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EXPERIENCING RHYTHM:
CONTEMPORARY MALAGASY MUSIC AND IDENTITY

by Jenny Fuhr

My thesis is about experiences of ‘rhythm’ in ‘Cemjporary Malagasy Music’
(Randrianary 2001), a field that has hardly beseaeched. | argue for the importance of
integrating musical practices into ethnomusicolagresearch. Despite an on-going
debate on the need for a more performative appraati very few scholars have put
this aim into action (Baily 2008). Most music res#aso far, particularly studies on
African music, are marked by prevailing and dommaiVestern discourses on and
approaches to music with musical notation remaitinegmain analytical tool. This has
been criticised as a constant search for differeigoering indigenous theories and
understandings of music (Agawu 2003) and for cagyhe risk of ‘essentializing music’
(Bohlman 1993).

The challenge of competing discourses in my rebdaecomes obvious with
regard to ‘rhythm,” a topic that seems to be tlatistg point for the musicians’ search for
a collective identity for which music is a powerfabl (Stokes 1994, Frith 1996, Connell
and Gibson 2003, Biddle and Knights 2007). In pnesay Madagascar where more and
more musicians are transnationally connected (Kiargh Meinhof 2011), but where
musicians still struggle to access an internatiomagic market, questions of identity are
regularly negotiated through the term and concé[@/8 rhythm.’ Yet at the same time
this term and concept is highly contested by thsiamans as well. In Western music
theory it is based on the idea of musical notatwich at first glance seems to contradict
the musicians’ emphasis on the Malagasy conceptadfradition, thdova-tsofina(lova

= heritagesofina= ear) that many describe as the base for Malagasyc making.



In order to tackle this challenge and go beyondsthdy of seemingly
contradictory discourses, | argue that we needhabyae discourses and musical
experiences in a constant interrelation. My theéssefore takes on an interdisciplinary
perspective, combining ethnomusicological methoeferring to the so-called ‘new
fieldwork’ (Hellier-Tinoco 2003), with a discoursmalytical approach to interview data.
| focus on individuals and individual experiencegeoposed in Rice’s ‘subject-centred
ethnography’ (Rice 2003) as it is only through trepasharedspace of experience that
encompasses the researcher and the researchedquaamanner (Rice 2003: 173-174)

that we can implement @resumptiorof sameness’ (Agawu 2003).
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Section 1 - Introduction

Compared to the music of countries on the Africantiment, Madagascar’s music has
not yet been intensively researched. Very little baen written about “Contemporary
Malagasy Music” (Randrianary 2001) and scholarfasbave mainly focused on

specific regional musical phenomena (e.g. EdkW@§71 Mauro 2001, Vatan 2004,

Mallet 2000, 2004, 2007, 2008, 2009), often withagticular emphasis on the notion of
‘traditional music’ (Schmidhofer 1995), or with @&g to music embedded in functional
contexts, such as spirit possession (Emoff 2002).

Most research on music so far is informed by a Afagberspective, understanding and
approach to music, with musical notation remainthmgmajor analytical tool. The
prevailing and dominating use of Western discouosesiusic in academia and hence the
ignorance of indigenous understandings and thebdedeen criticised by scholars, such
as Agawu (2003). Others draw attention to issugmuafer and propose to enquire who is
in a position to control those discourses (Ricex}0Uhis is important because the
exclusive use of Western music notation also cathe risk of “essentializing music”
(Bohlman 1993).

My own research is situated in a context of conmgetiiscourses that could be described
as a clash of epistemologies of how music is eepegd. This becomes most obvious in
the discourses on ‘rhythm’ in Malagasy music: Mygea&rch starts with the observation
that the topic of ‘rhythm’ is persistently pres@mthe musicians’ discourses and seems to
be the starting point for their search for a cdllecmusical identity. More precisely, it is
the term and concept of ‘6/8 rhythm’ that is conifaused and yet highly contested as
well. The presence of this particular term withie musicians’ discourses becomes of
particular significance as it is a term and concleat in Western music theory has grown
out of and is based on the idea of musical notg#desom 1991, Dudley 1996). However,
at the same time Malagasy musicians refer to amghasise the Malagasy concept of
oral tradition, thdova-tsofina(lova = heritage;sofina= ear) as the base for Malagasy
music making.

How can we draw any boundaries between these carmgpiscourses? And how do we
tackle the challenge of going beyond the studyesé seemingly contradictory
discourses in a search for other relevant criteria?



It is not only scholars who worry about the chaljerof having to face different and
competing discourses. The musicians, for examplaress their worries about juggling
with the foreign term and concept of ‘6/8 rhythmdayet having the wish and aim to sell
their music to an international audience. | ardwa in order to tackle this challenge
practically and analytically, we need to integrditecourses and musical practices in a
constant interrelation. We need to focus on indiglcexperiences, integrating the
researcher’s experience and those of the reseaatikedRice 2003) which allows for
sharedexperiences that prevent us from imposing ‘our filesband let us follow what
Agawu has suggested in his demand fopr@Sumptiorof sameness” (Agawu 2003).

My thesis therefore takes an interdisciplinary pecsive, combining ethnomusicological
methods comprising fieldwork with ethnographic mitews, participant observation, and
the analysis of musical practices, with a discoarsaytical approach to interview data. |
aim at analysing experiences of ‘rhythm’ by lookatghe interplay of theories and
musical practices, including the musicians’ induadlexperiences as much as my own.
However, ‘theories’ in this context should not nigilge understood as ideas developed
and expressed in an academic framework. Rathisraiiout individual perspectives on
how one ‘theorises’ music and one’s own experienéémusicking.™ Searching for and
listening to the musicians’ own conceptualisatimherefore crucial (Agawu 2003).
Many scholars have shown that music is a poweofllwhen it comes to identity
construction (e.g. Waterman 1990a, Stokes 199#) E896, Connell and Gibson 2003,
Biddle and Knights 2007). Malagasy musicians areenamd more transnationally
connected (Kiwan and Meinhof 2011) and there arersiderable number of
transnational/intercultural music projects in whiMhlagasy musicians are involved. At
the same time, Madagascar is currently going tHr@ugevere political crisis and most
musicians express their difficulties to make anlgzbut of their music and regret that
Malagasy music has not yet been successful omtémational music market. In the

current situation that holds as many chances dkenlas for the musicians, questions of

! Small (1998) proposes the new verb “to music” lfviis present participle or gerund “musicking”) as
music in his opinion should be understood as anigctather than a thing. He explains that hisicigbn
of “to music” goes beyond the meanings of “to parfoor “to make music”To music is to take part, in
any capacity, in a musical performance, whethgudrjorming, by listening, by rehearsing or practigi
by providing material for performance (what is edlicomposing), or by dancing” (Small 1998: 9).



identity are intensively debated. Musicians congyering up and reflect upon their
search for identity, formulating ideas about aexdive Malagasy music identity as much
as pointing at regional particularities. ‘Rhythntays a significant role in the musicians’
discourses and also within their musical practices.

In order to investigate the topic of ‘rhythm’ in Magasy music within the context of this

interplay, we need to reflect upon the followinggtions:

* What are the dominant discourses on ‘Contemporaalayasy Music'?
» How do discourses and musical experiences intertatkelate?
* How is ‘rhythm’ experienced in Malagasy music?
» How do the musicians conceptualise ‘rhythm’ in tltkscourses?
= How is the Western concept of ‘6/8 rhythm’ concafiged in the musicians’
discourses?
» How is ‘rhythm’ experienced through musical praeticespecially through
sharedexperiences of musicking?

* What role do experiences of ‘rhythm’ play in proses of identity construction?

It is within the following structure of my thesisdt | develop my main arguments:

Thesis structure

My thesis is divided into four sections: Following from this first introductory section,
section 2 consists of three chapters outliningamalysing my theoretical and
methodological framework and approach. Sectionuakycomprises three chapters and
presents my analyses. The fourth and final segiesents the conclusion and discussion
of my research.

Section 2 — Theoretical and methodological framéwor

Chapter 2.1
My research has grown out of previous studies iitlwhinvestigated the role of the

MalagasyRarihasinaCultural Centre in Madagascar’s capital Antanararivhis

previous work propelled my interest to focus mandlee music itself. | place my



research in relation to the notion of “Contemponsliglagasy music” (Randrianary 2001)
as it is closely linked to the Malagasy concepbega-tsofinathat so many musicians
describe as the base for Malagasy music makinfrsitglance the musicians’

discourses on the importance of oral tradition seeoontradict their persistent use of
the term and concept of ‘6/8 rhythm.” To address isue, | will begin by analysing in
detail existing theories on ‘rhythm’ - a conceptidarm that in Western academia seems
also far from clear and has caused much confusidrdabate across the disciplines.
Particularly in the field of African Music Studidéise topic of ‘rhythm’ remains a central
theme. Over the past decades numerous studiedbbawadedicated particularly to that
topic (e.g. Brandel 1959, Chernoff 1979, Kauffma®80, Arom 1991, Temperly 2000),
and scholars have invented a variety of terms andepts specifically related to this
topic. This has been criticised in no uncertaimgeby Agawu (2003), who argues that so
far all research in the field has been in a constearch for difference and ‘the Other.’
The topic of ‘rhythm’ also appears in the literawn Malagasy music. Scholars raise the
issue of a rhythmic structure of overlapping biearand ternaries (Randrianary 2001,
Rakotomalala 2003) which is also a reoccurringdegthin the musicians’ discourses

and their musical experiences.

Chapter 2.2
In my research | argue that it is important to lakthe interrelation of discourses and

musical practices. The so-called “new fieldwork'thim ethnomusicology (Hellier-

Tinoco 2003) demands a high degree of self-reflexand a focus on relationships,
suggesting to understand ‘the field’ asexiperienceather than a place (Hellier-Tinoco
2003: 25-26). This also draws the attention tow#ndsndividual and the individual's
experiences. Rice (2003) in his model of a “subgerttred ethnography” suggests a
sharedspace of musical experience and ethnography titainepasses the researcher and
the researched in an equal manner (Rice 2003:148-Although since the 1960s, and
starting with Mantle Hood’s introduction of the @apt of “bi-musicality” (Hood 1960),
there has been a continuing debate within ethnarolagly on the importance of
integrating musical practices into ethnomusicolabresearch, Baily in 2008 still claims

that hardly any scholar has put this aim into axctithe reason for this he sees in the



problem of “perceived outcomes” in the academidexin(Baily 2008: 135). Many
ethnomusicologists emphasise that the “most satginowledge” (Titon 1997) is often
acquired through gaining musical experience. Howetey mainly focus on the
problems of integrating these experiences intataemic ethnographic report, and
emphasise the difficulty of describing in words Wwhae experiences musically (e.g.
Seeger 1977, Rice 1997).

| argue that instead of seeing both as almost aggghworlds, we need to look at them as
interconnecting: at the ways in which our discosiiséorm our musical practices and
how our musical practices inform our discourseuissing on individual experiences
and analysing discourses and musical practicexamstant interrelation allows us to
deal with, and challenge what appears to be comgpediscourses. It is through this
integrative approach that we can creasbaedspace of experiences (Rice 2003) that
will also support apresumptiorof sameness” (Agawu 2003), an attitude of the
researcher presuming sameness, rather than sepfohufifference and hence imposing

a strictly Western perspective on the music.

Chapter 2.3
Ethnographic fieldwork has been my main methodaladiool. | have worked with

Malagasy musicians in Antananarivo, the capitdflalagascar, and with others who are
based in Europe. At all stages of my research comggboth, discourses and musical
practices, | have taken into consideration thei@adr research context which led me to
reflect upon important factors, such as the rolthefcapital Antananarivo as a “cultural
hub” providing important infrastructure (Kiwan ahkinhof 2011); my role as both
researcher and musician; and the musicians’ ame@ssing the international ‘world
music market,” to name a few examples. | have @#ected on the fact that French — a
second language for me and the musicians alikenstitoted the main language of
research.

This chapter takes the previously discussed metbgaal and theoretical issues onto a
more concrete level. It accounts in detail for deeelopment of my research and gives
examples of situations that | encountered and éxpegs that | gained during my

fieldwork.



Section 3 - Analyses

Although for the purpose of structural clarity sewt3 is divided into three chapters, with
the first two presenting the analysis of the muasisi discourses and the third focussing
on the analysis of musical experiences, the secieas to be understood and read as a
whole. | analysed discourses and musical practicasconstant interrelation. The
sequence of the chapters therefore does not repr@se chronological or logical order
of my research. Rather, the analysis of discourgesmed my analysis of musical
practices to the same extent as experiences intbtineeanalysis of discourses. | will
point at this constant interrelation especiallglapter 3.3.

Chapter 3.1 - Contesting the ‘6/8 rhythm’

Sociolinguists argue that language evolves accgrttirpeoples’ need (Halliday 1978)
and that it is used as the means through whicheflect upon ourselves and create
position within our constantly changing social vasr(Meinhof and Galasinski 2005).
Throughout the section | will analyse how musiciaasstantly negotiate questions of
identity, moving within a continuum in which theyaalv references to the individual as to
the collective, to the local as to the global.

Considering the emphasis that musicians place elo¥a-tsofinaas the base for
Malagasy music making, at first glance the presaftee Western concept of ‘6/8
rhythm’ seems striking. It is the most used andnyest contested term and concept
within the discourses on Contemporary Malagasy ousi

By integrating both, the analysis of discoursesmudical practices, my aim is to go
beyond the study of these seemingly contradictsgodirses. Thus | do not try to find
out or even judge whether the term and concep/8frhythm’ is right or wrong as a
description of Malagasy music. Rather, | focus nd analyse the musicians’ individual
usage and understanding of the term. However etimelvidual experiences with this
term and concept need to be contextualized wahimulti-layered frame, which
includes the musicians’ bond to the capital Antamao, their aim to reach the
international music market as well as my own r@@aesearcher and musician (see

section 2).



By giving various examples from the interviews hdacted, | will show how the
musicians’ individual usage and understanding eftémm varies and how this leads to
even more terminological confusion. The fact thatr¢ is no institutionalised
terminology on Malagasy music for the musicianage becomes especially significant
when considering their aim to enter the internatioworld music market’ and their

individual strategies and ideas to reach that goal.

Chapter 3.2 - Exploring tHeva-tsofina: Musicians’ theories on the origin and meaning
of ‘rhythm’ in Madagascar

Within a context of competing discourses, and basedgawu’s demand for a
“presumptiorof sameness” (Agawu 2003), | argue that it is imsednimportant to

listen to the musicians’ own voices and theref@arsh for and recognise the musicians’
own concepts and understandings of their musics Ghapter therefore explores in great
detail the Malagasy concept of oral tradition, lihea-tsofinawhich many musicians
describe as the base for Malagasy music makingl &malyse the musicians’ discourses
on the origin and meaning of ‘rhythm’ in Madagasddreir individual

conceptualisations of ‘rhythm’ reveal a wide ramggand yet highly interrelated set of
different topoi: environment, everyday life, langeadance, influences from outside, and
emotions and spiritual ideas. The division intosthdifferent topoi is merely for the
purpose of analysis. All topoi are highly interteth— a fact that | also stress in my
analysis - and all of them underline the importaoicéhelova-tsofinathat the musicians
persistently emphasis@/ithin the different topoi, identities are constreat on various
levels and musicians keep up a constant debatarnaress and difference, reflecting
upon ‘Self’and ‘Other.’l especially analyse how perceptions of identisiest as
comparisons are made between different regionsamfdgascar, between Madagascar

and the African mainland, or between MadagascatlamdVestern world.

Chapter 3.3 - Experiencing Rhythm

Several Malagasy musicians say that they regréthibae who write about music tend
not to be musicians whereas musicians in turn devrite about music. Many also argue

that there is a need to learn how to play Malagasgic in order to understand it. Within



the discipline of ethnomusicology there is als@atimuing debate on the importance of
integrating musical practices into ethnomusicolabresearch (e.g. Baily 2008). Musical
practices can give you a large area of common expes (Baily 2001: 96) and by
integrating thissharedspace of musical experiences the research willmapass the
researcher and the researched in an equal mannessing on the individual and the
individual's experience (Rice 2003).

Three topics have come to the fore within the masg discourses on their own musical
experiences: composing and ‘malagasigingiusic; tapping feet, counting, and clapping;
and intercultural musical encounters. Throughoeséhtopics, musicians constantly
reflect upon the topic of ‘rhythm’ and negotiateegtions of identity, again relating to the
individual and the collective, the local and thelasl.

In this last chapter of section 3 | will demonsgréte importance of analysing the
interrelation of discourses and musical practigegiting concrete examples that point at
both directions: how discourses inform musical ficas and how in turn, musical
practices inform discourses. The integration ohkadtows us to tackle the challenge of
competing or even contradictory discourses on marsicacknowledges individual
perspectives and experiences, including thoseeoffrtiisicians’ as much as my own. |
will particularly look at (contested) issues thatze come up throughout my thesis, such
as the ‘6/8 rhythm’ and the Malagasy concedbué-tsofina,or the structure of
overlapping binaries and ternaries in the musied/the interplay of individual

‘theories’ and musical practices brings importauéirelations between various (musical)
elements to the fore that would not have becoméoabk\had | merely analysed the
music from a Western perspective and used musationtas the main analytical tool. It
is also these interrelations and interplays witheamusic and the experiences of music
making that draw our attention to possible areasuidher research, including questions
of ways for studying regional particularities withlalagasy music with regard to
‘rhythm.’

Recent research projects confirm the importangetefrating musical practices into our
research and also point at further research arebhmathods that become possible and

especially fruitful concerning the topic of ‘rhythnThese include Stobart and Cross’

2 Many musicians used the French term ‘malgachigdtie interviews.



(2000) use of real-time measurement or ClaytonaSaigd Will's (2005) application of

‘entrainment’ to music studies.

Section 4 — Conclusion

Section 4 is the concluding section of my theswlnch | summarise and discuss my
main arguments and findings. | further point atgiole further research areas and
guestions, especially concerning the study of Madggnusic. This also includes
possibilities of how my own research approach cteldaken further, especially with

regard to the integration of both, the analysidis€oursesnd musical practices.



10



Chapter 2.1 — Theorising ‘rhythm’

Introduction

Literature review

“Contemporary Malagasy music” (Randrianary 2001g thelova-tsofina

The ‘6/8 rhythm’ and the role of rhythm in the nuisns’ search for identity

* Introduction: the concept of ‘rhythm’

» The concepts of ‘metre’ and ‘measure’ — differenérpretations and
understandings

* Rhythm in African music and the invention of newnts

» Example: Discourse on rhythm in Cuban music

* Rhythm in culture and language

* Malagasy rhythm(s)

Introduction

The opening chapter of the first section deals Withtheoretical and methodological
context of my thesis, introduces the topic of ‘tiimt’ and points at issues that have
become the crux of my research.

I will first give an overview of the existing antipological and musicological literature
on Madagascar, placing my own research in reldddahe notion of “Contemporary
Malagasy Music” (Randrianary 2001) that is clodelied to the Malagasy idea and
concept of oral tradition, tHeva-tsofina.Many musicians describe theva-tsofina(lova

= heritagesofina= ear) as the base for Malagasy music making. sctincept at first
glance seems to contradict the musicians’ consisage of the Western term and
concept of ‘6/8 rhythm,’ | will analyse the differemeanings and understandings of the
concept of ‘rhythm’ as well as those of the consepgt'metre’ and ‘measure’ that seem
to appear with regularity in all general discussion rhythm within various academic
disciplines. 1 will look in detail at theories dmet discourses on African music and rhythm
in which especially the focus on ‘otherness’ arglittvention of new terms describing

rhythmical phenomena appear as major issues. Furtél discuss theories on rhythm
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that point particularly at wide-ranging relationgwother cultural topoi, such as
language. Finally, | will analyse what has been said written about rhythm(s) in

Malagasy music in the existing literature.

Literature Review

According to my own experience, Madagascar seerapitomise for many people
mainly chocolate and vanilla flavours and more nfgealso seems to be associated
immediately with a two-part Walt Disney story in s a group of funny and likeable
animals - that do not exist in real on that islaedperience all sorts of adventures. The
marketability of the name “Madagascar” is a topgnaaised by many of the musicians |
worked with and | will come back to this discusslater in section 3. German-speaking
people further often take the word “Madagascardma#vitation to start singing the
folksong “Wir lagen vor Madagaskar,” telling th@st of sailors whose ship run ashore
and who had to watch each other die of Black Dédtth.much more exhilarant is the
association with pepper and the immediate remintldre saying “Geh dahin, wo der
Pfeffer wachst!” (“Go to the place where the pepgrewvs!”), a phrase expressing the
wish to send someone away as far as possible.

The fourth biggest island of the world situatedha Indian Ocean off the Mozambican
coast is well known for its nature and micro-cliegtvith around 90 % of its flora and
fauna being endemic and more and more new speeieg discovered regularfy.

Far less people know that the country is curresuiffering from a severe political crisis
as news coverage by Western media has been ratberTe political tension and
power struggle at the present time mirror forméeas that the country went through
since its independence from France in 1960 (suéh 2872, 1992, or 2002)Since the
beginning of the year 2009 when opposition leadsiri Rajoelina started protests

against President Marc Ravalomanana, the counsgpéan in turmoil, causing severe

3 http://www.biodiversityhotspots.org/xp/hotspotsftagascar/pages/biodiversity.aspx (accessed
21.8.2010). See also for example the article fracto@er 2010 by the BBC reporting the recent disgpve
of a new species of a carnivorous mammal in Madzagas
http://news.bbc.co.uk/earth/hi/fearth_news/newsi80900/9080783.stm (accessed 3.11.2010).

* For a detailed account of the former politicases, see for example Randrianja and Ellis (2009).
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social and economic hardshipt the point of writing, the political situatiorak not been
resolved and remains subject to unexpected ch@egpite the fragmentary news
coverage, the crisis has destroyed the island'génod a rather ‘safe tropical paradise.’
Private tourism operators reported an almost 1@@&Pf6elation rate at the beginning of
2009 and in general, the crisis has brought a diarmlkw to the 390$ million tourism
sector®

Obviously, this situation has also affected theimiass | worked with in the capital
Antananarivo, but also to some extent the Malagassicians based in Europe, for
example in their not being able to return to Madagato give concerts. Only very few
of the musicians | worked with can make a living olitheir music or artistic
performances. Most of them have additional jobstber ways of income, and yet almost
all of them consider themselves professional masgiWith the current crisis, life in
general, but also music making has become even difficult. | have stayed in touch
with many of the musicians and was told over thenghand via email that at present
time it is very difficult to perform in Antananany not only as people have far less
money to spend on cultural events and some oflthady rare concert places have
closed down, but people were also afraid for secoeasons and tend to not leave houses
in the evening anymore. | will come back to theerot the capital Antananarivo for the
musicians and artists in chapter 2.3 where | tatkuathe development of my own
fieldwork.

Many musicians actually bring up the topic of Maasgar's environment in their music
and songs. They appreciate and praise the nategdthw but also very often point at the
dangers of human beings destroying the environthentlive in and often live of. Ricky
(alias Ricky Randimbiarison) is a singer and pesimrsst who is based in Antananarivo
where he has founded tRarihasinaCultural centre, a basis for workshops for students
and other cultural activities (see Fuhr 2006). etgutarly performs in Madagascar, but
also in Europe, as a solo artist and in differemals groupings. He often joins the group

“Madagascar AllStars,” who have as one of theinmgarent members the singer and

® For an overview of the political events and theadepment of the crisis in English language, see fo
example: http://www.alertnet.org/thenews/newsd&dlI757fc6001cfc02cdd963ee3e68e6e0c7.htm
(accessed 19.8.2010).

® http://www.reuters.com/article/idUSL9665512 (acms19.8.2010).
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guitarist Dama Mahaleo (alias Zafimahaleo Rasoldfaosolo). Dama Mahaleo also
performs solo and with other groups, and in dudsihger and guitarist Erick Manana
in Madagascar, Europe, or Canada. However, Damalalis especially known for
being a member of Madagascar’s legendary group &iéafi that was born out of the
island’s 1972 rebellion against the neo-colonigime and that is still performing
regularly, in Madagascar and also for Malagasy canities abroad.Dama Mahaleo
and Ricky, for example, have created a projeceddbajanahary(“natural”) which not
only features both artists in musical performareg,also has the aim to create
environmental awareness in Madagascar. Both ansts also participated in a
campaign supporting the environmental policy osmgtent Ravalomanana which was for
the enlargement of protected areas of Madagasaahwike presented at the “World
Park’ Congress” in Durban in 2083owever, | have also realised that through songs,
but also through announcements or discussionsglaancerts, musicians try to create
more awareness for the Malagasy people and thikireuexplaining (to a foreign or
Malagasy audience alike) that Madagascar is n@allut nature, flora, and fauna, but
that more attention needs to be given to the pdojhg on the island, to their culture,
language, customs etc, but also to their problemsaeds. This observation made by
the musicians could actually also apply to acadditeiature. Compared to research
undertaken on the island’s nature, there is far ligsrature concerning the people,
culture, and society of Madagascar.

There is a vast body of French language colorteddiure and also literature in English,
Norwegian, and Malagasy from the same period. Bahool of Oriental and African
Studies” (SOAS, University of London), for examplath the “Hardyman Madagascar
Collection” holds the largest personal collectionbmoks about Madagascar in existence,
donated by Mr. J.T. Hardyman whose parents wor&ethe “London Missionary

Society” (nowadays: “Council for World Mission”) driwho himself lived in Madagascar

" For more information on the group “Mahaleo,” please Meinhof (2005a); Rasolofondraosolo and
Meinhof (2003). There is also a film about the grdMahaleo” that was produced in 2005 by Marie-
Clemence Paes, Cesar Paes, and Raymond Rajaooakiatrit Productions.

8 Following this congress a film was produced by UBAalled “Madagascar: a New Vision /
Madagasikara: fijery vaovao.” Subsequently twodngcerts were performed on the same theme staring
Ricky and Dama Mahaleo. Both, the film and the estcfinally were put together on the D\NY dian’l
Mananilatany.

° For a detailed discussion on this topic, see MiiR005a).
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from 1946-1973° Within colonial and missionary literature, Malagasusic only
appears as a side topic, if at all.

The island’s history has been discussed and armhlysdifferent authors, the most
important to be named are Hubert Deschamps (18¥&)yn Brown (1979), and with
the most recent publication “Madagascar: a shaetbhy” Randrianja and Ellis (2009).
Particular political events or periods in the islanhistory have raised researchers’
interest: during colonial times the influence obfestant Missionaries (e.g. Bonar A.
Gow 1980) or the Malagasy revolt against Frencbrdgal power in the 1890s (e.qg.
Stephen D.K. Ellis 1985); the country’s socialistipd under president Didier Ratsiraka
from 1975-1993 (e.g. Ferdinand Deleris 1986; R&tgvetafika 1990); but also the most
recent political development since 2001 (e.g. Jemup Vivier 2007). In general up till
now, there is far more literature, anthropologstaldies included, in French than in
English.

With regard to anglophone anthropological stude$/adagascar, a very prominent
scholar is London Professor Maurice Bloch who siheclate 1960s has published a
considerable number of books and articles. Whdrsasarlier works mainly concern the
High Plateaux region and tiverinaculture (Bloch 1968, 1971, 1986), more recent
works by him focus on th2afimaniry, a population living in the Eastern forest area of
Madagascar (Bloch 1999, 2006). Scholars have fakcosdopics such as gender and
social structure (e.g. Richard Huntington 1987¢niaty in connection with spirit
possession (Lesley A. Sharp 1993); authority antdifg (Oliver Woolley 2002); the
remembrance of colonialism (Jennifer Cole 2001 pawer and development disconnect
(Ritu Verma 2009). A significant publication is “Aestors, power and history in
Madagascar,” edited by Karen Middleton and publilsine1 999. It is a collection of
articles by scholars with expertise in differergioms and who all reassess the
importance of ancestors for changing relationsoetgr, emerging identities, and local
historical consciousness. In the introduction, Madion writes that almost all
ethnographic works published between 1970 andaHg £990s state that the

relationship between the living and the dead isyatk power, fertility, and blessing in

19 For more information on the “Hardyman Madagasaalie€tion, see:
http://www.iias.nl/iiasn/iiasn4/iswasia/hardyman taccessed 18.8.2010).
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Malagasy culture (Middleton 1999:1). Looking at pedtions since then, the importance
of the ancestors continues to be emphasised (@pfri&SBlanchy et al. 2001, Raymond-
William Rabemananjara 2001, Robert Dubois 2003 al connection with the
famadihanathe reburial of the ancestors (e.g. Pierre-La@icaad 2003) where music
plays an important role, or in connection wishpikymusic, a genre from the South-
West of Madagascar (Julien Mallet 2008 and 200B¢ importance of the relationship to
the ancestors also shines through in the musicdissburses that | analyse in section 3,
however rather indirectly, such as through the mleé concept of thieva-tsofinathat |

will explain below.

Within the anthropological literature, there ardyorery few works focussing on musical
phenomena in Madagascar. In general and compatbhdthier African countries, very
little has been written on Madagascar’'s musicalitians.

The country’s musical instruments have been desdrih several works, the most
important to be named are Curt Sachs (1938), GiReuget (1946), Norma McLeod
(1977), in addition to a book on organology by &dtre Randafison (1980).

