her aesthetic agency over the artistic product and amplify the pan-African message of 

the song. Similar dynamics of negotiation, as was observed by Louise Bethlehem, are evident 

throughout Makeba’s career and, more generally, are emblematic of the “restlessness” of 

expressive culture produced by black South Africans under apartheid.249 

 By addressing the audience as a political speaker, Makeba activates a form of “public 

interpellation” of the audience as a community of pan-Africanists in a way that is closer to 

Georgina Born’s definition of interpellation as a “co-present public that is potentialized by 

performance” than the textual-based models of interpellation.250 The circular rhythm and the 

repeated phrase behind Makeba’s messages contribute to a sense of the ritualized performance 

of pan-Africanism, which involves the citation of political messages commonly heard by 

                                                
247 V. Kofi Agawu, The African Imagination in Music (New York: Oxford University Press, 2016), 159–61. 
248 Sawt Al-Ahrar, July 13, 2009. 
249 Bethlehem, “Restless Itineraries: Antiapartheid Expressive Culture and Transnational Historiography.” 
250 Born, “Music and the Materialization of Identities,” 382. 
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African revolutionary leaders in speeches, here entextualized—extracted from their 

commonplace setting—and incorporated into the setting of a musical performance.251 

Anthropologist Rupert Stasch has argued in respect to rituals that “[they] often causally 

bootstrap into existence the very macrocosmic conditions the rituals represent, including forms 

of political subordination, visions of the political community, or economic structures.”252 In 

this case, far from just singing about pan-Africanism in a denotative layer, Makeba’s 

performance exercises the very idea by staging a collaboration between South Africans, 

Guineans, and Algerians in front of the audience. Thus, the performance concretizes, even if 

just within the confines of the event, a community of Africans irrespective of national, racial, 

or ethnic boundaries.  

 The musical formations examined above and in Chapter 1 demonstrate the myriad 

modes through which music, as a social practice, an aesthetic form, and an object of discourse, 

functioned as a site through which pan-African ideas sustained and, most importantly, 

contained within the politics of the African nation-state. They operated through different 

cultural registers: from popular musical expressions that stand at the core of Guinea cultural 

diplomacy (in Chapter 2) to expressions of progressive traditionalism that translated pan-

African ideas through indigenous systems of knowledge and aesthetic practices (in Chapter 1). 

In both cases, the musical expressions explored reside under the tight control of the nation-

state, whether Guinean or Algerian. If we return to the model proposed in the introduction, then 

the dominant model explored so far is the first one—MPA as an expression of pan-African 

ideology. Yet, even under these conditions, as was demonstrated, we should not underestimate 

the potency of MPA of the second sense—MPA as musical practice—to boost the 

dissemination of the official ideology by inducing affective, aesthetic, and visceral effects on 

the audience and musicians involved. In the next section of the dissertation, the dynamics 

between the two senses of MPA will be inverted when we move to a context where the explicit 

discursive expression of pan-African ideology is practically absent from the cultural and 

political sphere. This will allow us to isolate the impact of MPA in the second sense to a greater 

degree.  

  

                                                
251 Richard Bauman and Charles L Briggs, “Poetics and Performance as Critical Perspectives on Language and 
Social Life,” Annual Review of Anthropology 19 (1990): 73. 
252 Rupert Stasch, “Ritual and Oratory Revisited: The Semiotics of Effective Action,” Annual Review of 
Anthropology 40, no. 1 (October 21, 2011): 163. 
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Part 2 – Côte d’Ivoire 

The two chapters that follow focus on the production of musical pan-Africanism in Côte 

d’Ivoire, primarily in its economic capital, Abidjan.253 The political constellation in Côte 

d’Ivoire, specifically in respect to the ideology of pan-Africanism, is far different from the one 

explored in the chapters on Guinea. Félix Houphouët-Boigny (1905–1993), the president of 

Côte d’Ivoire from its independence until his death, was previously the leader of the 

Rassemblement Démocratique Africain (RDA), the largest inter-territorial party in colonial 

French West Africa, which was dismantled following Guinea’s solo path to immediate 

independence from France. Sékou Touré, who was the head of the Guinean branch of the RDA, 

and Houphouët-Boigny represented opposing perspectives among African leaders about the 

nature of the desired relationship between the French metropole and the African colonies. 

Sékou Touré, together with Malian Modibo Keita, called for the creation of a unification of the 

African territories that would negotiate with France as a single political body. Houphouët-

Boigny, on the other hand, objected to the idea of African unity. Instead, he supported the 

balkanization of territories and espoused direct links between each African territory and France. 

According to Tony Chafer, the reason for this position was that Houphouët-Boigny feared the 

communist and radical nationalist influence in West Africa. Another reason was economic. 

Côte d’Ivoire, together with Senegal, were the two richest territories in French West Africa, 

which caused tension around the question of a federal budget that Côte d’Ivoire would stand to 

lose.254 Thus, pan-Africanism and the idea of African unity were not part of the official political 

discourse in Côte d’Ivoire. Even when the country established the Conseil de l’Entente, a 

coalition with Benin, Burkina-Faso, Niger, and later Togo, it was mainly a body supporting 

economic cooperation rather than an attempt for political unification.  

The moderate agenda of Houphouët-Boigny continued after independence in 1960, 

occasionally leading the country to clashes with other African states. For example, against the 

official line of the Organization of African Unity that boycotted the apartheid regime in South 

Africa, the Ivoirian government promoted a nonconsensual policy of dialogue and even sent a 

high-ranked official delegation to South Africa in 1975.255 This approach was interpreted by 

                                                
253 Note that in 1983, Houphouët-Boigny declared Yamoussoukrou, his birthplace, as the capital city of Côte 
d’Ivoire, although Abidjan remained to be the economic hub of the country. 
254 Tony Chafer, The End of Empire in French West Africa: France’s Successful Decolonization? (Oxford; New 
York: Berg, 2002), 5. 
255 Abou B. Bamba, “An Unconventional Challenge to Apartheid: The Ivorian Dialogue Diplomacy with South 
Africa, 1960–1978,” International Journal of African Historical Studies 47, no. 1 (2014): 77–99. 
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many African countries, including Guinea, as complicit with the imperialist powers, which 

made Houphouët-Boigny a target for attacks in the Guinean press.  

Another point of difference between Guinea and Côte d’Ivoire pertains to the 

involvement of the state in the cultural field. The Ivoirian economy, known at that time as the 

“Ivoirian miracle,” was one of the most liberal economies in Africa, preceding liberalization 

processes that swept Africa with the Structural Adjustment Programs initiated by International 

Monetary Fund in the 1980s.256 If in Guinea, culture was managed by the state apparatus and 

was highly subjugated to the ruling party, in Côte d’Ivoire, the state involvement in the cultural 

industries was marginal, paving the way for private actors and enterprises to enter the cultural 

field.  

African migrants owned many private enterprises in Côte d’Ivoire, including, as we 

shall see, in the music industry. This involvement is explained by the positive attitude of the 

Ivoirian government at the time to intra-African migration. During the colonial period, labor 

migrants, especially from Burkina Faso, had already moved to Côte d’Ivoire, and some 

industries were dominated by specific communities of foreigners: the fishing industry by the 

Togolese and shipping and banking companies by the Beninois.257 Demographic studies 

indicate that in the 1970s, independent Côte d’Ivoire ranked among the African countries with 

the highest percentage of overseas workers.258 A major part of the economic development in 

Côte d’Ivoire is attributed to the foreign working force; namely, it is estimated that the modern 

economic sector consisted of 46.6% non-Ivoirians.259  

Houphouët-Boigny’s government created favorable conditions for migration and 

subsequently received much political support from migrants. A 1963 immigration policy 

defined land ownership as follows: “the land belongs to those who make it productive,”260 thus 

eliminating the prioritizing of Ivoirian nationals in the agricultural sector. While tensions 

                                                
256 Abou B. Bamba, African Miracle, African Mirage: Transnational Politics and the Paradox of Modernization 
in Ivory Coast, New African Histories (Athens, Ohio: Ohio University Press, 2016). 
257 Elliott P. Skinner, “Strangers in West African Societies,” Africa 33, no. 4 (October 1963): 310. 
258 Krishna Ahooja-Patel, “Regulations Governing the Employment of Non-Nationals in West-Africa,” in 
Modern Migrations in Western Africa: Studies Presented and Discussed at the Eleventh International African 
Seminar, Dakar, April 1972, ed. Samir Amin (London; New York: published for the International African 
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International African Seminar, Dakar, April 1972 (London; New York: published for the International African 
Institute by Oxford University Press, 1974), 393. 
260 Ruth Marshall-Fratani, “The War of ‘Who Is Who’: Autochthony, Nationalism, and Citizenship in the 
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between migrants and locals erupted occasionally,261 the attitude towards migrants was largely 

a welcoming one until the Ivoirian crisis in the 1990s, when the question of autochthony 

became central in the political discourse. As some scholars have pointed out, the question of 

who was a legitimate Ivoirian citizen was not sufficiently articulated under Houphouët-

Boigny’s rule. As Jean Pierre Dozon argued, “the question of immigration from outside of the 

country or the distinction between ‘foreigners’ and ‘nationals’ simply made no sense.”262 These 

features of Côte d’Ivoire—a weak commitment to the ideology of pan-Africanism at the level 

of the state, strong presence of African migrants, and a developed private cultural sector—

enable us to examine MPA from a bottom-up perspective, triggered by socio-cultural dynamics 

outside of official state politics, which stands in contrast to how MPA plays out in the Guinean 

context.  

  

                                                
261 Skinner, “Strangers in West African Societies”; Daouda Gary-Tounkara, Migrants Soudanais-Maliens et 
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Chapter 3: Continental carrefour – night-life in Abidjan 

Abidjan became a true artistic hub [carrefour] of our continent. The proof? The endless 

stream of artists from the four corners of the world coming to capitalize on their 

talents.263  

 

Undoubtedly the pearl of the lagoon, Abidjan has become for a while now a cultural 

hub [carrefour]. We witness with much pleasure a stream of internationally renowned 

artists (musicians and painters) coming to offer us their finished goods.264  

 

The film l’Herbe Sauvage (1977), directed by Ivoirian Henri Duparc, tells the story of an upper-

class couple in Abidjan and their tense relationship, which results in divorce. In one of the first 

scenes, Abidjan is explored from the point of view of a car traveling the city. The views from 

the car are those of the Plateau, the main Abidjan business and government district. Asphalt 

roads, modern cars, tall business buildings appear amid lush green trees and grass. These are 

the images representing the Ivoirian Miracle. The song that accompanies these views, “Abidjan 

City,” was composed especially for the film by the Cameroonian saxophonist Manu Dibango, 

who was living in the city at that time. The song is based on an upbeat, funky rhythm, with a 

dominant electric bass line, harmonic vamp played by an electric piano, brass section, heavy 

percussion, and an electric guitar playing a sixteenth note rhythmic pattern using the Wah Wah 

electric effect pedal. These elements, highly inspired by African-American genres, such as soul 

and funk, complement the landscape of the city and musically portray the city of Abidjan as a 

vibrant center of African urban modernity.  

Since the mid-1970s, the city of Abidjan, owing to a flourishing economy that 

supported foreign investments and private enterprises, was a major economic hub in West 

Africa, with links to the entire continent and to Europe and the US. Since pan-Africanism was 

not prevalent in the mainstream Ivoirian discourse, the city was most commonly portrayed in 

more politically-neutral terms. The French word carrefour, originally meaning crossroads or 

transport hub, was often used in local media to promote the city as a cosmopolitan and open 

city that attracted foreign investments and cultural figures equally. In the musical field, the city 

attracted musicians from the region and beyond to promote their careers at times when 

countries in the region suffered from political instability, and there was reduced state funding 
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for the arts and lack of privatized cultural industries. If in socialist-oriented African countries, 

the state was a crucial agent and commitment to nation-building and state-promoted ideologies 

were the context within which artists operated, in Côte d’Ivoire, music was produced within a 

relatively free-market logic, which guided the selection and promotion of artists.  

 

Discrepancy of representations: Ivoirian music versus music in Côte d’Ivoire 

When examining the literature on music in Côte d’Ivoire, a bifurcated picture emerges. General 

surveys of African music highlight Abidjan as a major musical hub, similar to the manner 

outlined above. For instance, in the 1994 edition of the Rough Guide to World Music,265 

Abidjan is described as “the heart of West African music industry (after Paris, of course).”266 

It continues:  

Abidjan’s technically sophisticated studios, and the diversity of talent attracted by 

them, have established the city as a hub for musical and cultural exchange. Musicians 

from all over west and central Africa – Guinea, Mali, Niger, Cameroon and Zaire – 

come to absorb new rhythms and try out their own native beats in the hope of landing 

a record deal.267 

Similar portrayals of the city emerge from works on other musical scenes in West Africa. Ryan 

Skinner, who researched Malian music in the same period, observes that Malian artists were 

attracted to the rationalized logic of the music industry in Abidjan, as oppose to the cliental or 

statist logic of the Malian scene at that time. Passing through Abidjan was for many a validation 

of their craft: 

 […] Yacoub ‘Jimmy’ Ouerdraogo, a former guitarist in the Ségou regional orchestra 

‘Super Biton’, explained to me, ‘If you hadn’t done Abidjan, you weren’t yet an artist!’ 

(Y. Ouerdraogo interview, 2007).268  

To give another example, Richard Shain, writing on Senegalese Afro-Cuban musician Laba 

Sosseh, describes Sosseh’s relocation to Abidjan as a natural process in his artistic 
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development, noting that “Abidjan at this time was one of the most cosmopolitan and 

international cities in Africa with a rapidly growing entertainment sector.”269 Notably, most of 

these portrayals are found either in general surveys of “world music” or in works on non-

Ivoirian artists whose itineraries passed through the city.  

A different picture emerges when examining scholarship dedicated to Ivoirian music. 

Specifically, the transnational aura of the city is overlooked, and the analysis focuses more on 

the national prism. With few exceptions,270 scholarship on Ivoirian popular music mostly deals 

with the post-1990s period, which was marked by political unrest following Houphouët-

Boigny’s death. Musical genres such as Zouglou and Coupé-Decalé, which developed at that 

period, were hailed in this scholarship as the first musical styles with a truly Ivoirian 

character.271 In contrast, the pre-1990s music is largely described as lacking in innovation, 

being mainly based on replicating foreign styles and organized around ethnic rather than 

national identities.  