With regard to musical genres, thiea gasy,a peasant’s music and theatre tradition from
the High Plateaux region has been dealt with ieghather recent works by Ingela
Edkvist (1997), Didier Mauro (2001) and Géraldinatah (2004). | will come back to

this genre in section 3. August Schmidhofer (1984 written a study on xylophone
traditions in Madagascar with a particular focugtom African musical influences in the
music and Marie Aimé Joél Harison (2005), in castirhas put his focus on the
European musical influences on Malagasy music. IGitieolars have conducted research
on particular regional music styles, e.g. Ron Enf@@02)has described and analysed the
possession music of Madagascar’'s East ct@ashlhg and French ethnomusicologist
Julien Mallet has published a number of articlessapikymusic, already mentioned
above (Mallet 2000, 2004, 2007, 2008) and his relseak “Le tsapiky, une jeune
musique de Madagascar. Ancétres, cassettes ghdadsiere” (Mallet 2009). More
general works are Nora Mc Leod’s article on théustaf musical specialists in
Madagascar (Mc Leod 1964) and a bibliography canogrethnomusicological works

on Malagasy music that has been published by Nérblialy Rakotomalala (1986) for

the “Musée d’Art et d’Archéologie” in Antananarivbhe same author in 2003 has
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published the book “Madagascar. La musique damstdine,” that aims to describe the
island’s music within its historical and socio-cull contexts, emphasising for example
the close relationship of music and everyday Beother Malagasy scholar, Victor
Randrianary, in 2001 published “Madagascar. Lesitshd'une ile,” a book that gives an
overview of the musical traditions of the differeagions, also focussing on its origins,
and that likewise aims to understand the music el in its cultural contexts. Ulrike
H. Meinhof (2005a), and Meinhof in collaboratiorthviZafimahaleo Rasolofondraosolo
(2003, 2005b) have published various articlesdleat with the experience of Malagasy
popular artists in the diaspoieollowing on from this, Meinhof continued to resdar
Malagasy musicians’ transnational networks anditaboration with Nadia Kiwan
recently published a book on “Cultural Globalizatend Music” looking at artists from
both, Madagascar and North Africa (Kiwan and Mefr2@l11).

These works indeed research popular Malagasysartsgir focus, however, lies more on
the artists’ networks, their diaspora experienat @mthe lyrics of their songs, but not so
much on the music they create and play. In genapalit from Mallet’s studies e$apiky
music and some more general statements in the wbiRakotomalala and Randrianary,
popular Malagasy music has not yet been a majarsfotacademic research.

Further, popular musical styles figure in arourdbaen portrays of Malagasy musicians
in the world music magazirfeoots, edited by lan Anderson who is also the author ef th
chapter on Madagascar in the World Music Rough &@#dhderson 1994a).

But then, what exactly do | mean when | speak @iuter music or popular Malagasy

artists?

“Contemporary Malagasy Music” (Randrianary 2001d #melova-tsofina

The research for this thesis grew out of my previ@search based on a three-month
fieldwork in 2005 for my Master’s dissertation (S©AR&006) in which | examined the
strategies and personal experiences of a numbrusitians working in and around the
Rarihasinacultural centre in Madagascar’s capital Antanarmarihe centre was founded
in the mid-1990s by a group of Malagasy artistsstinppominently singer and
percussionist Ricky (already named above), to eradlalagasy forum for artistic

exchange and the preservation of the country’ddg®i The artists’ main aim was and
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still is to become more independent from the domiifi@reign institutions in a situation
marked by almost complete absence of a state auftoticy. | will come back to how
this previous research influenced and directedigighiiork in Antananarivo in chapter
2.3 in which | discuss and reflect upon my owndiedsearch experiences in more detail.
What surprised me at the time was the enormoustyasi musical styles that |
encountered which made it impossible to defineghigip of individual artists by

looking at the musical styles they perform. Evemtusicians themselves — and this is
true for almost all musicians that | met throughthét last five years — have difficulties to
explain their music or do not consider terms oegaties, such as ‘traditional’ or
‘popular,” appropriate for their own music. Howeyiarough my continuous
ethnographic research over the past three yeavhich | focused much more on the
music itself and especially in which | also engagechusical practices myself, | came to
understand the significance of the Malagasy conaElplva-tsofinathat the musicians
very often describe as the base of Malagasy miigionsists of the two wordeva,
meaning “heritage” andofina,meaning “ear.” None of the musicians | worked with,
except one or two, read or write music. The idethefova-tsofinais the oral
transmission and it is not only described as a ateth learn, play, and compose
Malagasy music by many of the musicians, but exwea frame of mind (“état d’esprit”).
Having understood the significance of thea-tsofinafor the musicians | worked with, |
think that the music they play could best be untdesand defined by the notion of
“contemporary music” (“la musique contemporaines)used by Malagasy
ethnomusicologist Victor Randrianary (2001). Heatlig®es “contemporary music” in the
Malagasy context as an attitude of the musicians ehbrace new musical forms and
create musical syntheses while keeping and usiigadkwvn tradition. He emphasises that
‘tradition’ here needs to be understood as insdy@afeom the notions of ‘creation’ and
‘openness’ (Randrianary 2001: 128).

Further aspects that the musicians share, sudteaselation and bond to the capital
Antananarivo will be discussed in chapter 2.3. €hewill also explain in detail how
exactly during fieldwork | further developed my easch questions and how | came to
focus on the topic of ‘rhythm’ in my work. Howeveme seemingly contradictory issue
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related to théova-tsofing | would like to present here as a starting paimd crux for my

research.

The ‘6/8 rhythm’ and the role of rhythm in the nuians’ search for identity

One of my first observations when | started to ®on the music itself was that the
musicians constantly talk about a rhythmic struethat they all share despite an
enormous variety of regional musical particulastids | will analyse in more detail in
section 3, ‘rhythm’ seems to be the starting ptonthe musicians’ search for a
collective musical identity Within their discoursasout the shared rhythmic structure,
the term ‘6/8 rhythm’ persistently appears. Attfigiance, the constant usage of the term
‘6/8 rhythm’ seemed contradictory to the idea @&ltva-tsofina,considering that the
concept of a metre in Western music theory, such‘@f8 rhythm,’ is profoundly based
on the idea of notating and writing music. | wilsduss this in more detail in the section
on theories on rhythm below. There, it will alsactme clear that the meaning of the
term ‘rhythm’ as such is already contested and tgtded in many different ways.

The constant emphasis and appearance of botlguadsofinaand the term and concept
of ‘6/8 rhythm’ within my research, has brought ey important issue to the fore: the
applicability and relevance of musical notatiortranscription. This issue has not only
gained importance with regard to the seeming cdidtian between an indigenous
concept of oral tradition and a Western conceptitheooted in musical notation. The
musicians themselves reflect upon questions of eatiebtation, for example with regard
to marketing strategies or experiences they hawerttaough intercultural encounters as
we will see in section 3, especially chapter 313 iSsue of musical notation is also
playing a crucial role with regard to my own musiaactices as | decidetbtto use any
musical notation or transcription to learn and pWalagasy music. This decision is
based on and related to my experiences that | gaimeugh both, engaging in and
analysing the musicians’ discoursesl through engaging in and analysing musical

experiences. This | will further explain with va®examples throughout the the'Sis.

A small personal comment that | would like to imé: | have sometimes felt almost uncomfortable and
unsure that | will be handing in a PhD thesis almusic that does not include any musical notafidris
feeling was probably boosted by the fact that masks including those on African music (see dis@rss
on theories on rhythm in this chapter), do incltrd@scriptions in Western notation, or at leastssart of
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In 1993, ethnomusicologist Philip Bohlman in hisce on “Musicology as a political
act” argued that musicolotfywas going through a “political crisis” and “profedi moral
panic,” criticising in particular the constant atigt in musicology of “essentializing
music” (Bohlman 1993: 419). To Bohlman each sulsidlme privileges different forms
of essentialization, with the most wide-spread ftweng the persistent use of musical
notation:

“By making and essentializing its object, musicgl@guates itself in a
particularly Western position of wielding power. tdtyon, for example, becomes
a convenient way of collapsing time and spacegthyeremoving all sorts of
Others — Western and non-Western — to the platigeafiniversal. By rendering

all musics in Western notation, one creates a usévef music and then succeeds
in controlling it” (Bohlman 1993: 424).

Bohlman here raises the issue of power which ha ewghasises more with regard to
notation and music from oral tradition:

“By transcribing and notating music from oral traaih, we demonstrate our
power and knowledge, but ipso facto keep the tratess of oral tradition from
acquiring the same measure of power” (Bohlman 1993).

Bohlman’s arguments here mirror some of musicotdgidi Agawu’s critique on the
representation of African music in Western schailgwréAgawu 2003) and therefore
show that up to date it has been an important debaitill discuss Agawu’s arguments in

the next chapters with regard to my methodologpgroach and reflections upon my

transcription especially designed and inventeegpresent and describe a particular music or musical
element. Comments on and questions about my wat&dtb this unease. Bohlman (1993) within his
critique on acts of “essentializing music” in thisaipline of musicology makes the following remalfk:
should even go so as far as to say that therénaes tvhen musicology is driven by the fear that sone

is “not really talking about ‘the music’™ or, evemore ludicrously, that an article or book doesus®
sufficient musical examples to be about ‘the musieisicology students struggle under the preretgiisf
finding enough ‘music’ to make their dissertatiomadid. Would that validity were only a matter of
evidence about the domains in which musical pradta&es place, for enough music inevitably means
notated or notatable examples” (Bohlman 1993: 4224

| have to admit that | was surprised, if not adithit shocked, that when | enquired about the ipdisg to
hand in a CD/DVD with music examples with my thesliferent music colleagues and fellow students
told me that this was rather an unusual request & given uncertain and even contradictory answe
and questions. It was especially the issue of égpiythat seemed to create uncertainty. My own @gqu
about copyrights revealed as many different ansa®emails | had sent out. The DVD that now
accompanies this thesis therefore only include®wy recordings and recordings of musicians who gave
me their permission to use them.

12 Bohiman emphasises that ‘musicology’ as undersh®wd also includes ethnomusicology, music theory
and music criticism (Bohlman 1993: 418).
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own research. There, | will also come back to qaestof power, as | am bringing
together and am using Timothy Rice’s approach‘stiaject-centred ethnography” (Rice
2003) and Agawu’s demand for presumptiorof sameness” (Agawu 2003) - both
authors who give the issue of power much attengamn, with regard to discourses being
controlled or dominated.

Discussions on musical notation will appear mames throughout the thesis as much as
ideas and experiences related to thea-tsofina,as the musicians reflect upon and talk
about it (see chapters 3.1 and 3.2), but esped@allyyhas also been of crucial importance
to my own musical experiences (see chapter 3.3).

The following discussion of theories on rhythm ire$tern academic disciplines (with a
particular focus on the concept of ‘metre’) alreatipws that the idea of musical notation

is inherent in many Western discourses.

Introduction: The concept of ‘rhythm’

The ethnomusicologist Mieczyslaw Kolinski claimshtave discovered some “fifty
different meanings of the word ‘rhythm’ (Kolinski973: 494). Numerous scholars
throughout different disciplines point out the ftenological confusion” (Arom 1991
182) and the number of terms describing somehaoate@lor even similar concepts and
meanings all linked to the general topic of rhytb@ems endless. The author Apel even
argues that “[iJt would be a hopeless task to defoca definition of rhythm which
would prove acceptable even to a small minoritynokicians and writers on music”
(Apel 1946: 639, cited in Arom 1991: 186). Of peutar interest to scholars of various
disciplines have been the notions of ‘metre’ andasure.” They seem at the same time
to be the concepts that have caused most discavdgstholars. This, in turn, has
resulted in a high number of different interpretasi of these terms, especially among
those who have looked at non-Western, particulaffican music. Because of this
discord and the many different interpretationsptats have also invented a large
number of new concepts and terms related to ‘matrd’*‘measure.” However, the
usefulness of these new terms has been questiodesvan strongly criticised by authors
working for instance on African or Cuban musicseylargue that these newly invented

terms rather emphasise stereotypes, such as Afiic@aban rhythms always being
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‘complex,” and even more that they contribute toildgies of difference by searching

for and focusing on the notion of ‘otherness.’

Many scholars from different disciplines also engpbathe close relation that rhythm
has with language or other cultural aspects. Istargly, the concepts and ideas of
‘measure’ and ‘metre’ seem to appear in all disounsson various aspects concerning the

general topic of rhythm.

The concepts of ‘metre’ and ‘measure’ — differenéipretations and understandings

A glance at the articles on ‘metre’ and ‘measunghie “The Oxford Companion to
Music” (2002) already reveals a confusing aspehiclvis the different usage in
American and British English. The definition of ‘tn& seems clear as the:

“[...] pattern of regular pulses (and the arrangenuériheir constituent parts) by
which a piece of music is organized. One complatéem is called a bar. The
prevailing metre is identified at the beginningagbiece (and during it whenever
it changes) by a time signature, which is usuallthe form of a fraction; the
denominator indicates the note-value of each b&dtlee numerator gives the
number of beats in each baf.”
The confusion starts with the notion of ‘bar,” whiio British English is used for the
vertical line that is drawn through a staff or gswf musical notation, indicating division
into metrical units. American English refers tostimetrical unit as ‘measure’ and
reserves the term ‘bar’ for what British Englislfers to as the actual ‘béine.’*® The
notion of ‘measure’ in British English, again, leasery particular meaning as a term
referring to a specific moderately slow and statiyce in duple time of the sixteenth
and seventeenth centufy/As we will see in what follows, many of the authbiave a
very particular and individual definition of thesencepts. | will need to take these into
account.
The ethnomusicologist Simha Arom, in his major dbution to the studies of African

music, has paid a lot of attention to the notiomafasure.” He writes that originally

13 See for example Agawu (2003) and Acosta (2005).

14 Latham, Alison (2002Metre.In: The Oxford Companion to Musiattp://www.oxfordmusiconline.com
(accessed 11.06.09)

15 Bar. In: The Oxford Companion to Mug(2002)http://www.oxfordmusiconline.com (accessed 11.05.09
6 Measureln: The Oxford Companion to Musi2002)http://www.oxfordmusiconline.com (accessed
11.06.09).
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‘measure’ was just a way of assembling a given rermobbeats that derived from what
was known as ‘tactus’ in the Middle Ages (Arom 199&9). Since about 1600, however,
the sense of the notion of measure as entitiegpgubas for instance 3/4, 4/4, or 6/8 with
the underlying alternation of strong and weak beats“sharply constrained all cultured
Western music” (Arom 1991: 179-180). Van Leeuwe®0d) confirms Arom’s
explanations. He writes that while during the M&ldiges ‘eternal’ time and plainchant
dominated, in the Renaissance period music begbe tivided and measured and
composers introduced the bar line (Van Leeuwen 1389 Hiley'’ also confirms that

the earliest usage of bar lines can be found inewstten in tablature in the early
fifteenth century. He further writes that even Liite sixteenth and seventeenth century,
bar lines did not always immediately precede thenraacented beat. The first beat of the
bar and the strong beat therefore did not necégsdniays coincide. It was only after the
mid-seventeenth century that it became the rupge¢oede main beats with bar lines.
Arom remarks that all definitions in dictionaries\waell as education at music schools
and conservatories have been and still are basadtontrast between strong and weak
beats in music (Arom 1991: 180). He also analysgsrsl definitions of ‘measure’ by
various authors, as for instance Kolinski (1973)aiey (1951), Cooper and Meyer
(1960) or Herzfeld (1974) and comes to the conclughat all of them “provide for
accentual ranking within the measure” (Arom 19987)1 Dudley also agrees that
Western musicians and Western music listeners as#uah metric pulses were
consistently accented, for instance the first ot 3/4 metre or the first and fourth note
in a 6/8 metre (Dudley 1996: 272). Arom’s critiqg@es even further. He argues that for
most authors accentuation is actually the foundatiocrchythm and only the presence of
accents in itself implies the existence of rhytirmofn 1991: 187). ‘Rhythm’ and
‘metrics’ are thus inconceivable without each offfeom 1991: 184). Although most of
the authors see difficulties in adopting this iptetation of rhythm and in particular that
of measure to non-Western musics, especially whesnes to music transcriptions,
some also see its limits regarding Western music.

" Hiley, David:Bar. In: Grove Music OnlineOxford Music Onling
http://www.oxfordmusiconline.com/subscriber/artigieve/music/01972 (accessed 11.06.09).
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Dudley (1996), for example, argues that Europeasicrdefinitely has more variety of
rhythmic feel than what can be explained by corespth as 3/4 or 4/4. He underlines
this with the example that “a waltz feel” alreadys much more about the musical
character of a piece than simply saying that agpie&s in a 3/4 metre (Dudley 1996:
274). These remarks about the interpretation aadfisnetre’ founded in Western
music culture seem to be the starting point for ynaitiques, in addition to some new
concepts and terms, which | will now analyse in endetail.
Martin R.L. Clayton (1996) has undertaken researcHree rhythm.” Although his study
refers to musievithoutmetre, he makes, however, some important remédust ahe
usage of the concept. He criticises both, the pnpsion of a given particular accentual
ranking and the presumption that all pulses arg@teaily equal:
“The terms ‘strong’ and ‘weak’ beats will almostizenly prove inappropriate to
many musics; we cannot assume the temporal equéliylses; neither can we
assume that a periodic pattern necessarily begieads at any particular point
(that there is a ‘beat one’)” (Clayton 1996: 328).
Although he offers a large variety of examplesfge rhythm’ from around the world,
he criticises other scholars’ neglect of studyifnge rhythm’ (Clayton 1996: 323). He
has found several reasons for this, the main oeeg lbhe absence of concepts and
methods in (Western) musicology that account ferdkistence of metre, and the fact
that our musical perception and analytical thinkimgrefore developed largely through
the study of metric musics. In addition, ethnomaolsigists so far have not yet reported
any indigenous theories about ‘free rhythm’ (Clayi®96: 326-327). Clayton’s
argument is that all ‘metrical systems’ have in coon that they depend on pulsation.
‘Metres’ repeat and therefore create periodicitptigh which they become a framework
for rhythmic design. Terms such as ‘strong’ or ‘Wdaeats are, however, misleading
since patterns are not necessarily marked by dymaagienting or de-accenting. He
therefore suggests thinking of metre as a “cogmitepresentation” rather than an
objective quality of the music itself (Clayton 19328).
Several authors who work on African music go omp $tirther by saying that these
terms are not only misleading, but that time sigretind the contrast of strong and weak
beats actually lack a way to differentiate betwgEnmany patterns of accents that are
possible in a musical period. And that in much édn music, for instance, main beats
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although being conceived, are actually not audiloiyented (Dudley 1996: 272). Arom
refers to this phenomenon as “abstraction of th®mnof metre and strong beats”
(“abstraction de la notion de mesure et du temg®) fgArom 1984: 6). Dudley
concludes that metre is therefore something eptggparate from rhythmic accent and
that African musicians have many different kindedtres that can be described for
example as a 4/4 measure (Dudley 1996: 273). Alesmames to the conclusion that
rhythmic systems in African music make no use efribtion of ‘measure’ and the
associated feature of ‘strong’ and ‘weak’ beatoriter to have an accurate description
of these systems, he asks to develop “a precise@mdcal vocabulary, i.e. one in which
the meanings of two terms never overlap” (Arom 12411). He therefore promotes the
notion of ‘pulsation’ rather than using the termeasure’ that has grown out of a long
established Western musicology:

“Pulsations are an uninterrupted sequence of neferpoints with respect to
which rhythmic flow is organised. All the duratioimsa piecewhether they
appear as sounds or silencese defined in a relationship to the pulsation”dr
1991: 202).

From his point of view, pulsation is not equivalemrhythm. Rather, for there to be
rhythm, “sequences of auditive events must be cheniaed by contrasting features.” He
recognises three different features through wHichc¢an happen:

1.) by accents

2.) by tone colours

3.) by durations
Considering all possible combinations of thesedtieatures, Arom concludes that there
are nine different ways to create rhythm. And thiwhen his concept of ‘metre’ comes
into play: One of the combinations, namely thaidehtical durations with regular
accentuation, he identifies as ‘metre’ and suggésts‘what is called metre in music is
thus the simplest form of rhythmic expression” (Ar@991: 202-203).
Gerhard Kubik (1969, 1974) a scholar who simildrdg contributed to African music
studies, also takes up the notion of ‘pulsatiom.¢dntrast to Arom, he writes that
especially in several forms of instrumental Africansic, musicians refer to two, three,

or even four, ongoing pulsations (Kubik 1969: S%din Arom 1991: 210). This implies
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the absence of a common guide-pulse as a refepamats by all players and means that
each player relates his or her part to individe&rence pulses which can stand in
various relations to each other. Scholars usuaflrito this as ‘interlocking’ (Kubik
1974: 247, cited in Arom 1991: 210).

Rhythm in African music and the invention of newnts

The question whether Malagasy music can or shoellkclbegorised as African music is a
difficult debate. According to my own experienag \Vestern music shops, in music
magazines, or on music internet sites, it is uguadissified under the header of ‘Africa,’
probably mainly through its geographical positiblowever, looking at the musicians’
discourses, the question seems far less cleattitiderand questions of belonging rather
constantly shift as we will see in my analysesdaation 3. Generally, | have made the
experience that people from the High Plateaux retgad to establish a border between
Africa and themselves, emphasising that people tlogregion were descendants of
Indonesian people, whereas Malagasy people froradast (“Cotiers”) are more likely
to be descendants of former African slaves. | eoline back to the conflict-ridden
relation between High Plateaux people &ddiersin section 3

As already seen above, many scholars, especialbetstudying African musics, have
invented new terms and concepts they find moreaagpiate for their subject of study.
Whereas some of these concepts and terms haveadkesnup in wider scholarly
discussions like the idea of ‘interlocking,” othéi®ve never made their way beyond the
original work in which they were invented. The keggcritique on all these newly
invented concepts specifically for African musisitame from Princeton musicologist
Kofi Agawu. He has conducted much research on Affricusic, especially about his
home region in Ghana, but is also a classicalipéghscholar of Western musicology. In

his book “Representing African Music” published2@03 he criticises in no uncertain

18 For a detailed discussion of the old conflict betw the High Plateaux and the “Cétiers” and espgcia
how it acquired a particular political saliencelie twentieth century since the French colonisatsmade
use of the established power structures of themddo rule the island, please see Deschamps (1972).

19 Stephen Blum (1991) in his article on “Europearshal Terminology and the Music of Africa”
examines problems that arose as European terminalag applied to African music by early comparative
musicologists towards the end of thd"Ehd the beginning of the ®@entury, particularly looking at the
works of E.M. Hornbostel and concepts, such as icalisystem’, ‘musical thinking,” ‘motive,’ or

‘melodic motion.’
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terms numerous scholars who have worked on musliferent regions of AfricaHis
main point of critique concerning the topic of iyt is already well summarised by the

title of one of his chapters, “The Invention of fA&fan Rhythm.” He explains that
rhythm and the particular complexity of rhythm le®n brought up so consistently as a
central theme throughout the discourse on Africaisimthat it is now taken as a
commonplace:

“That the distinctive quality of African music li@s its rhythmic structure is a
notion so persistently thematized that it has by assumed the status of a
commonplace, a topos. And so it is with relatecgdhat African rhythms are
complex, that Africans possess a unique rhythmisibdity, and that this
rhythmic disposition marks them as ultimately diéfiet from us” (Agawu 2003:
55).

Based on the argument that rhythm was the mosasenalised parameter in African
music, Agawu depicts several problems. The firebfam is that African music
supposedly constitutes a homogenous body. Agawiaiesphis critique by using

different perspectives. Whereas in the quote abevepeaks from a Western researcher’s
point of view (by stating “different froras’), a few pages ahead he speaks from the
perspective of someone from the African continasing exactly the same argument:
“Our complex and diverse continent is virtually unragagble in the unanimist
constructions employday some researchérfEmphasis minefAgawu 2003: 59).

‘Africa’ as such cannot be grasped as a unifietucal phenomenon or a fruitful
epistemological referent, he further argues. Thisef idea creates another severe problem
which is the retreat from comparison (Agawu 2003. 6

“The choice of an appropriate comparative framedrisady ideological. Indeed, a
determined researcher could easily show that threafusolated experiments in
rhythmic organization found in so-called Westerrsiayproduces a picture of far
greater complexity than anything that Africans hpxeduced so far either singly
or collectively. One could, in short, quite easilyent ‘European rhythm™
(Agawu 2003: 61).

‘African rhythm,” Agawu argues, is therefore todadled an “invention, a construction, a
fiction, a myth, ultimately a lie” (Agawu 2003: 61Agawu agrees with other scholars
that the semantic field of rhythm is not a singieified, or coherent one, but rather

permanently entangled with other discourses, sa¢theaWestern music being
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“balkanized into separate domains” (Agawu 2003:63), Agawu demands an ideology
of difference to be replaced by an ideology of sa@ss “so that — and this is somewhat
paradoxical — we can gain a better view of diffeefn(Agawu 2003: 67). | will come
back to this demand for an ideology of samene#isamext chapter as | consider it part
of my main theoretical and methodological framewdt& gives the example of the
problems that come with notating music and arghasWestern music actually suffers
from being notated in the way that it has beentedtao far. If there is a new way for
notating music to be developed, it should be dexedddor both, African and Western
music (Agawu 2003: 64). The question of how to terdrican music has, however, led
to the creation and invention of a large numberest concepts and terms. | will now
present a few that are related to my own topic.

Agawu writes that in all the theories about Afrigagthm that advanced during the
twentieth century, “basic questions remain as terehhe beat is, what constitutes a
pattern, whether meter exists, how many metergavperation within a given
composition, how to notate rhythm, and so on” (Ag&003: 71). Surprisingly, there is
hardly any agreement of the organising principtedfrican music. Hence, the retreat
from developing a general theory has in turn feati#id the propagation of these new
terms (Agawu 2003: 71-72). Right at the beginrohgis chapter entitled “Polymeter,
Additive Rhythm, and Other Enduring Myths” Agawtepents a list of no less than 38
new terms that have appeared in the literaturassdie argues that

“[e]ach of these terms has a history, a logicat@haithin an economy of
technical terms, and a range of intertextual resces. Some are descriptively
transparent (Kolinski's ‘contrametric accent’), soare locked in an active binary
(‘free rhythm’ versus ‘strict rhythm’), while sonspeak of American imposition
(‘hot rhythm’). Although a full understanding reges much attention to contexts,
origins, and influence, it is probably fair to gapt no other dimension of African
music has elicited more eagerness to name and egr{agawu 2003: 72-73).
The notions of ‘polyrhythm’ and ‘polymetre’ are vely used and very well known
among scholars. Arom’s major publication with mtran 600 pagesn African music is
even entitled “African polyphony and polyrhythmPdlyrhythm’ is understood as the
simultaneous use of two or more contrasting rhythmasmusical texture (Agawu 2003:

79). It has to be distinguished from ‘polymetre’iarhis the
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“[...] simultaneous use of more than one meter ie@semble composition. Each
functional component of the texture, be it an mstent or a group, is said to
expose a distinct rhythmic pattern within its owatrical frame, apparently
without any obvious regard for a larger coordingtinechanism. Constituent
meters do not collapse into each other or intagelameter, but persist into the
background, creating a kind of metric dissonanceeiric polyphony.
Philosophically, polymeter indexes coexistence,(netessarily) cooperation”
(Agawu 2003: 79).
Although Agawu still questions the term ‘polyrhytfifne argues that the phenomenon it
describes is easily grasped and that is also d@ri§iaropean music. The degree of
repetition inherent in African polyrhythm might,wever, make a difference: “What
perhaps distinguishes the African usages is theedegf repetition of the constituent
patterns, the foregrounding of repetition as a msagperandi. If this counts as a
difference, it is one of degree, not of kind” (Aga®003: 81).
In contrast, Agawu sees many reasons why to réjeatotion of ‘polymetre.’ His first
argument is that there are no indications thatmpelye is relevant in the discourses
among African musicians who are the actual “casradrthe tradition.” Although some
ideas of metre are recognised in some indigenacodises (e.g. where dancers put their
feet), there is no evidence of the simultaneousofisiéferent metres which shows that
polymetre has been imposed on African music. Hissg argument is that almost all
African ensemble music which is said to have polyiméeatures is dance music. But
choreography demands a grounding, so that stspiaking there is only “one ‘rhythm’
of the dance.” Further, polymetre fails to convieg &ccentual structure in African music
in which phenomenal accents (as opposed to metacants) play a more important
role. There is a tension between a firm and stiabdground and a fluid foreground in
African music; polymetre would simply erase thissien (Agawu 2003: 84-85).
Scholars working on African music have given ttattention to another term: ‘additive
rhythm’ as opposed to ‘divisive rhythm.” ‘Additiveythm’ describes a pattern in which
non-identical or irregular durational groups follawe another. A single 12/8 bar, for
example, may be divided additively into 5+7 or 3225, butnotinto 3+3+3+3.
‘Additive rhythms’ can appear within one bar orweén bars or groups of bars. The
distinction between ‘additive’ and ‘divisive’ rhytis was first made by Curt Sachs who

understands the first ones as “rhythms of the bekigt’ were specifically designed for
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dance and became dominant in European music frereegtbenteenth century onward.
The latter he thinks of as “rhythms of speech” asées their origin in language and the
asymmetrical periodicities in speech. Sach’s teecaine prominent within the
ethnomusicological discourse on African music tigtohis student Rose Brandel
(Agawu 2003: 86-87).
Brandel (1969) has developed the concept of theicAh Hemiola Style.” She argues
that African music is always based on duple arpdenhythms. However, there is one
distinction to be made, namely between “verticahizda” and “horizontal hemiola.” The
first one describes what in Western music is oftgarred to as hemiola, namely triple
rhythms sounding against duple rhythms. The latteains that the ‘conductor’s beat’
frequently changes from triple to duple rhythmthrs horizontal hemiola
“[...] the change in the conductor’s beat occurs shart time span, as in a regular
change from 6/8 to 3/4 or on frequent changes itemB/8, 7/8, 8/8; at other times
the hemiola will be wide-spread and sectional sglieral measures being in 3/4 and
another section being in 6/8 or other configuratidiKauffman 1980: 397-398).
Kauffman (1980), who has reassessed various tlseonidfrican rhythm, sees some
potential as well as some weakness in Brandel'saaggp. On the one hand, her
distinction of horizontal and vertical hemiola oparp the possibility of dealing with
both, polyrhythmic relationships and individualteating. He also positively remarks
Brandel’s focus on the duple and triple changehiass something central to all African
music, which can also be used for many other muareas in the world, such as the
additive rhythms of Eastern Europe or the Middlstia the divisive rhythms in Western
music. One of the weaknesses Kauffman remarksat$Btandel reduces African music
to Western notation which he regards as a resuieofack of experiences in African
music. He therefore concludes that “even thougm@&ets theory has potentialities for a
total explanation of thgestaltof African rhythm, its realization seems to be ieqdate”
(Kauffmann 1980: 398). A much stronger critiquehan approach comes from Agawu
who has analysed many of her transcriptions ofcafiimusic. Not only that she mainly
transcribed from recordings and never had “the tiemieseeing the music and hearing
the dance” (Agawu 2003: 90), but one of her maistafies by transcribing the music is

that she placed a bar line before any perceivedrdiechich then produced “some
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unfortunate results” (Agawu 2003: 90). His mairtiqtie, however, is that she ignores
the African musicians’ own perceptions of their mus
“Brandel’s Stravinsky-style scores confer an endammplexity on ordinary African
dance music, but they do not reflect the way Africausicians conceive of their
music. A Mangbetu woman dancing (...) is unlikelythnk in terms of 3/8 followed
by 5/16 followed by 6/16, then 7/16 then 3/8” (Aga2003: 90).
As | will discuss in detail in the next chaptemvhich | present my theoretical and
methodological approach, my main aim has been &dlyethe focus on the musicians’
ownperceptions and understandings of their musicvémt in any way tried to explain
Malagasy music from a Western musicological perspecbut have rather analysed the
musicians’ own discourses and musical experieme#gding my own musical practices.
This, for example, has made me aware of and madesméhe Malagasy idea and
concept ofova-tsofina.
Brandel is not the only one who claims African neusi be additive. The Ghanaian
musicologist Nketia (1974), for example, says ttfa use of additive rhythms in duple,
triple, and hemiola patterns is the hallmark ofthimyic organization in African music”
(Nketia 1974: 131). Interestingly, Nketia is alawmted by Arom in order to underline his
argumenggainstthe usage ‘additive rhythm’ as he writes that ‘§tixfrican learns to
play rhythms in pattern” (Nketia 1963:10, citeddirom 1991: 207). The fact that
rhythmic formula are learnt as a whole without lgdamoken down into single
constituents seems for Arom to be the proof thatsesuch as ‘additive’ or ‘divisive’
rhythms actually do not make any sense for Africarsic (Arom 1991: 207).
Yet another term seems to have gained importanitenthe discourse on African
music, namely ‘cross rhythm.” The idea of this agptds that two different rhythmic
patterns unfold in the same time span. An examplgldvbe a musician who beats two
equal beats with the one hand, and three equad lagidt the other hand within the same
time span, i.e. one hand in 6/8 the other in 3/daf#u 2003: 92). Agawu ironically
remarks that this was so much a part of the lor&fonan rhythm that “it would seem
almost perverse to question it” (Agawu 2003: 94).dfigues that it seems very unlikely
that the musician think of this time span as belivided and that therefore the resultant
pattern, namely the 6/8, holds the key for undeditey. If someone says he or she is

performing in ‘cross rhythm’ it actually means tlitsis a performance in a 6/8 metre.
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Yet, he admits that it is nevertheless worth logkan different hand movements in order
to think about the possibility of independent aration:
“It is true that the resultant is articulated wiittmbral distinction between left and
right hands, and that looking at what the handg pégarately may encourage
thinking in terms of independent articulations. Bhre is no independence here,
because 2 and 3 belong to the same Gestalt” (AgH08: 92).
Agawu draws some conclusions from his harsh crtign all these invented terms and
concepts for African music. He argues that theigenscy of these terms in the literature
on African music can be interpreted in two diffareys: It is a discourse on
‘Africanism,’ as there is one on ‘Orientalism,’ iodting “those nuggets of African
cultural identity that survive in the New World” gawu 2003: 95). Or, these terms need
to be regarded as inventions and myths; as “powsedb constructions of knowledge
motivated in part by a search for self through imed differences” (Agawu 2003: 95).
He further argues that it is “fashionable” to ineasuch constructs, such as ‘Orientalism’
or ‘invention.” The cause for “these sorts of estday in inadequate research, as for
instance if ethnographic data is insufficient, getious conceptions are disregarded, or
hasty conclusions are made. Agawu then goes opdwstaer by suggesting that these
errors are also made in other musicological reteand are not unique to research on
African music. Within this thought, however, he b a bigger problem, if not the
source of all problems, namely that there alwaystbde a notion of ‘otherness’ with
regard to Africa:

“But therein lies the root of the problethe denial of nonuniqueness to Africa.
To imply that no portrayal of Africa is legitimatepmplete, or of interest if it
does not establish an ultimate African differersc®isaddle Africa with an
enormous critical burden” (Agawu 2003: 95).
Looking at literature on other, non-Western muagfor instance Latin American music,
quite similar schemes appear which might questigaviu’s critique that it was Africa
alone that was carrying this “enormous criticaldan” (Agawu 2003: 95). Within
discourses on other musical regions, there alsnsée be a strong focus on rhythm
which has been criticised and questioned with cgiitelar ideas. One example is the

discourse on rhythm in Cuban music.
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Example: Discourse on rhythm in Cuban music

Leonardo Acosta (2005), who is a journalist, wrifgret, and also a musician, develops
in “On Generic Complexes and Other Topics in CuPapular Music” new approaches
to the history of Cuban popular music. His maitique is that “many myths” have been
created, as for instance the one of “new rhythms!'their supposed “creators” (Acosta
2005: 228). Similar to Agawu, Acosta points out tdvedency to create the idea of Cuban
rhythms to be highly complex and hardly to be ustierdable by Westerners. He speaks
of “three main historical pillars” of popular damt#e Cuban music, namely thenba
theson and thadanzon There are, however, many variants, as well agesuies,

different styles and even “intergenres.” One dayeone named these different genres
“complexes” complejo$ and this finally turned into a dogma. The termised by

authors from Cuba and other Spanish-speaking deamiithout anyone ever having
further analysed or critically reflected upon icdsta writes that “[clJomplex is almost
always a synonym for ‘complicated” (Acosta 200282229). Exactly this emphasis on
complexes, he argues, has at least two seriousiveegansequences for the research
conducted on Cuban poplar music. Firstly, this epbdreaks up and somehow
compartmentalises the music into segments whiclstacgescribes “like ghettos” with
the result that the “underlying unity of our dangleamusic and its essential African
guality based on common Caribbean roots is obstfedsta 2005: 232). His second
point of critique goes into a similar direction. Bigeaks of basic rhythmic patterns of the
existing “primary genres.” Respecting this bases cannot separate rhythm patterns as if
they were totally independent entities. The besbpfor this are the musicians
themselves as they show very obviously the fatsityis theoretical
compartmentalisation by going from one rhythm totaer and/or combine them which

is very well possible as these rhythms come froenstiime roots (Acosta 2005: 233).
Acosta therefore concludes that “[t]he ‘complexastually conceal the unity of Afro-
Caribbean rhythms” (Acosta 2005: 243). Similar avu, Acosta therefore promotes
that the musicians themselves and their own musiqagrience should be regarded as
the ultimate ‘authority.’” | have tried to get ass® as possible to this demand by
integrating both, the analyses of discourses am@mtialysis of musical experience as |

will argue in the next chapter.
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Rhythm in culture and language

As stated above, the term ‘rhythm’ has not onlyated confusion and discord among
scholars conducting musical analyses. Many diffetteeories and ideas have been
developed, for example, about rhythm embedded ltareuor language. Interesting in
this respect is, again, the focus on the concdptaeaire’ and ‘measure.’

Justin London (2004) has developed a definitiomefre which runs against most of the
other understandings of metre that | have discusséddr. Instead of only asking ‘What
is metre?’ he finds it useful to instead think \bfHat is metrdor?’ He argues that metre
is perceived as both, “for something” as well as pasomething. For something, since
metric counting can help musicians hear how theieraieould go. But metre is also
perceived as part of the music’s feel or the mssiytbove. When a musician is playing
according to a particular metre, it means thatr&he is giving a series of tones a certain
rhythmical shape and nuance. If the same serieplaged under a different metre, the
expression of timing and dynamics would be diffe@nwell. London therefore sees a
necessity to make a very clear distinction betwdgthm’ and ‘metre.” ‘Rhythm’ is
about patterns of duration, often called ‘rhythmoups.’ These patterns are not based
on the actual duration of each musical event athrhig patterns can be played, for
example, legato or staccato. In his view, ‘rhythnvolves more the structure of temporal
stimuli, whereas ‘metre’ involves our perceptiom aur cognition of these stimuli.
‘Metre,’” in contrast to ‘rhythm,’ involves “our itial perception as well as subsequent
anticipation of a series of beats that we absfraat the rhythmic surface of the music”
(London 2004: 4) With reference to Gjerdingen (1389 puts it in the following way:

“if ‘meter [is] a mode of attending,’ then rhythm that to which we attend” (London
2004: 4). In order to emphasise this point, he gveery detailed definition and a
“guiding hypothesis” of his understanding of ‘métre

“[...] meter is a particular kind of a more gendsahaviour. The same processes
by which we attend to the ticking of a clock, tletfalls of a colleague passing in the
hallway, the gallop of a horse, or the drip of ackt also are used when we listen to a
Bach adagio, tap our toes to a Mozart overturdaoce to Duke Ellington. As such,
meter is not fundamentally musical in its origiratRer, meter is a musically particular
form of entrainmenbr attunementa synchronization of some aspect of our bioldgica
activity with regularly recurring events in the @anment” (London 2004: 4).
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This understanding of metre mirrors the theoriesamhe of the musicians that the
Malagasy rhythm is inherent in everyday life agll discuss in chapter 3.2. They say
that the rhythm can be heard in everyday activigesh as the pounding of rice, the bus
drivers’ shouting to gather passengers, or the zelus pulling the cart.

London speaks of ‘metric behaviours’ and arguesttiese are learned, rehearsed, and
practiced. He emphasises this idea by saying thataal rhythms are often stereotypical,
stylistically regular, and hence familiar. What paps therefore is that “we fit, so to
speak, patterns of events in the world to pattefrisne we have in our minds” (London
2004: 4). ‘Metre’ is therefore more than a partrepresentation of reality.” It should be
understood as “entrained behaviour.” By this, hamsgfor instance the “moving with the
music;” the fact that it engenders and encouragedadily movements, as for instance
tapping our toes, dancing etc. These “behaviolnes &rgues, are practiced from earliest
childhood and although there are differences betvesery person concerning rhythmic
sensitivities and/or abilities, to some extent ggae can run, walk, listen to or perform.
Further, the capacity for entrainment is univers@tre is always, in all cultures and in
all contexts, subject to the same basic formalagphitive constraints. The rhythmically
regular patterns will tend to give rise to simitaetrical structures and similar musical
effects (London 2004: 4-6). ‘Metrical entrainmefaf London is also about a “complex
matching of listener expectations to hierarchitaldured patterns of temporal
invariance that are characteristically presenhenrhusic” (London 2004: 143). This
means that performers and most listeners are aenyfir with at least some specific
styles and performers and through this contexbatrete knowledge and experience
their “metric skills” are formed and honed (Lond2004: 143).

About fifty years earlier, Richard Alan Waterma®%2) introduced the term
‘metronomic sense,’ suggesting a quite similar apph to metre as something deeply
embedded and learnt in culture. Applying the tesmfrican music, he aims to describe
the sense that is “at the basis of African rhytfim’] “This sense is part of the
‘perceptual equipment’ which musician and listesteare, having acquired it in the
process of assimilation to their own culture.” Téfere he also refers to it as “cultural
pattern” (Waterman 1952, cited in Arom 1991: 18¥aterman proposes one particular

method in order to find out about this ‘culturattean,” namely to let the musicians do
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hand clapping to a recorded piece (Arom 1991: 1lldndon reflects on a same kind of
method. He argues, however, that it is still annogeestion in many studies to what
extent participants are counting “metrically” whitaey clap or tap their feet. It is also not
evident if participants form or employ mental imagelated to the performance (such as
imagined melodies or speech rhythms). London (200#4gs that there are definitely
guestions that are highly relevant in these stuasef®r instance if subjects were counting
in twos or threes or if they were imagining a mglod rhythmic cadence while clapping
or tapping (London 2004: 13).

This brings us back full circle to questions of@utiation with regard to metre. London
writes about a certain propensity that we havenjpose a sense of accent or groupings
on a series of identical tones or clicks. This lbag been identified as “subjective
rhythmicization” (Bolton 1894; Meuman 1894). Londegards this as a misnomer as it
is the listener’s sense of differentiation of thiensli into twos, threes, or fours that is
really subjective. Precisely, this means a senseedfe under which the different tones
or clicks are heard. Considering his own definittdrimetre,” London therefore prefers
the term “subject metricization” (London 2004: 18)}1

Robert Kauffmann (1980) addresses the importantieeondividual perception of music
and rhythm in particular and at the same time atdmowledges the impact of the
relation that every society has with time. The ainhis study entitled “African Rhythm:

A reassessment” in which he discusses variousestuah African rhythm, is to provide a
theoretical basis that allows for assessing Afridgithm in terms that also make
comparisons between African and non-African soesefiossible. He argues that for an
all encompassing view of rhythm, there is a neealdo look at “the influences of a
culture’s time sense upon all aspects of its musice” (Kauffmann 1980: 400). He
mentions several factors that determine time amitance the nature of the physical
movements accompanying music, such as dance annmesital technique, the rhythm of
a language, or the social structures of a soditydistinguishes two different levels that
should be taken into regard when studying rhythtmdgng the “macrorhythm” means
to study a culture’s time sense and its formalcstme, whereas the study of the
“microrhythm” looks at the perceptual present, wlat we can actually feel in one

specific moment as for instance metric rhythmicficpmations or the relationships of

36



different parts (Kauffmann 1980: 400-401). Londésoaemphasises the importance of
people’s individual perception of the music. Helsgbe need to find a way which allows
mediating between the abstract and theoreticafjoageof a tempo-metrical type and the
timing behaviours that we actually encounter astiers and performers (London 2004:
159-160). He has therefore developed his “Many kdteypothesis” which focuses
exactly on the point that each experience of missitifferent and personal every time.
London explains that many studies on rhythmic getfoa and performance distinguish
musicians (usually instrumentalists) from “unskdlier naive subject$® The

differences, however, are not as great as one nmgiatlly expect. For this, he basically
sees two explanations. Firstly, experimental tasich as tapping to a metronome or
judging the duration of an empty interval are venjike real-world musical behaviours.
And secondly, most people are highly experiencgdriers as music has an almost
ubiquitous presence in our lives. He admits that

“[...] some of us may have a special interest in onmore particular musical
styles, and thus have a sensitivity to the rhythmaiiances of that style, whether it
is the cadences of different hip-hop poets, thiedifg senses of swing among
jazz drummers, or the phrasing habits of particdlassical pianists. Such
nuances are almost always produced and judgedgtrgcal context” (London
2004: 144).
Generally, however, our metrical skills concernigsical contexts are related to other
skilled rhythmical behaviours, such as speech proolu and comprehension, the
listening to and visual tracking of moving objeas,well as motor control behaviours
such as walking, running, dancing or doing spditese behaviours are practiced from
earliest childhood and the more familiar we getwaitparticular rhythm, the more skilled
our attentional behaviours tend to become (Lond¥®2144). A musical experience is
always an experience of a particular piece or dquéar performance as we do not, for
example, encounter a “generic 4/4” but rather gepafof timing and dynamics that is
particular to a piece, a musical style or a paldicperformer. His “Many Meters

Hypothesis (MMH)” suggests:

20 ike London, other authors have very sharply cisgd this assumption; see for instance Blacking
(1973).
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“A listener’s metric competence resides in herisrkmowledge of a very large
number of context-specific metrical timing patterfiibe number and degree of
individuation among these patterns increases vg#) aining, and degree of
musical enculturation” (London 2004: 153).
Yet another approach is that of the linguist Thao keeuwen (1999). In his book
“Speech, Music, Sound” published in 1999 he aimsx@ore the common grounds of
these three fields bptegratingthem; something, which he says, “many contemporary
musicians, poets, filmmakers, multimedia desiga@ib so on already do in practice (and
what children have always done) [...]” (Van Leeuw®9%: 4). Many authors point out
the relation of language and music, and also spaltif regarding rhythm. Hertzfeld
(1974), for instance, regards language as theroofall rhythm:

“The model for musical rhythm is the lilt of langgewith its ups and downs, its
contrasts of stress and absence of stress. [...hRhig also not an independent
feature. It cannot be considered separately, ather a temporal ordering to
which the notes are submitted” (Hertzfeld 1974:)44ked in Arom 1991: 293).

Van Leeuwen also highlights the rhythmical asp®cte of his main accounts is that
sound is either measured or unmeasured and itis&tthere is no in-between. If
measured, it then needs to be distinguished inametnic and non-metronomic time. In
the first instance sound is governed by an implecedgularity given for instance by a
metronome, in the second, sound, though measurbders regularity and stretches,
anticipates or delays as in for instance humancspeemovements (Van Leeuwen 1999:
7). He summarises in four points what charactefiseasure’ for him:

1.) measured time divides stream of sound into “meaSwfeequal duration;
“tempo” results from the duration of these measures

2.) each measure begins with a “pulse”, a sound wisictressed, made more
prominent (by loudness, pitch, duration or comhoret of these); pulses mark
the sounds that carry the greatest informationevaiithe given context

3.) measures are grouped together in “phrases” of Upneasures; they are marked
off from each other by “boundaries”: breaks or afin the regular rhythm of
the pulses

4.) each phrase has a key pulse, the “main pulse” whitlie culmination of the
“message” of the phrase (Van Leeuwen (1999): 42)

This is a very different understanding of ‘puldgan Arom’s idea that ‘pulsation’ should
replace the notion of ‘measure’ to describe a secgief reference points (whether

audible or silenced) to which rhythmic flow is ongged (see above).
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Van Leeuwen sees a direct link between the wayhiiclwa society handles musical time
and the society’s handling of social activitieganeral; the society’s “order of time”
(Van Leeuwen 1999: 39). In his view, time is nob®regarded as a phenomenon of
nature, but as a human activity and therefore boeld rather speak of tiimg. In order

to exemplify this, he speaks of the change thatlbek, pioneered in Benedictine
monasteries, has brought to society; quoting Léisnford: “Benedictine rule gave
human enterprise the regular collective beat agthrh of the machine; for the clock is
not merely a means of keeping track of the hourspbsynchronizing the actions of
men” (Mumford 1934: 13, cited in Van Leeuwen 1999).With the Industrial

revolution the clock became a major tool for cohtfdabour and later also of other
human activities. This was also the reason why fuatity became a key virtue among
members of the bourgeois society. This goes in matidwhat happened in the music
during this period. At this point music began tonrbeasured and the system of bar lines
was introduced (Van Leeuwen 1999: 37). Van Leeudeziuces some remarks about
Western music from this knowledge. First of all,reeognises two characteristics of
Western music, namely that the tempo remains conatal that the number of measures
per phrase is regularised to four measures pesetjoe some multiple of it). There is
always a common metre or ‘beat,” even when the rmurabnotes per measure varies.
This beat is followed by all instruments and/oroas, even if it is only felt or tapped
with the feet rather than actually played (Van Lheen 1999: 47-48). He calls the
Western approach to music a ‘divisive approaclpesple often experience a
contradiction between the objective (clock) time #me subjective (“felt”) time.

Although there is this tension between ‘objectiaet ‘subjective’ time, the dominant
form of musical time is one in which everyone symciises to the same beat (Van
Leeuwen 1999: 55). Van Leeuwen speaks of “monorhigmusic” (as opposed to
“polyrhythmic music”) in which there is always a m&eat. He recognises, however,
that there is a possibility for notes in the meltalanticipate or delay the beat in order to
create a tension between the “objective” and “suthje” time (Van Leeuwen 1999: 58).
According to Van Leeuwen two kind of “counting” @ime signatures” have dominated
in “high” Western music, namely “duple time” andiffie time,” both implying an
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accentual ranking: the first one bel®@)E two ONE tw@r ONE two THREE four ONE
two THREE fourthe latter bein@NE two three ONE two three.
He argues that “most of the things we do (walkimugning, shivering and so on) have a
binary rhythm” (Van Leeuwen 1999: 47); hence trijphee is the more “artificial” metre.
As an explanation for this, Van Leeuwen looks iddmce and says that duple time has
always been associated with collective dancesXample procession dances. During
the Baroque period collective dances went intoide@nd collectivity became a matter
of public parades and military marches, more del/tdeexpress national ideas than
actual community values. Triple time, in contréstd been associated with “closed
couple dance” (Van Leeuwen 1999: 48).
“So there was on the one hand the procession duafibeifs forwards
movements, symbolizing progress, exploration, egjmem and nationalistic
values, and on the other hand the closed couplesgdanpressing the ethos of
individualization, self-expression and privacy” {Vheeuwen 1999: 49).
Van Leeuwen then goes one step further and usss éxplanations to draw some
conclusions about non-Western music. He joins theyrauthors (as shown above) who
point out the significant meaning and peculiaritylgthm in African music. Whereas he
calls the Western approach to music a “divisiveg dme focuses on the “polyrhythmic
music” in African societies. He explains that ‘pdlythm’ means that each member of
the group follows his or her own “internal clockyhich musicians from various African
cultures have referred to as “weaving in and o Leeuwen 1999: 55). Societies in
which this approach to rhythm is common have bedled “polychromic” societies (Hall
1983); societies, “where the regime of the clock haver gained as much of a foothold
as it has, for instance, in Europe or North Amér{¥an Leeuwen 1999: 55). John
Miller Chernoff (1979) in his book on “African Rhyin and African Sensibility,” argues
that polyrhythmic music celebrates individualitydagifference, and that pluralism is
respected “as a source of vitality” (Chernoff 19798). Taking up Chernoff's idea and
referring to his own thoughts about the relatiomrgthm and the structure of society,
Van Leeuwen explains how individuality and an indial identity is rather supported by
polyrhythmic as it

“[...] suggest[s] a relationship between the indiatdand the group in which
one’s own unique identity, one’s individuality, cemt be seen as threatened by
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the need to conform to a group. On the contradyséinct and unique
individuality cannot exist without the group” (Vaeeuwen 1999: 56).

I will discuss questions of identity in relation‘tbythm’ throughout section 3.

Malagasy rhythm(s)

Compared to the music of other African countriegJddasy music has not been
intensively researched. As | have already showtheriterature review, so far there has
not been any work on Malagasy music specificallgiceted to the topic of rhythm. In a
few works, however, some authors touch upon aspécts/thm in Malagasy music. As

I have also already mentioned at the beginningp@fchapter, the term and concept of
‘6/8 rhythm’ constantly appears within the musigagiscourses on their music. It also
appears in some of the works on Malagasy musiometimes authors mention a typical
structure of overlapping binaries and ternaries.

The Malagasy musicologist Rakotomalala (2003)gsample, in her book “Madagascar:
La musique dans I'histoire,” analyses the phenoméhat many researchers have made
an effort to find a way of transcription that wowldrk for Malagasy music, especially
for its “famous complex rhythm” (“rythme réputé cplex”). Rakotomalala describes
this rhythmic structure as a combination of binrmaead ternaries, though she emphasises
that it is more adequate to say that the rhythmtivasghtin binaries and ternaries. She
therefore claims the existence of a “mental stm&t(l'structure mentale”) with regard to
rhythm. Musicians, however, tend to improvise a\dtich hardly helps to identify the
“initial rhythmical principle.” The issue of ovepaing binaries and ternaries and what
musicians feel, think, or hear while musicking i®pic that | will come back to in
section 3 as it has become of great importanceyiamalyses, especially of my own
musical practices.

This rhythmic structure that Rakotomalala idensifees one of the “most typical
Malagasy” elements in the music, also mirrors amom Malagasy expression:
Maromarotra iraisana— which she translates as “the disagreementswhahare” (“les
différends que I'on partage”). This, she concludesyhy the Malagasy rhythm is either
in 2, but thought in 3, or it is in 3 and thought2. Sometimes these two rhythms are also

played simultaneously. A very interesting point stentions is that everything from
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poetry to instrumental music in Madagascar is gdedinrand based on this rhythm. And
she adds that sometimes the “rhythm of speétiithme de la parole”) determines the
“musical rhythm” (“rythme musical”) (Rakotomalal@@3: 43-44). The idea that
Malagasy language is closely interrelated withrthusic is an idea that many of the
musicians share and that | have also come to utadershrough my own musical
participation as | will discuss in detail in secti8, particularly in chapter 3.3.

The idea of a structure of overlapping binaries @ndaries also shines through in Julien
Mallet’s (2008) studies on a particular musicalestypamely orisapikymusic in South-
Western Madagascar. In his article published ir820® offers a dense description of a
tsapikylive performance and explains that there is a @agr moment in the music,
where one guitarist leads the other players intertain part of the musical piece which
is calledkilatsake.ln order to announce this changeover, he eitheemakvery fast
plucking movement with his right index finger oaps$ a ternary rhythm ‘against’ the
consistent binary rhythm that the other musicidritt® group play (Mallet 2008: 169).
The most detailed descriptions and explanatiombydghmical aspects in Malagasy music
can be found in Randrianary’s book “Madagascar.desits d’une ile” (Randrianary
2001). The Malagasy ethnomusicologist invites gegler to a musical journey
throughout the island, stressing that, althoughdpan academic himself, he is not
particularly aiming at an academic audience. Irntre@t to Rakotomalala’s work,
Randrianary devotes different chapters of his doake musical phenomena of the
different regions of the island: the North, the t-# High Plateaux, and the South-
West. Hence, the topic of rhythm does not appeargeneric Malagasy phenomenon,
but rather appears at different sites within theseéeand very detailed descriptions of
musical performances and is explained in the pdaiaegional musical context. This is
interesting in as far as many of the musicians aften point at regional differences
despite the shared rhythmic base as we will ssecdtion 3. Whereas the title of the first
chapter on the North even includes the term ‘rhyt{iAu rythme des ouvertures: Le
Nord”), it is in the chapter on the music of theghliPlateaux region that the topic appears
most. However, there is one occasion in this @hstpter, where Randrianary also
emphasises the existence of overlapping binarytemary rhythms. He writes about the
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musical genre a$alegy that has its origin in a musical genre caledsa,which is also
still practiced a great deal. Despite one being tots of the other, there is one big
difference between these two styles, namely thbrenereated through the percussion. In
antsapeople clap their hands in a particular way, whereaalegymusic the percussion
is most of the times created with musical instruteéRandrianary 2001: 26).
Randrianary writes that his collaboration with thasicians oftentimes raises the
guestion of whether the rhythm of these styles isinaries or ternaries:

« Ces expériences concernant le rythme en colltiboravec les artistes posent le
probléme de leur nature : binaire ou ternaire. @uana I'occasion de regarder
les gestes musicaux, il devient évident qu'’il Salgi rythme binaire. On voit
guelgu’un au moins qui bat en permanence : unx demn ! deux ! un! deux!
Cependant, d’autres personnes battront des valeusgoles par trois »
(Randrianary 2001: 26-27.

When | started to listen to Malagasy music regyldrélso often asked myself and/or had
discussions, even arguments, with friends andveftausicians whether a particular
piece was in two or in three. However, engaginghusical practices myself and learning
to play the music has actually made me discovesratlays of approaching this issue of
overlapping binaries and ternaries as | will expiai chapter 3.3.

This idea of binaries and ternaries reoccurs latdre Randrianary’s book where he
writes about Rakotozafy, a famous player of theddgaby zithemarovany?* who died
more than thirty years agdHe explains that for Rakotozafy, the tierce akeuiise the
number 3 played a very important role. Someone trdrgscribed his music, decided to
write it in a 3/8 metre. And yet, the persistentagnity of binaries and ternaries in this
music is so blatant and let him consider other esetsuch as 2/8, 6/16, or 7/16. With

regard to Rakotozafy, Randrianary even speaks tiblasession” to put the accent on the

2L For more information osalegymusic see Eyre (2002); Terramorsi and Rajaonarison (2004)
#2«These experiences of rhythm in collaboration vtith artists have raised questions concerning the
problem of their nature: binary or ternary. Whenhese the chance to observe musical gestures, it
becomes evident that it is a binary rhythm. Weatdeast someone who permanently beats; one! tna! o
two! one! two! Meanwhile, others beat measures d@natdivisible by three.” (my translation)

% Malagasy term for box-shapedliha (a Malagasy type of zitherarovanysare typically built out of
wood or metal and exist in the Southern parts efistand, in the region of Tuléar (Randrianary 2001
156).

4 The film “Like a God When He Plays” by Paddy Buyfihst broadcasted on 30August 1998 by
Channel 4) tells the life of this legendary musgicia
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third beat which therefore can also be seen asasscal leitmotif (Randrianary 2001:
120-121). | will return to Rakotozafy and his plagistyle in chapter 3.3.

In Randrianary’s chapter on the music of the Higdtdaux region, the topic of rhythm is
put under a sub-section entitled “I'énigme du ry#tirtithe mystery of rhythm”) and
mentions two main statements. Firstly, Randriamxiplains that the frequent usage of
the 12/8 is one of the typical phenomena of thggore He calls it an “asymmetrical
metre” and particularly reflects upon its rootsvzeny scholars have already described
this metre as a pan-African phenomenon. And desipit&uropean and Asian influences
in the region of the High Plateaux, Randrianarydathalso agrees that “(...) il s'avere
plus légitime d’admettre que le rythme 12/8 asyigeé# provient de I'Afrique
continentale plutét que de I'Asie ou de I'EuroffgfRandrianary 2001: 77). The second
argument is about the characteristics of rhythtiat region. He argues that the
Malagasy term that is mostly used for rhythm inlthgh Plateaux region wagyadona
which is also used, for example, when people taduapounding the rice or about a
footstep during a march. Further, a particularhytalledmanonjanonjaapparently

one of the most frequent rhythms, designates theements of the coming and going of
waves (Randrianary 2001: 74-75). Again, this msraspects that come up in the
musicians’ discourses as many also argue thatmhigltlosely related, if not inherent in
Malagasy everyday life and images of nature alg®apas we well see in the analyses in
chapter 3.2. Randrianary also uses Western notttibanscribe some of the typical
rhythms of the High Plateaux region, but withouttimg these into bar lines and into a
particular metre (Randrianary 2001: 75). Gener&ldyalso often uses the term
‘polyrhythm’ (as discussed above). Unfortunatelyiwer, he does not particularly
explain what he means by this in the Malagasy casitevhether for instance he would
call the structure of overlapping binaries andaees a polyrhythmic figure. He uses the
term in a rather aesthetic way that leaves outnieahdescription. For example, in the
chapter on the South-Western region he writes adb@airticular instrument called
kiloloky and how it is used in communal musical events.t€ha ‘polyrhythm’ forms

part of this dense description:

#u(,.) it proofs legitimate to assume that the asyeimical 12/8 rhythm comes from the African continen
rather than from Asia or Europe.” (my translation)

44



« Les voix de femmes entrent en jeu responsoreat #gnsembldiloloky. Il y a

souvent la la plus belle exécution de polyphonigegpolyrythmie. Les cris de

joie et les jeux vocaux fusent & tue-téte » (Ramadny 2001: 873°
Apart from the rhythm callethanonjamonjan the High Plateaux region, Randrianary
generally emphasises a strong relation betweemenahd music in Madagascar. In the
chapter on music in the East, he talks aboutla igtand called “Nosy Mangabe” that is
very famous for its nature. In the “musical deswoip’ of the nature of this place,
Randrianary uses a couple of terms, such as ‘pglynii or ‘polyphony’ that again come
from a Western academic discourse. His rather pbjgbical questions at the end —
whether it is the human beings who copy naturaea® versa — further emphasise the
notion of the connectedness of music and naturefamment in Madagascar:

« Nosy Mangabe est I'une des plus connues. Deabégipolymusiques,
polyrythmies, polyphonies dans des timbres difftyae succédent
continuellement : cascades, vagues, oiseaux, gtsplemuriens. Ce grand
concert de la nature fait de cet endroit inhahité wraie source. Dans tout I'est,
hommes et animaux utilisent les différentes espéedsmambou comme
instruments de musique ou espace musical. Leepefienouilles se mettent au
creux de ces plantes pour émettre leurs voix. béssndéfilent formant des
lignes mélodiques et des rythmes complexes selprotdé dit du ‘hoquet’.
(...) Est-ce que I'hnomme imite — inconsciemment p&Ew-— la nature ou est-ce
la nature qui imite son maitre, I'hnomme ? Perp&ugliestion » (Randrianary
2001: 57)'

Randrianary towards the end of his book returrteédopic of rhythm with the statement
that rhythm is the identity card of the African tioent (“la carte d’identité d’Afrique

continentale”). Even if Madagascar is definitelytp# it, he writes, it still has its

particularity with regard to rhythm and vocal teitjues:

%6 The women'’s voices enter into a responsorial plialy thekiloloky ensemble. That is where the most
beautiful execution of polyphony and polyrhythmTée crows and the vocal games burst out loud with
this singing.” (my translation)

27 “Nosy Mangabe is one of the best known. Real palsimand polyrhythm in different timbres
continually succeed each other: cascades, waves, lfiogs, lemurs. This big concert of nature $uins
uninhabited place into a real source. EverywhetbénEast, human beings and animals use the differe
sorts of bamboo as musical instruments or muspates. Little frogs sit in the hollow of these pktd
emit their voice. The notes pass by, forming meliniys and complex rhythms like a ‘hiccup’. (...)its
mankind who — maybe unconsciously — imitates natuiis it nature that imitates its Master, mankind?
Perpetual question.” (my translation)
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« Le rythme est considéré comme la carte d'idedt€éAfrique continentale ;
sans renoncer a cette appartenance, la Grandg @&t a elle un sanctuaire
des techniques vocales » (Randrianary 2001: #14).
These techniques are for example musical style$, asantsa, rija,or jijy; partly being
forms of semi-singing/semi-speaking (Randrianar§12A.14). The particular position
that the voice and singing holds in Madagascaftenhonentioned by Randrianary; hence
already his book is entitled “Les chants d’'une {l@he songs of an island”).
Before returning to some of the aspects that haweecup in the discussion on
rhythmical aspects in Malagasy music and that mideas and theories of the musicians
themselves, the next chapter will present a det@igose of my theoretical and
methodological framework. This will then lead tanare personal and self-reflexive

account of my own research and work with Malagasgioians.

2 «“Rhythm is considered the identity card of theiédn continent; without denying its belonging, Big
Island is a sanctuary for vocal techniques.” (naypstation)
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Chapter 2.2 — Methodological reflections: integrathg musical experiences into

ethnomusicological research

* Introduction
* Keyterms:
= Experiences
= Self-Other dichotomy
* Theorising Fieldwork
= Historical reflections
» The idea of ‘Self’ and ‘Other’ within fieldwork
= Experiences: ‘narrativisation of experiences’ andiSical being-
in-the-world” (Titon 1997)
= ‘New fieldwork’ in ethnomusicology
* Importance of integrating both, analyses of dissesitand of musical practices
* “Towards a (more) performative ethnomusicologyailg 2008)
* Why there is a need to participate musically
» Understanding musically
* “Presumptiorof Sameness” (Agawu 2003) and “Subject-Centred&ghaphy”
(Rice 2003)

Introduction

In the previous chapter | have introduced the sdsanthropological and musicological
literature on Madagascar. | have further pointethatseemingly contradictory issue of
the presence of the term ‘6/8 rhythm’ in the musisi discourses and their emphasis on
the Malagasy concept tva-tsofinaat the same time. In order to start tackling thsuie
(which I will do in more detail in section 3) | hadiscussed theories on ‘rhythm,’
starting from a very general perspective on themmggand understandings of the
concept, particularly pointing at the terminolodicanfusion and its wide-ranging

relations to other cultural topoi. | have furtheabysed theories on the discourse on
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rhythm in African music and finally presented a@pe discussion on Malagasy
rhythm(s).

Whereas in the next chapter | will present a mamsgnal and self-reflexive
consideration of the development of my researchrafiect upon experiences | made and
situations | encountered during my own fieldworkthis chapter I will give a detailed
expose of my methodological approach and the tegatris based on.

Two key terms appear as a thread throughout tlaipteh (and they will reappear in
section 3): the notion of ‘experience’ and the dicdmy of ‘Self’ and ‘Other.’

I will analyse the meanings of and ideas behinddlencepts before theorising what has
been my main methodological tool: ethnographiaifierk. Here, | will look at its
historical development and how the focus on refliéxiand relationships in the field

since the late 70s/early 80s has led anthropokgistl ethnomusicologists to emphasise
and analyse ‘experienceswill look at theories on the ‘narrativisation’ ekperiences

and how this relates to another dimension thatibepline of ethnomusicology adds:

the experience of “musical being-in-the-world” @it1997). Theories on the so-called
“new fieldwork” (Hellier-Tinoco 2003) in ethnomusilogy thematise the interplay of
these two ways of understanding and representipgrences. | will argue that
discourses and musical practices are best to berstodd and analysed as being in a
constant interrelation as they are interdependashitanstantly inform each other. The
performance approach has been discussed and apjiiea ethnomusicology for

several decades; however not as much as some ichagae for (for example Baily
2008). | agree and will therefore discuss why therneed to integrate musical practices
into ethnomusicological research and what it méamse to understand through
musicking. Finally, I will present the theoreti@ald methodological framework that my
arguments are based on and that support this agpodantegrating both, the analysis of
discourses and musical practices: ethnomusicol&ic&'s “subject-centred

ethnography” (Rice 2003) and Agawu’s demand fopr@Sumptiorof sameness”

(Agawu 2003).
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Key terms
Before explaining my methodological approach aredtkieories it is based on, | would

like to point at two terms that are essential tomethodological and theoretical
framework, and that will furthermore also reappgEamajor topics in section 3, namely
those of ‘experiences’ and the dichotomy of ‘Selid ‘Other.” The latter is inseparable
from questions of identity, self-understanding aetbnging. In our world “marked by
socio-political upheavals and transnational mabsit (Meinhof and Galasinski 2005: 1)
these questions have become of crucial importandesabject to constant negotiation for
everyone in their everyday lives. In this spirit®n Frith (1996) argues that “identity is
mobile,a process not a thing, a becoming not a beingt{AE996: 109). Many
researchers have shown that music is a powerfulrtdbe construction of identities (e.g.
Waterman 1990, Stokes 1994, Frith 1996, Connell@ibdon 2003, Biddle and Knights
2007). Different elements, such as melody, harmstyistic variations, instrumentations
or lyrics can play a role. ‘Rhythm’ has also beecognised as an important source for
people to reflect upon questions of belonging & perception of ‘Self and ‘Other’
(e.g. Monson 1999, Neustadt 2002). Frith arguesidleatity should be seen as an
“experiential process which is most vividly grasgedmusic, arguing that music seems
to be the key to identity as “it offers, so intdysa sense of both, self and others, of the
subjective in the collective” (Frith 1996: 110). Wever, the emphasis on experiences of
identity has not only been underlined within mukreaearch. Sociolinguists argue that
narratives are essential for people to make sdnbeio experiences in life. It is through
narratives that we negotiate questions of who wead who we are not, where we feel
we belong to or do not belong to (Meinhof and Gakds 2005; Thornborrow and Coates
2005). | therefore also agree with ethnomusicoldgise (2003) that we should think
about experiences not as an inner phenomenonh&iLgxperiences are inseparable from
the interaction with the outside world and otheogle (Rice 2003: 157, 160).

I will analyse in further depth the meanings of @&hehs behind ‘experiences’ and the
dichotomy of ‘Self’ and ‘Other’ when | look at tielation of identity, narratives and
experiences of shared music making later on. AsviNesee in the following section,

both termshave been of crucial importance in scholarly distuss to theorise what has

also been my main methodological tool, namely tdh&thnographic fieldwork.
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Theorising fieldwork

Historical Reflections

In order to understand recent scholarly debategtsuties on fieldwork, it is necessary
to take a historical look at it first. In the fidécades of the twentieth century
anthropological paradigms underwent immense chanil the emerging new schools
of British social anthropology, mainly represenbgoBronislaw Malinowski in England,
and American cultural anthropology, mainly repreésdrby Franz Boas, new conditions
were set that can be seen as reactions to evayi@mthropology of the nineteenth
century. One of the most important changes tha¢asol as a reaction towards the
persistent Eurocentric point of reference (Stock0g1: 42-42) which characterised
anthropological works before, was the demand farisive long-term fieldworR

(Cooley 2003: 5). Cooley argues that before BoasMalinowski’s “radical proposal” of
long-term fieldwork for scientific research purpssgeldwork presupposed the influence
of the people studied as it was mainly undertakighinvthe frequent interrelated
contexts of missionary work, colonial administrasand national movements (Fabian
1991: 132, 135). Although Cooley admits that thighhbe a broad generalisation and
that there are many examples of fieldworkers tichhdt aim to colonise, nationalise or
convert their informants, literature on the histofyanthropology very much criticises
early anthropology for being closely intertwinedhwtolonialism and missionary work
(Cooley 2003: 5). These reflections on anthropaalghistory are very important to bear
in mind as Kisliuk (1997) reminds us that that weaunter these legacies in the
ethnographic past (Kisliuk 1997: 27).

Despite the anthropologists and ethnomusicologistshtional examination of this
“ethnographic past” and the effects that earliehapological works have had, hardly
anyone denies that fieldwork always has and wiiehan impact on the people we work
with. This also becomes evident in book titles sasliTime and the other: how
anthropology makes its object” (Fabian 1983), “Whsy read what we write” (Brettell
1993), or “Shadows in the field” (Barz and Cool®9T) to name but a few. Hellier-
Tinoco (2003) speaks of a crisis in representatianin the late 1970s and 1980s

brought a surge of attention towards reflexivity, Which we find for instance evidence

2 See for example: Malinowski (1962) [1922]; and 8¢2936).
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in the works of Marcus and Fischer (1986), or Glidf and Marcus (1986). Ethnographic
writing became more reflexive in the way that bablose researched as well as the
researcher were included in the picttfteSelf-reflexivity among the researchers also
directed the attention towards relationships. idefliinoco (2003) sees a reason for the
emphasis on relationships in the unexpected expasethat many researchers have
made during their fieldwork:

“(...) they have been taken by surprise in termseirtfield relations, to the

extent of being unwittingly and unexpectedly pulletb the politics of their

fieldwork context” (Hellier-Tinoco 2003: 24).
However, despite that most researchers are corssalmut the impact of fieldwork;
many scholars still see problems, especially conegrthe gap between theory and
practice. Cooley (2003) for instance criticised tha enough attention is given to the
nature of the impact and Hellier-Tinoco (2003) agthat “although there is a move
towards examining fieldwork relations, thorough aleband planning are still not in
evidence” (Hellier-Tinoco 2003: 24). She criticitkat researchers do not reflect enough
upon the dimensions of relationships in the field:

“I will suggest that there still remains a deepteabimbalance, and even a self-
centred or selfish stance, in which the complesjtimpact, ramifications and
outcome of each relationship that we, as reseaschater into in the field are not
considered as a fundamental part of our planniigb&mng in the field” (Hellier-
Tinoco 2003: 20).
These critiques are grounded on more general teffescconcerning the very nature of
fieldwork and how it defines the role of the fieldiker. Cooley (2003) in an article on
theorising fieldwork impact coined the term “peadane”-fieldwork for Malinowski’s
fieldwork method. This term has its roots in Celnfaropean Slavic history. According
to Ernest Gellner, Central European Slavic ethnauges had been influenced by a kind
of nationalism and populism that encouraged thesxpdore “a peasant culture in the
hope of preserving and protecting it, above alifrencroachment by rival nationalisms”

(Gellner 1998: 115). These ethnographers were aetivby love and even if Cooley

30 Recent research shows that ethnographers moreaiéte focus primarily on their own person and leenc
become their own main research object. Prominenksvio the so-called field of ‘auto-ethnographyear
for example Reed-Danahay (1997, 2001), Ellis (20G#gang (2008), or Khosravi (2010).
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(2003) argues that this “peasant-love” should rotdiken literally in the case of
Malinowski, it still serves as a metaphor for fielark ideology at the time:

“l intend the term ‘peasant-love’ not to be takeerilly (Malinowski’s writings
on the Trobianders, for example, do not suggegopral love) but to stand as a
colourful marker for an emerging ideology with digrant roots in Slavic
ethnography. It is a metaphor for ideologies — p@dhaps Slavic sensibilities, as
Malinowski and others have suggested — that infltedrethnographic methods in
the emerging school of anthropology. The emphasithe present rather than
history was key to peasant-love ideology and hptbéound impact on
Malinowski’s functionalism, which focused on tethnographigresent” (Cooley
2003: 8).

Cooley further argues that even if we do not ta&asant-love literally, we still hope and
even expect as a researcher to find and make §ientthe field. This suggests a new
model, the “friendship model,” also mentioned byomi(1997) and Hellier-Tinoco
(2003). Cooley describes friendship as the “mostdreform of interpersonal
relationship” and explains that it still also takke risk of not completely formed or
realised motivations and ideologies. He suggestiswhat could be seen as a latent
nationalism that inspired Malinowski’'s peasant-Idreddwork is nowadays replaced by
an emerging “globalism” that we find within thelfiearork model of the late twentieth
and early twenty-first century (Cooley 2003: 10).

Cooley generally presumes that fieldwork is alwalgeut the politics of power and about
access to experience and information. Bearingithisind, he sees a couple of reasons
why one should take a deliberate step back froemdéiship as a model for fieldwork:

“My fear is that the promise of cross-cultural uredending founded on
friendship (no doubt conceived here from an Anglogkican perspective) may
be motivated by not fully articulated post-natioitsdologies of globalism. Driven
by the material economic of globalization, globalis the ideology that allows
us to believe that globalization is a project waathisuing. It may be that a global
aesthetic has already emerged in music, (...) bot hat convinced that this is
necessarily a good thing. Is friendship a liberahlanist means for global re-
colonization — for re-appropriating the other?risridship a gesture from those
with power and wealth to those without in a newoo@ation of the other in order
to mine ethnographic data? (...) | am convinced Wistever role cross-cultural
ethnography may have in wittingly or unwittinglyopnoting globalism and
globalization, we need to carefully consider outtiradions and our impact on
the world that we study” (Cooley 2003: 12).
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Armbruster (2008) also raises the issues of frieipdand power within fieldwork. She
writes about the uneasiness that we often feeltingto be friends with the people
whom we want to study at the same time. Askinggiinestion as to how our ‘friendship’
relationships in the field relate to our makingpof own academic identities (Armbruster
2008: 136), she argues that much “ethnographieaehs created when we try “(...) to
reconcile our politically and our academically ledselves. While the former is about
the alignment with the powerless, the latter &jlin many ways, about the alignment
with the powerful” (Armbruster 2008: 138).

Hellier-Tinoco stresses that friendship and hungationships in fieldwork form a
central theme in scholarly discussions. The maintpshe argues is that relationships,
whether classified as ‘friendship’ or not shoulddeen as an interactive encounter and
therefore depend on forms of reciprocity (Helliendco 2003: 25). An example for this
comes from Titon (1997) who writes about an expex@eduring fieldwork where his role
as “only being researcher” was questioned in thg tvat the musicians he worked with
also saw some potential in their encounter with.him

“(...) my relationship with them added a dimensiobetame someone who
might be able to promote them, to help them inrtb@ieers, instead of just a
young man hanging around older ones and tryingaml music from them.
Besides friendship | now had a tacit contract wligm” (Titon 1997: 885!

I will come back to this topic in the next chapasrl have had some similar experiences

during my fieldwork with Malagasy musicians in Angarivo.

The idea of ‘Self’ and ‘Other’ within fieldwork

The focus on relationships and the urge to defiesd relationships in the field has led
many researchers to reflect upon the idea of ‘el ‘Other’ within their work and their
encounters. Cooley (2003) explains, for exampla, tie ‘friendship model’ is
characterised by a belief in cultural relativitynhan equality, and interpersonal
relationships and is therefore based on the icetanth all are one and that ethnography
may be the tool to help us realise this one-watblogy. We aim to better understand
the ‘Self by researching the ‘Other,’ for therenis real distinction between ‘Self’ and

31 The same problematic is discussed in Kiwan anchMi(2011: introduction) who refer to these
interconnections as ‘accidental hubs.’
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‘Other,” he writes (Cooley 2003: 10-11). The ideal aistinction of ‘Self’ and ‘Other’

has been very much theorised in literature on aptiiogical method and fieldwork in
particular. Researchers have asked themselvesabextent they can see themselves as
researcher and the researched as potentially nategeable, and if there was something
like “dialogues that typify the fieldwork experiegiq(Hellier-Tinoco 2003: 27). For Titon
(1997) fieldwork requires and even imposes a aeganse of separation in relation to the
Self-Other dichotomy. Kisliuk (1997), however, aeguhat “the deeper our commitment
in the field, the more our life stories intersedthwour ‘subject’s’, until Self-Other
boundaries are blurred” (Kisliuk 1997: 23). HelliBnoco writes that in any case, if the
experience in the field is dialogical and interpgesting between the researcher and the
researched, this will affect the relations in manjoreseen ways (Hellier-Tinoco 2003:
27). Titon (1997) proposes to place an emphasismmectedness,” meaning to regard
ourselves as emergent selves, rather than autorsosetees. We are connected selves
who are “enmeshed in reciprocity” (Titon 1007: 999r Hellier-Tinoco, this connection
that Titon describes can be seen as a shift away the separation between scholarship,
the field and life towards regarding the field adrtrinsic part of our lives. This also
means that we maintain our relationships in thiel fidgth the same responsibility,
reciprocity and commitment that we give to relasioips in our ‘normal’ life, as “(...) the
field may or may not be our home, it is home farsih people with whom we form
relationships. We are all experiencing people, reenat play-acting: this is for real”
(Hellier-Tinoco 2003: 32).

Experiences: ‘narrativisation of experiences’ amai$ical-being-in-the-world” (Titon

1997)

As already mentioned at the beginning of this cligsicholarly discussions and theories

across disciplines have for several decades ddebter attention to narratives as the
“narrativization of lived experience is one of tmest fundamental processes of making
sense of our lives (...)” (Meinhof and GalasinskD20101). Narrating our lives is
therefore an important source for making senseiokaperiences. It is through
narratives that we also structure and interpreteaperiences (Cheshire and Ziebland

2005: 17). What is often referred to as the “nareaturn” in sciences — not only in the
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humanities and social sciences, but also in natgiahces - goes back a long way in
history to Nietzsche’s observation that “therer@avdacts but only interpretations”
(Nietzsche (1956/1844-1900): 903; cited in Meinandl Galasinski 2005: 72). Theories
have therefore emphasised that there is no suad #s an ‘outside fixed reality,” but
reality is rather constructed through social intBom and narrativisation of our
experiences. Meinhof and Galasinski (2005) argaeiths through narratives that we
also order our experiences in a ‘tellable’ form ethis interpretative and evaluative at the
same time (Meinhof and Galasinski 2005: 72, 108priborrow and Coates (2005)
write about the pervasive role that narratives jtagur lives as it is through narratives
that we tell ourselves and each other who we adlendno we are not. Narratives are
therefore central to our social and cultural idgnfrhornborrow and Coates 2005: 1, 7).
Many scholars agree on the fact that identity éatad through narratives which again is
related to the enforcement of a sense and percepti®elf’ and ‘Other.” Narratives
“construct, display and reinforce our sense of &thiffrin 1996), and relate this sense
of self to others in our social worlds (Bruner 1g8&heshire and Ziebland 2005: 17).
The way we speak is implicated in how we positiarselves in the different contexts of
our lives. By telling our lives we constantly pasit ourselves against spaces and people
to whom we feel we belong to or do not belong t@ifMof and Galasinski 2005: 71).
This constant identity shift between in-groups antgroups through narratives will be
of importance throughout section 3 in which | asalyhe musicians’ discourses.

The discipline of ethnomusicology adds yet anotherension of experience (or making
sense of our experiences) which becomes espepgédiyant in debates on identity and
the dichotomy of ‘Self’ and ‘Other,” namely the gdslity of what Titon (1997) calls
“musical being-in-the-world.” He describes it asartology that centres in knowing
people through collective music making as sharesgicaliexperiences might also lead to
shared understanding (Titon 1997: 94). Many ethrsoologists have argued that their
experience of “musical being-in-the-world” has offé them insights and paths towards
understanding that other methods, such as linguis¢thods, did not achieve. Even more
important for some, was that the musical experieficgved them to go beyond the
insider-outsider or ‘Self’ and ‘Other’ distinctidhat is often so crucial to much

(ethnomusicological) thinking. The ethnomusicologiice (1997) who has worked in
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Bulgaria for a long time, writes that he has “movea@ lace untheorized by the insider-
outsider distinction.” Talking to the people hackally directed him towards an emic
understanding, he writes. When he tried to undedstiae Bulgarian insider perspectives
through words about music, he thought that he cbaldatisfied with the results.
However, he then realised that he “ran into thetdéirof this language-based method and
its associated theory of culture. | encounteredipety the ‘linguocentric predicament’
that Charles Seeger (1977: 47) would have predicteshe” (Rice 1997: 109).
Considering this predicament, Seeger suggestshtbatim should be:

“(a) to integrate music knowledge and feeling instowand the speech knowledge
and feeling about them to the extent this is pdssibspeech presentation, and
(b) to indicate as clearly as possible the extemttich this is not possible
(Seeger 1977: 48).

Rice describes how participating musically and geiapable of playing in the musical
tradition he studied finally completely transforntac:

“Although the linguistic methods of cognitive arbplogy had helped me
narrow the gap between emic and etic perspectivesild not in the end close
that gap completely. When, on the other hand, hdbaed those methods and
acted musically, it seemed as if | fell right inb@ gap between insider and
outsider, into a theoretical ‘no place’ that fedry exciting, if not exactly a
utopia. | was neither insider nor an outsider” R1©®97: 110).

Similarly excited, Titon (1997) describes his ownsical experience during research and
how this influenced his sense of ‘Self:

“Making music | experience the disappearance oseparate self; | feel as if
music fills me and | have become music in the wdBlgt | also experience the
return of the knowing self. The experience of musaking is, in some
circumstances in various cultures throughout thedyan experience of
becoming a knowing self in the presence of otheobeng, knowing selves. This
is a profoundly communal experience, and | am mdllio trust it” (Titon 1997:
99).

‘New fieldwork’ in ethnomusicology

These kinds of experiences have influenced andtdilleethnomusicological thinking and
methods. This becomes evident in more recent attetogurther theorise fieldwork. As
already discussed above, the method at the tifMabhowski in the field was rather one
of on-site and in-person observation. However,ith 8&s occurred which now places

field relations at the centre of the fieldwork @ci. Interactive encounters between the
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researcher and the researched have become inglgasssential to ethnomusicology.
Many ethnomusicologists speak of a “new fieldwatthét reconfigures ‘the field’ as an
experienceather than a place (Hellier-Tinoco 2003: 25-2&r83(1997) describes the
major paradigm shift in ethnomusicology in suchaywhat now the focus lies on
“doing” and “knowing” fieldwork, rather than on thiepresenting of fieldwork (Barz
1997: 205). Ethnomusicologists very much emphabisexperience of participatory
musical contexts, as we have seen in the exampRE® and Titon above. The reason
for that, as Titon puts it is that “(...) our mostisfying knowledge is often acquired
through the experience of music making and theiosiships that arise during fieldwork”
(Titon 1997: 98). One of the main aims for the a@sked as well as for the researcher is
therefore to ask and find out what it is like tokaand to know music as lived
experience (Titon 1997: 87). This aim actually ireplthat the experience of “musical
being-in-the-world” should rather be seen in a parent interplay with the
narrativisation of experiences. Even if the shanegic making adds another dimension
of understanding experiences, the process of geflath other about these experience
and even more so the writing of an ethnography [atewill always challenge the
researcher as well as the researched by demarmdmg into words what one has
experiencednusically Many ethnomusicologists have reflected upon tigasas a path
towards the understanding of making and knowingicnas lived experiences. Barz
(1997), for example, describes ethnography astagral part of the translation of
experience and in this way also as a kind of extensf the “field performance.” He
even speaks of “performative writing” as he argtnes “[flor most field researchers the
period of ‘translation’ is frustrating, where natbi including the self, is at it seems, and
many are now beginning to realize that field rese#self is just a period of translation™
(Barz 1997: 208). Titon (1997) explains that ithieough narratives that we tell others
about our experiences and show how we come to sitaohet:

“Narrative, of course, is the way we habitually telrselves and others about our
experiences, and so it emerges as a conventiomalifopphenomenologically
weighted representations of people making musig. €thnography becomes an
experience weighted genre in which narrative inetubdackground information,
interpretation and analysis, and above all onehiiclwvinsights emerge from
experience: one shows how one comes to unders(@itdh 1997: 96).
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The importance of integrating both, the analysidis€oursesnd musical practices

As the discussion above has shown, musical practicd discourses about music are
often described or experienced almost as two seggzhveorlds and many scholars have
expressed their difficulties to describe their mabkexperiences in words. This is also an
issue raised by many of the musicians | have wovkield They also often say that it is
very difficult to find the right words to talk abbtheir own musical experiences. Even if
| agree and have made similar experiences mys#iifalk that we tend to give too much
attention to this ‘problem’ and thereby forget thas not a one-way directional
phenomenon. | would argue that our narratives d@nly show how we come to
understand our experiences of musicking, but owsicaliexperiences likewise show
how we come to understand of what we have expertetirough the discourses that we
create or that we listen to. Our discourses aiméd by our musical experiences as
much as our musical experiences are informed bylisgourses. | will come back to and
explain my argument in more detail later in thiguter and in section 3 will show how |
therefore analysed discourses and experiences sitahpractices interdependently and
in a constant interrelation.

First, | will give a brief overview of how up tilow the performance approach has been
discussed and applied within the discipline of ethasicology. | will particularly look at
other researcher’s personal experiences and hguhthee made use of these experiences

for their academic purposes.

“Towards a (more) performative ethnomusicology {82D08)

According to John Baily (2001), learning to perfanas had “quite a long history in
ethnomusicology” (Baily 2001: 86). However, in 2008 still claims that only very few
ethnomusicological works have actually applied digeenative approach. The reason for
this seems to be a problem of academic “outconeégtmng to the regulations and
curricula of academic work in general. He argues, tim addition to scholarly writings,
multimedia or documented recordings, we would Heedperformances as well. Recent
debates within the discipline support Baily’s argunnthat there is a need within
ethnomusicology to move towards “a (more) perfoimeaapproach” (Baily 2008: 131).
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In order to understand how this can be achievedalso what kind of difficulties the
performance approach inherits, it is useful to labkxperiences that have already been
made within ethnomusicological research and howelexperiences were used for

academic discussions and analy¥es.