For example, in an introduction to his article on the post-1990s Zouglou genre, art critic 

Yacouba Konaté praised the distinct modern national styles that developed in other West 

African countries, such as Guinea, Ghana, and Nigeria, before lamenting the pitiful situation 

of Ivoirian music through his own experience as an Ivoirian growing up in Houphouët-

Boigny’s Côte d’Ivoire: “As for us, the sons of Houphouët-Boigny, we remained skeptical: 

when will we have our own national music? When will the one in power grant us with music 

that, from its first notes, will evoke and signify ‘Côte d’Ivoire’, from West to East and from 

North to South?”272 Equally, when referring to Alpha Blondy, the internationally successful 

Ivoirian reggae singer, he commented, “We want an Ivorio-Ivoirian music not an Ivorinaized 

Jamaican music.”273 Anne Schumman argued that “As artists, pioneered by Ernesto Djedje, 
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turned to their musical region of origin, Côte d’Ivoire was left bereft of a truly national music. 

Its great musical diversity, as many artists turned towards their regional specifies, left the 

listening public at a loss.”274 Lastly, Jacqueline Cogdell Djedje claimed that Ivoirian musicians 

“organized solely on the basis of ethnicity. . . form[ing] bands because of their similar interests 

and their ability to play a certain type of music.”275  

I am less interested in the question of whether these gloomy portrayals of pre-1990s 

Ivoirian music do justice to the musical reality. It is worth mentioning, though, that for many 

Ivoirians I spoke to, artists like Ernesto Djédjé and Amadée Pierre, who were working in the 

pre-1990s period, were perceived as national singers despite their association with a particular 

ethnicity, in this case, Bété.276 What I am more interested in is the discrepancy between these 

two bodies of scholarship. Broadly speaking, the first approach refers to music created without 

assuming any signification of national identity. It is an approach most commonly applied to 

the study of music in cosmopolitan cities, from Istanbul during the late phase of the Ottoman 

Empire to present-day Berlin.277 These cases highlight the multiplicity of musicking in a way 

that does not necessarily require homologizing the music being created with the local, national 

identity. The second approach focuses instead on music created by Ivoirians in the context of 

developing a national identity, however complicated it might be. This approach is an expression 

of the heuristic defined by Schiller and Meinhoff, following Ulrich Beck, as “methodological 

nationalism,”278 which, in this case, equates musical activity with the sociality of the nation-

state. This approach leads to omitting and undervaluing transnational musical dynamics that 

were pivotal in the development of popular music elsewhere in Africa. What are we to make 

of the fact that Abidjan is considered a musical hub, attracting musicians from the entire 
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continent but is less recognized for the music produced by local Ivoirian artists? 

In this chapter and Chapter 4, I examine Ivoirian music from a perspective that does 

not consider the lack of a well-defined national music style as a failure but rather as an 

opportunity to rethink popular music in Africa from the vantage point of its intra-African 

transnational dynamics. I adopt an “un-national” perspective inspired by recent Africanist 

historiographies that emphasize intra-African dynamics that either crisscross or suspend 

national and ethnic boundaries. I use the term “un-national” similar to how White and Larmer 

deploy it in the context of their work on national liberation struggles in Southern Africa. By 

“un-national,” they refer to how these struggles “took place in and from spaces that were 

categorically different from the national frame.”279  

This chapter will set the stage for my interpretation that conceives of these intra-African 

dynamics as MPA even if, as we saw in the introduction to this section, pan-African ideology 

and its explicit expression through music was not common in Côte d’Ivoire. At this stage, it 

should be noted that MPA in Abidjan is of the second sense, the one grounded in the 

understanding that musical practices, including collaborations and creative manipulation of 

musical signs, can potentialize African collectives. In the next chapter, I will complete this 

picture by showing how the Ivoirian recording industry, organized around a regional rather 

than national logic, led to the production of music that targets an imagined African collective 

through its aesthetics. I will start by reconstructing an un-national cultural history of Abidjan 

by mapping the intra-African dynamics in the Abidjanaise music scene: the intersections 

between different groups of migrant musicians coming to the city and the key musicians who 

were central nodes in the local music scene of the pre-1990s period.  

 

The making of Abidjan a musical hub 

The emergence of Abidjan as a major musical hub in Africa should be understood in the broader 

context of the liberal policies of the Ivoirian government in respect to the encouragement of 

the private sector and labor migration, as I specified in the introduction to this part. While 

scholars have addressed labor migration to Côte d’Ivoire in respect to the country’s cocoa and 

coffee industries, the migration of musicians to that country has not been studied in detail.280 

According to Senegalese music producer Daniel Cuxac, a major wave of musicians migrated 
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to Côte d’Ivoire in the mid-1970s.281 The specific conditions that attracted musicians were the 

wealth of music producers (most of whom were non-Ivoirians), a large market for record sales 

owing to a growing urbanite middle and upper class, a developed night-life scene with multiple 

music venues, and, since the 1980s, a professional recording studio and LP pressing plant (see 

Chapter 4).  

Generally, my interlocutors did not recall conflicts between non-Ivoirian and Ivoirian 

musicians. This is perhaps because non-Ivoirians producers occupied powerful positions in the 

music business, and the general Ivoirian public admired non-Ivoirian musicians. In that sense, 

the privileged social status of many non-Ivoirian cultural figures portrays a different picture 

than the one typically documented in studies on intra-African migration, where migrants live 

at the margins of society, often in precarious conditions.282 Migrant musicians and cultural 

figures in Côte d’Ivoire thus highlight a different set of narratives that deviate from the common 

association of African migration with its victimization by the host society.  

Throughout the years, musicians who appeared in Abidjan, either as passing visitors or 

as residents for longer periods, celebrated their emotional connection to the city and to Côte 

d’Ivoire in general through songs highlighting the beauty of the city, its vibrant night-life, and 

its relaxed atmosphere.283 These expressions of sentimental attachment to a city remind one of 

similar dynamics found in contemporary multi-cultural cities. Theorizing identity-formations 

in urban settings among techno musicians in 21st-century Berlin, Luis-Manuel Garcia evokes 

the notion of civic belonging through affect. For Garcia, “affect provides a means of sustaining 

a fantasy of belonging to a place where one remains foreign, relying on immersion in and 

identification with the city’s atmospheres to temporarily (and tenuously) hold in abeyance the 

alienating aspects of migration.”284 The crucial point here is that, similarly to pan-African 

cultural citizenship explored in the previous chapters, civic belonging stands in contrast to the 

formal sense of citizenship. Thus, the attachment to Abidjan that non-Ivoirian musicians 

expressed through songs should not be interpreted as an expression of commitment to Ivoirian 

nationalism but rather as an affective belonging to the city.  
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 The transnational dynamics in the Ivoirian scene could be largely divided into live 

music (the focus of this chapter) and the recording industry (see Chapter 4). Live music was 

heard throughout the numerous nightclubs spread around the city, mostly in the popular 

Treichville neighborhood. These clubs featured live bands on weekends, and their program was 

published each Friday in Fraternité Matin, Côte d’Ivoire’s leading newspaper, in a section 

called “ou joue votre orchestra préféré.” Concerts that involved musicians from different 

African countries were common in the local night-life. The transnational character is nicely 

summarized in an announcement on a concert by Ivoirian popular singer Bailly Spinto and 

Malian Salif Keita: “it is reasonable to believe that the most difficult demands will be met. 

Congolese music, Malian music, Ivoirian music, any kind of music, a cosmopolitan show for 

a cosmopolitan audience: that is the program for the next big show.”285 The choice of words, 

namely, “cosmopolitan” versus the absent signifier “pan-African” in this announcement is 

indicative for the apparent lack of saliency of pan-Africanism in the local discourse. However, 

we should keep in mind that the announcement refers specifically to African musical genres 

from diverse countries, and so the cosmopolitanism described here is, in fact, restricted 

geographically to the African context. 

To get an impression of the African presence in the Ivoirian scene, I created a table 

compiling concerts of non-Ivoirian artists performing in Côte d’Ivoire (but mostly in Abidjan)  

between the years 1970–1984. Most entries are based on reports and articles published in 

Fraternité Matin, with few entries from Ivoire Dimanch, a weekly magazine mostly dedicated 

to entertainment and culture. Note that the table is intended to give a sense of some of the broad 

characteristics of the transnational dynamics in the music field rather than providing a 

comprehensive picture of the entire non-Ivoirian musical activity in that timespan.286 Data was 

categorized according to the name of the artist/group, country of origin of lead singer or group 

(in one case where musicians came from different countries I categorized as pan-African), date 

of the concert, name of the venue, reference details to the specific journal issue from which the 

information is taken, and comments.  

The body of non-Ivoirian artists coming to the city to perform was diverse in terms of 

their popularity. Most of the biggest names in African music at that time performed in Abidjan, 

including Miriam Makeba, Tabu Ley Rochereau, Franco Luambo, Bembeya Jazz National, and 

Letta Mbulu. These artists mostly played at big venues, such as the congress hall of the lavish 
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Hotel d’Ivoire, one of West Africa’s most luxurious hotels, which was built in 1963 and an 

icon of the city’s modernized façade, as well as in the Centre Culturel de Treichville and the 

Centre Culturel Français. Smaller clubs, some short-lived, with names such as Canne à Sucre, 

Mocambo, Boule Noire, and the 3 Cocotiers, featured lesser-known artists coming to capitalize 

on the city’s vibrant night-life. While most of the musicians only passed through the city as 

part of regional tours, others stayed for prolonged periods and played a decisive role in the 

local scene. As a regional hub, well connected to European centers such as Paris and London, 

Abidjan was, for some (such as Lokua Kanza, Salif Keita, and Mory Kanté), an important step 

before an even bigger break into European and American markets.287  

 The table also reveals trends in terms of the musicians’ countries of origin. Musicians 

came from eighteen African countries, as far as Madagascar and Mauritius. Figure 1 shows the 

proportions of musicians from around the continent performing in Abidjan according to their 

country of origin. Mali and Guinea, two neighboring countries with strong musical cultures, 

albeit with less resourceful musical industries, were naturally a major source for musicians. 

Still, in Francophone West Africa, Senegal, with a strong scene of Afro-Cuban music, which 

was also popular in Côte d’Ivoire, was another important country from which musicians 

emigrated. 

Moving from the Francophone world, neighboring Ghana and Nigeria both were 

notable for the popular genre of highlife associated with the era of independence that was still 

loved at that time in Côte d’Ivoire. Cameroonian Makossa was a sensation in Côte d’Ivoire, 

and notable singers in the genre like Moni Bilé, Bebé Manga, Sam Fan Thomas, and others 
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frequented the nightclubs in Abidjan. South African singer Miriam Makeba (see Chapter 2) 

was another artist who performed multiple times in Abidjan with her Guinean backing band.  

 

Congolese musicians in Abidjan 

If we combine Congo-Brazzaville and Congo-Kinshasa (Zaire at that time), the Congolese 

amount to the biggest group of non-Ivoirian musicians active in the Ivoirian music scene. Tabu 

Ley Rochereau and Franco Luambo, two of the most celebrated Congolese singers and 

orchestra leaders, came to Abidjan multiple times to perform.288 If we take into account 

Congolese musicians that moved into the city for prolonged periods (such as Tshala Muana, 

Lokua Kanza, Sam Mangwana, and many others), then their influence is even greater. 

Considering the 4000 km separating Abidjan from Kinshasa, this strong presence requires 

special attention.  

 Congolese music, generally known as Congolese Rumba, was perhaps the African-

based musical genre that attained the greatest popularity throughout the continent, to the extent 

that for Hauke Dorsche, it is the only African genre that could be counted as pan-African 

music.289 Thomas Salter traced the migration and impact of Congolese musicians in countries 

such as Sierra Leone, Cameroon, Zambia, Uganda, Kenya, Tanzania, Rhodesia, Malawi, 

Rwanda, and Burundi.290 In tandem with migration, Congolese music was widely disseminated 

through records, and its influence exceeded the places in which Congolese musicians were 

physically present. Controlled by Greek (and sometimes Greek-Jewish) entrepreneurs, the 

Congolese music industry started in the pre-independence era and preceded developments in 

many other places in Africa. Thus, Congolese music circulated to other music scenes in Africa 

and had lasting influence even in the post-independence period, when the Congolese economy 

lagged behind other African countries.291  

The discrepancy between a weak economy in their country of origin, together with a 

strong demand for their music, led many Congolese musicians to succeed in the Ivoirian music 

industry. My interlocutors often mentioned that Congolese, together with Cameroonian, 

Guinean, and Malian musicians, were known for their high level of musicianship and 
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professionalism.292 Alex Perullo’s observation in the context of the translocation of Congolese 

musicians to Dar es Salaam is highly relevant to the Ivoirian context as well. For Perullo, 

“[Congolese] Rumba acted as a form of empowerment, a commodity that could be altered and 

shaped to fit different contexts, and still carry tremendous influence.”293 This led to the creation 

of “interconnected spaces through which they [musicians] could move.”294 

 One of the early milestones for the popularization of Congolese music in Côte d’Ivoire 

was the song “Indépendance Cha Cha,” recorded by Joseph Kabasele (known as Le Grand 

Kallé) and his group African Jazz. The song became a pan-African hit in the era of 

independence. Subsequently, both African Jazz and Les Bantous de la Capitale, another 

Congolese orchestra, toured in Abidjan in the 1960s.295 The latter settled in Abidjan for one 

year after performing in the 1966 Pan-African festival in Dakar and paved the way for other 

Congolese musicians.296 One of the first groups to settle for a prolonged period in Abidjan were 

the members of a band called the Zoulous, which split from a former group called Negro-Band 

that toured West Africa in the mid-1960s. The Zoulous, which included Raph Lumbé, Julios 

Luckas, José Missamou, and Zalakanda Augstin (known as Morin), decided to stay in Abidjan 

and played widely across the city and on the Ivoirian television.297  

Among the next generation of Congolese musicians that moved to Abidjan, the most 

active one was Tshala Muana, a former backing singer and dancer of Franco and Tabu Ley 

Rochereau. She moved to the city in 1982 after traveling to the Central African Republic and 

Nigeria and was known for popularizing the Mutuwashi dance.298 Another singer was Théo 

Blaise Konkou, who came to Abidjan in 1978 after a three-year stint with the popular orchestra 

Orchestre Poly-Rythmo de Cotonou in Benin.299 Lastly, Sam Mangwana, who sang with 

Franco in the early 1970s, left for Côte d’Ivoire in 1975 and established a supergroup with 

fellow Congolese musicians called the African All Stars, on which I will elaborate more in the 
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next chapter. As evident from these itineraries, it was common for musicians to pass through 

other countries before settling in Abidjan.  

The popularity of Congolese music in the 1970s–1990s kept growing and was reflected 

in record sales as well. Daniel Cuxac, the manager of Disco Stock, one of the largest record 

companies in Abidjan, estimated that Congolese music amounted to 80% of his company 

catalog as of 1983.300 Occasionally, the substantial airtime dedicated to Congolese music in the 

Ivoirian radio at the expense of Ivoirian music was an object of criticism. Adopting a nationalist 

perspective, an opinion article for Fraternité Matin criticized the Ivoirian radio broadcasters 

for constantly favoring Congolese over Ivoirian music, leading in turn to an absurd situation, 

according to the author, in which a typical Ivoirian knows how to sing Congolese melodies 

better than the songs of his country.301 This type of accusation was voiced occasionally in the 

Ivoirian press and reminds us that even in a highly transnational city, national claims were not 

completely absent. At the same time, such views did not seem to have much impact on the 

music scene. 

One may wonder to what extent the co-presence of musicians coming from different 

African countries to Abidjan can be considered an example of MPA. As I suggested in the 

introduction, beyond an explicit expression of pan-African ideology, MPA could also be 

defined through musical practices that engender an African collective, even if in an embryonic 

stage. The mere co-existence of diverse African genres created a soundscape that inhabited the 

city. Referring to the soundscape rather than to each genre (Congolese, Guinean, etc.) 

separately makes sense if we think of how night-life in Abidjan was experienced by the 

audience. The typical Ivoirian concertgoer was commonly exposed to diverse bands from 

different countries in one night or even in a single concert. Moreover, since most clubs were 

centered around the Treichville district, people could easily move from one venue to another, 

and, due to their proximity, sound from one venue would blend with another. This composite 

soundscape of Abidjan night-life could be best interpreted as pan-African, since it was an 

expression of an African identity that was unmarked by any particular national, ethnic, or other 

connotation. 
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At the next level, this soundscape resonated among the musicians themselves, 

impacting musical production. As musicians are not only producers of music but also active 

listeners, such exposure to a transnational musical habitus, which I interpret as a pan-African 

one, led to actual creative collaboration between musicians. For example, while Congolese 

musicians often played with their compatriots, mixed groups were also common and included 

musicians from different countries of origin. Such was Le Suprême International Star Band 

d’Oumé, the house band of the club l’Etoile d’Abobo. The group was comprised of Congolese, 

Cameroonian, Liberian, Ghanaian, and Ivoirian musicians backing an Ivoirian singer named 

Daniel Ben Kouassi, who specialized in the folklore of his Gagou ethnic group.302 Such 

collaborations often involved cross-cultural fertilization that resulted in an eclectic musical 

expression. For instance, Daniel Cuxac mentioned the example of Malian Salif Keita, who was 

invited to sing in Hotel d’Ivoire and asked a Congolese group to play with him. Cuxac mentions 

that while the Congolese attempted to play the Mande style that characterized Keita’s music, 

they quickly reverted to the Congolese style that surfaced most prominently in the guitar parts 

and solos.303 While many of these collaborations left no traces, some were recorded on albums, 

as will be further examined in the next chapter. 

 

Boncana Maïga, Manu Dibango and the Orchestre de la RTI 

Boncana Maïga and Manu Dibango were two non-Ivoirian musicians occupying central 

positions in the Ivoirian music scene. Both served as the musical directors of the Orchestra of 

the Ivoirian Radio and Television (ORTI). Their activity demonstrates both the pan-African 

dynamics taking place in the Ivoirian music industry and the musical and personal challenges 

accompanying these dynamics.  

Of Nigerien-Malian origin, Maïga grew up in Niger and moved to Mali, where he was 

selected in 1964, together with nine other young Malian students, to travel to Cuba to study in 

the Alejandro Garcia Caturla Conservatory in Havana. According to Ryan Skinner, the idea 

behind this exchange was to have the group serve and modernize the cultural institutions of 

newly independent Mali upon their return.304 While their official studies in the Havana 

conservatory were dedicated to European classical music and music theory, Maïga and his 
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friends studied the popular Cuban styles in the streets and at the nightclubs of Havana.305 Upon 

their return to Mali in 1970, the students established a salsa band called Las Maravillas de Mali. 

However, following the 1968 coup d’état in Mali, things changed for the worse for the group, 

and they received low-ranking positions in the Malian public service. Disappointed by the lack 

of opportunities in Mali, the Malian musicians chose to emigrate, and Abidjan was a key 

destination.  

Maïga first came to Abidjan in April 1972 on tour with Las Maravillas de Mali to 

promote their album “Rendez-vous chez Fatimata,” which received great recognition in West 

Africa. On that occasion, he met Paul Maritou, the director of the conservatory in Abidjan. 

Frustrated by the refusal of the Malian government to follow his vision to make reforms in the 

Institut Nationale des Arts de Bamako, Maïga decided to emigrate to Côte d’Ivoire. As he said 

about his decision to emigrate: “What they wouldn’t give me [in Mali], they gave me in Côte 

d’Ivoire: respect for the musician, respect for the trained professional, respect for the human 

being.”306 Shortly after his arrival in Abidjan, Maïga joined the staff of the Institut Nationale 

des Arts (INA), where he taught music and directed an Afro-Cuban ensemble.307 He was 

instrumental in elevating the level of musicianship, and some of his students and protégés later 

became professional musicians in their own right. As one of the most accomplished African 

musicians and arrangers, Maïga brought new standards of professionalism to the production of 

popular music in Côte d’Ivoire, reflected in more complex musical arrangements using 

techniques adopted from Cuban popular music.  

Maïga’s big break was through his role as the founder and first musical director of the 

ORTI. Started in 1974 as a small ensemble that accompanied a television show called 

“Travailler Fini Fini,” Maïga caught the attention of the station managers, who decided to 

transform the group into a full-fledged orchestra. To that end, he was sent to France to buy 

musical instruments and recruited some of Côte d’Ivoire’s most distinguished musicians at that 

time, such as Afri Lué Eugéne, Francis “Koffi” Kingsley, and Harry Forson.308 In 1976, he was 

replaced by Cameroonian saxophonist Manu Dibango as the lead musical director of the 

orchestra but stayed in the orchestra for another year until he left due to his tense relationship 

with Dibango. Maïga’s footprint on the Ivoirian music scene remained long after he left the 

                                                
305 Fraternité Matin, February 28, 1982. 
306 Boncana Maïga, quoted in Skinner, “Cultural Politics in the Post-Colony,” 522. Maïga also explained his 
decision in similar words in Fraternité Matin, March 7, 1982. 
307 Fraternité Matin, May 27, 1973. 
308 Fraternité Matin, March 7, 1982. 



 93 

ORTI. He had a decisive role in advancing the careers of Ivoirian singers. For instance, Aicha 

Koné, one of Côte d’Ivoire’s most successful singers, worked with Maïga in the 1980s and was 

encouraged by him to incorporate more traditional Malinké musical materials in her repertoire, 

which was hitherto heavily influenced by the style of Miriam Makeba.309  

 In 1979, Maïga established his own group called Musicaria. The group had a pan-

African lineup: Guinean Cheick “Smith” Mohamed (organ), Liberian Jean Yodé (guitar), 

Cameroonian Didier Boko (bass), Ivoirian Raymond “Jabo Steck” N’Doumi (drums), and 

Congolese Zalakanda Morin (singer).310 They accompanied singers in live concerts or in 

popular television shows, including Ivoirians such as Nyanaka Bell and Paul Wassaba, 

Congolese Tshala Muana, and Cameroonian Tokoto Ashanti.311 Maïga and his group were 

often praised in the Ivoirian press for their high artistic level.312  

The itineraries of the band members before settling in Abidjan are characterized by a 

high degree of mobility, reminding us that at that time, movement of musicians and circulation 

of music genres across national borders were the norm rather than the exception. For example, 

Yodé was born in a Liberian town close to the border with Côte d’Ivoire. He was exposed to 

Ivoirian music through Ivoirian singers such as Amadée Pierre, Anouma Brou Félix, and 

Mamadou Doumbia, who often came to perform in the area. After playing with a group of 

Ivoirians in the Liberian town of Pleebo, he moved to the coastal town of San Pedro in Côte 

d’Ivoire and then to Abidjan, where he joined national icon Ernesto Djedje in his group Les 

Ziglibitiens.313 Didier Boko’s itinerary was even more transnationally spread. Born in 

Cameroon, he moved to Onitsha, Nigeria, to play with singer Nico Mbarga, who was known 

for his hit “Sweet Mother.” Boko then moved to Lomé, Togo, and afterward to Abidjan, where 

he joined the Audiorama Orchestra led by Assalé Pedro.314 These and other foreign musicians 

in Maïga’s band were ranked among the top studio musicians in Abidjan. Their experience 

playing different genres in different locales enabled them to be musically flexible enough to 

participate in various musical productions of artists coming to Abidjan from the entire region.  
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 While Maïga was more versed in the diverse Cuban styles, in Côte d’Ivoire, he worked 

as an arranger in other musical genres. In press interviews from that time, he expressed his 

wish to move away from Cuban music, a genre he admitted was his comfort zone, and to 

develop a more African-inspired sound.315 His perspective was shaped in tandem with the 

musical reality that surrounded him in Côte d’Ivoire. Referring to the Ivoirian ethnic reality, 

he expressed his wish to sing in local languages such as Bété or Gouro. At the same time, he 

clarified that for him, singing in a local language was not a sufficient step for deeply engaging 

with African music. As an example, Maïga used the case of Ivoirian singers who, although 

singing in local languages, perform in Western popular musical styles.316 Thus, for Maïga, 

creating the African sound is based on a deep search into African musical structures rather than 

a mere localization of Western styles using African languages. Maïga’s wish to delve deeper 

into local traditions other than his own reflects a conception of musical identity that sees the 

entire African musical landscape and not only one’s own ethnic identity as a possible source 

for research and inspiration.  

Upon close listening to the music produced by Maïga at that time, though, it seems that 

his artistic vision was not fully materialized. Despite Maïga’s aspiration to turn to locally rooted 

African styles, in practice, he tended to work within existing popular black diasporic but not 

continental musical genres. This is reflected in his album Andurina from 1980, which was 

recorded in New York with American musicians (in addition to three musicians from 

Musicaria). The album demonstrates a shift from the Afro-Cuban styles that characterized 

Maïga’s previous music to African-American ones. For instance, the song “Adja Tio” is based 

on stacking different riffs to create a multi-layered texture in which the instruments have the 

dominant role, while the vocals are marginal. Similar to the style of Dibango’s song “Abidjan 

City,” analyzed above, “Adja Tio” brings to mind the arrangement style found in albums by 

soul icons like Isaac Hayes and Barry White. The prominent layers are the guitar playing a 

monophonic funky riff, a Hammond organ playing a percussive harmonic part, a bass guitar 

playing in a slap technique, and a brass section playing a rhythmic riff with a Cuban son 

montuno feel. The rhythmic layer is played by a drum set combined with multiple percussion 

layers. The resultant sound, rather than reflecting a deep engagement with African folklore, 

assembles diverse musical features from the African diaspora, primarily African-American 

ones. This cannot be defined as a hybrid of continental African local genres and African-
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American styles. Nonetheless, even though the intra-African influence was largely absent in 

the musical style, it was evident at the interpersonal level. In an interview, Maïga admitted that 

the brass parts in “Adja Tio” relied on techniques he learned from Manu Dibango.317 Such 

influence was made possible by the co-presence of the two musicians coming from Mali and 

Cameroon in the city of Abidjan.  

While Maïga’s engagement with the Ivoirian music scene was broad due to his role as 

an educator, arranger, and bandleader, Manu Dibango’s contribution to the Ivoirian scene was 

more restricted to his role as the musical director of the ORTI. Musicians who worked with 

Dibango testify that his presence raised the bar for local musicians, who had to improve 

tremendously to match his high musical standards.318 Dibango was at that time one of the most 

famous African musicians worldwide (together with Miriam Makeba and Fela Kuti), primarily 

due to the international success of his Afro-funk hit “Soul Makossa.”319 Through his cultural 

capital, Dibango helped to internationalize the ORTI. Under his direction, the orchestra was 

invited to perform in other African countries, including the lavish coronation ceremony of 

Emperor Bokassa in the Central African Republic. The orchestra also toured France, 

performing at the prestigious Olympia Hall in Paris. For Dibango, coming to Abidjan after an 

already successful international career, the orchestra was a great opportunity to develop his 

artistic vision further. As Dibango puts it in his autobiography: “this band of fifteen musician-

singers I had been given was like a modeling clay. Every bandleader’s ambition was within my 

arms’ reach: writing music for my own band, arranging and then hearing my discoveries 

immediately.”320  

In 1978, Dibango and the ORTI recorded an album in France that contained six tracks, 

most of which were arranged by him. The album is an expression of diverse musical styles 

from the African and Afro-diasporic space rather than one of coherent aesthetics. The song 

“Simon Keke,” sang in the Bété language and accompanied by a fast ternary groove, is based 

on the fifth rotation of the West African timeline known as the standard pattern.321 “Dje Se Ya 

Hounlin” is characterized by a call and response interplay between vocals and brass over a 
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minimalist vamp of two chords, together with guitar utilizing the Wah-Wah effect with a 

typical funky sixteenth notes pattern. “Solitude” is a straightforward disco song with typical 

drums, bass, and guitar parts. “Akwa Ba V.G.E.” is a welcome song in French for Valéry 

Giscard d’Estaing, the French president at that time that visited Côte d’Ivoire. The song starts 

with military fanfare and moves to a Cuban son montuno rhythm. “51%” is an instrumental 

piece presumably based on a Togolese melody with an arrangement centered around the brass 

section. It is reminiscent of the groove of Ghanaian and Nigerian highlife. “Manicero” is the 

song “El manicero” (the Peanut Vendor) by Antonio Machín and Moisés Simons, which is a 

staple piece of the early Cuban rumba repertoire that heralded the worldwide spread of this 

music and was highly popular across Africa as well. The rendition of the ORTI reharmonizes 

the melody and splits it between the singers and the trumpets. Additionally, it includes an 

electric guitar solo that hints at American rock music. Similar to Maïga’s album analyzed 

above, the ORTI album draws on Afro-diasporic genres ranging from funk to son montuno.  