Why there is a need to participate musically

Mantle Hood is regarded as the ethnomusicologist mbtitutionalised the performance
approach by introducing the term “bi-musicality”i860 (Hood 1960). Some researchers
have definitely had the intention to learn to ptaytain musics during field research prior
to the 1960s, but were often prevented by reasuté as colonial situations. Jaap
Kunst’'s experience in Bali with gamelan music ia #920s and 1930s is a good example
for this problematic (Baily 2008:118J.Hood’s (1960) argument that ethnomusicologists
should have the ability of being “bi-musical” isde@l on his general idea that training in
basic musicianship is fundamental to any kind ositel scholarship. The term “bi-
musicality” suggests that someone is equally & easl has the knowledge and the
ability to participate in two different music cuteas (Hood 1960: 55). Although the term
and concept is widely used and appreciated witthinanusicology, some scholars also
see problems with it or at least see the needdefiree it. Baily (2008) argues that the
prefix “bi” implies an emphasis dmwo music cultures only, in the same way as someone
is called bilingual when they have fluency in tvemguages. He suggests that there might
well be people who are involved in more than twasimeultures or musiciarmbining
different musics (Baily 2001: 86). Instead, he m®gs the term “intermusability,” fusing
the words ‘musical’ and ‘ability’ and thus emphasisthe possibility of having the
knowledge of and the ability to play different nass{Baily 2008: 118).

Many scholars have emphasised that the performapm®ach brings another layer to

anthropological fieldwork and that it offers advages on many different levels.

%2 There is a considerable amount of literature enetiinography of ‘performance’, with research is th
field also relating to musical performance. ‘Penfiance studies’ are often intertwined or integratét
other academic disciplines, such as ethnomusicaogyanthropology. However, it has also become an
independent discipline and is taught as such aymaiversities. Prominent scholars are, for example
Conquergood (1985), Turner (1986), and more reg@whzin (2003) and Schechner (2006).

3 Jaap Kunst was a colonial officer in Dutch Easlids during the 1920s and 1930s and was not able to
participate in gamelan performances. For furthfarmation, please see: Heims, Ernst (19L@}ter to
Ethnomusicologyegarding Judith Becker’s review bfusic in Java. InEthnomusicologyXX(1): 97-101.
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| already gave a short insight into this discussibave. Baily (2008) gives a few
examples, or “points of considerations” as he dgller advantages of the performance
approach. In his opinion, participation in musieaénts leads to improved opportunities
for observation whilst at the same time giving ylinect entry into the performance event
(Baily 2008: 126). He writes that:

“[b]eing able to perform to a reasonable standaodiges privileged access to the
actualité(...).lt was not so much that | understood the masia performer but
that being able to play it gave me an immediatelarge area of common
experience with people to whom | was a completmnsgger. We were all heirs to a
common musical tradition. Again, it was a mattemafsical relationships

forming the basis for social relationships” (Ba2i901: 96).

I will come back to the idea of a “common exper&hater in this chapter.

The French ethnomusicologist Julien Mallet who Iean working onsapikymusic in

the South-Western region of Tuléar in Madagascalsis a performing guitarist. In his
recently published book (Mallet 2009) he mentiodgaatages of being a musician, such
as building relationships that go beyond the ide@searcher — researched (Mallet 2009:
28). He also reflects upon what he calls “jugglibgtween his status as a student and
that of a guitarist, arguing that this has givem fie possibility to gain a certain balance
between “inwardness” and “outwardness.” In conttashy own experiences in
Madagascar, Mallet mentions that being a musicandneated some mistrust among the
tsapikymusicians as the “stealing of songs” is an impartapic within thetsapikymusic
scene:

« Jongler entre mon statut d’étudiant et celui ditagste m’a permis de garder
un certain équilibre entre intériorité et extéi@riMe limiter a 'un m’a souvent
semblé trop distant, me borner a I'autre ou trapdentuer comportait le risque
d’'une méfiance de la part des musiciens, d’authust jpstifiable que le vol de
chanson est un leitmotiv dans I'universtdapiky» (Mallet 2009 : 29%*

The topic of ‘stealing songs’ also appears in Kivaad Meinhof (2011). They describe
how Malagasy musicians are aware of both, the dppities, but also the threats of

translocal and transnational connections. Musiciamaral areas express their fear that

¥ «Juggling between my double status as a studentandtar player allowed me to keep a balance
between inwardness and outwardness. To restriatlfrtgs[the first] one has often seemed too distaat
to focus merely on the other one carried the riskr@ating mistrust among the musicians, all theevas
stealing songs is a leitmotiv in the worldtsépiky.” (my translation)
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songs are unwittingly or also purposefully takem,éxample by visiting musicians and
later on marked as ‘traditional,” ignoring the auth ownership (Kiwan and Meinhof
2011: chapter 1).

Although Mallet does these reflections at the beigig of the book and although his
research included shared musical experiences gtmusicians during his long stay in
Madagascar, he does not come back to this toplesgribe any of these experiences in
more detail later in the book. However, his museziication and knowledge can be
found in detailed transcriptions - in Western niotat of the music that he studied and
learned® My observation here mirrors Bohlman’s remark thatdiscipline of
ethnomusicology often demonstrates a primary isterethe music object. He argues
that ethnomusicologists insist on “presenting amamodifying music in Western
notation, recordings, or world-music courses th#tlifthe same curricular requirements
as Western music courses (Bohlman 1993: 418-419).

Baily (2001) further suggests that performing thesio you are researching allows you
to understand the music from the “inside.” He @sgithatwhen playing, you implicitly
have to have some knowledge about what you argydoin

“(...) the structure of the music comes to be appndbd operationally, in terms
of what you do, and, by implication, of what yow&do know” (Baily 2001: 94).

Another argument he gives is that learning to perfalso provides you with insights
into methods of learning and the work of institasdor musical training (Baily 2001:
94). Mirroring Mallet’s experience, Baily writesahfor many researchers, learning to
perform can also give you an understandable ralledrcommunity that you are working
in and it might help you for orientation, espegiafi the beginning (Baily 2001: 95).

He also reflects upon the post-fieldwork period amiies that once you have started to
learn to perform, you are very likely to continoeedb so after the field research as “you
tend to take on the music as your own” (Baily 2@@). This continuity can then lead to
situations in which the researcher suddenly becdheesesearched.’ It is possible that
the researcher becomes a certain ‘source’ or ‘aechsuch as for field recordings, but
also through his or her own musical experiencedyfR801: 96). This has also already

% See transcriptions in Mallet (2009).
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happened to me as | will explain with exampleshmnext chapter where | reflect upon

my own field research.

Understanding musically

The previous discussion has shown many reasonghehy is a need to integrate
performance into ethnomusicological research. Buatvactually happens in practice?
How can we explain what it means for us as reseasdio understand musically or
through musicking? In other words, how can we fingtegrate what we have
understood into our academic “outcome”? Here, iiigortant and necessary to reflect
upon the interrelation of performance and analgsi$ how one informs the other.
Musicologist Nicholas Cook (1999) has coined theapl of‘analysing performance and
performing analysis” which is also the title of leisapter in the book “Rethinking music”
(Cook 1999). He argues that performance and asadysiuld be regarded as being in a
reciprocal process. A theory that does justicestdgpmance should at the same time be a
theory aware of its own performance qualities (Cd8R9: 242). Cook criticises that
many scholars, such as for example Wallace Be88qLwho is known for having
marked the emergence of ‘analysis and performaasc@’ recognised sub-discipline
within music theory, always emphasise how anallgsids to performance, but never the
other way around (Cook 1999: 239-240). This crigiges in hand with his argument
that musicology does not just reflect practice, dmttially helps to mould it (Cook 1999:
243). Cook further speaks of a “performative epigy” of music theory that has
been evolving and has become a consensus:

“(...) the idea, to put it in a nutshell, that on@sld make analysis truarough,
rather than truéo, experience” (Cook 1999: 252).

Ethnomusicologist Rice (1994) in his book aboutrhissical experience in Bulgaria does
not directly speak of analysis versus performahicavever, his understanding of
‘musical experience’ as well as his descriptiomisfmethod implies that his approach is
one that actually regards both as reciprocal. Rpeaks of a new “world of music” that
ethnomusicologists encounter during their reseaktdargues that researchers do not
seek so much to understand the inner experienpeagle from another culture. It is

neither the ‘Self’ nor the ‘Other,” as he writdsat becomes the object of understanding.
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The researcher’s interpretation seeks to exposeria what is referenced by certain
symbols and symbolic behaviour. This world is a $hhme time a very complex one of
multiple meanings opened up by these symbols aaibéle for interpretation by
everyone who can experience them (Rice 1994: 1§ thterefore rather about learning
and understanding this world suggested by musindsyyperformance, and contexts
(Rice 1994: 5).

Rice defines musical experience as “the histohefindividual’'s encounter with the
world of musical symbols in which he finds himsglRice 1994: 6). This history of
encounter, he further explains, consists of a dielal movement between distanciation
that invites explanation and appropriation thahtheggests a new understanding (Rice
1994: 6). What he exactly means by this dialectivalement becomes clear in the
example he gives of his very first and thereforgahexperience with Bulgarian music.
This experience was his participation in Bulgaffielk dances. At some point, however,
he retired from dancing and by watching and listgrio what was going on, figured out
and explained to himself the underlying rhythmicegtres, such as for example 7/8 or
11/8. He writes:

“In semiotic terms, | was beginning to understamel ¢ode used to construct
musical messages in Bulgarian style, to form acsitral syntactical explanation
that, for all of its lack of reference to worldsybed the music, influenced my
experience of it. In hermeneutic terms, the woeli@irenced by these music and
dance symbols expanded from the narrow one ofdaticing to one that included
my previous musical experiences. My expanded utalgting of both the
structural sense and potential reference of theawaml dance altered and
reconstituted my experience of them. As a resuthigfprocess of distanciation
and appropriation, | was moved for the first tirnentonder about the world that
produced and exported these symbols to us” (Riéd:1B).

Rice calls this example the “first hermeneutical’@n his experiences, arguing that this
process of experiencing Bulgarian music “from ustirding to explanation to
understanding, and from appropriation to distarmmato reappropriation” can be seen as
representative for many similar moves that he hadenduring his research (Rice 1994:
7). 1 will come back to the discussion of how onaen previous musical experience
inform and interrelate with new musical experiemcthe next chapter when | talk about

my own learning of Malagasy music.
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Baily (2008) also reflects upon his previous musggerience when he gives a few
practical examples of how his own research hasnméd his performances of Afghan
music (playing the two instrumentsbab anddutar). He has used video and film to
analyse right hand performance techniques thatdeipn to develop a “formation of a
motor grammar” which he can use in improvised rinthperformance. The research has
also allowed him to collect traditional repertamenotated form. Analysing this
repertoire has then helped him to compose new @lysieces in traditional style.
Further, he can use his written notation to remerttieerepertoire. Being a researcher
also allows him to have access to many recordimgsonly of Afghan music, but also to
neighbouring countries’ musics with similar stylemally, the knowledge and musical
experiences of other musics as well as knowingdaglissing the music with musicians
coming from different musical backgrounds has he:lpien, for example, to explain
perceived stylistic differences or gain a certagefiom in playing melodic improvisation
(Baily 2008: 129-130).

Some of these examples mirror my own experiencdd thill analyse in the next
chapter, but especially in section 3. Here, | wdille to briefly come back to my
argument that discourses about music and musiparences should be analysed in a
constant interrelation. This issue is often merd@thy ethnomusicologists, but rather
indirectly, such as in the last example mentiong@aily above. Personally, | think that
it makes sense to think about how discourses infaerformances and likewise, how
performances inform discourses. Analysing discauatmut music and experiences of
musicking, of course, forms part of our researchthaographic interviews are one of the
crucial elements of anthropological fieldwork. Hoxeg the emphasis in academic
discourses has been on the difficulty, if not amithpossibility, to describe in words
what we experience musically. This leads us tokthmainly in one direction, namely that
we need to ‘translate’ our musical experienceswiods. As this creates so many
challenges, we tend to give less attention to theralirection, i.e. how discourses, in
turn, inform our performances. By this, | do notamaliscourses as technical or
methodological instructions of how to play or leaertain musics, although this can be
part of it. Rather, | mean any kind of discoursesated by those playing the music, even

if at first glance the direct link to the music rhigiot be completely obvious.
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My argument here guards against the critique bexample Agawu (2003) and Acosta
(2005) (see discussion in the last chapter) trehthsicians’ own perceptions of their
music and their voices were often unheard and dat@thby Western (academic)
discourses.

My argument is that listening and engaging in disses can also create certain
awareness or inspire us about different ways oficalisxperience and musicking that
before or otherwise we would have never thoughtigbwever experienced, or never felt.
I will give a few examples to make my point cleatawill come back to these examples
in chapter 3.3 in which | analyse my own musicglenences with Malagasy music in
detail.

1.) If the Malagasy musicians had not talked so mudutthe importance of the
lova-tsofinato their own music making, | would have neverduléd this
approach myself, doing without any kind of writteotation throughout my
learning process. And then, in turn, if | had n@pléed and followed thiova-
tsofinain my musical practices, my attention would havebeen drawn to other
important aspects and elements of Malagasy musitl lbok at this constant
interrelation in detail chapter 3.3.

2.) If the topic of the Malagasy language had not apgzeao persistently in the
discourses of the Malagasy musicians, | probablyldvbave never thought about
making use of learning and knowing the lyrics for phaying or thinking about
the importance of language for accentuation in m(esien for instrumental
music).

3.) If the Malagasy musicians had not used terms ss¢hythme mélodique”
(“melodic rhythm”) or “placement de voix” (“placemeof the voice”) so often, |
would have maybe never questioned my own understgrmd ‘rhythm.’ | would
have never focussed my attention so much on teeragtation of rhythm and
melody while playing and would have hardly undesdt@and musically felt)
what musicians so often described as regional ralgitferences.

4.) If I had not heard so many stories about the @tatiips between different
musicians, about the role of musicians in Madagasteut certain musical

legends; if the musicians had not talked so mudualyame Malgache”
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(“Malagasy soul”) and about Malagasy cultural atidaal values, | would have
never understood that Malagasy music making isydvadout a certain ‘esprit’
and attitude as well. It is about creating musithwrhich Malagasy people can
identify (“se retrouvent”) and about expressingryown personality through
musicking at the same time as | shall argue later.
These are only a few examples and it would be #asgntinue the list. | haven given
these examples here to stress my argument thaudssss and musical experiences are
closely related whilst also informing each otherey should therefore be used and
understood in both directions. In fact, it is natyoabout discourses alone. As | have
analysed earlier in this chapter, discourses demdhe means through which we make
sense of our own experiences (including for exaroplesentiments/emotions as the last
of my example shows). Seeing both, our musical eepees and discourses as
interrelated and interdependent is the most frintfay for the analysis. Instead of only
seeing difficulties in ‘translating’ the performanapproach into academic writing and
difficulties in applying certain discourses to anusical experiences, we should rather
see and make us of the connection between the two.
As explained above, Rice (1994) has very much mated and analysed his own learning
and playing of Bulgarian music into his academsaesrch. He explains, for example,
how he had discovered a new layer of musical utaedgng. He realised that physical
behaviour, such as hand motions, is of immense iitapce. At first his learning to play
Bulgarian music was very much influenced by Westksoourses about music. He then
discovered the importance of physical behaviourctviior him became what he calls a
“conceptual source”:

“(...) whereas my original ideas were determined\Bstern concepts
represented in musical notation, my new understgnaidded the hand motions
necessary to produce the sounds: physical behavemame part of the
conceptual source generating musical ideas” (Re&183).

Discourses as well as musical experiences are e®ofainderstanding and often inform
each other. It is only through an analysis thagnates both as being in a constant

interrelation that | started to understand impdreapects and elements of Malagasy
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music making, especially concerning the issue efé8 rhythm’ ‘versus’ thdéova-
tsofina,as | will show in section 3, especially in chaf8e3.

The theoretical framework or methodological apphotdnat | use to support this
argument is mainly based on two concepts or metbgd@l propositions, the
“presumptiorof sameness” promoted by Agawu (2003) and thejéstHzentred
ethnography” as proposed by Rice (2003).

“Presumptiorof sameness” (Agawu 2003) and “subject-centredaettaphy” (Rice

2003)

As stated in the previous chapter, Agawu with ltskb*Representing African Music.

Postcolonial notes, Queries, Positions” publisme#d03 has caused a sensation among
many scholars who have worked on African music beeaf his critique of most
research works that have been conducted so farsifi¢ld. The main aim of his book is
to produce a critique of the discourse about Afrinausic (Agawu 2003: xii), arguing
that Western academic work on African music hasgdbeen a constant search for
difference and has produced a persistent emphasieeOther.” Agawu does not
propose any concrete methodological instructiortisrbook of how to undermine those
constantly dominating Western discourses “otherifdfyican music. He does, however,
suggest what | consider a theoretical propositlmouaone’s attitude as a researcher by

arguing for a presumptiorof sameness” (Agawu 2003: 171). He writes:

“There is no method for attending to sameness, amsesence of mind, an
attitude, a way of seeing the world. For fieldwaoskesho presume sameness
rather than difference, the challenge of constngcéin ethnographic report
would be construed as developing a theory of tediosi that aims to show how
the materiality of culture constrains musical picetn specific ways. The idea
would be to unearth the impulses that motivate eicperformance and to seek
to interpret them in terms of broader, perhaps @esreric cultural impulses”
(Agawu 2003: 169).

I have taken this theoretical proposition onto aermncrete level by following some
central aspects of Timothy Rice’s approach of djsct-centred ethnography” (Rice
2003). In his article “Time, Place, and MetaphoMusical Experiences and

Ethnography” (2003) Rice proposes this model thediporates the main theoretical
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aspects of what many ethnomusicologists refer thasnew fieldwork” in
ethnomusicology (see discussion above), namelarelsehat reconfigures ‘the field’ as
anexperienceather than a place (Hellier-Tinoco 2003: 25-26§eRsuggests two main
directions and aims that we as researchers shollbavt

1. He thinks that we need to move
“toward more atomized studies of individuals andakngroups of individuals
linked perhaps just a moment in time and place Hayexd beliefs, social status,
behaviors, tastes, and experiences of the worldl (@erhaps not at all by
ethnicity).” (Rice 2003: 152)

2. And he further demands that we should be
“understanding these individual beliefs and acti@ss taking place within a
‘modern world system’ of some sort, a system thadha least challenges, and in
some cases seems nearly to obliterate, culturessaci@éties as ‘traditionally
understood™. (Rice 2003: 152)
I have argued in the last chapter that it is imfimsgo define the group of musicians |
worked with by the musical styles they are playangl composing. | will, however, in the
next chapter discuss some aspects that they shetdat link all of them, such as their
relation and bond to the capital Antananarivo aod this, in turn, is linked to the
international ‘world music market.’
“Subject-centred ethnography” is a move away framayng cultures towards studying
subjects and the experiences of these subjects, Herquestion comes up of what
exactly is a ‘subject’? Rice proposes alternaterens, such as person, individual, self,
agent or actor and explains that he uses them ‘sbatdnterchangeably” as his main
point is that the subject is “a thoroughly sociadl self-reflexive being.” Subject-centred
ethnography, as he writes, is not about biograpitydcumenting individuality (though
it could also be that), but an “account of the ab@uthoring’...of the self” (Rice 2003:
157). This goes back to the idea of Mikhail Bakhtimo said that “we get our selves
from others” and that identity was construed inaogjue (Bakhtin 1990 [1919]). The
self-perception of the individual under conditimisnodernity, Rice argues, is very
different from that under pre-modern conditions aedefers to Anthony Giddens who
in 1991 wrote in his book “Modernity and Self-1digyit “What to do? How to act: Who
to be? These are focal questions for everyonegiinrcircumstances of late modernity”
(Giddens 1991:70). As | have already explainethatieginning of this chapter, Rice
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stresses that experience is not an inner phenombobrather begins with the interaction
with the world and with others. One also has ta lreanind that experiences are no
longer contained within local, isolated culturesation-states but are and have been
shaped by “regional, areal, colonial, and globahenics, politics, social relations, and
images” (Rice 2003: 160). In order to best undedtiRice’s model it is useful to briefly
look at the theoretical debates this model has basad on and grown out of.

Rice criticises the old ethnomusicological paradigepresented by for instance Merriam
(1964), which sees the world in clearly boundedurgk with relatively static social
structures. Main questions that have been askethagstigated are about the
relationship of music to other domains of cultunel about the role that music plays in
the maintenance or change in social systems (asmoir agent). Today, however, the
world needs to be understood as more complex, madild dynamic (Rice 2003: 151).
Many researchers have departed towards this direcfio name just a few, Arjun
Appadurai (1996) describes a new, “deterritoriaisgorld of increasingly mobile

groups and individuals. He further speaks of a “eewdition of neighboreness” that we
can enter because of new technologies of travetlandmentation (Appadurai 1996:
29). James Clifford (1997) disagrees with Appadurahe way that he stresses the
continuity between globalisation and earlier foroh$ravel and rootlessness. He says that
“[iIntercultural connection is, and has long bet norm” (Clifford 1997: 5) and
proposes to focus on ‘routes rather than roots’antravel rather than dwelling.’
Recent studies on networks of artists from Madaas@ave followed this idea by
arguing that artists make use of transnationalteanslocal networks, but go far beyond
the traditional ‘bi-focal’ of communities that linkriginating and sending countries, as so
often and typically studied in diaspora researcié and Meinhof 2011).

In terms of musical/ethnomusicological researchyr@ave recognised and studied the
mix of cultural and musical styles. That theseardlessly available around the globe,
Rice argues, is only possible because of colomiadis well as because of the ubiquity of
electronic media. Erlmann (1993) has studied ttmersercial genre of ‘world music,’
followed by many other authors, such as Guilbal®0{) or Monson (1999). And a
variety of other studies on other, less commezaliforms of transnational music
making between homelands and diaspora have beemn (Ragk 2003: 152-155).

69



The ethnomusicologist Mark Slobin (1993) has predid model for these studies and
with his work on “Subcultural Sounds: Micromusidglee West” has developed ideas
that serve Rice as a starting point for his ideauibsubject-centred ethnography.”
Slobin’s “suggestive epigram” that “we are all mdual music cultures” (Slobin 1993:
ix) is of crucial importance to Rice and he argtined by taking this idea of “individual
music cultures seriously” he attempts to bring sontker to the experience of a chaotic
and puzzling contemporary world. Global music mgkismccording to Slobin, should be
conceptualised in three different levels: 1. thebtulture” which embraces everything
on a local level from families, neighbourhoods,ammgational committees, to ethnic
groups; 2. the “interculture” which embraces thesimindustry, diaspora, and affinity
groups; and finally 3. the “superculture” which emtes regions, nations, and stafes.
To the third one, Rice also adds Appadurai’s natioh“ethnoscapes,” “technoscapes,”
“financescapes,” “mediascapes,” and “ideoscape$tiough he builds upon these ideas,
Rice argues that these are not only cultures, dngial and geographical (or
sociographical) locales in which individuals expege music, along with other things”
(Rice 2003: 156). Further, he criticises that tisma factor that Slobin did not pay enough
attention to and on which he wants to focus. Thegyof “subject-centred ethnography”
as Rice puts it is “(...) to bring some narrative @@mce to the complex and seemingly
fragmented world that many social theorists, caltaritics, and ethnomusicologists are
writing about” (Rice 2003: 157).

The aspect that is most important to my researtteisthe model of “subject-centred
ethnography” proposessharedspace of musical experience and ethnography that
encompasses the researcher and the researchedRat@rgues that although musical
experience and ethnography co-occur for both, stetien occurs as individuals are
situated very differently in this space of musieaperience. Power, for example, can
become an issue and can be negotiated and actedoo@txample in who controls the
discourse (Rice 2003: 174).

Agawu (2003) has given the issue of power also natitention. He argues that

“differencing” has produced such ideologically asided and politically disadvantageous

% For a detailed account on Slobin’s concepts, sebiis(1993).
37 For a more detailed discussion of Appadurai’sorsti see Appadurai (1996).
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representation and that by focusing on such manergeimpulses (referring to the
“presumptiorof sameness”), a cross-cultural vision could bemmied without which the
specificity of local practices would be denied (Aga2003: 168-169). In that he mirrors
aspects of Rice’s model as well. Firstly, the ideéRice’s model is to move away from
the study of cultures towards the study of expeesrof individuals and therefore also
has the aim to studysharedspace of musical experience. As already mentiahede,
Rice does not in any way deny the issue of powarighinherent for instance in the fact
that discourses are controlled and dominated. Hewéne argues that his model helps to
study issues of contestation by looking at thetpwss of individuals within this space of
musical experiences. What Rice describes as hectymditions” for “subject-centred
ethnography,” namely to understand the individsah dthoroughly social and self-
reflexive being” and to understand experience asetloing that “begins with interaction
with a world and with others” already guards agefgawu’s main critique on the
consistent emphasis on difference: Rice’s modebnit embraces informants or
subjects, but encompasses the field worker/ethnmologist in the same way. The
“presumptiorof sameness” is therefore inherent ingharedspace of musical
experiences and individual positions are analysexhiequal measure.

In order to take this to a more concrete levethamnext chapter | will give a detailed and
self-reflexive account of my own field researchhwilalagasy musicians, reflecting on
experiences that | made during ethnographic fiettveamd my own musical practices

both, in Antananarivo and in Europe.
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Chapter 2.3 — Fieldwork experiences

* Introduction

» Development of my research

* The role of Antananarivo

* Some reflections on my fieldwork in Antananarivo

» Development of my musical practices

* The interrelation of analyses of discourses andgaliexperiences —

Outlook: section 3

Introduction

In this last chapter of section 2, | will focus my own field research, explaining both, its
development and the ways in which | have appliedipusly discussed methodological
and theoretical approaches.

I will first discuss the development of my reseastowing how it grew out of previous
research and how I further specified research guesand was led to focus on the topic
of ‘rhythm.’ This is also linked to the musicianglation and bond to the capital
Antananarivo that | will explain in more detailwlll then present some reflections on my
own field work with Malagasy musicians, also giviegamples of experiences and
concrete situations. | will discuss the developnagnmty musical practices and finally
explain the importance | see in analysing discaias® musical experiences

interdependently - which | will then show in my &rss in the following section 3.

Development of my research

As | have mentioned in the first chapter of thist&a, my research for this thesis grew
out of previous research that | conducted in 2@5rfy Master’s dissertation. This
earlier research influenced and directed my preserit in numerous ways, but
especially on two levels: firstly it underpinnec ttlevelopment of my research topic and
particular research questions as | will discusswelnd secondly it helped my
collaborations and fieldwork on site, such as ggtto know and contacting informants,

or gaining access to concerts and rehearsals. Howieis important to bear in mind that
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using this particular circle of artists as a staytpoint through whom | met further
informants and was directed to certain personshifigve prevented me from making
other contacts, as there are many conflicts betwe#sts and certain circles of artists.
Rivalry and jealousy seem to be a daily occurremzemy previous research has shown
that the situation of a country with practical ndteral policy and therefore very difficult
conditions for artists can on the one hand makstsuget closer together and become
active as the example of tRarihasinacultural centre clearly shows, on the other hand i
is exactly the same situation that foments corsflogtween artists. It is likely that the
current situation with the enduring political csiginly foments these conflicts even more.
However, | think that the seven months | spent miaanarivo and my frequent research
trips within Europe over the last three years hetileallowed me to ‘cross boundaries.’
Although I tried to avoid rivalry to become a topiccame up many times in my
meetings and encounters with the artists and hdék uneasy because of it. At the same
time, it is also through these conflicts and situad of jealousy that | learnt much about
the musicians’ situations, their individual aimglatrategies.

As stated in chapter 2.1, the most important imfagethat my previous research had on
my present work was that it propelled my curiosityocus more on the music itself.
What fascinated me most was the unity expressetebgircle of musicians that | had
first met in theRarihasinacentre despite the great variety of musical stiflas they
represented. It also corresponded with my expeei¢imat generally, with regard to the
island’s history, Malagasy culture is very oftemgegved as a melting pot of various
cultures. Especially in the music people often seehear sounds which remind them of
something familiar from somewhere ef8&cholars have conducted research on the
different influences on the island’s music (Schnoiféh 1995, Harison 2005); often with

a particular regional focus (Edkvist 1997, Emof02por with regard to the history and
development of musical instruments found on thenidl(Randafison 1980). However,
despite the often emphasised regional musicalquéatities, musicians from different
regions easily play together and even more strikimgantly recognise music (also

instrumental music) as Malagasy music. Is theraisical response/explanation to this?

3 Some examples that | have come across so far iyflayed Malagasy music to people that had never
heard it before are for instance familiaritiesnidian music, Moroccan music, Indonesian music, ocalsi
styles from East African regions as well as evenilfar sounds to music from the Alps.
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In other words, what makes the music sound Mal&y&sysimply, what is Malagasy
music? | am well aware that these questions ar®tavague to be proper research
guestions for a PhD project. Nevertheless, it wasy these questions that | had in
mind when | went to Antananarivo again after hawegn there for my Master’s field
research.

It is a common and well known phenomenon withirhespiology that research questions
are refined and specified during the process déctihg data. We do not go into ‘the
field’ in order to prove a hypothesis that we hawggked out before. Considering that the
focus very much lies on relationships and expegsnethnographic research should be
understood as a constant process of understartdsghtiredspace of experiences and
individual positions as Rice puts it (Rice 20030)L8 certainly only hit on my particular
research topiduring fieldwork and my research questions developed withis process.

| did not particularly think a lot about rhythm Malagasy music before, though | had
always been captivated, if not irritated, by thenptex structure of it and by the
phenomenon that, especially when listening to thsicnor even more so when trying to
play myself, my feet often tapped differently te timusicians’ feet. | concentrated on
rhythm and found myself observing tapping feetmlgiconcerts, comparing Malagasy
andvazahd® feet. | had discussions, in some cases even arganwth friends about
whether a particular Malagasy piece was in 2 @&.ilm retrospect, however, | would
consider these kinds of experiences and trainsaafght already part of my fieldwork.
Many anthropologists agree that there is “no cieaak in the temporal flux,” of our
research as Watson (1999) describes it, and “thedm the field is simply part of the
ongoing temporal experience of coming to an undahg of other people” (Watson
1999: 2). | will come back to the issue that myesgsh is still an on-going process at the
end of this chapter.

One might easily think now that | have exactlydalinto Agawu’s trap in that my
reflections could be read as if | had been deltieéyasearching for difference and that
‘rhythm’ (once again!) had been the key to findHowever, | hardly ever brought up the

topic of rhythm myself, especially not at the begy of my research and when | met

39 Malagasy term for “foreigner,” especially wheneeing to Europeans. “Vazaha” literally means “well
observed.”
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people for the first time. Sometimes, it happered & musician, with whom | had been
talking for a long time, introduced me to anothersmian friend with words such as

“This is Jenny. She is eager to understand ouhrhyCan you talk to her?” or something
similar which made it impossible for me to starteav conversation and see whether the
topic of rhythm would be brought up by my dialogragtner. Most of the time, however,

it was the musicians themselves who instantly tithe conversation towards the topic
of rhythm when we talked about these rather vagiestipns of what really constitutes
Malagasy music. Whereas this obtrusive directingarals the topic of rhythm can be
seen as a unifying and rather general phenomenongthe musicians, the way they
brought up the topic and what kind of theoriesagland opinions they expressed about it

was immensely diverse as it will become obviousdation 3.

The role of Antananarivo

I have introduced the concept of “contemporary wiusi the Malagasy context as used
by Randrianary (2001) and its close relation todtvecept ofova-tsofinain chapter 2.1.
The concept itself suggests that the focus anadhitiefi lies on the attitude of the
musicians to embrace new musical forms and createmusical syntheses through using
and keeping their ‘tradition.’ It is not a concelgscribing a particular musical style
which would be impossible with regard to the vari@nd diversity of the musics that |
encountered through the musicians | worked withweleer, the group of individual
musicians that | worked with can further be defibgdsome elements that they all share.
All the musicians | worked with play music thathmade for consumption, that is
performed on stages and that is often produce@aordings. Their music partly has
already or at least is produced with the idea tihggit to the international music market
(where most of the time it is labelled as ‘worldsiwi*?). In other words, it is not the

kind of music that is played in functional or cermal contexts, such as music played at
funerals, in churches or specific music such ag&anusic. The musicians’ strategies to

reach the ‘world music market’ will also be a topidche next chapter in which | analyse

% The term ‘world music’ was created in 1987 as akeiang category by around 25 representatives of
independent record companies, concert promotedsharadcasters in Britain. See Taylor (1997) ok&to
(2004) for a more detailed account of the emergeiitieis particular term and category.
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how exactly and in which contexts the term ‘6/8thmy’ is used by the Malagasy
musicians.

What unites the musicians most is their relatiodh lannd to the capital Antananarivo.
Most of the musicians | worked with are based italanarivo or frequently pass by
there. | have also worked with Malagasy musiciahs are based in Europe. Among
them, many come from Antananarivo and definitelydib of them the capital has been a
place of great importance, being a sort of ‘tramm@lifor their musical career. Kiwan
and Meinhof (2011) have conducted research orrémsnational networks of individual
artists from North Africa and Madagascar, lookinghe musicians’ personal narratives
and following their practices in different locat®across Africa and Europe. They argue
that one cannot overestimate the significant fdode tmetropolitan centres of the South,”
such as Casablanca or Antananarivo, play as hubg inetworks of these individual
artists (Kiwan and Meinhof 2011: chapter 2). Antaan@avo is described as a “place of
fear and desire, jealousy and triumph — and thegggesobligé for all but a few musicians
en route for transnational migration” (Kiwan andiMef 2011: chapter 2). The reason
why this is the case, they argue, is the steaddywing facilities of the music industry.
Further, international cultural institutions andessies have their domicile in the
capitals, and especially in Antananarivo, it issthéstitutions that remain the main
supporters for local artists (Kiwan and Meinhof120chapter 3; see also Fuhr 2006).
However, without denying that most artists haveesigmced Antananarivo as a possible
gate-way and have somehow profited from the cagpitafrastructure; the on-going
political crisis according to some of the musiciémst | am being regularly in touch with
has had a negative impact on the musicians’ pdisigibj also in the capital.

Almost all of the musicians | worked with have allg travelled abroad from
Madagascar, mainly to Europe or the U.S. In sorsesanusicians have visited nearer
places, such as La Réunion, Mauritius or neighlogurountries on the African continent
where they have gained some intercultural musigaéeence at music festivals or the
like. Further, most of the musicians | have meEumope frequently return to Madagascar
for concerts or to ‘resource’ their inspirationmaany describe it. These experiences have
also shaped their discourses as much as their ahgsarctices as | will analyse in section
3.
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Some reflections on my own fieldwork in Antananariv

All'in all I conducted more than 40 interviews whtalagasy musicians in Madagascar
and in Europe. In addition to this, there have haemerous informal conversations,
every time before or after concerts or rehearshagnwisiting people at their homes,
when meeting someone by chance in a café or ostitbet, in the CD shop or at market
stalls buying CDs and cassettes. Even if it waproper interviews as such, | gained
very useful information and ideas through theseenters. | also had the chance to
interview people who are somehow connected withicrarss and their business, such as
cultural journalists, music producers or choreopeap and dancers. | conducted almost
all interviews in French; a second language forasigvell as for most of my interview
partners. My knowledge of Malagasy is basic, batiit helped me to gain some valuable
knowledge as | often asked for specific definiticiesms and concepts in Malagasy. | did
not feel any sort of language barrier during meaesh. Rather to the contrary, the fact
that | am not a French native speaker was oftecepard with a kind of benevolence, if
not relief and therefore very much facilitated cersations and exchange. In general, |
have made the experience that the attitude of riviaigigasy people towards France and
French people is still very much shaped by thergaldnistory of the island. The present
political crisis is another testimony that the etenial political power of France is still
very influential

| conducted open and explorative ethnographicviears and engaged in participant
observation, for example during concerts and redadsrthat resulted in a very detailed
field note diary. In addition, numerous recordingistures and films of concerts and
rehearsals form part of my data. Local daily newsps with concert reviews and
announcements as well as posters announcing cereasther cultural events have also
turned out to be a very useful source. Howeverasafly important to me were the
experiences that | gained through participatinmusical activities myself which | will
discuss in detail below.

Despite my confidence that the topic of ‘rhythm’sseot planned at all from my side, but
that | hit on it during my field research, there arfew circumstances that need to be

considered and that will bring us full-circle baokthe discussion presented in the last
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chapter as they touch upon the very important apthiogical task of being self-

reflexive. | have already mentioned the issue\ddlry. However, being a student,
unmarried, female and from a European country, ipamorking with male artists in an
environment often dominated by jealousy, was naiodlem as big as | had imagined it
would be, though there were certainly situationgngh felt uncomfortable because of
this. At the same time, | think that it might haaleo helped me sometimes to get to know
people. The fact that | am and also that | preskemtgself not only as a university PhD
student, but also as a musician, had a far gredteence than | would have imagined
beforehand. First of all, I think, as it puts theh®e musicians, and me on a sort of same
level. Although | am trained in Western classiaad #aroque music, playing violin and
recorders, the idea of talking from musician to imas added another dimension with
regard to ‘shared experiences’ and very much fatéid and opened conversations. My
experience here mirrors other researchers’ expmegethat | already discussed in the
previous chapter. On the other hand, the factttretmusicians knew about my Western
musicological training have certainly had an impactheir choice of words and our
discourse in general. The whole debate on the gproéehe ‘6/8 rhythm,” analysed and
discussed in detail in the next chapter has protdadtn influenced, maybe to some
extent even caused by the fact that the musiciaes khat they directed their ideas and
explanations towards me, someone with that paaidadickground. The fact that our
conversation language was French might also hawstbd the emphasis on the ‘6/8
rhythm,” considering that it is a concept grown ofitWestern music theory as explained
in chapter 2.1. Having said this, there was diseondng the musicians whether a term
for ‘rhythm’ in Malagasy language actually exidteften asked for a translation of the
‘6/8 rhythm’ and was either told that there was aay word for it or was answered
indirectly, arguing that it was the foreigners icaglit ‘6/8 rhythm.” | will come back to

the musicians’ individual usage of the term in tiegt chapter.

Something which seems to be a normal developméhinaiesearch, as also the example
given by Titon (1997) in the last chapter showsha my role and especially the
perception of me and my role by the musicians ofeed. Many of them definitely saw
a potential window to the Western music market en(mhether true or not does not even

play such a big role as it nevertheless influermogdelationship with them). This is also
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an issue raised by Mallet (2009) who worked in 8aestern Madagascar tsapiky
music for a long period of time. He writes thateahawho is interested in music is
directly regarded as a producer (Mallet 2009: Rigllet therefore describes how he tried
to create a relationship with the musicians that different to the musicians’ a priori
expectations and hopes:

« Il fallait que je leur fasse comprendre et aceephe relation a l'autre, par le
biais de leur musique, différente de celle qu'dsgaissent et pour laquelle ils ont
des outils, des repéres construits sur la basgetigrrepéres qui constituent aussi
des formes de défenses, de protections. Il fajlaétj'atténue progressivement
cette double extériorité du producteazahagcet a priori qui m’était
naturellement assigné. J'ai tenté d’effacer lesonsileur Julien » et de dépasser
les discours tout faits, liés aux opportunités jgygouvais représenter,
'ambiguité d’un rapport fondé a la fois sur la rméte des musiciens et sur leur
espoir de voir leurs parcours se prolonger jusgdafy(a I'extérieur, a
I'étranger) » (Mallet 2009 : 25}.
Questions of reciprocity come to the fore duringeach as they naturally do within
human relationships. As Hellier-Tinoco (2003) higbtty stated, field research is real
life and we are often taken by surprise or are daing pulled into some sort of “field
politics” by our fieldwork participants (Hellier-moco 2003: 24, 32). | have definitely
been taken by surprise many times which | would tik further explain with an example:
A musician who invited me to come to a rehearsaisahouse, picked me up with a taxi.
While driving in the taxi, | realised that we wegeing a completely different way (which
| could only tell as | had been to his house bgfdriherefore asked where we were
going and he said that he needed to pick up songetflom a friend. We parked just in
front of the Ministry of culture. When | proposexwait in the car, he persuaded me to
come with him as it would not take long and we dduhve a chat while waiting. |
suddenly found myself in a big black leather chiaicjng this ‘friend’ — an official from
the Ministry. Although | did not say a word, my Mghsy was good enough to

understand that the musician was begging monelyifiaself — though in my name — as

*1 “| had to make them understand and accept a naw éérelationship based on their music. This
relationship was different to what they knew anthi® rules they were used to, e.g. rules basedareyn
and which also worked as a form of protection.d tagradually weaken the double exteriority of a
vazahaproducer that had been naturally assigned to mnied to stop them calling me “Mister Julien” and
to go beyond both, the already fixed discourseswieae linked to what | could offer them, and the
ambiguity of our relationship based on their mistiout also on their hope that | would help themd fiheir
way toandafy(abroad)” (my translation).
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my research definitely would prove his music tonmeth supporting. It worked and
although I will never know for sure, | somehowIdtéd the feeling that the official
understood what was going on.

The fact of my being a musician also added anatimeension with regard to my role as
the researcher argharedexperiences which again, | would like to explaitivan
example: The last time | went to Antananarivo imsuwer 2008 | did not take my own
violin with me as | was afraid that the tropicalatleer conditions could damage the
instrument. During my stay, | still wanted to playd was hoping to find a way to borrow
a violin. This idea turned into a three days seaith numerous phone calls and endless
taxi and bus journeys through which I not only goknow new parts of Antananarivo,
but many new people, musicians, music shops, atdiment makers. Even more
importantly, people got to know me as well. | reeei phone calls from people | did not
know before who had heard that | was looking fercdin. The whole process of
searching for a violin propelled the people’s iatrin me onto a new level. When |
finally found a violin, the bridge broke after aMelays (probably because of the sultry
tropical weather!) which took me on another twosippurney through Antananarivo,
trying to find a new bridge. Again with the helprany people I finally found one in a
small music shop. When | sat down in the cornehisfshop in order to try to affix the
bridge to the violin, | was soon surrounded by@ugrof people observing me and taking
pictures of me ‘at work,” and | became the onartgliny story and answering questions.
The more | get engaged in musical practices anelcgpy in live performances and
concerts, the more often | get the feeling thasd decome the ‘researched.” Often after
concerts, people, especially Malagasy, of the anodi€ome to ask me how | got
interested in Malagasy music and how | was capafiearning this music that was ‘so
different.” Here, the topic of rhythm also comesagppeople often ask especially how |
managed to understand and play the rhythm corre®ldp musicians that | play with
often ask the same questions and are interestattioften astonished of why | do not
use any musical notation. It already happenedrtheicians asked me to notate the
music we were playing — a request that | had ta@gdpldecline as first of all, | have been
following and learning thiova-tsofinabut also | am in fact incapable of writing down

this music in Western notation, at least if | wahtiee notation to represent what we
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played. To the question “Jenny, you should be théxplain the 6/8 correctly,” | had to
answer a few times that | would be happy to exphaiw usually the ‘6/8 rhythm’ was
understood and used in Western music theory, latitl fpersonally felt that it was not the
right term to describe Malagasy music. In facgdlised that when | mentioned tloga-
tsofinain any of these conversations and explained thaast also through this concept
and approach (i.eotusing any kind of notation) that | started to letira music,
Malagasy people on the one hand seem to immediateée and often show their
appreciation that | recognise this Malagasy condéptvever, they also seem to be
surprised, if not slightly disappointed, often anguthat someone was needed who was
capable of explaining Malagasy music to Westetertisrs and musicians in their
language, i.e. using Western notation.

It is also through internet sources, such as vidéasncerts that people comment or ask
guestions about mevazahaplaying Malagasy music, and further internet nekimay

has also got me in touch with other people inteest Malagasy music who for example

were searching for particular sources or infornratio

Development of my musical practices

In terms of my musical practices, | have gained mmore experience playing and
performing with Malagasy musicians in Europe thaadagascar. For a few reasons:
First of all, I have mainly learned and played wsathger and guitarist Erick Manana
(alias Erick Rafilipomanana) and numerous musictaasregularly play with him in
various musical formations. Originally from Antam@aivo, he has been living in
Bordeaux for more than twenty years, but still awms to regularly perform in
Madagascar as well. Erick Manana is member of tham“Lolo sy ny tariny” that was
founded in the 70s by a circle of highschool frienthey still perform, although very
rarely, and similarly to the group “Mahaleo,” th&ans can be found across all
generations, their lyrics are known by heart byrgmee and their songs since more than
thirty years are still being played on the radie. lvhs further founded the group “Feo
Gasy” with legendary flute player Rakoto Frah @Rhilibert Rabazoza) who died in
2001. As promised to Rakoto Frah, the group stifitmues to perform without him and

just recently, in August this year, gave a hugeceanin the capital for several thousands

82



of their fans. Erick Manana performs solo, but atswarious smaller formations with
Malagasy musician friends of him. For more tharegr years he has also been
accompanying the singer Graeme Allwright and is tmenof the group “Madagascar
AllStars.” With Erick Manana, we have regularlyrfeemed in France, but also in
Canada — most of the time, though there have beme sxceptions, for Malagasy
audiences. Another reason that has prevented mredeoforming more in Madagascar is
the enduring political crisis as | have not yetrbable to travel back to the island since
summer 2008. Finally, also university work, teaghiequirements and last but not least
this PhD thesis have taken much energy and timeathdr allowed for some shorter
research and concert trips within Europe than tliageto the Southern hemisphere.
However, the spatial, but also the temporal ‘distabetween many interviews
conducted in Madagascar and musical experiences ghmed performing in Europe
does not mean that | looked at or analysed thegseriexces separately. In contrary, as |
will explain at the end of this chapter, it hastbaeconstant going back and forth in my
analyses, looking at the interrelation of discosrged experiences of musicking and it
still is, in this moment of writing, an on-goingquess.

Although at the beginning it might have appearas k&vious for me, | now find it much
easier to approach and play Malagasy music wittvimiyjn and recorders — instruments
that | have played and learned from early childhoondl had also started to learn the
Malagasy bamboo zitherliha? and a few percussion instruments from scratchewhil
being in Antananarivo. The examples | give in ckaft3 will explain how exactly |
approached and learned the music with my instrusnent

The violin is not a foreign instrument in Madagasddere is an indigenous Malagasy
violin, calledlokanga,which is nowadays mainly played in the regionha Bara people
(in Southern Madagascar). In the High Plateauworetielokangahas almost
completely been replaced by the European violim¢Ranary 2001: 155 However,
regarding playing style and playing techniquesdlae important and also instructive
differences to the Western classical way that I point out in chapter 3.3. Concerning

flutes, neither the European transverse flute tratnle recorders are extremely popular or

“2 For more information on thealiha, see Randafison (1980), or Randrianary (2001).
3 For a detailed account on the arrival and useuobjiean instruments in Madagascar, see Harisor5{200
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common in Madagascar. Throughout the island thealytdy flute calledodina,made

out of bamboo, wood or plasii played, though there are regional differencganmgding
for instance the tuning.

My very first experience of musicking Malagasy nausias listening to a CD that | had
found rather by chance. It was part of my fath@f3 collection at our family’s house, a
recording of various Malagasy groups that was dortlee 1990s in Germany and that
formed part of the “World Music Network series” prmed by German radio WDR.
Listening to this CD did not only spark the greatasaotional response to music | had
ever felt before, but also an insatiable curiositget to know better and not at least to
understand this music and why it had this strofecebn me.

It was definitely some kind of “initial experient@&s Rice (1994) would describe it (see
discussion in the previous chapter), which waoedd by the immediate urge to find
more recordings of Malagasy music, get to know Maty musicians and attend concerts
and rehearsal and especially by many attemptsaipogdong and learn with recordings at
home.

Inevitable, this led to my very first research tigogMadagascar in spring 2005. One of the
very first things | did in Antananarivo was to fingyself a teacher to start learning the
most famous Malagasy instrument, ttadiha. Doné Andriambaliha, my teacher at the
RarihasinaCultural Centre, insisted on me learning by eare-generally recorded every
lesson — as well as teaching me a bit of Malagasguyssion instrumebritsanain

order to better understand accentuation and uridgriftythmical patterns. | very much
enjoyed starting a completely new instrument frematch and gaining a certain
repertory of Malagasy songs from the High Plateagion. However, it takes much time
to learn the basic technical skills on a new insgnt and sometimes | thought that |
would like to feel more comfortable technically thre instrument in order to concentrate
on the actual moments of musicking. All the morpghar | was when in 2006 | got to
know singer and guitarist Erick Manana who immesliaencouraged me to try to use

my violin.

4 For more information on theodinaflute, see Randrianary (2001): 110-111.
“ Licensed and edited by WDR (Westdeutscher Rundf(893)MadagascarGermany, Network
Medien GmbH, LC 6759.
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He started to teach me many of his own compositimssongs from the High Plateaux
region. Again, | never took any notes, but learbg@ar and only used recordings to
memorise new tunes. My little experiencevafiha playing has helped me a great deal —
and still is helping — in so far as so much in Malsy music, for example regarding
playing techniques or ornamentation has its origivaliha music. | will come back to
this in chapter 3.3. | had not played any publicgsts with Malagasy music until Erick
Manana invited me to perform one song with himiatdoncert at the “Olympia” music
hall in Paris in November 2009. He persuaded nfeeagas convinced that the Malagasy
audienc& would be delighted to seevazahamusician performing on her violin in
‘proper Malagasy style.” During the last days wittensive rehearsals with all musicians
somewhere in the outskirts of Paris, we took a epontaneous decision: | had brought
one of my recorders, thinking that there might ppartunities with so many musicians
to experiment and play together. It was my Renassaoprano recorder which | prefer
to all my other recorders because of its strongymtdoft as well as very variable sound.
I had never played any Malagasy music with my r@eobefore. However, the legendary
Malagasy flutist Rakoto Frah (who died in 2001) was of the long-time musical
companions of Erick Manana, both members of thegféeo Gasy.” To my greatest
regret, | had not had the chance to meet Rakoto feesonally. | know the few
recordings of him by heart, have seen a few rateosrecordings of him and have had
the immense chance to listen to hundreds of stabest him by Malagasy people,
especially musicians, who played with him at tineeti | spontaneously tried to play the
song “Bitika” that we had prepared with my violin this Renaissance recorder the
evening before the concert. It worked astonishingdyl so that we decided that | would
change instruments during the song, taking therdec@ut as a surprise in the second
half of the song. | will come back to Rakoto Fraid o the reaction of the audience
towards my playing at the “Olympia” in chapter 38hough | never properly learned
Malagasy flute playing before this particular evémould say that | had done so
indirectly and unconsciously: listening to recognwatching videos, transferring

already learned knowledge and experiences fromiolynandvaliha playing onto the

6 As Erick Manana had expected, although there wezahasn the audience (even from other European
countries, such as Sweden, Germany, or Norway)nijerity was Malagasy.
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recorder, and above all, remembering every litdgad and re-listening again and again
to stories and memories of Rakoto Frah to an extentit almost feels like | actually
knew him.

It is not exaggerated to say that the concerteat@ympia” has become a kind of
turning point in my musical life. Since then, | legwerformed regularly with Erick
Manana and his musicians playing both, violin aaxbrder, have taken part in recording
sessions, and | am constantly working on extendigigepertory. The most recent
projects are the ‘malagasising’ of standard jaresuandnanouchéune$’ that we
performed at the Festival “Nuits Atypiques” in Lam’ in July and the following-on
project of ‘malagasising’ Braziliabossa novauned® that we will soon record.

A rather different and yet somehow complementapeeence of musicking with other
Malagasy musicians was my encounter Witta gasymusicians from Feonarivo in
March 2010 in Germany. Complementary in the way hira gasymusic is the music
that Erick Manana grew up with and which can be seeone of his main inspirational
sources of his music. | have come across numemrsmigtions ohira gasy— ‘peasant’s
theatre,” ‘Malagasy street opera,’ a ‘mixture ofyphonic singing, orchestra, and
acrobatic’or ‘Malagasy theatre a la Brecht’ to ndmeéa few. The variety of elements
and influences that can be founchina gasyperformances has also attracted researchers
from different disciplines (see for example Edkwui807, Didier 2001, or Vatan 2004).
In general, it is the music most associated wiehHigh Plateaux region of the island.
There was also one track ltfa gasymusic on one of the very first recordings thaadlh
found of Malagasy musi¥.In collaboration with the “Theater an der Rulifheatre in
Mulheim, Germany), the German radio station WDR #adcultural secretariat of the

federal state of North Rhine-Westphalia we manageavite for the first time ever a

" For a detailed account emanouchenusic and the legendanyanoucheuitar player Django Reinhardt,
see Gelly and Fogg (2005) and Dregni (2006).

8 The concert at the Festival Nuits Atypiques ind¢i@min July 2010 was in a way symbolic to me as it
was exactly on that stage that legendary flutegrl&®akoto Frah performed with the group “Feo Gasy”
shortly before he died and where the CD “Ramands praduced which has always been one of my main
sources of Malagasy flute music.

“9 For an introduction to Braziliabossa novanusic, please see McGowan and Pessanha (1998jecBap
%0 Life-Special: Ensemble Rainizanabary (199@%dagaskar 1. Musik aus Antananari@ermany, Feuer
und Eis, fuec 704, track 15.
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hira gasygroup to perform on German stagéghis project allowed me to spend a very
intensive time with these artists. Despite a ragiiect and very dense timetable, we
found moments to play together and | profited frattending all rehearsals, recording

sessions, and live performances.

Interrelation analysis of discourses and musicpkegnces — outlook: section 3

The fact that | have described the developmentyfrasical experience under a
subheading does not mean that these experiencelsl dfleoseen separated from other
fieldwork activities, such as my interviews condutin Antananarivo. | often go back to
my interviews, read through them again or listetheam and | have realised that my
musical experiences have helped me to better uaahekrsr see and analyse these
discourses differently. In turn, reading, listentogre-discussing or reflecting upon these
discourses has also helped me to further develomuosycal skills. Discourses inspire
and inform my musical practices as much as musickgips to understand discourses.
This constant interrelation will be the focus of thext section, especially of chapter 3.3.
As argued earlier, the moment | am writing thisstegthis process of analysing both
interdependently sill continues as | am also catig to gain musical experiences and to
speak about, discuss, and reflect upon Malagasycmiigs research in progress.

In this section, | have presented and discussethaiy theoretical and methodological
framework. The following section with my analysei show how | applied the

approach of focussing on individuals and on indiaidexperiences (including my own)

and how | analysed discourses and experiences sitking as being interrelated. In the

*1 The initial idea of bringing hira gasygroup to Germany was born during one of many mgstwith a
Malagasy friend of mine, Hasina Samoelinanja, wiooks as Malagasy teacher, tourist guide, translator
and who is also a professiokabary(speaker) in Madagascar (kabary forms also paathirfa gasy
performance). This idea made me contact Rolf Hewtka is working at the “Theater an der Ruhr” which
organises many Africa related music and theatrgept@ The project with théira gasygroup “Rajean-
Marie” from Feonarivo was then organised by theédter an der Ruhr” (Milheim an der Ruhr) within
their series “Klanglandschaften Afrika” (“SoundseapAfrica”) in collaboration with the German radio
WDR3 (Cologne) and the Kultursekretariat NRW (cratisecretariat of the federal state of North-Rhine
Westphalia). It included two days of studio recogdand three live performances for the first timereon

a German stage with the performances particulai®pted to a German speaking audience. For more
information, please see: http://www.wdr3.de/opearstworld/details/artikel/hira-gasy-2.html (accessed
31.8.2010). | was officially in charge of suppoditihe artists throughout their stay in Germany (e

first trip ever outside Madagascar for all memh#rghe ensemble), giving me the chance to atteed th
project from beginning to end.
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first two chapters | will try to follow what Agaw{2003) has suggested and demanded,
namely listening to and giving a voice to the miais’ own concepts, theories, and
ideas, such as the importance ofltha-tsofina.The last chapter of the section will then

also integrate more my own experiences of musicking
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Section 3 - Analyses

Introduction Section 3 — Analyses

This section consists of three chapters in whiakilldiscuss my analyses. Whereas the
first two chapters focus more on the musicianstalisses, the last chapter has my own
musical practices as major concern. Chapter 3Hslabthe terminological confusion
around the term and concept of ‘6/8 rhythm’ in ih@lagasy context; chapter 3.2
explores thdova-tsofinaand analyses the musicians’ own theories on tiggnoaind
meaning of ‘rhythm’ in Madagascar; and chaptertBr8ugh examples of my own
musical practices and by referring back to the iprevchapters shows how discourses
inform musical practices and how in turn, musicglexiences help to understand and
analyse discourses. | will argue throughout théi@ecthat even if for the purpose of
clear arrangement | divided my analyses in diffecdrapters, they are nevertheless all
interrelated. | have analysed discourses and equeas gained through musicking
interdependently.

In addition to my argument that discourses and caligixperiences need to be
understood and analysed in a constant interrelatientity issues occur as a central
theme throughout the section. | have discussediquef identity in the previous
section, not only as to how music can be a powéohllin identity construction, but also
how questions of identity come to the fore in melblogical reflections on
anthropological and ethnomusicological fieldworlg.avith regard to being a researcher
and a participating musician at the same time.

There are two practical issues that | would likpsmt out: 1. | decided to leave the
guotations of the interviews with the musicianshe original language French as little
nuances or the particularity concerning choice ofds or expressions are often rather
difficult to capture in translations. All intervieguotes in this section are numbered
consecutively. Please see Appendix | for trangiatiato Englisit? 2. Considering the
high number of musicians that | encountered anckeaawith and that appear in this
section, | can only give a very brief introductiimneach of them the first time they appear
in the text. Further, | will generally call them their artist's name or first name (which
is often the same), but will give their full nanimetfirst time they are mentioned.

%2 p. 209ff.
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Chapter 3.1 - Contesting the ‘6/8 rhythm’

* Introduction
» Speech about music / Language and identity
» The presence of the term ‘6/8 rhythm’ in the musisi discourses
* The ‘6/8 rhythm’ as used in Western musicology
* '6/8 rhythm’ meetdova-tsofina
* The importance of the research context
* The term ‘6/8 rhythm’ in the Malagasy context
» The musicians’ usage of the term ‘6/8 rhythm’: itifecation or
taking distance?
= Terminological confusion
» Examplesalegy
* The challenge of the international ‘world music ke&dr— musicians’ individual
experiences: perspectives and strategies

e Conclusion

Introduction

In this first chapter of section 3 | will analyseetmusicians’ discourses on and their
individual experiences with the term and concep6d rhythm.” Many Malagasy
musicians describe the existence of an enormoutisrabbind musical diversity as a
typical characteristic for their country. This aslhas the growing number of
transnational musical projects and the challengi#isecinternational ‘world music
market’ put identity issues more and more to thie #ond the musicians themselves very
much reflect upon questions related to their owogjeal) identity. As much as the two
following chapters, my analysis of the musicianstdurses on the Western term and
concept of ‘6/8 rhythm’ will focus on identity isssi as the musicians’ discourses offer
perspectives on processes of identity construeahtheir perception of ‘Self’ and
‘Other.’” | will therefore begin this first chaptef section 3 by a short excursion on some

more theoretical aspects of speech about musibi@wdanguage is related to identity,
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following on from some methodological ideas conagggndentity issues that | already
discussed in the previous section.

Building on chapter 2.2 | will then explain in fher depth the meaning and definition of
the concept of ‘6/8 rhythm’ as used in Western icalsgy. As already explained, in
Western musicology this concept is rooted in tleaidf musical notation. At first glance,
this creates some confusion as it seems to cagrefigh thelova-tsofing the Malagasy
concept of oral tradition. However, with regardiiese apparent contradictions, it is
important to look at when and how musicians makeaighe concept and term. First, |
will look at the specificity of their discoursesttviregard to my particular research
context. As there is no shared or agreed termiryodogong the musicians | will analyse
the musiciansindividual usage and understanding of the term and conceptder to
better understand the different levels of termigaal confusion inherent in the
musicians’ discourses, | will analyse in detail éxample of their discourses salegy
Salegyis one of the Malagasy musical styles fairly welblwn internationally and
successful on the ‘world music market.’ It therefoelates to the next part in which |
examine the role of ‘6/8 rhythm’ in a wider, glolzantext, i.e. what role it plays in the

musicians’ attempts and strategies to access tamational music market.