However, in this case, continental Africa is also represented musically, and the album 

is indeed an assemblage of diverse musical genres from the African and Afro-diasporic space. 

As Djabo Steck, a drummer in the orchestra, commented, the ORTI’s repertoire was never 

strictly an Ivoirian one. He mentions songs from Nigeria, Guinea, and Congo, as well as songs 

by African-American blues singer B.B. King and jazz-fusion bass player Stanley Clarke.322 

Thus, even though the orchestra was associated with the Ivoirian nation-state apparatus, it did 

not prioritize a national repertoire and instead sought to cater to many styles and popular tastes. 

It is another indication of the weaker role relegated to music in establishing a national identity 

in Côte d’Ivoire.  

 The ORTI under Dibango was undoubtedly successful and received warm press 

coverage in Côte d’Ivoire. However, for Dibango, things ended on a negative note. As Dibango 

writes in his autobiography, his four years in Abidjan caused his “incorrigible naïveté to tarnish 

greatly.”323 Dibango argues that after few years, jealously started to erupt, and local musicians 

accused him of stealing their jobs. Another issue was that people were angry about the Ivoirian 

government financing Dibango’s house. Gradually, rather than seeing him as a fellow African, 

some Ivoirians started treating him as a foreigner. Dibango describes this in a very blatant 

manner:  
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all Africans have to withstand history’s weight: they can accept a white man providing 

technical assistance to them, but not a black man. As an African, I was to be rejected 

by all of Abidjan and treated like an Agouti, the field rat people enjoyed in Treichville’s 

back-street restaurants.324  

As a pan-Africanist, his disappointment was immense. In his words: “I had always defended 

the idea of a single Africa; I found out instead that there are [several] Africas.”325 

 Dibango’s perspective urges us to consider how an un-national perspective should not 

ignore the contestation of transnationalism from the side of national currents. The bitter ending 

of his journey in Côte d’Ivoire brings back the question of whether the national sentiment in 

Côte d’Ivoire was merely deferred and not absent from Ivoirian society. In the absence of a 

pan-African collective ethos that could have transcended national and ethnic identifications, 

transnationalism in Cote d’Ivoire was subjected to destabilization. Yet, during the period 

discussed in this dissertation, nationalist currents were merely marginal, surfaced on rare 

occasions, and in any case, had no apparent impact on the Ivoirian music industry. The industry 

continued to flourish in its transnational setup until the early 1990s with the death of 

Houphouët-Boigny and the political unrest that swept the country, accompanied by a nationalist 

backlash that utilized a discourse of autochthony.326 

 

  

                                                
324 Ibid., 99. 
325 Ibid., 100. 
326 On the notion of autochthony in Ivorian political discourse , see Marshall-Fratani, “The War of ‘Who Is 
Who.’” 
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Chapter 4: Recording studios and the production of transnational musical genres  

The previous chapters were concerned with the way MPA was established through platforms 

in which music was mainly performed in a live setting in front of an audience, either in the 

context of festivals, night clubs, or music venues. While the analysis of MPA in these contexts 

was inevitably based on sound recordings, the recording studio and the recording process were 

not central to the analysis. This chapter takes a different approach by focusing on how MPA 

was created through transnational dynamics that characterized the process of record 

production, which, in addition to musicians, involved producers, distributors, arrangers, and 

sound engineers. To that end, I utilize methodologies from the musicology of record production 

that seek to shed light on what Samantha Bennett terms the “tech-processual” aspects of music 

production, which were often seen as a black box in the pre-1990s musicological scholarship.327 

This approach, analyzing the use of studio effects, mixing techniques, and other technical 

aspects, is complemented by the ethnomusicological perspectives on the subject that put more 

emphasis on the studio as a site in which micro-social dynamics mediate broader social 

dynamics outside the realm of the studio.328  

Before delving into the specificities of record production, it is worth surveying the 

history of the Ivoirian record industry. In the 1950s, music production was concentrated mostly 

in the hands of French labels such as Philips, Fiesta, Africavox, and others that recorded artists 

coming from French colonies in Africa. Following the independence of Côte d’Ivoire in 1960, 

African producers and labels gradually started entering the market, following in the footsteps 

of the Lebanese-Ivoirian-owned label Safie Deen. In a country with minimal state funding for 

culture, music producers occupied a central role in the privatized music industry in Abidjan. 

Many of the African producers started as owners of music stores before turning to record 

distribution and finally to establishing labels that produced original music. The biggest ones 

maintained a vast network of record distribution with offices in other African countries, as well 

as in Europe and the US. According to some estimates, in the heyday of the Ivoirian music 

                                                
327 Samantha Bennett, Modern Records, Maverick Methods: Technology and Process in Popular Music Record 
Production 1978-2000 (New York, NY: Bloomsbury Academic, 2019), 2. See also Simon Zagorski-Thomas, 
The Musicology of Record Production (Cambridge, UK: Cambridge University Press, 2014). 
328 Louise Meintjes, Sound of Africa! Making Music Zulu in a South African Studio (Durham, NC: Duke Univ. 
Press, 2003); Paul D. Greene and Thomas Porcello, eds., Wired for Sound: Engineering and Technologies in 
Sonic Cultures (Middletown, Conn: Wesleyan Univ. Press, 2005); Eliot Bates, Digital Tradition: Arrangement 
and Labor in Istanbul’s Recording Studio Culture (Oxford; New York: Oxford Univeristy Press, 2016). 
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industry, there were around seventy-five producers based in Abidjan. The biggest ones were 

Shakara, Badmos, Disco Stock, Sacodis, SIIS, and AS Records.329  

Just as migrant musicians had a strong presence in the local music scene, as explored 

in Chapter 3, many major producers migrated from other countries in the region. Specifically, 

Yoruba producers coming from Benin and Nigeria dominated the market.330 As we shall see, 

producers utilized their “transcultural capital” based on ethnic and national affiliations as part 

of their business modus operandi.331 The life stories of two key producers I interviewed and 

whose perspectives are integrated into this chapter are illustrative of the migratory paths that 

characterized many other music producers.  

Daniel Cuxac (1944–2018), the owner of Disco Stock, was born in the Casamance 

region in southern Senegal. He started working in the mid-1960s as a steward in the airline Air 

Afrique, a position that allowed him to bring the newest records on the market from his travels 

to the US while avoiding paying taxes. He opened a store in Dakar called Musique Afrique, 

selling albums at lower prices than his competitors and specializing in Cuban music, which 

was in high demand at that time.332 In 1974, he moved to an administrative position in the 

airline offices in Abidjan, where he continued selling records from his home, later becoming a 

producer and distributor. Cuxac was also one the biggest promoters of Cuban music in West 

Africa and was responsible for organizing multiple tours by groups like Orquesta Aragon and 

Orquesta Broadway in the region. In the field of music production, his most successful projects 

were the releases of albums by Congolese singer Franco.333  

Raïmi Gbadamassi (1946–, AKA Badmos) was born to a Yoruba family in Savalou, 

Benin, and came to Abidjan as a child to continue his studies. In the late 1960s, he joined his 

older brother in selling records. He then became a distributor for companies such as EMI Pathé-

Marconi, Philips, and Decca. In 1967, he and his brother established their first record label, 

                                                
329 A discography of two Ivoiran labels (Safiee Deen and Djima Records) compiled by Graeme Counsel can be 
found in his website: https://www.radioafrica.com.au/. For a survey of Ivoirian labels and their history, see 
Flemming Harrev’s website: http://afrodisc.com/west-africa/west-africa-abidjan-labels-1970s-1980s/west-
africa-abidjan-labels-history/ 
330 Four of these major labels were owned by migrants: Badmos by Benin-born Raïmi Gbadamassi, Disco Stock 
by Sengalese-born Daniel Cuxac, Sacodis by Nigerian-born Aboudou Lassissi, and Shakara by a Nigerian 
whose name I could not find.  
331 Kiwan and Meinhof, Cultural Globalization and Music, 8. 
332 Richard M. Shain, Roots in Reverse: Senegalese Afro-Cuban Music and Tropical Cosmopolitanism, 
Music/Culture (Middletown, Connecticut: Wesleyan University Press, 2018), 53. 
333 Graeme Ewens, Congo Colossus: The Life and Legacy of Franco & OK Jazz (North Walsham, Norfolk: 
Buku Press, 1994), 177. 
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called Djima Records, which released albums by popular Ivoirian singers such as Mamadou 

Doumbia, Anoman Brouh Felix, and Jean Guehi. In 1970, he opened his main label called 

Badmos, which was responsible for important productions at that the time, including the 

albums of Malian Salif Keita and Guinean-Malian Kanté Manfile’s group Les Ambassaderus 

Internationeux, the Beninois Orchestre Poly Rythmo De Cotonou, and Congolese-Angolan 

singer Sam Mangwana and his African All Stars.  

Aside from the vibrant night-life scene that offered African artists plenty of 

opportunities to perform (see Chapter 3), the presence of producers in Abidjan was another 

pull factor for migrant musicians to arrive in the city. As Cuxac and Badmos noted, they did 

not have to actively search for artists to sign to their labels, as artists would often reach out to 

them directly upon their arrival to the city, bringing with them their pre-recorded tapes.334 

While artists did not necessarily stay in Abidjan for long periods, they would often seize the 

opportunity to perform in the city. For instance, when Franco put the responsibility for the 

distribution and production of his albums in the hands of Cuxac, he also came to Abidjan more 

often than before to perform.335 Thus, there was an interaction between the two main branches 

of the music industry: live concerts and record production.  

Music producers in Abidjan operated within a capitalist economy that prioritized 

revenues over commitments to national culture. As mentioned in Chapter 3, the music industry 

was characterized by a disjuncture between a flourishing transnational music industry and a 

relatively modest visibility for Ivoirian artists. Thus, in the first decades of the Ivoirian music 

industry, only a fraction of the recorded artists were Ivoirians, as the demand for their music 

was low in comparison to the music by artists from other countries. While the share of Ivoirian 

artists grew in the ensuing years, they were still overshadowed by non-Ivoirians. This state of 

affairs could also be explained by the fact that Ivoirian-based record labels were mostly 

operated on regional (West Africa and occasionally Central Africa) rather than national scales. 

In an interview from 1983, at the time when his label was at its peak, Cuxac could provide a 

detailed account of the musical preferences in the region.336 He indicated, for instance, that 

Congolese music and Mande music (the overarching term for Guinean and Malian music of a 

Mande origin) sold the most. He equally pointed to anomalies in terms of musical preferences, 

                                                
334 In 1975, a pressing plant owned by the Société Ivoirienne du Disque (SID) was opened in the city and 
enabled to manufacture vinyl locally.  
335 Fraterinté Matin, May 10, 1981. 
336 Daniel Cuxac interview by Flemming Harrev in Abidjan. 



 101 

claiming that audiences in Cameroon and Senegal tended to prefer their national music: 

Makossa and Mbalax, respectively.  

In order to succeed, Ivoirian labels had to carefully map the musical preferences of the 

average African listener, not merely the Ivoirian. When signing artists, producing, and 

marketing their albums, labels had in mind an average African consumer—modern, urbanite, 

middle-class but without further ethnic or national identification. This logic consequently 

shaped the aesthetics of the music produced in Abidjan. As we shall see, it was eclectic in style, 

modern in its sound, and capable of sonically representing an African collective. I will now 

focus on some salient examples that demonstrate how the transnational setup of the productions 

resonated in the music.  

 

Ziglibithy: the transnational production of a national genre 

Transnational dynamics in the record industry were evident even in a genre that was conceived 

as national, such as the Ivoirian ziglibithy. In the late 1970s, an upsurge in local demand for 

African music led more artists to search for studios to record their music. However, despite a 

highly developed music industry, Abidjan at that time lacked a professional recording studio 

that could produce albums with good sound quality. Recordings were usually made in the 

national Ivoirian radio station and other privately-owned studios with limited facilities. Thus, 

Ivoirian or Ivoirian-based musicians who wished to produce high-quality recordings had to 

travel to countries with more professional facilities such as Nigeria, Benin, and Togo. Another 

option was to record in Europe or the US, although this option was only available for the very 

few artists who could afford the expenses of traveling. The fact that musicians had to travel 

outside of Abidjan to produce their music was not only a matter of convenience but also had a 

tremendous influence on how their final products sounded. This was due to the shift in 

geographic location, which meant a change in the constellation of individuals involved in the 

creative process in the studio.  

The case of Ivoirian singer Ernesto Djédjé’s recording in Nigeria demonstrates this 

point. Djédjé was one of Côte d’Ivoire’s most iconic singers and was known as the king of 

ziglibithy, a genre he developed based on a rhythm of his Bété ethnic group from the area of 

Daloa in central west Côte d’Ivoire. At a time when Ivoirian artists were less known for 

developing locally inflected modern genres in comparison with their counterparts in 
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neighboring countries, Djédjé served as an exception and a source of national pride.337 The 

album that introduced the ziglibithy genre was Djédjé’s first album Le Roi Du Ziglibithy (the 

king of ziglibithy). Although regarded as one of the first truly Ivoirian music styles, the album 

was produced in a highly transnational setting. 

Le Roi Du Ziglibithy was recorded in 1976 at the EMI studio in Lagos. The album was 

produced by Badmos’ label, who would often bring his artists to record in Nigeria using his 

connections with Yoruba personnel in the Nigerian music industry. At the time, the EMI studio 

owned a 16-track console and boasted facilities superior to the recording facilities available in 

Abidjan. Its main added value, apart from better sound quality, was the possibility to record 

using the technique of overdubbing where each instrument (or group of instruments) is 

recorded separately, gradually stacking layers on each other to create the full arrangement. 

Such a technique allows better control of the sound of each musical part, as well as enabling 

the recording of multiple takes for each player without the need to record the entire band 

together.  

When Djédjé went to record the album in Lagos, he was joined only by Badmos and 

recorded without a regular backing band. Thus, the musicians playing in the album were 

recruited locally in Lagos specifically for the recording and had not previously played with 

Djédjé. Badmos recalled that at that time, Nigeria had many Congolese and Cameroonian 

musicians, and for the album, they hired the Cameroonian bass player Bazil, the Nigerian 

drummer Ali Ibrahim, the Beninois horn player Ignacio de Souza of the band Black Santiago, 

and a Cameroonian keyboardist, whose name I could not find. Djédjé played the guitar and 

was responsible for most of the arrangements. The genre of ziglibithy emerged during Djédjé’s 

six-month stay in Lagos out of a creative endeavor with musicians coming from different 

countries. 

Ziglibithy is based on one dance rhythm among three principal rhythms of the Bété—

the two others are Gbéré and Sopi.338 Its rhythmic character, as performed in “Ziboté,” Djédjé’s 

biggest hit from the album, is established from the contrast between a rather simple and 

unremarkable drum set pattern, functioning mainly as a timekeeper, and a highly syncopated 

conga part and guitar riff. The basic Ensemble Thematic Cycle (ETC) of ziglibithy is 

                                                
337 While in socialist countries, musical genres were often associated with a collective, in liberal Côte d’Ivoire, 
musical genres were often associated with individual artists. Besides Djédjé, another Ivoirian artist who went 
along a similar path was guitarist Jimmy Hyacinth, who developed a genre called Goli music based on Baulé 
musical traditions. 
338 Fraternité Matin, July 31, 1983. 
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represented in Figure 2.339 The drum set plays a stable eight-notes subdivision on the high-hat 

with all downbeats played by the bass drum. This rudimentary part, which appears in multiple 

pop and rock musical genres, leaves enough room for the conga and guitar to portray a more 

identifiable rhythm based on a faster pulse of sextuplets. This contrast between the drum set 

on the one hand and the conga and guitar on the other could also be interpreted as a 3:2 cross-

rhythm.340 

Listening to “Ziboté,” it is possible from the outset to hear a dominant brass section 

that introduces the song. The brass section appears prominently throughout the song, especially 

in an expanded call and response section with the guitars (03:34). Such extensive use of brass 

instruments was unique in comparison with other recordings of Ivoirian music at that time.341 

In Côte d’Ivoire (and generally in Francophone West Africa, with the exception of Benin), 

there was not a strong tradition of brass playing. Conversely, in Anglophone countries, such as 

Ghana and Nigeria, brass instruments were prominent since they were introduced by British 

colonial brass and fife bands in the late 19th century.342 Thus, the extensive use of brass 

instruments by Djédjé could be attributed to the impact of recording in Nigeria, which enabled 

Badmos to bring multi-instrumentalist Ignacio de Souza to the recording. Another possible 

influence could be the Nigerian musical icon Fela Kuti. As Badmos noted, during their long 

stay in Lagos, Djédjé befriended Kuti and frequented his Kalkuta Republic club. It is plausible 

that the dominance of brass instruments was also a direct influence from Kuti’s musical 

arrangements and, more broadly, the Nigerian soundscape.  

 

                                                
339 ETC is a term coined by Meki Nzewi, which he defines as the “span of an ensemble gestalt (gross durational 
content of differentiated instrumental thematic gestalts) which recurs in essentially the same shape and time with 
continually changing sound quality.” Meki Nzewi, African Music: Theoretical Content and Creative 
Continuum: The Culture-Exponent’s Definitions (Oldershausen: Inst. für Didaktik Populärer Musik, 1997), 44. 
340 David Locke, “Principles of Offbeat Timing and Cross-Rhythm in Southern Eve Dance Drumming,” 
Ethnomusicology 26, no. 2 (May 1982): 217. 
341 An article written by culture journalist Berhnard Ahua critiqued Ivoirian music for lagging behind other 
Francophone countries that had managed to rectify the lack of tradition of brass instruments. See Fraternité 
Matin, August 29, 1978.  
342 John Collins, “The Early History of West African Highlife Music,” Popular Music 8, no. 03 (1989): 223. 
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One fruitful direction for understanding how the transnational conditions of studio work are 

related to the aesthetic outcome, which, in turn, involved extra-musical meaning, was 

developed by Louise Meintjes in her ethnographic work on studio recordings in late apartheid 

South Africa. Meintjes takes the notion of style, understood both musically but also in a broader 

semiotic-anthropological sense, as the main object of study. As she puts it:  

if style is conceived as a performed and multilayered sign that expresses, constructs, 

and reproduces the sensibilities of the artists […], then recording and mixing is a 

dramatized struggle over signs embodying values, identities, and aspirations. In their 

struggle, studio music-makers rework or reaffirm their sociopolitical and professional 

positioning in relation to one another.343  

The critical point is that the album is the result of a process of negotiation between different 

agents (lead singer, musicians, producer, arranger, sound engineer) whose musical tastes and 

preferences, which often stand for extra-musical meanings, are not always compatible. Framed 

in that way, the configuration of human but also non-human (sound technologies, acoustic 

setups, etc.) agents that are part of the process shape the resulted sound significantly. Thus, the 

fact that Djédjé recorded the album in Nigeria changed the terms of negotiation over the 

musical result and led to an acoustic result that differed from what could have been achieved 

if he were to record locally. The creation of ziglibithy as a novel musical genre was an outcome 

of a creative process conditioned by the transnational dynamics of the recording session.344  

Djédjé himself was aware of this. In an interview conducted in 1977 and published 

posthumously, he shed light on the experience of recording outside Côte d’Ivoire. In general, 

                                                
343 Meintjes, Sound of Africa! Making Music Zulu in a South African Studio, 9. 
344 The intra-African dimension in Djédjé’s career continued beyond the moment of production when the album 
became highly popular throughout West Africa, leading Djédjé to perform in countries such as Cameroon, 
Liberia, Benin, and Togo. In Guinea, the popular university group Camayenne Sofa made a rendition of another 
one of his song called “Zadie Bobo.” See: https://www.youtube.com/watch?v=wdzcan08Jog. 

Figure 2  
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Djédjé referred to the experience of recording in Nigeria as positive, but he also admitted that 

recording abroad imposed limitations. He mainly referred to the restricted studio time available 

in the EMI studio but also to the fact that without a regular band playing together constantly, 

he was limited in his ability to develop more complex musical arrangements.345 He thus 

highlighted some problematic aspects that the transnational recording process entailed. 

A similar perspective was observed by producer Daniel Cuxac, who claimed that “when 

the [African] musicians go to Paris they are not themselves, also when they move to other 

African countries.”346 Using the example of Malian Salif Keita, he described the ramifications 

of recording outside their countries: 

When you see Salif Keita doing a record in Paris or even here [in Africa], he has the 

influence of Zairian music because he needs Zairian musicians to back him. Senegalese 

musicians, Ghanaian musicians to play trumpet for him. [It is] Something else... When 

he listens to these musicians he [says to himself] ‘very good’ without knowing he is 

influenced by music played by foreign musicians. He will follow the music for the 

following record which is not really him.347  

Cuxac refers here to a sense of inauthenticity and alienation that the transnational recording 

setting might inflect on musicians’ artistic identity. A similar perspective was voiced in an 

article from 1980 in Fraternité Matin that lamented the lack of proper recording studios in 

Abidjan. The author was concerned with the ability of Ivoirian artists to be true to their vision 

when having to rely on foreign musicians, who usually did not have deep cultural competence 

in the artist’s style.348 Putting the question of authenticity at the forefront, these perspectives 

remind us that the transnational dynamics in the African music industry were not always a 

source of celebration among musicians and cultural figures. I will get back to the notion of 

authenticity in the next sections, albeit from a perspective that is grounded in music analysis. 

 

The emergence of JBZ studio in Abidjan 

Against the backdrop of a music industry largely relying on recording outside the country, the 

opening of JBZ, the first professional recording studio in Abidjan, in 1982 was a significant 

event. With the establishment of this studio, the music industry in Abidjan acquired all the 

                                                
345 Fraternité Matin, June 19, 1983. 
346 Daniel Cuxac interview by Flemming Harrev in Abidjan. 
347 Ibid. 
348 Fraternité Matin, July 13, 1980. 
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necessary elements for the process of record production: recording, record manufacturing, and 

distribution. JBZ was named after its owner and manager Jacques Bizollon, a native of Lyon 

who moved to Abidjan as a young child with his family. Bizollon worked as an accountant and 

a DJ before opening a record store in Hotel d’Ivoire in 1975 that operated for seven years. 

Identifying the need for a recording studio in the city, he opened his first small studio in 1982 

next to Hotel d’Ivoire and, in 1984, moved to a bigger space in which the studio operated until 

2015.349 The studio started with an analog 8-track recording console, which was better than the 

other recording studios in Abidjan. Over the years, the studio upgraded to 16-track then to 32-

track configuration.  

The technical expertise for building the first studio was in the hands of Alain 

Mechoulam, an Italian who studied at Berklee College of Music before relocating to Abidjan 

in the early 1980s to work in the local branch of Club Med. Mechoulam, an accomplished jazz 

organ player and arranger with a background in acoustics, was sent by Bizollon to France to 

buy the equipment and was responsible for designing and building the studio.350 He then 

became the first sound engineer at the JBZ studio and also participated as a keyboard player 

and arranger in several recording sessions held in the studio. For Mechoulam, who previously 

worked in European studios with 16- and 24-track consoles, working in a more modest setting 

meant he had to make some adaptations in terms of his working flow. Describing his common 

practice of recording pop-oriented music (as opposed to less common recordings of traditional 

music), he noted that he would usually first record six tracks of the rhythm section (bass, drum 

set, guitar, and keyboards) and then transfer (a process known as “bouncing”) the tracks 

together with effects to stereo tracks in order to free six tracks for vocals and additional 

instruments.351 The implications of recording using this multi-track setup will be elaborated on 

below. 

According to Bizollon, as soon as the studio opened, the rumor spread from mouth-to-

mouth, and artists from the entire region came to record, opening up more opportunities for 

African musicians. Musicians who could not record in Europe or the US, either because their 

music was not perceived as suitable for Western tastes or because they did not have the 

financial means, could still record an album in line with acoustic standards at that time. 

Bizollon referred to the financial aspect as central to the success of JBZ. When taking into 

                                                
349 Jacques Bizollon, personal communication, January 12, 2018. 
350 After Mechoulam left, Emile Valognes became the house sound engineer.  
351 Alain Mechoulam, personal communication, January 14, 2018. 
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account costs like flights, studio time, accommodation, and salaries, recording at JBZ became 

affordable when compared to European or American studios. 

Some of the most respected artists in popular African music recorded in JBZ, including 

Pat Thomas, Youssou Ndour, Oumou Sangare, Alpha Blondy, Tinariwen, and Tiken Jah 

Fakoly. Many of them took their first steps as recording artists in the studio before moving to 

European cities such as Paris and London. A list of recordings made in the studio between the 

years 1982–1999 indicates that in those years, no less than 816 artists were recorded there, and 

the top countries from which the artists originated were Côte d’Ivoire, Guinea, Mali, and Zaire 

(see Table 1).352  
Côte d’Ivoire 512 

Guinea 90 

Mali 64 

Zaire 49 

Unknown 

Countries 

28 

Burkina Faso 17 

Cameroon 12 

Ghana 9 

Lebanon 6 

Senegal 5 

Sierra Leone 4 

Togo 4 

Benin 4 

Gabon 2 

Congo 2 

Chad 2 

Zambia 1 

USA 1 

Israel 1 

Liberia 1 

Niger 1 

Mauritius  1 

Total 816 

                                                
352 I thank Jacques Bizollon for kindly sharing with me the comprehensive list he meticulously compiled of 
every recording made in the studio since its opening in 1982 until 2013. I limited the descriptive statistics in 
Table 1 to the years 1982–1999 to reflect the period upon which this chapter focuses. 
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While Guinean artists usually recorded in the Guinea radio station for the national Syliphone 

label, liberal policies implemented in the post-Sékou Touré era following his death in 1984 led 

to a severe reduction in state support for the arts. Thus, for Guinean artists who started working 

within a privatized economy, JBZ and the Ivoirian industry were a key destination. The 

immense volume of albums recorded in the studio indicates the massive contribution of JBZ to 

the soundscape of African popular music. In the next sections, I will delve into selected albums 

recorded at JBZ, exploring the role of sound and music creating sonic forms of afromodernity 

and facilitating intra-African collaborations. 

 

Production at JBZ: Authenticity, liveness, and technology 

The activity of JBZ studio coincided with the emergence of the marketing category of “world 

music” in the global North as popular marketing and quasi-stylistic category that lumped 

together diverse musical cultures, primarily from the non-Western world.353 

Ethnomusicological critique showed how authenticity became the main criterion for evaluating 

world music in a way that was closely linked to the reproduction of racial and ethnic 

differences.354 The centrality of authenticity, as claimed by Steven Feld, was “forged out of 

narratives equally anxious and celebratory about the world—and the music—of world 

music.”355 As world music was initiated as a category for selling records, questions of 

authenticity were often translated into debates over sound and the status of technology in music 

production.356 Lysloff and Gay put the debate as follows: “the argument that an ‘authentic’ 

                                                
353 Simon Frith, “The Discourse of World Music,” in Western Music and Its Others: Difference, Representation, 
and Appropriation in Music, ed. Georgina Born and David Hesmondhalgh, 3. [Dr.] (Berkeley: Univ. of 
California Press, 2000); S. Feld, “A Sweet Lullaby for World Music,” Public Culture 12, no. 1 (January 1, 
2000): 145–71. 
354 Timothy Dean Taylor, Global Pop: World Music, World Markets (New York: Routledge, 1997); Jocelyne 
Guilbault, Zouk: World Music in the West Indies, Chicago Studies in Ethnomusicology (Chicago: Univ. of 
Chicago Press, 1993). 
355 Feld, “A Sweet Lullaby for World Music,” 152. 
356 What is at stake here are technologies that are deemed as inauthentic. The question of which technologies 
seem legitimate and which are not changes over time. As new technologies enter the market and existing 
technologies become outdated or “vintage,” old musical productions that at their time were seen as inauthentic 
becomes authenticated through their “vintage” status in the eyes of the younger generation, for whom these 
sounds seem outdated. See, for example, the blog and label Analog Tapes from Africa, which is dedicated to 
reissuing recordings from the 1970s–1990s, most of which make extensive use of musical technologies 
prevalent at that time, like drum machines, synthesizers, etc.  