Speech about music / Language and identity

As | already discussed in chapter 2.2, ethnomusigsts have intensively debated about
methodological aspects concerning the analysipedch about music and musical
phenomena. They have mentioned advantages andbiitesiof language as a tool for
analysis and at the same time have shown its difiis, especially in comparison to the
analysis of musical practices. Many of the disaussiconcern the emic and etic
perspectives and the sense of the ‘Self’ and thilee) reflecting upon the fieldworker’s
role as much as on ethical issues and the impdildivork in general. The general
tendency is to focus axperiencesncluding those of the fieldworkers themselvessTh
demands a high degree of self-reflexivity whichronis Agawu'’s idea of agresumption
of sameness” (Agawu 2003) which | introduced earlie

Before coming back to Agawu’s arguments concertiiegpresumptiorof sameness,” |

will briefly point out significant arguments conoarg language and identity and the
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analysis of discourses from a socio-linguistic anilichael A. K. Halliday (1978)

argues that languages evolve according to peopéed to think and speak about oneself
and one’s relation to other people in a particairation. He writes that “language arises
in the life of the individual through an ongoingcange of meanings with significant
others” (Halliday 1978: 1). Language can therefmeseen as a “product of the social
process.” Halliday has coined the expression ofgleage as social semiotic” which
suggests interpreting language in its sociocultcoatext, while interpreting the culture
itself in semiotic terms. Through the act of exajiag meanings in everyday life, “(...)
people act out the social structure, affirming tlosvn statuses and roles, and establishing
and transmitting the shared systems of value and/ladge” (Halliday 1978: 2). Hence,
language is also always about identities and reveakch about how people construct
their identities through words and within convei@at This has been intensively
researched by discourse analysts Meinhof and Galkig005) for example, who have
coined the term of a “language of belonging” (Mafland Galasinski 2005). They
explain that identity needs to be understood adisctirsive construct which continually
shifts in the local contexts in which social acterder” (Meinhof and Galasinski 2005:

7). Language in this respect is a powerful tool sinduld be regarded as “the means
through which we reflect, create position and aomfourselves in our continuously
changing social worlds” (Meinhof and Galasinski 2002). It is through the (re-
)formulating of ideas and within dialogues and iatgion with others that identities are
constructed. Identities are therefore always cdrtexnd. They are relational as people
similarly deal with the question of ‘who | am’ atite question of ‘who | am not.’

Further, we need to bear in mind that “[a]s muckvasnight think that our self-
constructions are our own, we always draw uponafig@vailable resources with which
we construct our experience of ourselves and tlgyeurrounding us” (Meinhof and
Galasinski 2005: 7). This also means that constmgtof identities in local contexts are
shaped by various discourses that are availahis e;md that identities also always relate
to national, ethnic, gender or age (meta-) nareativhich are shared for instance at the
level of a nation or a social group:

“The local negotiation of identity is not based glgron locally appropriate
discourse or our own stories. (...) we see the Ipogject of identity as being
framed not only by a myriad of intersubjective a#ikres of group affiliations, but
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also as provided by the public discourses availabtae social actor” (Meinhof
and Galasinski 2005: 10).

The question of how discourses are shaped and Hfesett discourses also intertwine
will be of particular importance in my analysistbé discourse and terminological
confusion on the term and concept of ‘rhythm’ amat of ‘6/8 rhythm’ in particular.
Also among many ethnomusicologists, the idea alamgiuage and discourses that
construct identities are shared, and many worke baen published in the range of

” o

“anthropological linguistics,” “culture and cogrti,” “ethnography of speaking,” or
“ideational theories of culture” (Feld 1981: 22pwkver, the ethnomusicologist Steven
Feld who studied the music theory of the Kalulijplean Papua New Guinea warns that
by equating the existence of thought with the (fsearyds, one can easily get the false
impression that all musical experiences are tréasla into a linguistic form and are
talked about. He argues, that for the Kaluli peapény things lack equivalent lexical
items, which it would make misleading to understeEamdjuage as a “carbon copy of
perception.”

“My occasional inventions or extensions of Kaludncepts were met with
laughter enough times to make it clear that thezeagpects of musical structure
that one does not converse about” (Feld 1981: 42-43

Feld even regards music as a sort of languags ownh right. He explains that even
though we all have the urge to find expressionsrfosic and musical experiences, we all
know that music finally can express something daanot be described with any words.

“They [the informants] are caught in a momentraéipretive time, trying to fore
awareness to words. They are telling us how muef dlssume that we
understanexactlywhat they are experiencing. In fact, deunderstand exactly
what they are experiencing. We take it as soctgfljcal that people can talk this
way about music, stinging together expressivesvamdssume that this confirms
what we are all supposed to know: that at somd,lene just cannot say with
words what music says without them” (Feld 1984. 14)

However, he also agrees that when people verbglisees something about music it can
tell us much about “such abstractions as valuatitye and world sense” (Feld 1984
14).
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On that score, musicologist Agawu argues fopesumptiorof sameness” that also
implies giving a voice to the musicians themseliths ‘researched’) as this attitude
might also influence our theoretical studies of itiass’ discourses. He writes that it is
important to recognise that concepts expressedes@mwn language do not necessarily
correspond with other concepts expressed in ofimgulages. The aim should therefore
be to focus on peoples’ own languages and theatipeaof critical reflection instead of
only concentrating of what our own Western disceutsems relevant. Agawu illustrates
this with the example of the Venda people in Sdftica who do not have a
corresponding term for our concept of “absolute imlus

“A premise of sameness might also reorient ourietudf theoretical (including
aesthetic) discourses by causing us to regardsugpicion some of what is
reported to have been said by informants in theim tanguages. Languages
evolve according to need, and needs are definedstine spectrum of human
activities. (...) The ‘fact,’ for example, that theaee no terms corresponding
directly with ‘music’ in many African languages -faxt, incidentally, that has
caused difference-seeking ethnotheorists to rejoisesignificant only in a
restricted sense. Its significance is retrospecte¢ prospective. What matters is
not what is known but what lies in the realm of gmative possibility. The issue
is not, ‘Do the Venda have a term for ‘absolute ici@sbut the more dynamic
conception whereby changes in the material circantss of the Venda breed
changes in cultural practices that in turn malgogsible for them, if they so
desire, to articulate ideas about ‘absolute muSieis future-oriented appraisal
paves the way for empowerment in that it placesattoent not on what an
objectifying Western discourse deems significantdsuthe potential of African
languages to support a self-sufficient and sopt@td practice of critical
reflection” (Agawu 2003: 170).

As already discussed within the methodology chaptesive conducted most interviews
in French — a second language to me as well a®$b of the musicians. | have
nevertheless often asked for specific Malagasysexna concepts and the musicians’
emphasis on thieva-tsofinashows that despite our communication language being
mainly French, musicians pointed at and emphagissdown indigenous concepts as
well. My analyses of the musicians’ discourses skt there is discordance among the
musicians whether a direct translation of the wanmd concept of ‘rhythm’ even exists in
the Malagasy language and that there is much tetogical confusion. | think that one
of Agawu’s main ideas exemplified in this quote @abas that languages evolve

according to people’s need to express and refjgan things, situations, or feelings and
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that it is therefore always context-related. Welgard to my specific research context
and also to my approach of focusing on individuakitians’ experiences, | will look
especially at how exactly musicians individuallgusnderstand, and deal with the term
and concept of ‘6/8 rhythm.’

The presence of the term ‘6/8 rhythm’ in the musisi discourses

There are several reasons why | take the term ancept of ‘6/8 rhythm’ as the central
theme of this chapter. As | already explained eghevious section, it was not that |
deliberately searched for or decided on the topibythm for my research project.
Rather, the persistent discourses on rhythm amundialagasy musicians directed my
focus of research. Within theses discourses, tie ‘&8 rhythm’ is consistently present
and seems to be of significant relevance to thaaauns. However, their individual
usage, understanding and feeling towards thisquéati term and concept varies a great
deal. As the ‘6/8 rhythm’ is a term and concepteddn Western musicology, | will
briefly come back to the understanding, usage asahing of it in the Western

musicological context.

The ‘6/8 rhythm’ as used in Western musicology

The Western understanding of the term and condepti8 rhythm’ is rooted in the idea
of musical notation. As already discussed in matitlin chapter 2.1, it was during the
Renaissance period that it became common practic&/éstern composers and
musicians to divide and measure music (Van Leeull@99: 37). Measuring music and
grouping it into entities, such as for example &/'4/8, implies a distinction and
alternation of strong and weak beats that until axays forms part of the basis of all
definitions in dictionaries as well as of educatednmusic schools and conservatories
(Arom 1991: 180). When the bar line was first idnoed around the early fifteenth
century, it did not necessarily always coincidewatstrong beat. The rule that main
beats are preceded with bar lines only developied tife mid-seventeenth centdfyAs
Dudley (1996) explains, the notion of measure irsimlets Western musicians and

music listeners assume a consistent accentuatioewic pulses, which would be the

%3 Hiley, David:Bar. In: Grove Music OnlineOxford Music Onling
http://www.oxfordmusiconline.com/subscriber/artigieve/music/01972 (accessed 11.06.09).
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first and fourth note in a 6/8 metre (Dudley 19282). In order to make this point
clearer, |1 would like to give a typical exampletbé usage and notation of a ‘6/8 rhythm’
in the Western context. This will later then alsdghto understand my experiences that |
made through learning through tlowa-tsofinaj.e. notusing any written notation. A
very well-known piece in a ‘6/8 rhythm’ in Westerlassical music is the “Andante
graziose” in the piano sonata in A major by Wolfgamadeus Mozart. The 6/8 is
indicated at the beginning of the piece and tharassl accentuation on the first and
fourth eights in each bar is even more emphasigaldeophrasing curves, which group

together the first three eights in each of the fi® bars:

Kachel-Verz. 331 (300i)

Andante grazioso

8 ;
e o3 gle e oe oo o .
- . . > N M O S ——— - —— —
gg..??_ R e e o e e e B B I e e S e
e e e e — . ————— 5

Excerpt of Wolfgang Amadeus Mozart’s piano sonatadjor, K 331 (300if?

The fact that the Western understanding of a ‘B¥8hm’ is so closely linked to or even
based on musical notation becomes a matter ofapegortance considering that, apart
from one or two exceptions, none of the musicianave worked with reads or writes
music. All of them are autodidacts and many of thvesne very eager on telling me about
how they learned to play or compose music by listgto the radio, by watching and
listening to fellow musicians or just by hangingamd in the streets of the city. These

learning experiences are also often reflected g $grics and songs are dedicated to

** In: Mozart, Klaviersonaten Band 2, Urtext-Ausgabe Walther Lampe, Miinchen-Duisburg (Henle-
Verlag) 1955: p. 160.
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other musicians or places of learnfigdihe musicians actually often describe their
inability to read music as an asset, referring emiascar as a country of oral culture,
often proudly referring to the Malagasy concepliowh-tsofinaas | explained in chapter
2.1. The importance of learning by ear is emphddisealmost all Malagasy musicians.
Rajery (alias Germain Randrianarisoa) is basednitadanarivo and one of the few
musicians who is internationally well known. Healso one of the few who makes a
living through his music, and who has produced mlmer of albums that are distributed
internationally. He plays thealiha, but also sings, mainly his own compositions, and is
nowadays running his own recording studio and |&alimad” in Antananarivo

through which he also supports other Malagasytarfifkajery considers the “musical
ear” as something given to all people. Howeversdws differences in how it is used and
whether people have the habit to use it. He mestibythm in this context, arguing that
without using the “musical ear,” one will never aste a sense of rhythm:

[1] « Chacun a leurs maniéeres de voir des ch&seplus aussi, d’'adopter et ¢ca
aussi, ca dépend aussi d’oreille. Tout dépend Wlerevidement. Parce que si on
n’a pas d'oreille, on n'aura jamais le sens dumghMais de toute facon,
I'oreille musicale, c’est naturelle, tout le moritke! Tout le monde a cette oreille
musicale, mais c’est juste la maniere de I'utili€awi, I'habitude! » (Interview
Rajery, 17.12.2007)

His argument here actually mirrors a very famousatie within ethnomusicology
initiated by John Blacking (1973) with his book "Wanusical is man?” in which he

argues that all men are musical and that it is gitorspeak of ‘musical’ and ‘un-

musical’ in terms of ability or talent.

%5 For example: Erick Manana’s song “Vakoka” is dettd to all the “traditional musicians” (“musiciens
traditionels”) in Madagascar he learnt with andguag “Revirevinay taloha” tells the story of adlétwall

in front of his friends’ house where he used tanéih his friends (with whom in the 1970s he fouddiee
group “Lolo sy ny tariny”) and where they playeeithguitars, and composed new songs.

*% Rajery further initiated the festival “Angaredona. festival des musiques vivantes a Madagascat” th
had its first edition in 2004. For further inforrtat, please see http://www.angaredona.mg/ (accessed
1.9.2010). In December 2007 | went to Mahajanghaetsland’s North-West coast with Rajery where in
the building of the “Alliance Frangaise” he hadamged a competition open to all local musicians,
through which he then chose groups and solo munsicidno were to take part in the 2008 festival in
Antananarivo.
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‘6/8 rhythm’ meetdova-tsofina

Thinking about the term and concept of ‘6/8 rhyttas’understood and used in the
Western context, its consistent presence in theodirses of Malagasy musicians and the
musicians’ references to the Malagasy concepiva-tsofinaat first glance seems
contradictory. A foreign concept rooted in the idéanusical notation seems to correlate
with the indigenous concept or oral tradition. Rakoavo (alias: Germain Rakotomavo)
is director of a boys’ highschool in Antananaritie playsvalihaand guitar, though he

is not performing regularly on stage, but ratheryplat home or with fellow musician
friends. He is very interested in research, haecid a number of books and has also
asked me to send him ethnomusicological literatisré was very difficult for him to

gain access to this in Madagascar. Rakotomavo suthaée for him Malagasy rhythm is
not measured as in Western music, but talks abotgxaeriential rhythm,” as for him it
is through experience that people master rhythm:

[2] « C’est tres libre. Donc, notre rythme la, ¢’pas du rythme mesuré comme
dans la musique occidentale. C’est des rythmesriexpgtaux. C’est a partir
d’expériences qu'ils ont ce rythme la. » (InterviBakotomavo, 1.8.2008)

The notion of ‘experience’ has already been ofificance throughout my
methodological and theoretical reflections discdsaesection 2 and it will continue to

be a central theme of this section. It appear®nhyt within the musicians’ discourses,

but also becomes of crucial importance with redariheir, but also to my own, musical
practices as the following chapters will show.

The presence of the term ‘6/8 rhythm’ at first glamloes not only seem to contradict the
indigenous concept dbva-tsofinabut also the musicians’ individual usages and
understandings of the term bring further confusiod contradictory issues as we will see
later. However, it is important and necessary was@l understand all these apparent

contradictions within the particular research cante

The importance of the research context

In section 2 | have already discussed my reseanctext and certain aspects that need to
be taken into consideration for the analysis. Havekere | will point out to what extent

the research context is relevant concerning theaamns’ discourses on the term and
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concept of ‘6/8 rhythm.” At first glance, it seestsiking to find a Western concept and
term such as the ‘6/8 rhythm’ being commonly usethe Malagasy context. However,
instead of thinking of the concept itself as ‘migrg’ to Madagascar, | find it more

useful to take the people using this concept aagérticular context they use it in as
point of departure for the analysis. My aim therefis not to find out or even judge
whether the term and concept of ‘6/8 rhythm’ igaie for Malagasy music. Rather, the
guestions should be: What kind of circumstancesemMélagasy musicians use and/or
reflect upon the term and concept of ‘6/8 rhythii®l even more important: How and
when do they make use of it?

In chapter 2.3 | have stressed the fact that aflicans | worked with are based in the
capital Antananarivo or at least frequently workl @ass by there. They all produce
music that is aiming at the international world musarket and all of them have made
intercultural musical encounters with musiciansrfroutside Madagascar. | have further
described the role of Antananarivo as the countyltural hub (see Kiwan and Meinhof
2011). Antananarivo’s infrastructure does not anbke international musical encounters
possible. There are many examples of how Antanamdistinguishes from other places
on the island, for example: Everyone going to aaling Madagascar pass through this
city, languages other than Malagasy, especiallpdfreare very important because of
tourism, administration and media. There is a caltinfrastructure (even if limited, as
argued earlier) with concert places and recordaagifies. It is within this unique
environment of Madagascar’s capital and within tmgjue circle of musicians that the
Western term and concept of ‘6/8 rhythm’ appearsgains importance.

It happened very often that whenever | explaineghentioned my research topic or was
asked about it, be it by other researchers, frieodtaxi drivers, people often warned me
that | should be careful in the way that | needdosider that we are in Antananarivo and
that the situation in the countryside with musisi&om the countryside would be
completely different. Also some of the musiciangped this out to me during the
interviews. This discourse mirrors discourses tidten encountered in tourism
contexts. Speaking to tourists, but also listemmngeople advising tourists, the Malagasy
countryside is often glorified as the ‘real Madagas something that also shines

through in some of the musicians’ ideas that | diticuss in the next chapter. The fact
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that musicians pointed that out and also other @ksrin which they mention questions
that they ask themselves or projects that theyna@ved in show that some of the
musicians are also interested in research anddlsaime extent they reflect upon the
research and interview situations themselves.drabt section, | have discussed in great
detail my role as a researcher and to what extgnoie has impacted on fieldwork
situations and therefore on the research itself @lso becomes relevant when thinking
about the presence of the term and concept offt6/m’ in the musicians’ discourses.
All musicians | worked with are aware of me being/astern trained classical musician
and | conducted almost all interviews in Frenche§étwo circumstances have certainly
influenced the musicians in their choice of wordd ¢&heir way of explaining, and might
have favoured the usage of the Western concepteaimdof ‘6/8 rhythm.” However,
personally | never mentioned the term or concephimterview first. For a few
musicians the fact that | am a Western trained onusiand that | am therefore familiar
with Western music theory was also a topic thay theught up during the interviews. |
will come back to this in the following analysiswhich | look at the musicians’

individual usage and understanding of the termamtept.

The term ‘6/8 rhythm’ in the Malagasy context

The analysis of my particular research contextduasted out similarities and shared
experiences of the musicians | worked with, suclivagg and working in the country’s
capital, or being involved in or at least aimindha international ‘world music market.’
However, despite these shared experiences, thaceskared terminology on music (or
rhythm in particular) in Madagascar, a fact thabahany of the musicians mention as
we will see later in this chapter. With regardhe term and concept of ‘6/8 rhythm,’ it is
therefore necessary to look into detail of howrthesicians individually deal with it and
use it.

The musicians’ usage of the term: identificatioriaking distance?

When looking at the musicians’ individual usage anderstanding of the term and
concept of ‘6/8 rhythm,’ different trends emergem& musicians identify with the term

and use it without verbally reflecting upon it; eth take distance from the term and
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concept by identifying it as something foreign. Taiter one can further be distinguished
into musicians who do not use the term at all ay tto not see its applicability for
Malagasy music and those who use it while reflgctipon it as something imposed from
the outside. There are also musicians who useethe‘6/8 rhythm,’” but who somehow
adapt it to the Malagasy context by transformingy igiving it another meaning, for
example using it in plural form as ‘6/8 rhytenm order to stress the variety of rhythms
as well as the common rhythmic base in Madagascar.

In the following | will analyse examples of how thmusicians’ individually deal with the
term and concept of ‘6/8 rhythm.’ | will explain Wwahese examples can be distinguished
into the different trends mentioned above, focugsim issues of identity, such as the
musicians’ perception of ‘Self’ and ‘Otheqt their search for collective musical identity.
Some musicians use the term ‘6/8 rhythm’ withowggjioning its meaning or its
applicability for Malagasy music. Sammy (alias SatacAndriamalalaharijaona) is a
multi-instrumentalist, singer, instrument makerd @omposer from Antananarivo. He
has been a member of several music groups, sudfaaka Sammy” with which he also
toured internationally and just recently has redees new CD “Tsara Madagasikara,”
produced by German producer Birger Gesthutd&ammy describes the ‘6/8 rhythm’ as
the rhythm that unites all Malagasy music as youfoal it everywhere on the island:

[3] « On a un rythme qui nous unit la. (...) Ce rythra'est toujours... Moi, je
vois toujours le 6/8 quoi. Tu vois le (il montr&u trouves c¢a partout dans toute
I'fle! » (Interview Sammy, 23.11.2007)

Bilo (alias Dana Ramahaleo Bilo) isalegymusician and singer, originally from the
North, but nowadays based in the capital. Similaslgammy, Bilo regards the ‘6/8
rhythm’ as the rhythm that unites all Malagasy raukie explains that there are
differences with regard to the tempo, but thatralkical styles of the different regions
are in ‘6/8 rhythms,’ using it in plural:

[4] Bilo : « Le vrai rythme en malgache c’est I8 GMais il y a des 6/8 qui sont
un peu lents, ¢ca dépend des régions, qui sontwiepss, il y a des rythmes qui
sont un peu excitants qui est un peu plus rapigd’gutre. »

Jenny : « Donc c’est le tempo qui varie. »

Bilo : « Oui, c’est le tempo qui varie, mais lehmyte c’est 6/8. Et c’est ¢a qui
réunit toutes les musiques malgaches. Mais chasamaaniére de... »

> Samy Izy (2010)Tsara Madagasikararrankfurt am Main, Network Medien GmbH.
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Jenny : « Ca veut dire que le 6/8, on le trouvenveat partout, méme au Sud... »
Bilo : « Méme au Sud jusqu’au Nord. Tu vois, il {eilalaka, c’est le 6/8. 1l'y a
aussi le hira gasy de Tananarive, c’est le 6A3allaussi le kidogo de
Fianarantsoa, c’est le 6/8. Il y a aussi le salegmalesa du Nord. Tout ¢a, ce
sont des 6/8. » (Interview Bilo, 19.8.2008)

Justin Vali (alias Justin Rakotondrasoa) is anotieous and internationally renowned
valiha player who is recently very successful with hisugréNy Malagasy orkestra,” the
first ‘national Malagasy orchestra’ as he call§he aim of this group according to Justin
Vali is to fuse different Malagasy regional styesd to create music that can represent
the whole country. | will come back to this groapelr in this chapter when | look at
musicians’ discourses on marketing strategiesinJ\sili is also member of the group
“Madagascar AllStars” and has produced a numbatfiefms, both solo and with his
different groups. Justin is based in France, howplaning to move back to
Madagascar and already spending more and moreptinttee island. Justin Vali also
speaks of the ‘6/8 rhythm’ with regard to the matstyles of the different regions of
Madagascar. Speaking about his project of “Ny MasygOrkestra,” he explains that the
‘6/8 rhythm’ is the base of all Malagasy music dinalt within this base all musicians can
easily join in with their particular musical styles

[5] «Bon, nous, notre idée, si vous avez écouté@xeaux tout a I'heure, c’'est
vrai que dans un morceau on a vu un petit peuwermis c’est pour cela que
pour moi, le rythme 6/8 ici a Madagascar, la méadeace, en fait avec la méme
cadence, on peut faire tout rentrer la-dedans,lesuaccents de tsapiky, de
salegy, de bassesa, etc. Donc, c’est ¢a qui est Qoest pour cela que tous dans
un morceau, tous les musiciens de région, chagienr@euvent exprimer leur
style, en fait. C’est ¢a. » (Interview Justin, 232D07)

Sammy, Justin Vali and Bilo speak on a more gerevel and use the idea of the shared
‘6/8 rhythm’ to create a common musical identityad-Claude (alias Jean-Claude
Vinson) is a half French half Malagasy guitarisirig in Antananarivo. He, in contrast,
talks about the ‘6/8 rhythm’ as part of his perdan@erience. Like the others, he uses
the term without further commenting on it and stz everything he plays immediately
turns into a ‘6/8 rhythm’ as this forms part of hispiration. He mentions foreign

musical styles, such as hiphop or blues, explaitiiagalthough he is capable of playing

them in the usual way, he would normally play thara ‘6/8 rhythm.” By this, he not

103



only identifies the ‘6/8 rhythm’ as an importanafere of Malagasy music, but also
stresses his own “Malagasiness.” This is espediatigresting considering Jean-Claude
being also of French origin:

[6] « Mais c’est bizarre quand j'écoute une chango'elle soit pop, qu’elle soit
techno, qu’elle soit hip hop, qu’elle soit bluessige prends toute de suite une
guitare et que je rejoue la chanson, elle sort/@nJ@arrive plus a... Je peux la
jouer en 4/4, mais c’est pas de mon inspiratioes@pas un probleme si je joue,
mais je trouve plus sympa si... (Tout le monde sit{)nterview Jean-Claude,
18.7.2008)

As explained earlier, it is important to refleciompthe particular research context,
including my being a Western trained musician;a faat all the musicians | worked
with are aware of. This might have influenced thesimians’ choice of words and their
way of explaining. This becomes evident, for exampl Jaojoby’s argument. Jaojoby
(alias Eusebe Jaojoby) is probably the most famsaleggymusician and is often called
the “king of salegy.* Likewise Bilo, Jaojoby is originally from Northeiladagascar,
but has been living in the island’s capital foea/fyears and also frequently travels to
Europe and Northern America for conceéntsaojoby represents what | have identified as
another trend, i.e. musicians using the term amdeot of ‘6/8 rhythm,” but taking
distance from it at the same time. Jaojoby emphadisat it is the “theoreticians” who
call the rhythm in Madagascar a ‘6/8 rhythm.” Higderstanding of a theoretician
includes someone’s ability to notate music. He aixysl that when writing down the
metre of Malagasy music, it would be in a ‘6/8 tmt’ emphasising the structure of
overlapping binaries and ternarf@slaojoby also identifies me as a theoretician and
although he is laughing while referring to me as ofthese theoreticians, | felt that he
wanted to make clear that he himself was not arétieean. He actually confirms this
later by telling me that he is not a theoreticiafierring to his way of learning music
through practice:

[7] « Moi, je ne suis pas théoricien, juste quekjnetions de solfege quand j'étais
jeune. Moi, je joue comme ¢a. C’est dans la pratiduors, je crois que c’est un
peu difficile pour moi d’expliquer. » (Interview djaby, 21.8.2008)

%8 See for example: Eyre, Banning (2002).

%9 0On the 28 of September 2008 for example he performed a®lgmpiaconcert hall in Paris. For further
information on this concert, see: http://jacjobyopia.kantoprod.com/ (accessed 25.10.2010).

% |nterview Jaojoby, 21.8.2008.
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Furthermore, he does not speak of Malagasy mugiemeral, but only of the music that
he himself plays, namebalegymusic:

[8] « Oui, bon écoute, déja il y a le... Oui, lasique que je fais, le salegy, pour
les théoriciens... comme Jenny... quand on éamnhdsure rythmique c’est le 6/8.
Ouais, mesure composee. Il semble qu’a la basedvesarre, 1, 2, 3, 4, mais au
faitcestl, 2, 3,4,5,6, 1, 2, 3, 4,5, 6.stérview Jaojoby, 21.8.2008)

I will come back to the discourse salegymusic with regard to ‘6/8 rhythm’ later in this
chapter. Hajazz (alias Haja Mbolatiana Tovo Rasalwaitratra) is an electric guitar and
electric bass player, highly interested in jazz imude also often performs with his
brother Mendrika (alias Mendrika Rasolomahatratria) is a percussionist. In
Antananarivo, where he comes from and lives, lweeiEknown for having developed a
special technique of playing the electric bassa@uithr that resembleslihaand
marovanysounds and playing styles.