Table 1 
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performance is a good thing often becomes conflated with the assertion that a good 

performance must sound ‘authentic.’”357  

Thus, Aleysa Whitmore’s ethnography of world music industry personnel has shown 

that in the production of world music, there is an explicit attempt to create “sounds that 

[Western] audiences will interpret as unmediated.” This goal, however, is achieved through 

interventions in the level of production, mainly by eliminating elements that a typical Western 

listener would interpret as signs of inauthenticity. This includes refraining from using distortion 

effects, synthesizers, and drum machines.358 These active steps in creating authenticity remind 

us, as Louise Meintjes puts it, that “authenticity is both an illusion of nonmediation concerning 

the sound and an illusion of disengagement from technology on the part of the performing 

musicians.”359 While approaches that used recording technologies as a creative tool were 

present since the early years of sound reproduction, by and large, the production of mainstream 

world music was, up until recently, more conservative in making such uses, especially in the 

case of albums led by African artists. 

Recent studies have complicated simplistic claims that postulated that Western 

producers and industry personnel were the main agents responsible for denigrating musical 

traditions into inauthentic commodities by preferring, for example, modern sound technologies 

over acoustic instruments. For instance, ethnomusicologist and music producer Lucy Duran 

reflected on the production process behind the groundbreaking album Kaira she produced for 

Malian kora virtuoso Toumani Diabaté. The entire album features a solo acoustic kora played 

by Diabaté with no additional musicians or overdubbing. The album was warmly received by 

both music critics and world music fans and was especially noted for demonstrating the 

virtuosity of the kora with its advanced polyphonies, which seemed almost impossible for a 

single player to produce. Duran recalled that in the mid-1980s, when she started working with 

the young Diabaté, he relied heavily on multi-track recording to overdub his playing with other 

layers and that, by and large, Malian kora players rarely played the instrument in a fully 

acoustic setting. They often used drum machines to accompany their playing and electronic 
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effects to process their sound. Going with a fully acoustic recording of the kora, Duran had to 

persuade Diabaté to follow her artistic vision. In her account, she highlighted the minimal 

studio work involved in the process: “back in the United Kingdom, all we did was mix the four 

tracks and do some editing: there were no added studio effects, no extra reverb, or any alteration 

of the sound whatsoever. It is what you hear.”360  

This example provides a glimpse of the way in which aesthetic ideals of unmediated 

sound came into play in the actual process of record production. This also reveals a possible 

contradiction between two notions of authenticity: authenticity as nonmediation and 

authenticity as being truthful with respect to artists’ real-life musicking practices. In the case 

of Diabaté’s production, Duran was able to convince Diabaté to adopt her artistic vision. In 

other cases, the contradiction between the two senses of authenticity could lead to an overt 

clash between artists and producers. Such confrontation was portrayed by American record 

producer Joe Boyd in his dispute with Senegalese singer Youssou Ndour over the latter’s wish 

to use jazz keyboard and other “hi-tech distortions” in Boyd’s terms. According to Boyd, Ndour 

responded to his reluctance to use these technologies by accusing him of “wanting to keep him 

as an exhibit in an anthropological museum.”361  

The debate around authenticity and sound technologies were mainly explored in the 

context of world music production, which is largely characterized by a vertical division of labor 

involving musicians from the global South that are produced, recorded, and managed by 

industry personnel from the global North. These questions take a different form when examined 

in the context of JBZ studio, in which productions were mostly based on an intra-African, 

horizontal axis. While JBZ was owned by a French white man and had an Italian and then 

French sound engineer, most of the arrangers, producers, and musicians were Africans. This 

allowed Africans greater control in defining the final product. Another key difference was that 

the main target consumers for production in JBZ were not from the global North, as was typical 

in world music, but Africans. That is not to say that producers did not have ambitions to make 

their artists successful in Europe or in the US. Indeed, some albums succeeded beyond Africa, 

and producers distributed their albums to markets in the global North. At the same time, the 

immediate audience was African, as mentioned above.  
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This context of music production brought a different set of aesthetic priorities and 

conventions than those of the world music industry. Specifically, anxieties over an authentic 

sound were far less prominent for African musicians and audiences alike who, as opposed to 

world music aficionados, did not have to assert their identity by way of highlighting their 

difference from the dominant Western world. Rather, production in JBZ exhibited an ethos of 

“being in the world,” which is central to what Achille Mbembe identifies as the poetics of 

Afropolitanism.362  

To demonstrate how production at JBZ studio created music that deviated from the 

aesthetic norms of mainstream world music, I take the example of the album Cheikh Anta 

Mbacke by Senegalese singer Kiné Lam, recorded in 1989. I chose this album because it 

exhibits some of the typical sonic elements prevalent in many albums produced at that time in 

the studio, including a relatively extensive use of synthesizers, sound effects on drums, and a 

separation between different tracks owing to the method of overdubbing recording.  

Lam was a géwël singer (the Wolof name for a griot) who was part of a wave of “new 

tradition” in Senegal.363 This wave consisted primarily of female singers who took the 

traditional singing style, originally accompanied by the xalam string instrument and sabar 

drums, to the context of contemporary musical production using instruments like the electric 

guitar, synthesizers, and drum sets. Singers like Lam would often sing about Islamic themes 

and dedicate praise songs to famous marabouts—in the case of Lam, those of the Mouride Sufi 

brotherhood to which she adhered. Her album was named after a Mouride leader, and the title 

song details his genealogy. In this album, Lam was backed by mostly Senegalese musicians in 

addition to Cameroonian bass player Didier Boko and Emmet MacDonald, an African-

American trombone player who lived in Côte d’Ivoire at that time. The arrangement was made 

by Malian-Nigerien Boncana Maïga, who, as I elaborated in Chapter 3, was one of the central 

figures in the Ivoirian music industry, acting as an arranger in multiple music productions. 

The third track in the album, “Sokhna Moumi” (sokhna is an honorific in Wolof, usually 

used for wives or daughters of marabouts), opens with four bars of groove played only by a 

drumset and a Senegalese sabar drum (usually played with a stick in the right hand and a bare 

left hand). The high-pitched sabar drum fills the empty rests between the drum set strokes with 
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a rhythm known as Kaolack,364 which is the most common rhythm in the genre of Senegalese 

pop—the Mbalax.365 For a listener accustomed mostly to Western pop music, the metric 

placement of the drum set part is commonly perceived in a way that places the snare strokes 

on the second and fourth downbeats (see Figure 3). This is due to the prevalence of the backbeat 

rhythm in Western pop music, which conditions listeners to hear bass drum on first and third 

downbeats and the higher-pitched snare on the second and fourth downbeats. However, in 

Mbalax music, the snare drum is, in fact, on the first and third downbeats (see Figure 4). This 

creates an interesting effect since what at first seems like a familiar shuffle backbeat rhythm is 

revealed to be something else as soon as the rest of the group enters and the metric perception 

shifts.  

The rhythmic resemblance to the standard Western pop backbeat rhythm, albeit shifted 

in the metric grid, is enhanced by factors such as the texture of sound and the soundbox. These 

dimensions, while traditionally seen by musicologists as secondary domains as opposed to 

primary domains, such as harmony, melody, and rhythm, were put in the forefront as 

constitutive elements in determining musical form and meaning by scholars of popular music 

and musicologists of record production.366 In Lam’s album, one such element is the extensive 

use of reverb effect on the snare drum. Studio reverb effects are added by sound technicians in 

the recording and mixing process, unlike a natural reverberation of an acoustic space, to 

manipulate the listener’s perception of space in a way that deviates from the actual space in 

which the music was recorded.367 The specific reverb sound that was applied to the snare drum 

was common in the global pop of the 1980s. For an avid listener, the mere existence of this 

type of reverb could be sufficient to identify the period in which the recordings were made. 

Crucially, the selective use of reverb on the snare drum alone as opposed to applying the effect 

to the entire drum set deviates from the notion of “authentic sound” since, in an acoustic setting, 

the drum set is heard as one unit within a single space.  

A soundbox is an analytical tool developed by Allen Moore that analyzes recorded 

music by means of the placement of instruments within a three-dimensional space.368 Thus, the 
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experience of listening involves not only the deciphering of musical content but also the 

placement of the sound within an imaginary space that does not necessarily overlap with the 

perception of a real acoustic space. In practice, controlling the location of the instruments 

within the soundbox is done primarily by determining their balance between the left and right 

channels of the stereo track. Specifically, in “Sokhna Moumi,” the different drums of the 

drumset, recorded with separate microphones, are mixed in different places within the 

soundbox: the high-hat to the left, the snare to the center, and the bass drum to the mid-left. 

The very separation hints at a contemporary multi-track production since the recordings in 

stereo or in mono were limited in their ability to manipulate the placement of separate 

instruments. Such characteristics created as a whole a sound that was contemporaneous with 

production trends of the period commonly heard in global pop.  

Note that I am not arguing that this recording was a simple imitation of Western pop. 

The ornamented vocal style and the use of sabar drum were far from anything heard in 

American or European pop music. However, while the recording establishes an aesthetic 

uniqueness, it does so within an aesthetic that defies the equation between acoustic sound and 

African authenticity. It is plausible to suggest that one of the main factors that contributed to 

such an eclectic aesthetic was the transnational setting of the production. The fact that the 

album was arranged by Maïga, who was not a Wolof himself, included the participation of non-

Senegalese musicians in the recording, and that the studio was located outside of Senegal might 

have contributed to the creation of music that was more open to experimentation with new 

combinations of sounds. Productions such as Lam’s Cheikh Anta Mbacke illustrate the ways in 

which transnational productions in JBZ deviated from the aesthetic ideals that characterize 

mainstream world music and instead overtly engaged in production styles that were attuned to 

the tastes of African audiences.  

 

Figure 3 
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Figure 4 

 

Production at JBZ: Intra-African collaborations  

In a typical record production in JBZ, as we saw in the case Kiné Lam’s album, singers came 

to Abidjan for a restricted period to record their album and then returned to their country of 

origin. Another type of album recorded in JBZ involved musicians that resided in Abidjan for 

prolonged periods and engaged in a more extended creative process with other musicians in 

the city. As a result, these albums, most of which are collaborative albums, feature profound 

musical border crossings, reflected in the mixing of genres and eclectic aesthetics. 

An example of this type of collaboration is the album Vive l’amitié ivoiro-zaïroise that 

was released in 1983 by AS Records. The album was headlined by Zairian singer and 

saxophone player Mauro Maurice (his real name was Beya Maduma) and Ivoirian singer Diane 

Solo. It combined songs in Ivoirian and Congolese genres, sung in multiple languages. Another 

example was a recording by Zairian singer Mansia M’Bila, who had lived in Abidjan since 

1982. In her self-titled album from 1984, the singer collaborated with Ivoirians Houon Pierre 

(AKA Wompi), Paul Wassaba, Assalé Best, and Guinean Cheikh Mohamed Smith. While most 

of the songs were based on Zairian rhythms, such as soukous, cavacha, and wala, a press report 

noted that in the song “Ayoka Godie,” the music was based on Ivoirian styles of gbégbé and 

ziglibithy. According to the report, “someone could believe in certain moments [of the song] 

that they listen to Séry Simplice,” referring to the Ivoirian singer most commonly identified 

with the gbégbé genre.369 This journalistic impression suggests that such attempts to engage 

with Ivoirian genres on behalf of non-Ivoirians were recognized by the broad public. To better 

examine the notion of intra-African collaborations in respect to the studio work at JBZ, I will 

focus on the album Désespoir Asabia (1982) recorded for Cuxac’s Disco Stock label. The 

album featured a musical triangulation of Congolese-Angolan singer Sam Mangwana, 

Ghanaian saxophonist and singer Eugene Asabia Cropper, and Ivoirian arranger and guitarist 

Jimmy Hyacinth.  

                                                
369 Fraternité Matin, December 2, 1984. 



 115 

Asabia was born in the city of Tema in coastal Ghana. She moved to Togo to play with 

a band called Orchestra Cryssara, where she joined a group called Sweet Talk and later the 

Black Hustlers, with whom she performed in Germany. After their tour, the group was invited 

to perform in Côte d’Ivoire, where they had stayed for one year. Asabia returned for some time 

to Ghana but returned to Côte d’Ivoire after realizing she had better prospects there. Before the 

album with Mangwana, she recorded another album called Wamaya for Disco Stock, which 

was recorded in Togo at the OTODI studio.370 Wamaya was an album largely in the genre of 

highlife, the Ghanaian popular music genre mostly associated with the era of independence, 

characterized by its sticks pattern of three offbeats (see Figure 5).371 

 

Figure 5 

As Asabia testified in an interview in 1983, the Ivoirian audience saw her primarily as a 

representative of the highlife genre, which local Ivoirian musicians admired but did not play.372 

In the album with Mangwana, who was already famous at the time for his album with his 

backing group, the African All Stars (especially for their love song “Georgette Eckins”), Asabia 

deviated from the highlife style and ventured into broader musical horizons. From Cuxac’s 

perspective, the participation of musicians of different nationalities and, more importantly, 

different musical backgrounds meant that the album was difficult to pinpoint within a single 

musical genre. He defines it as a musical experiment but at the same time indicates that it was 

completely the norm at that time.373 I will provide a brief description of some of the songs in 

the album to get a sense of its eclectic style attributed to the intra-African collaboration. 

In the song “Désespoir Asabia,” Asabia sings in Lingala, the Congolese lingua franca. 

The rhythm resembles Congolese soukous with the bass drums playing the four downbeats. It 

features multiple interlocking guitar layers, as well as a bass guitar part and a brass section. 

Hyacinth’s muted guitar playing, though, is much more minimalistic compared to the 

rhythmically complex Congolese guitar playing style. “Efoutousem” sounds like a highlife 

song with its three offbeat timeline (Figure 5), although the singing is more reminiscent of the 

Congolese style. The guitar part is more in the style of African-American funk than the typical 
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highlife playing. The song features Mangwana, who also sings in Lingala. 

The song “Medekuku” starts with a bluesy guitar intro. The rhythm is unusual in that it 

reminds one a bit of the shuffle groove common in blues (Figure 6) but with a twist that 

Africanizes it (Figure 7). If a basic blues drum pattern would have a stroke on the fourth pulse 

(out of six), here, the pulse is doubled in feel, and instead, the seventh and tenth pulses are 

played (out of twelve). This leads to a polyrhythmic groove that affords a perception of the 

rhythmic flow as four groups of three pulses concurrent with the blues rhythm based on a 

division of two groups of six pulses.  

 

 

 

 

 

Asabia’s interviews for the Ivoirian press around the time of the production of Désespoir 

Asabia shed light on her perspective regarding the specific collaboration but also more broadly 

on the musical preconditions that enabled such collaborations in the first place. When 

questioned about her musical preferences, Asabia responded that she “does not see the 

differences between the [different] musics in Africa.”374 She continued by adding that singing 

Congolese music with Mangwana or Cameroonian Makossa or Ivoirian ziglibithy feels easy 

and remarked that some rhythms, such as the Ivoirian ziglibithy, are equivalent to rhythms 

from Ghana, just with different names.  

Similar statements were voiced by other African musicians I interviewed (see, for 

example, Makeba’s interview in Chapter 2). In my interview with Ivoirian drummer Djabo 

Steck, he pointed out the similarities between ziglibithy and dances and rhythms from Burkina 

Faso, Cameroon, and Gabon.375 Since these views are often evoked as a way to trivialize intra-

African collaborations, I interpret them as an expression of what I called in the introduction a 

music ideology of erasure, which is emblematic of pan-African discourse. By perceiving 

commonality between different African genres, musicians, by analogy, implied a projected 

unity between people. The fact that it is an ideological position, however, does not mean that 

it has no basis in the musical reality, as could be demonstrated using Kofi Agawu’s argument 

about the essence of groove in African music. While Agawu defies simplistic claims that depict 
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Figure 7 Rhythm of “Medekuku” Figure 6 Typical Blues Rhythm 
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African music as either monolithic or uniquely different from other non-African musical 

cultures, he suggests that groove functions as an essential element in African music. For 

Agawu, “despite the numerous variations in idiom, mode of performance, and social function, 

African music retains a level of procedural sameness based on certain broad organizational 

attitudes and propensities.”376 What is this sameness? Agawu postulates that “the essence of 

African music originates in a will to communal truth that is incorporative, generous and 

inviting.”377 This social definition translates into music through the notion of groove: “the 

outward sign of this nexus of belief and practice is a series of cycles, circles, grooves, and 

ostinatos upon which African music is based. Recurring qualities inscribe ‘different qualities 

of same-ness.’”378 The similarity between Ivoirian and Ghanaian rhythms to which Asabia 

points could be explained by the fact that the Akan people, which is a meta-category for 

multiple smaller ethnic groups, inhabit both Ghana and Côte d’Ivoire. The two interpretations, 

the ideological and the musical, are not mutually exclusive since the musical reality of higher 

degrees of rhythmic similarity across diverse African musical cultures feeds an ideological 

discourse of shared African identity. It is plausible to suggest that the fact that African 

musicians perceive the musical landscape as sharing many features across cultures predisposes 

them to openness both when listening to other styles and when considering the possibility of 

collaborating with musicians from different African backgrounds. 

 Through intra-African collaborations, genre-mixing, and utilization of contemporary 

sound technologies, productions at JBZ studio created sonic forms of contemporary Africaness. 

These forms did not stem either from an ignorance of the particularities of cultural nuances or 

from external, stereotyped representations of African music by world music industry personnel, 

but rather from an eclectic approach that is audible within the music. While it is productive to 

analyze each album in its own right by delineating the different musical elements that 

composed each song, as I did throughout this chapter, it is also crucial to consider the musical 

landscape of Abidjan from a bird’s eye view. The music produced in Abidjan and heard across 

the region built up to a soundscape that cannot be subsumed under neat categories of ethnicity, 

nations, or existing musical genres. As such, the music industry in Abidjan contributed to the 

emergence of musical culture that is consumed by and associated with diverse African 

audiences. It exemplifies the impact of the second sense of MPA, which, despite lacking 
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explicit references to pan-African ideology, facilitates processes of integration in the field of 

popular culture in Africa.  
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Conclusion 

One overarching theme that was central to this dissertation was that continental circulation of 

music through diverse musical platforms, practices, and aesthetics was instrumental for 

articulating pan-African ideology and the notion of African collectivity in the first decades of 

African decolonization. By turning to a continental perspective, my work aimed to complement 

existing models of cultural production in Africa that were hitherto grounded primarily in ethnic 

and national categories. Equally, our understanding of pan-Africanism is narrowly confined to 

political and intellectual elites in a way that fails to recognize dynamics from below, which 

concretized the notion of Africaness through cultural practices and aesthetics. At the same time, 

I do not reject the centrality of ethnic and national identifications in the continent. Yet, by 

incessantly returning to these constructs as heuristics for exploring social dynamics in Africa, 

our understanding of African popular culture, afromodernity, and postcolonial imaginaries 

remains incomplete. 

 A second theme was to think outside the diasporic framework when exploring 

transnationalism in African popular culture. I argued that it is not that diasporic culture was not 

influential on continental Africa, but that its impact should not occlude other sources of 

inspiration, including intra-continental ones. Nonetheless, the role of diasporic musical 

cultures, primarily Afro-Cuban and African-American, was evident in this dissertation, 

primarily through its meditative role in facilitating collaborations between artists from different 

countries. Yet, considering diasporic-continental circulation from a position that does not 

privilege the diasporic framework provides, I contend, a more balanced position that reflects 

more accurately the full spectrum of cultural production in Africa.  

 

Methodology 

I sought to develop a model for conceptualizing MPA that would accommodate, on the one 

hand, explicit ideological expressions and, on the other hand, more quotidian forms that are 

rooted in musical practices and aesthetics. While my point of departure for this research was 

West Africa and specifically the countries of Guinea and Côte d’Ivoire, the transnational 

methodology deployed expanded the scope to many other locales. By tracing the trajectories 

of individuals, including musicians, producers, and other cultural figures in space, as well as 

the formation of musical genres, I was able to reflect on cultural dynamics that exceed any 

particular country. While my work covers diverse cultural spaces in the continent, it is by no 

means exhaustive. There is much work to be done in exploring the continental circulation of 

expressive culture in other regions, periods, and genres. The methodological approach 
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developed in this dissertation can be applied to these other contexts and perhaps even foster 

comparative research that would nuance our understanding of continental cultural production 

in Africa. 

 

MPA today 

The model of MPA proposed in this dissertation was developed in the context of the first few 

decades following African decolonization. At the same time, this model was inevitably shaped 

through my continuous engagement with the reality of African culture and society in the 

present. Contemporary currents in the musical and political domain allowed me to discern the 

subtle dynamics retrospectively in the case-studies I explored, which came to fruition in recent 

years. In that sense, the historical musical formations of MPA explored in this work and 

especially the less explicit ones represented what Raymond Williams would have called a 

“structure of feeling,” that is, “affective elements of consciousness and relationships,” which 

were yet to materialize in categories and other forms of discourse.379 As “a social experience 

which is still in process,” structures of feeling “are often more recognizable at a later stage, 

when they have been (as often happens) formalized, classified, and in many cases built into 

institutions and formations.” In what follows, I would like to explore some of the contemporary 

dynamics with respect to the model of MPA I proposed. Through this exploration, I wish to 

reflect on their relation to previous forms of MPA that were in embryonic form. 

In recent years, there has been a resurgence of the idea of pan-Africanism in the 

continent. At the level of official institutions, the African Union (AU) recently promoted 

initiatives aimed at continental integration, such as the establishment of the African Continental 

Free Trade Area and the African Union Passport, which will allow Africans to move freely 

within the continent without the need for visas. These steps, expected to lead to greater 

continental integration, are boosted by more quotidian expression of pan-Africanism, grounded 

in social media, such as the initiative to encourage African youth to participate in African 

development using social media and the hashtag #IAmAfrica.  

Within this context, music remains pivotal as a platform for the contemporary 

expression of pan-Africanism. This was evident most recently in the song “Stand Together.”380 

Sponsored by the Nelson Mandela Foundation and MTV Base, the song features artists from 

seven African countries and became somewhat of a continental anthem of solidarity during the 
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Covid-19 pandemic. This is far from anecdotal. Some of the cases of MPA I described in this 

dissertation concerning the past decades were a precursor of full-fledged musical practices that 

became commonplace in the contemporary landscape of African popular music. These include 

intra-African collaboration, the creation of hybrid genres that fuse multiple African musical 

cultures, and the expression of pan-African ideas through music. The proliferation of affordable 

computers and software programs of music production, which started in the global North in the 

early 1990s and quickly spread to the global South, allowed a growing number of people to 

enter the business of music production. The knowledge of how to operate these technologies is 

usually acquired through informal learning, primarily through free tutorials on YouTube. These 

production technologies, combined with the internet, created a fertile ground for what Georgina 

Born has termed “distributed creativity,” which refers to the “distribution of creative agency 

between different producers, as in collaborative forms of musical authorship; and between 

subjects and objects, human and non-human agents.”381 These advancements allowed African 

musicians to collaborate transnationally on musical projects without the need to travel or to be 

physically present in the same space, simply by exchanging digital working files through the 

cloud. Thus, the production of a song typically involves singers, musicians, beatmakers, 

producers, and music video directors from different African countries.  

 In hip hop, a genre highly popular across the continent, it is especially common for 

rappers from different countries to exchange verses on a track. Interestingly, these practices 

are often framed by the musicians involved using pan-African discourse. For instance, 

Cameroonian rapper Stanley Enow, whose tracks feature South African, Ghanaian, and 

Moroccan artists, explained in an interview that such collaborations make sense because they 

help “to bring (and keep) Africa together as one.” It should be noted that this notion of African 

collectivity is inseparable from the possible economic gains such collaboration could entail. As 

Enow continues, “To be played and heard in other places on the continent one needs to cross 

collaborate.”382 In other words, for Enow, continental collaborations are also strategic in the 

sense that they allow Enow exposure to new audiences, which could lead to increased revenues. 

The entanglement of pan-Africanism with commercial considerations is also evident in the 

context of marketing materials that use this discourse to frame new collaborative projects. 

Thus, in a promotion e-mail sent to its mailing list, the Accra-based label Akwaaba chose to 
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describe the collaboration album of Ghanaian Stevo Atambire and Burkinabé Art Melody in 

the following words: “the natural intuition and chemistry between Art Melody and Stevo 

Atambire immediately drove the two to create a timeless opus […], a genuine pan-African 

bridge across lands and generations, which would make Sankara and Nkrumah proud.”  

The invocation of the two pan-African leaders of Burkina Faso and Ghana exemplified 

how pan-Africanism became a symbolic resource that artists and music industry personnel use 

to promote a certain political interpretation of their music among their audiences. In another 

instance, an album by the London-based group Onipa, which mixes “Nigerian rhythms, 

Ghanaian guitar stylings, and Tanzanian harmonies and llimba playing,” was defined in an 

online music publication as a “pan-African musical experience.”383 We see, then, how 

contemporary transnational musical practices fuse pan-African discourse and marketing 

strategies. This process signals a change from how MPA was at play in the earlier postcolonial 

case-studies explored in this dissertation. Those cases were either ideological, thus operating 

without explicit lucrative motivations (as in Guinea), or driven by regional market forces but 

lacking an accompanying pan-African ideological discourse (as in Côte d’Ivoire).  

The entanglement of pan-Africanism with consumer culture and the commodification 

of music, however, does not mean pan-Africanism has lost its political efficacy. If anything, it 

demonstrates how pan-Africanism has become dissociated with the inextricable link it had in 

the first decades of decolonization with the African nation-state. Pan-Africanism today is no 

longer restricted to political leaders and official institutions, which are mistrusted by broad 

segments of the African population, but is also reimagined from the vantage point of civil 

society.  

The role of music in this process is crucial. It is most evident in the activity of Y’en a 

Marre (Enough is Enough), which started as a protest movement comprised of Senegalese 

rappers and journalists in 2011 against the incumbent Abdoulaye Wade, who was running for 

a controversial third term. The movement activity was central in mobilizing the Senegalese 

public to eventually oust Wade. Despite its political power, the movement has remained to date 

a civil society organization and refrains from supporting political candidates or entering 

politics. Some of its members have expanded their outreach beyond the boundaries of Senegal. 

The hip hop group Keur Gui, which was central to Y’en a Marre, continued, besides their 

musical activity, to support similar civil society movements in other African countries, 

including DRC, Gambia, Angola, Mali, Zambia, and Mauritania. Their distrust in politicians 

                                                
383 https://daily.bandcamp.com/features/onipa-interview 
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led them to promote a form of pan-Africanism that could be described as pan-Africanism from 

below, which, in the long run, might develop into an African collective. The group activity 

exhibits a conflation between musical and political activity. As Thiat, one of the group 

founders, admits, their popularity as musicians allowed them to enter African countries under 

the guise of participation in festivals and concerts while engaging in political activity with local 

activists.384  

However, the adoption of pan-African ideas goes beyond an act of transnational 

solidarity. It pertains to questions of collective identity as well. As Thiat puts it: “We are not 

Senegalese. We are African people who were born in Senegal, so every African country is our 

country, and we have a responsibility to do something about it.” The case of Keur Gui 

demonstrates how some of the dynamics explored in this dissertation that were described as 

representing a utopian horizon began to materialize in the present day. The notion of an African 

collective potentialized by MPA manifested in the past through sporadic performances and ad-

hoc collaborations has become a living reality for the members of Keur Gui, who substitute 

their national identity with a continental one. No longer mediated by state politics, pan-African 

artists carve on their own circles of solidarities, utilizing transnational musical genres, such as 

hip hop, and digital technologies to circulate their music and activism beyond national 

boundaries, intertwining pan-African agendas and musical practices. 

 

 

 

 

  

                                                
384 Interview for the podcast Hip Hop Africa, episode 22: https://hiphopafrican.com/2018/04/01/hhap-episode-
22-thiat-of-keur-gui-on-hip-hop-and-activism-beyond-senegal. 
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Appendix 1: List of pan-African songs recorded in Guinea during the First Republic 

 
Artist Song Title Date Digital 

Number385 
Badiar Jazz Unité 

Africaine 
20-Sep-67 Syliphone2-025-06 

Bafing Jazz Docteur 
Nkrumah 

27-Mar-68 Syliphone2-024-14 

Balla et ses Balladins Lumumba - Syliphone1-050-05 
Bembeya Jazz National OUA 09-Feb-64 Syliphone3-132-5 

Chœur de Conakry II Addis Abeba 13-Oct-63 Syliphone4-129-01 

Conakry II Addis Abeba 07-Apr-82 Syliphone4-619-04 
Ensemble de Bemba Traoré et 
l’Orchestre de Kissidougou 

Unite 
Africaine 

1963 Syliphone3-009-07 

Ensemble Instrumental de Gueckédou Unité 
Africaine 

06-Nov-80 Syliphone4-604-08 

Ensemble Instrumental de Kankan I Hymne à 
l’Afrique 

26-Nov-76 Syliphone4-550-01 

Ensemble Instrumental de Kankan I Samora 
machel 

26-Nov-76 Syliphone4-550-03 

Ensemble Instrumental de 
Kissidougou avec Mama Kanté 

Mali / Nigeria 
/ R. A. U. / 
République de 
Guinée 

06-Mar-74 Syliphone4-329-01 

Ensemble Instrumental de l’Armée 
Populaire 

Le libérateur 
de l’Afrique 

04-Oct-78 Syliphone3-246-2 

Ensemble Instrumental de la 
Radiodiffusion Nationale 

Afrique - Syliphone1-019-03 

Ensemble Instrumental de la RTG Concert – 
Afrique en 
marche 

- Syliphone4-613-01 

Ensemble Instrumental et Chorale de 
Kissidougou (avec Mama Kanté) 

Concert: 
l’Afrique 
combattante 

- Syliphone4-448-01 

Ensemble Instrumental National OUA - Syliphone3-018-07 

Fodé Conté Afriki khöröya - Syliphone4-172-08 

Franklin Boukaka with Keletigui et ses 
Tambourinis 

Unité Africain - Syliphone4-348-01 

Guekédugu Combattants 
de la liberté 

- Syliphone1-002-09 

Hadja Saram Kouyaté et se troupe l’OUA 31-Oct-72 Syliphone3-258-1 
Hadja Saram Kouyaté et se troupe l’OUA 31-Oct-72 Syliphone3-258-1 
Kakandé Jazz Cabral 04-Apr-80 Syliphone3-170-3 

                                                
385 This information is based on the catalog compiled by Graeme Counsel for the British Library Endangered 
Archives Programme. His project included the digitization of the Radio Télévision Guinée sound archive. 
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Kaloum Star Lumumba sara - Syliphone2-044-07 

Kébaly Jazz Nkrumah 15-Sep-67 Syliphone3-050-06 
Kébendo Jazz L’OUA - Syliphone2-123-06 
Kemoré Camara Kwame 

Nkrumah 
10-Aug-67 Syliphone3-066-2 

Kouyaté Sory Kandia OUA - Syliphone3-042-02 
Les Amazones de Guinee (Orchestre 
Feminin Gendarmerie Nationale) 

Femmes 
d’Afrique 

08-Nov-63 Syliphone4-382-07 

M’Bemba Traoré Guinée-Ghana-
Mali 

- Syliphone3-270-10 

Macenta Unité 
Africaine 

- Syliphone4-596-02 

Mama Kanté Concert - 
Afrique 

- Syliphone4-429-12 

Miriam Makeba Africa - Syliphone1-051-03 
Orchestre de la Garde Républicaine - 
1er Formation 

Aliou kèlè bila 11-Nov-64 Syliphone2-067-03 

Orchestre de la Garde Républicaine - 
1er Formation 

Bé yé wala la 
Giné « unité 
African » 

11-Nov-64 Syliphone2-067-04 

Orchestre de la Garde Républicaine - 
1er Formation 

Bé yé wala la 
Giné « unité 
African » 

11-Nov-64 Syliphone2-067-04 

Palm Jazz Hommage aux 
President A S 
Touré et 
Kwame 
Nkrumah 

17-Sep-67 Syliphone3-117-06 

Palm Jazz OUA cha cha 17-Sep-67 Syliphone3-117-02 

Sidiki Diabaté et Mantafé Sako  
L’imperialismé 
ne connaît pas 
Afrique 

20-Dec-71 Syliphone3-184-2 

Super Boiro Band Afrique 
yukhuwi 

14-Oct-77 Syliphone4-417-04 

Télé Jazz OUA 30-Sep-68 Syliphone2-026-12 

Télé Jazz OUA 30-Sep-68 Syliphone2-026-12 
Tominé Jazz Concert – 

Hommage à 
Cabral 

04-Apr-80 Syliphone3-170-1 

Tropical Djoliba Jazz L’Afrique 
vaincra 

- Syliphone4-420-01 

Troupe Federal de Mamou Addis Abeba  24-Mar-70 Syliphone4-240-12 
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Appendix 2: List of Interviews 

Bangoura, Nestor Sita. 2016. Kaloum/Conakry, Guinea. November 17. 

Bangoura, Nestor Sita. 2016. Kaloum/Conakry, Guinea. December 1. 

Bangoura, Nestor Sita. 2018. Kaloum/Conakry, Guinea. January 21. 

Bizollons, Jacques. 2018. JBZ Studio/Abidjan. Côte d’Ivoire. January 12. 

Bléziri, Camille Balliet (BBC). 2018. Hôtel d’Ivoire/Abidjan, Côte d’Ivoire. January 11. 

Cuxac, Daniel. 2018. Les Almadies/Dakar, Senegal. January 5. 

Diabaté, Sékou “Bembeya.” 2016. Paillote/Conakry, Guinea. November 22. 

Diallo, Bailo Telivel. 2016. Taouyah/Conakry, Guinea. November 23. 

Diawara, Kadé. 2016. Coleah Cité/Conakry, Guinea. November 28. 

Gbadamassi, Raïmi (Badmos). 2018. Institut National Supérieur des Arts et de l’Action 

Culturelle (INSAAC)/Abidjan, Côte d’Ivoire. August 3. 

Kouyaté, Papa. 2016. Paillote/Conakry, Guinea. November 18. 

Kouyaté, Papa. 2016. Paillote/Conakry, Guinea. December 2. 

Mechoulam, Alain. 2018. Hôtel d’Ivoire/Abidjan, Côte d’Ivoire. January 14. 

Morel, Justin Jr. 2018. Kipé/Conakry, Guinea. January 30. 

N’Doumi, Djabo Steck. 2018. Institut National Supérieur des Arts et de l’Action Culturelle 

(INSAAC)/Abidjan, Côte d’Ivoire. January 15. 

Touré, BTS. 2018. Cocody Angré/Abidjan, Côte d’Ivoire. January 11. 

Williams, Jean Baptiste. 2016. Kaloum/Conakry, Guinea. November 29. 

 

 

 

 

 

 

 

 

 



 

 תקציר

אפריקנית באפריקה העצמאית החל -זו בוחנת את יחסי הגומלין בין מוזיקה לבין אידיאולוגיה פאן דוקטורט תעבוד

תוך התמקדות בפעילות מוזיקלית טרנסלאומית  ,20-של המאה 90-עד ראשית שנות ה 50-משלהי שנות ה

, לרבות שיתופי ת מוזיקליתאפריקניו-פאן. העבודה מנתחת צורות מגוונות של במרחב האיזורי והיבשתישמתקיימת 

פעולה בין מוזיקאים ממדינות אפריקניות שונות (בהופעות חיות או באולפני הקלטה), שילובים של סגנונות 

 מוזיקליים ממקורות שונים, וביטויים של מסרים פוליטיים בשירים. מחקר זה מתמקד בהפקה תרבותית שהתרחשה

 מיושמתעם זאת, לאור הגישה הטרנסלאומית החוף השנהב. במערב אפריקה, בפרט במדינות גינאה ו בעיקר

 אפריקניים שחורגים מגבולות לאומיים. -תהליכים פאן חקר, מדינות אלה מהוות נקודת פתיחה לבמחקר זה

תוך הסתמכות על מגוון רחב של מקורות ארכיוניים, לרבות הקלטות צליל, עיתונים, ירחונים, עטיפות  

אפריקנית -מדגימה כיצד פעילות מוזיקלית פאן העבודהאלבומים, קטעי וידאו, מסמכים ממשלתיים ועבודת שדה, 

או אתניות. הטענה  לאוםשל לקטגוריות החברתיות  כפופהמודרנית שאינה -תרמה להתהוותה של אסתטיקה אפרו

אפריקני בתרבות הפופולרית, וכן -לתחזוק סנטימנט פאן המרכזית בעבודה זו היא שלמוזיקה היתה תרומה מכרעת

 בשל ,ירדה קרנו של החזון הפוליטי של אחדות אפריקניתקולקטיבים אפריקניים בזמנים בהם  יכולת לדמייןל

 ה הפוסטקולוניאלית.עיגונה של מדינת הלאום כמודל השלט באפריק

העבודה מורכבת אפריקניות מוזיקלית, -פאןבמושג שנעשה לאחר הקדמה תיאורטית שמבארת את השימוש  

מקד ). כל פרק מת4-ו 3השני עוסק בחוף השנהב (פרקים ו )2-ו 1נאה (פרקים משני חלקים: הראשון עוסק בגי

 דרכם ,ליטיים, חברתיים, כלכליים וטכנולוגייםתיווכים פו המאופיינת על ידי בפלטפורמה מוזיקלית ייחודית

אפריקניים לתוך הקשרים ילידיים תחת מדינת -של רעיונות פאן בוחן את תרגומם 1. פרק פאן אפריקניות מתבטאת

 –תוך התמקדות בפעילות המוזיקלית של הג'אליז (מוזיקאים וגיניאולוגים של הקבוצה האתנית  ,הלאום הגינאית

פרוייקט את  משרתתאפריקנית ש-קידום אידיאולוגיה פאןב כלייםשל הרכבים  םתפקידר את . הפרק מתאמנינקה)

-פרקטיקות מוזיקליות, קטגוריות גיאוגרפיות וחשיבה פוליטית קדםהשימוש בהגינאי. הוא מפרט את בניית הלאום 

יות בין יישויות כאמצעי ליצירת המשכ )ימי ביינימיתעוגנות במורשת של אימפריית מאלי ההמ( קולוניאליות

 של אחדות פאן אפריקנית. חזוןפוליטיות קדם קולוניליות, מדינת הלאום וה

אפריקני הראשון -הפסטיבל הפאן –מתמקד בפסטיבלי תרבות בעלי משמעות פאן אפריקנית  2פרק  

לרגל חגיגות  1972, הפסטיבל הלאומי הגינאי השנתי, והפסטיבל שהתקיים ב1969שהתקיים באלג'יריה בשנת 

האופן בו מופעלת,  גרת אירועים אלה משמשת כשער לבחינת. פעילות מוזיקלית במסאלג'יריההעשור לעצמאות 

בהם לקחו אפריקניים -ת. בפרט, הפרק בוחן שיתופי פעולה פניםמה שאני מכנה, אזרחות תרבותית פאן אפריקני

 שיתופי פעולה אלה,אלג'יראים וקונגולזים.  ,אמנים גינאים אפריקנית מרים מקבה,-רת הדרוםהזמ חלק

 פטריוטיות לאומית. בין מדגימים את יחסי הגומלין בין מחויבויות פאן אפריקניות ל בזירות לאומיות,והתקבלותם 

ההיסטוריה התרבותית של חיי הלילה הטרנסלאומיים בעיר אבדיג'ן, חוף השנהב. הפרק  תאר אתמ 3פרק  

המובעים דרך  ,מוסיקאים בעיר, את הקשרים ביניהם ואת יחסיהם לעיר-ממפה את הקבוצות השונות של מהגרים

-צליל פאן-ל מרחבלהיווצרותו ש והובילתנאים טרנסלאומיים . הוא מדגים כיצד "שייכות עירוניתהרעיון של "

אפריקנית. הפרק מסיים בעיון -פאן האידיאולוגיעל אף היעדר ביטוי מובהק לאפריקני שנשמע ברחבי העיר, 



 

באותן בחוף השנהב  זירה התרבותיתבפועלם של מאנו דיבנגו ובונקנה מייגה, שני מוזיקאים בולטים שפעלו ב

 .שנים

אולפן ההקלטות. הפרק עושה שימוש ך הליכי הפקה המתרחשים בתומתמקד בת 4פרק לבסוף,  

לבחון הפקות מוזקליות בולטות באבידג'ן ומחוצה  על מנתשל הפקה  תחום של מוסיקולוגיהה-במתודולוגיות מתת

 יחד , עיצבוטכנולוגיים מאפיינים מראה כיצד התצורה הטרנסלאומית שאפיינה את תהליך ההקלטה, לצדלה. הפרק 

נים אתניים ולאומיים. חורגת מסממאפריקניות ה ,באמצעות צלילים ,אפריקנית אקלקטית שייצגה-אסתטיקה פאן

בסגנון מוסיקת  שאפיינו הפקות ,אותנטיותמושג השל בוחן כיצד אסתטיקה זו נבדלה מתפיסות לבסוף, הפרק 

 באותה תקופה. העולם

  



 

 ופרופ' אדוין סרוסי. לחם-עבודה זו נעשתה בהדרכתם של פרופ' לואיז בית
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