Similar to Jaojoby, Hajazz also clearly takes distafrom the term and concept of ‘6/8
rhythm,” arguing that it is the “music teacherstahe “connoisseur musicians” who
define it this way. He himself seems to juggle wéhms such as 4/4 or 6/8 and says that
it is not very common among Malagasy musiciansye games or definitions, indirectly
referring to the concept ¢dva-tsofina

[9] Hajazz : « En général, ce sont des profs daeguesyui disent 6/8. Mais c’est
un peu mélangé, on peut dire aussi méme 4/4. (@trepl, 2, 3, 4 (...) Ou 6/8 ou
12/8, je sais pas. C’est entre les trois. »

Jenny : « Mais, par exemple, si tu répétes aveaudkess musiciens malgaches et
vous parlez... si jamais ¢a arrive que vous parlez... »

Hajazz : « Non non, c’est rare de trouver des... d€e.sont des musiciens
connaisseurs qui disent toujours 6/8 comme canterfliew Hajazz, 12.8.2008)

A conversation that | had with the three musiciRieky, Jean-Claude and Mendrika
supports Hajazz’'s argument that it is rare for Maky musicians to give musical
definitions. At some point during our discussidndisted on asking how they, between
musicians, communicate about rhythm, for examplendwa rehearsal. When | asked, all
of them burst out in laughter, explaining to me ting asking about it already reveals a
difference between us. They argue that Malagasyamans do not verbally communicate
about this:
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[10] Jenny : « Mais il y a quand méme... Je saésspd y a une répétition, et vous
parlez du rythmes dans ce sens, est-ce que vdigezities mots pour... (Tout le
monde rit) Ou on discute pas ? »

Ricky : « Ouais, c’est ¢a le probléme. » (Intervieigky, 18.7.2008)

These three examples show how the musicians, ottjirer directly, argue that there is
no agreed terminology for ‘rhythm’ in Madagascaney also express a certain
discomfort with the term ‘6/8 rhythm,” emphasisithgt it is a term used by others, i.e.
foreigners. This attitude also shines through eirtivay of explaining, for example
Hajazz addingOu 6/8 ou 12/8, je sais pas. C’est entre les trol$iroughout their
explanations, they draw a very clear line betwegithe Malagasy musicians atitem,
the foreigners, including me as the researcher.séhee perception can be seen in the
following example which is a discussion that | éth the two musicians Bebey and
Papay. Bebey (alias Mathurin Rakotomanga) is aesiagd member of the legendary
group “Lolo sy ny tariny” that | already mentiongdchapter 2.3. Papay (alias Papay
Raveloaris) is a farmer, living outside the capitadl a rock musician, singing and
playing bass guitar. He has his own rock band @éll@imbilanja” (meaning “One
Franc”) and had also founded the group “Sivy MakgséThe nine who dare”) which
does not exist anymore. | will come back to thisugrand Papay’s ambition and idea
behind it later in this chapter. In the discusdiwet | had with Bebey and Papay, it is
especially me who they exclude from the shared aipee that all Malagasy musicians
have with regard to rhythm. In contrast to the epl@siabove, they use the term ‘6/8
rhythm’ without identifying it immediately as sorh@tg foreign. However, by using and
juggling with different terms, such as ‘rhythm,c@ents,’ or ‘tempo,’ they point out a
general terminological confusion:

[11] Bebey : « Mais le rythme qu’on dit chaque fqige c’est le 6/8 ¢a étonne
Jenny quand on (il tape le pied), quand on faiytamique. »

Jenny : « Par exemple jai filmé beaucoup des ppeshslant des concerts, si c’est
un public vazaha/malgache et tu regardes les pigsig,jamais pareil. »

Bebey : « Jamais ! C’est jamais pareil. Nous, aotee truc. Et en fait, nous, on a
tout le temps des accents sur le 6/8. En fait cesjue... elle, elle cherche ¢a. Et
moi, je lui dis “ Tu peux pas faire ¢a, Jennytbut le monde rit) “ Parce que
c’est malgache et c’est un esprit en fait “. Eelée me tire la langue quand je dis
ca. Mais en fait, ca doit étre vrai dans quelqué p@&me Radonné, Donné, on lui
a expliqué ca. Et on a appelé l'autre la... »

Jenny : « Fanaiky. »
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Bebey : « Fanaiky. Il était |a, donc moi, j'ai thtanaiky, viens ici, fais-moi du
6/8”. Et lui était la et Jenny aussi... on a..fahDonné, Fanaiky et moi, quand on
fait le 6/8, on a toujours le méme... »

Papay : « Tempo. »

Bebey : « ... Accent. En fait, c’est des accerdsc@que... »

Jenny : « Non, je crois que, si j'ai bien compeis,fait je crois que c’est pas le
6/8, mais on I'appelle 6/8. »

Bebey : « Nous, on appelle ¢a 6/8, mais en fagt@as du 6/8 en fait. »

Papay : « C’est vraiment bizarre aussi le tempuuet la facon de compter. »
(Interview Papay and Bebey, 21.7.2008)

The discussion with Bebey and Papay is also anetteenple for many of the musicians’
own engagement in the research or their percepfitihemselves as researchers to a
certain extent. Many of the musicians have toldtina¢ they really see a need for the
research | am doing as they need to be able taiexihleir music as well as foreigners
need to be able to understand Malagasy music piatiwat | will come back to later in
this chapter when talking about the ‘6/8 rhythmthwiegard to marketing strategies and
the musicians’ own experiences with this. This aesleing aspect often appears within
the musicians’ discourses, enforced by the abseineeshared indigenous terminology as
well as a certain discomfort with the foreign teand concept that some musicians
express. Rajery, for example, explains that hélisist sure how to technically define
what he calls the “Malagasy rhythmic symbiosis.” ék@resses a certain need to find an
answer to this as well as the discomfort he fedlsmusing these technical terms, such as
‘6/8’ or ‘12/8 rhythm’:

[12] « La symbiose rythmique malgache ! Moi, je @asissi la question, pour le
moment, est-ce que c’est le 6/8 ou le 12/8 ? Doogs, on continue, quelle est la
différence exactement et quelle est la partic@atit 12/8 malgache par rapport
au 12/8 européen ? Quelle est la particularité2d@ halgache au rapport aux
africains ? Donc, c’est toute une recherche. Qiitggas comme ¢a ! Moi, je
pense, donc, je fais attention a tout ce que jepdice que c’est vraiment, c’est
trés trés musical, trés technique. Donc, il fairefattention (il rit). On peut pas
dire, c’est comme c¢a le rythme malgache. On pesitipa ca, parce que des fois
ca varie d’'une région a l'autre. » (Interview Rgje7.12.2007)
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Terminological confusion

All examples that | have analysed do not only show the term and concept of ‘6/8
rhythm’ is used in many different ways by the migsis, but also how their different
usage and understanding leads to even more temgical confusion. This implies not
only confusion around the specific term and conoé(/8 rhythm,’ but also on

‘rhythm’ or other terms related to music. | willrdenstrate this argument in more detail
with the following example.

Examplesaleqy

Salegymusic is one of the Malagasy musical styles mgatesented on the international
music market. As mentioned above, the best-knopwresentative of it is probably
Jaojoby. As music journalist Banning Eyre writedis article orsalegymusic in the
frootsmagazine, Jaojoby already performed his first shiomParis in 1989. His album
“Salegy!; produced by Ben Mandelson for the label “Rogweds recorded in
Madagascar in 1992 was first released in Europe and later licerteetKenophile” in
the US (Eyre 2002: 41). At the beginning of hiscket Eyre describesalegymusic as
follows:

“Salegy is rowdy, 6/8, electric pop music from Mgdacar’s north east coast, far
from the hubbub of Tana, (...). These days, salegynare or less arrived as the
national dance-pop music” (Eyre 2002: 40).

This short extract includes already some of thdusing aspects and contentious issues
within the musicians’ discourses salegythat | will analyse: 1. Eyre describsslegyas

a ‘6/8 rhythm.” The majority of the musicians ageith this and use the term
themselves. However, there is also confusion ottethed thatsalegyis often even used

as a synonym for ‘6/8 rhythm’ by some musician€ye further describesalegyas a
musical style. Within the discourses of the musisjdhe ternsalegyis also used
differently and more specific, for example for anda or a rhythm. 3. Eyre writes on the
one hand thagalegyis related to the Northern region of Madagasaathe other hand

he describes its role as the national dance-pojcmis what extensalegyrepresents
Madagascar on a national level is another contsialessue discussed by the musicians.

This also relates to the origin, history and depsient ofsalegy
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Jaojoby explains that the wosdlegydid not exist until the ¥®century. When thinking

of salegy he argues, one need to think of “Malagasy fokkliora 6/8 metre that is
accompanied by instruments coming from the Occiti®&ased on this definition, he
explains that it was with the arrival of the acdéordin Madagascar thatlegyturned

into what it is nowadays. The origin sdélegycan be found in traditional songs across the
island, also in 6/8 metre, that before still hathea that referred to the different regions
and ethnic groups:

[13] « On n'a pas parlé du mot salegy avant [€"¥8iécle. Quand on parle
salegy, il faut avoir dans la téte : folklore malige, a la mesure 6/8, accompagné
par des instruments venus de I'Occident. On a camde parler du mot salegy
dans le 1™ siécle quand I'accordéon était arrivé ici. Moinjétais pas la.

Donc, quand le musicien malgache Ia, il joue declbadéon, il a essayé de jouer
son folklore avec et la le mot salegy est né. Pauéavant I'arrivé de
I'accordéon... eh ben, les Malgaches, ils jouagecdpella. lls battaient des mains
ou il y avait des tambours, cithare tubulaire Eijha, a I'’époque on ne parlait pas
encore du salegy. On avait I'habitude de dire fti@akalava“ ou bien “osiky
Tsimihety*, “hira Betsimisaraka“ ou “hira MerinaQn appelait comme ¢a. Mais
depuis I'accordéon est venu dans IEM&iecle donc, on a commencé a entendre
le mot salegy. » (Interview Jaojoby, 21.8.2008)

In an interview that Bernard Terramorsi and Eliga@aarison conducted with Jaojoby in
1999°%! he explains that there are also traditional sonagsare in a 4/4 metre. He uses
salegyas a synonym for ‘6/8 rhythm’ by saying that hieesis talking abousalegyonly
(and not about 4/4 metre). He further explains ithather regions, the woshlegyis not

used and the music is called differently, evenig exactly the same:

[14] « Il y a aussi d’autres rythmes traditionnel'gutres chants traditionnels a
mesure 4/4 par exemple. Mais la, nous parlons ldgsaPar exemple a I'Est, ils
'appellent bassesa, mais c’est la méme chosediierDans le Sud, ils ne
'appellent pas salegy, et pourtant les Vezo dédwlles Antandroy, ils jouent de
la musique pareille a celle des ancétres du sate@y le marovany, valiha,
accordéon. lls appellent ¢a jihé. C’est la mémesehe (Jaojoby, quoted in
Terramorsi and Rajaonarison 2004: 173)

In the interview with me he describsslegyspecifically as a rhythm that is played
everywhere in Madagascar. He even goes so farel&alegythe “federal rhythm of

all Malagasy people.” His argument is that all Mgay know how to plagalegy At the

®1 The interview was conducted in 1999 in Antanarmemd published in 2004 (Terramorsi and
Rajaonarison 2004).
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same time, he also says that it is right to cldiatsalegyhas its origin in Madagascar’s
North. For himsalegyseems to be both: regional as well as national:

[15] Jaojoby : « Oui, oui, puisque... je m’excuspuisque le salegy est vraiment
le rythme fédérateur de tous les Malgaches. TaiMbBgaches savent jouer du
salegy. »

Jenny : « Et tous les Malgaches appellent ¢ca s&legy

Jaojoby : « Pas forcément. Mais quand on dit qsalliegy ¢a vient du Nord, c’est
aussi vrai ! » (Interview Jaojoby, 21.8.2008)

Bilo agrees with him on the special role teategyholds within Madagascar. He sees

salegyas the most successful music in Madagascar as isfpread all across the island:
[16] « Oui oui, c’est le salegy qui a voyage par@Madagascar, parce que
maintenant c’est une musique roi a Madagascar,terant sur notre temps, c’est
une musique roi & Madagascar. » (Interview Bilo81D08)

Sammy in contrast regardalegyas something regional from the North. However,

although he does not use the wealegyin the context of the other regions, he

nevertheless explains that the rhythm is everywtieresame and that only the name for

it changes:

[17] « Non, tu sais, le salegy, ca... ¢ca vient d'végion, c’'est vrai. Par exemple
si tu parles de Mahajanga, le salegy ca vient dwl l[gaoi. Mais dans le Sud on
s’appelle ¢a tsapiky. C’est la méme chose ! Tg 206i tu prends le (il montre),
tu vois, c’est la méme chose ! Tu comprends cgejueux dire ? Tu prends les
Hauts Plateaux, il y a une chose qu’on appellalésaova. Le vakisaova c’est a
peu pres avec le clap de main, il fait (il mont@)st toujours comme ca. »
(Interview Sammy, 23.11.2007)

At first glance Rajery seems to agree that evegiorehas a similar rhythm, namely a
type of ‘6/8 rhythm.” Talking about one of his cant musical projects, he says that he is
working with the musical style called “vakodrazdrithe 6/8 of the High Plateaux” as

he calls it. Whereas he first emphasises that vakadia is nasalegy only a bit later he
also calls it the “salegy of the High Plateaux,ihgsalegyas a synonym for ‘6/8

rhythm’:

[18] « Donc, la, avec le style Ia, j'ai exploité pau le style de vakodrazana des
Hauts Plateaux. Ca veut dire, c’est a peu pref8leés Hauts Plateaux, c’est pas
le salegy... (...) Mais, ¢a c’est vraiment du 6/8 Hasits Plateaux, du salegy des
Hauts Plateaux en quelque sorte. Parce que chégioma leur style de

salegy. » (Interview Rajery, 17.12.2007)
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In another moment, Rajery argues thalegyis not a genre of music, but rather a way of
dancing. He explains that understood from a histbperspective, the genre should be
called ‘antsd and “salegy is the way of dancing to it:
[19] « En fait, ca dépend, déja, le salegy, c'est ¢u genre de musique. L’antsa,
c’est ¢ca le genre de musique. Le salegy, c’esiman@ére de danser, en général.
Historiquement, c’est comme c¢a. » (Interview Rajéig.12.2007)
According to Rajeryantsais a musical genre which has its origin in thetNaWVest of
Madagascar where tt8akalavapeople live. It implies singing and hand clappamgl up
to three accompanying instruments, such a&abesy’? A characteristic of this genre is
the call and response singing. Rajery further taliut an evolution that took place
when people started to use the musical genamtsfato animate for dancing: it was then
that drum kits and electronic instruments were dditel thasalegyas a dancing style
was borr®?
This is completely contrary to what Bilo says. Hgues thasalegysignifies the rhythm
and that there is a special dance that goes withiith is calleckawitchi At the same
time he explains that althoughlegyis first of all the rhythm, it includes many difét
things at the same time:

[20] « Il'y a la musique salegy, bon. Si tu éceutae musique salegy qui est la et
tu veux danser, donc, tu danses le kawitchi. G&eftcon de danser le salegy.
Donc, le nom de la danse c’est kawitchi (...) Maisdéegy, ca reste un rythme,
mais dans le salegy |3, il y a beaucoup des chegésterview Bilo, 19.8.2008)

In another moment of the interview Bilo says tmagienerakalegyis a song, a traditional
song from the North of Madagascar. At the same,thmergues, that many things form
part ofsalegy and thasalegyis first of all dancing and singing:

[21] « En fait... le salegy en général c’est une sloban C’est une chanson
traditionnelle du Nord de Madagascar. Donc, darsalegy, il y a beaucoup des
choses. Le salegy veut dire, fagon de parler, falgovivre. La fagon de vivre. On
vit dans le salegy. Donc, en tant que chansonaitgs chants, des chants
traditionnels, il y a des percussions, il y a dddase, la danse surtout. Donc,
chanter et danser, c’est le salegy. » (Intervielw,Ri9.8.2008)

2 Thekabosyis a Malagasy long-necked lute. For more infornmatia the instrument, see Schmidhofer,
August and Michel Domenichini-RamiaramanaMadagascar In: Grove Music OnlineOxford Music
Online, http://www.oxfordmusiconline.com/subscriber/ddigrove/music/44733 (accessed 2.11. 2010).
% Interview with Rajery, 17.12.2007.
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When | told him that | was often slightly confudeglthe different ways people use the
termsalegy he assured me again tisategywas only the name of the rhythm:

[22] Bilo : « Oui, les gens utilisent ¢a dans desssdifférents, parce que quand on

dit salegy, c’est seulement le rythme. Tu vois ? »

Jenny : « C’est le nom du rythme ? »

Bilo : « Le nom du rythme.» (Interview Bilo, 19.828)
In the same way that | am not aiming at finding @ujudging whether the term and
concept of ‘6/8 rhythm’ suits the Malagasy conteny, aim is not to find the right
definition forsalegy The analysis above of the musicians’ discourssategyshows that
the word is used in numerous ways. Musicians dimaise it in different, to some
extent contradictory ways and slightly change thege, depending on the context in
which they are talking about it or depending ondbestion that they have been asked. It
also shows, once more, the presence of the terme@makpt of ‘6/8 rhythm’ within the
musicians’ discourses and their search for mugilegitity. There is no shared
understanding and usagesailegyamong the musicians and the terminological coofusi
around the term confirms the general terminologioaifusion on musical terms, such as
‘rhythm.” Musicians, like Bilo and Jaojoby, who dteown assalegymusicians and who
are fairly successful in the music market withetyd to emphasise the representative role
of salegyas a national music style. To thesalegyseems to integrate both usages: the
potential of musically representing Madagascaratrtie same time, some kind of
regional pride. But other musicians, such as Rajdry is himself from the High
Plateaux region, say that every region has it sii$alegy using it as a synonym for
‘6/8 rhythm.” Others again do not identify wislalegyin that way and do not use it on a
general level, but rather mention it as one of magyonal musical styles. Everyone
agrees about the origin shlegywithin the North of the island. However, musicidesl
different towards the role slalegywithin the country’s music scene. The musicians’
discourse osalegytherefore becomes highly interesting with regaraléntity issues as
two major trends seem to be inherent: the longinighd a common musical identity as
well as keeping and pointing at the musical divgrsi the different regions of the island.
As one of the shared elements of the musicianskedbowith, | have identified their aim
of gaining access and becoming successful on teeational so-called ‘world music
market.” Their discourses on the ‘6/8 rhythm’ haltgo come into play as ‘rhythm’ seems

112



to be of great significance for the musicians’ induial experiences and ideas concerning

marketing strategies.

The challenge of the international ‘world music k&t — musicians’ individual

experiencesperspectives and strategies
According to Stoke (2004), with the coining of teem ‘world music’ in the 1980s a

complex discourse has emerged that was primatiénded

“(...) to energize and enthuse compact disk (CD) bajyand is living its own
unruly life in music journalism (...) and on the fges of academia in
conferences, artist-in-residence programs, conaers, workshops, and
academic publications” (Stoke 2004: 52).

Exactly because of this complexity in which “thelghl dimensions of the local product”
are also often understood in different ways byedédht actors, such as record companies,
studio technicians, or musicians (Stoke 2004: B@)yy scholars have particularly
focused on the analysis of discourses on ‘worldichgs.g. Taylor 1997, Frith 2000,
Théberge 2003). Stoke (2004) for example argudgsithay musicians who have been
labelled as “world music artists” actually havefidiilties with or do not even accept this
definition for themselves (Stoke 2004: 52) — anezignce also shared by some of the
Malagasy musicians as | have stressed in chagter 2.

It is beyond the scope of my thesis to go intoitletastudies of ‘world music’
discourse$? Here, | would only like to point at a few aspeeithin scholarly
discussions and debates that are relevant to theglley musicians’ individual
experiences that | will present below and to otlpeesented in the following chapters of
section 3. What scholars identify as key notiorthwmithe discourses on ‘world music’ —
“authenticity, roots, hybridity, and the local” &k 2004: 59; see also Taylor 1997) —
also appear in the musicians’ individual perspestion how to best access the
international market. Whereas the notions of ‘anticgy’ and ‘hybridity’ at first glance

seem to be opponents, the situation, especialiy &aliscursive point of view, is much

% For further reading on this topic see Taylor 1997th 2000, Bohlman 2002, Théberge 2003 and Stoke
2004.
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more complex and both terms are often entanglekéS2004: 59§° This also becomes
evident when looking at the musicians’ individugperiences.

All musicians agree that Malagasy music has nobgen really successful on the
international music market. However, their opini@assto why this is the case and also
how this could be changed are very different. Agalrythm’ seems to play a crucial

role in the musicians’ ideas and suggestions. Diserace of proper international success
for Malagasy music is a topic that regularly compsaand musicians very much reflect
upon the reasons for it. Here, the research corgentportant as well. As already
discussed in the methodology chapter, some musi¢iane probably seen in me a
potential helper in accessing the Western musiketaa fact that | will also take into
consideration in my analysis of the musicians’ disses on this particular topic.

Two major trends appear within the musicians’ disses. 1. The majority of the
musicians still see an obstacle in the fact they tire not able to properly explain their
music to a foreign audience. They argue that Maagausic would be much more
successful and appreciated internationally onbeébmes more accessible and
understandable for foreign audiences. Many of thesgicians often expressed their
thanks to me as they see my research as a suppthefr aims. 2. In contrast, other
musicians think that it is actually an asset fa mmarketing of Malagasy music that it is
difficult for foreigners to understand and play thasic. They argue that it creates
curiosity and some sort of exoticism. In both cagégthm’ seems to be the central
theme. Whereas in the first trend musicians descritythm’ as the element that needs
to be properly explained and made accessible toutsde world, others see an
advantage in the confusion that it creates. Anathgortant argument and contentious
issue which goes in hand with these two major sezmhcerns the actual musical sound
and the musical arrangements and compositions. &deesome musicians argue that it is
important to musically open up to the foreign waalt integrate non-Malagasy musical
elements or styles to approach foreign audienceé@gate an interest in Malagasy
music, others argue that it is more important tkenslalagasy music as pure as possible.

In the following I will analyse some of the musitga arguments in more detail. Again, |

% Frith (2000) even goes so far as to say that indvousic circles hybridity is “the new authentjit
(Frith 2000: 312).
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will also focus on identity issues, such as theiomss’ perceptions of ‘Self’ and ‘Other’
in this context.

Most musicians see a great marketing potential aalylasy rhythm and at the same time
the need to make it accessible and understandabie international public. Sammy, for
example, highlights the importance that rhythm sdednake people dance. He draws
the comparison to the music of African stars, sagBaaba Maal, and says that he tries
to change the Malagasy rhythm in the way these ¢iars do in order to make his own
music danceable as well:

[23] « Mais 1a, on a changé un peu le rythme dessdomme Youssour N'Dour,
Baaba Maal et les autres la qu’on arrive a dansag. &ais si tu écoutes
vraiment comment ils font, (il rit) waouh ! C’estird Et la, dans la musique
malgache, moi je fais ¢a aussi. J'essaie de le¢row (Interview Sammy,
23.11.2007)

The comparison to African music stars is intergstiansidering that especially in the
High Plateaux region where most of the musiciamduding Sammy, come from, people
tend to emphasise that they are not African, bualyisy. | have mentioned this conflict
between the High Plateaux people and@b&ersalready in chapter 2.1. For Sammy, the
challenges of the international music market attisem to create a certain collective
African identity among musicians.

The relation of Malagasy music with African mussciso an issue that comes up in the
following examples. Jean-Claude and Ricky compaeetythm in Madagascar with a
precious stone that has not yet been polishedatatttan be appreciated and becomes
attractive on the market. Two arguments shine tjinan this metaphor. 1. They see an
immense potential in Malagasy music and rhythmartipular that has not yet been
properly utilised. 2. A certain adaptation of Madag music is necessary in order to spark
interest in Malagasy music:

[24] Ricky: « (...) c’est quoi I'histoire du rythmeMadagascar. Peut-étre c’est a
cause de ¢a qu’on est bloqué par rapport aux Malemx Sénégalais, aux
Brésiliens... »

Jean-Claude : « C’est peut-étre ca effectivemeat qune fois on m'a demandé,
mais pourquoi la musique malgache a du mal a sbridarce qu’elle trop riche
mais attends, qu’est-ce que tu racontes, elle@stiche ? » (Tout le monde rit.)
Ricky : « C’est peut-étre ca. »
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Jean-Claude : « Tu vois, tu prends une pierre @uéei dans la terre, il y en a
beaucoup ici a Madagascar. Exemple, prends uneepiey a plein de bouts,
c’est cassé de partout, il y a des trucs, maig aies pierre précieuse. C’est un
peu comme le cas de I"émeraude de 550 kilos geoetse de Madagascar. Une
pierre précieuse. Alors, on va au marché, on tralegegens qui achétent des
bijoux et ils, eux ils voient ¢a, oh la la, il yp&eins de bouts, c’est mal foutu,
jachéte pas. Alors que la on peut faire des nnéligjoux. Alors, la musique
malgache elle est comme c¢a. Le rythme malgaciautlla prendre et puis la
tailler pour que les gens puissent la prendrenteiffiew Ricky and Jean-Claude,
18.7.2008)

Whereas here, Jean-Claude clearly draws a distimbgtween Malagasy and African
music, describing it even as a sort of competitienlater considers Malagasy rhythm an
African rhythm, although with some hesitation. H@lains that he thinks that Europeans
have not yet understood that rhythm is the mosbmapt element in African and
Malagasy music. He concludes that if African rhytbnMalagasy rhythm had as
beautiful melodies as for example the Beatlespiild be much more successful:

[25] « Parce que pour l'instant en Europe peut-@tre’a pas encore compris ¢a.
Mais une fois ¢a va.... Le rythme en Afrique c'esiqui est le plus important,
c’est tres trés riche. Si le rythme africain, matga.. bon, c’est africain, avait
des mélodies aussi belles que les Beatles et {essauc’est ici que ¢a va se
passer la musique. C’est simplement la mélodieté&rengur ce rythme. Et voila...
tout est ouvert. » (Interview Jean-Claude, 18.78200
Papay has a similar idea of the need to adapt Malagusic to a certain extent for an
international audience. In the 1990s he had ieididhe group called “Sivy Mahasaky”
(“the nine who dare”), bringing together three jazzsicians, three rock musicians and
threempihira gasy(Malagasy term for musician playing in thga gasy. Papay explains
that despite the group’s success within Madagagadid not exist for very long as there
was not sufficient financial support. The initidka of the group was to fuse different
musical styles and through this add something talytssy music that would give the
music a more powerful sound. In contrast to mas¢omusician, Papay speaks of “the
monotony” of Malagasy rhythm and regards it as lastacle and as something that needs
to be changed in order to make the music more safide

[26] Papay : « J'ai imaginé pourquoi la musiquegaahe ca n’arrive jamais a
percer... »
Jenny : « Sortir vraiment ? »
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Papay : « De faire du showbiz vraiment colteux gReut-étre c’est a cause de
cette monotonie, parce que des gens, il y a des@éraiment le coté de la bonne
mélodie. Et il y a des gens qui aiment bien... ceminga... des chorus ou bien
c’est comme ca. Et peut-étre a cause de cette muiedt..) J'ai espéré avant
avec Sivy Mahasaky... J'ai entendu beaucoup dequesnalgache et ca m’'a
beaucoup plu. Mais ce que jai remarqué c’est oenque du punch. Ca veut
dire que les vakisaova et le hira gasy font... »
Bebey : « Voila, cette péche ! C'est vrai ce qdiil! »
Papay : « Et c’est pour cela que jai essayé deupgr ces gens de hira gasy, les
vakodrazana, bon parce qu’il y a des gens quiléomtusique malgache a leur
facon, c’est pas mal. Mais ce gu’ils leur manque'esst la péche quoi ! »
(Interview Papay and Bebey, 21.7.2008)
Bebey, who was present and also participated imbeyview with Papay knows the
group “Sivy Mahasaky” and has heard them playintpatime. He sees a great
marketing potential in such a group, exactly beeafgheir approach to fuse Malagasy
music with musical styles, such as jazz and roekakyjues that people would
immediately get something out of this music andansthnd something as the music has
something “of theirs” as well:

[27] « En fait c’est ¢ca qui doit se vendre en ptiga c’était une bonne idée. Ca,
ca doit étre... Tu sais, quand les gens vont rega@ dans un festival en
Allemagne, ils vont comprendre quelque chose.dig pas... ils font pas cet
effort de comprendre. lls vont tout de suite comdre, parce qu’il y a un peu de
“leurs” dans le truc. » (Interview Papay and Belitly7.2008)
A similar idea has been the inspiration of one w€lEManana’s current musical projects
in which | have also participated as a violinistlda which | will come back in chapter
3.3. By arranging standard jazz tunes, such assl&umnstrong’s “All of me,” in a
Malagasy version, he is hoping to spark interedt@miosity in Malagasy music. He
argues that whereas the Malagasy rhythm is addg#tecomes the basis for the song, it
still appeals to a wider public as there is sonmgthvell-known within the music at the
same time?®
In contrast to the last examples, Jaojoby doese®iany need to adapt Malagasy music
or make it more accessible and attractive for germational audience. Rather, he advises
all Malagasy musicians to make as pure Malagasymaisspossible as this is what is

expected and appreciated:

5 Discussion with Erick Manana, 20.12.20009.
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[28] « D’ailleurs, je conseille toujours ceci a needlegues malgaches : “si vous
voulez percer, il faut faire gasy-gasy, malgachdgazhe”, parce que c’est ce que
le reste du monde aime, c’est ¢ca qu’il attend diéstes malgaches. » (Jaojoby,
cited in Terramorsi and Rajaonarison 2004: 185)
When he was specifically asked about what he adwieanger musicians in
Antananarivo who are dreaming of going to Eurogealso emphasised the importance
of making one’s own music, i.e. Malagasy music:

[29] « Eh bien, je leur ai toujours conseillé : itea la musique malagasy, faites-
la bien, ¢a sera votre passeport, votre billetidiav » (Jaojoby, cited in
Terramorsi and Rajaonarison 2004: 187)

This was already true for him in the 1970s in Madkgr. In an interview witfioots
journalist Banning Eyre, Jaojoby recalls how attthree he had performed with his group
“Players” and how they had adopted other Africaytiims into Malagasy rhythms:

“We made more African and Malagasy rhythms: kwdssassa, sigoma, and
also rhythms from the Indian Ocean, like sega. Vegga most of the African
rhythms, but we made them Malagasy” (Jaojoby, dite@&yre 2002: 41).

The accordionist and singer Médicis (alias JeanystaRabesiraka) died in a violent
robbery in Antananarivo in March this year. He ladisted a concert given by the
French group “Shoppings” and on his way home waslked by bandit¥’ Many
musicians | spoke to blame the enduring politiceig for this tragic event as the
criminality rate has increased enormously sincebtrggnning of 2009. Some musicians
have also expressed their worries about performaitegat night or being paid right after
the concert. Personally, | have only had the chémoeeet Médicis once for an
interview. In our discussion he told me that he sawneed in adapting Malagasy music
in any way, but rather that he regarded rhythnhasreans through which he could
communicate even to a foreign audience that cooldinderstand his lyrics in
Malagasy®

Jazz saxophone player Seta (alias Seta Ramarasendf the few musicians reading and

writing music who is also giving music classes taathes musical notation in

%7 For an obituary of Médicis, see for example
http://mondomix.com/blogs/accordeon.php/2010/03/##licis-madagascar-disparition-d-un-merv
(accessed 2.9.2010).

® Interview Médicis, 19.8.2008.
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Antananarivo, is convinced that transcription is #ay to make Malagasy music
approachable and accessible to foreign peopleités the example of Salsa music
which has become patrticularly popular through ddifé means: there are Salsa dancing
classes and Salsa parties everywhere and peopléocaxample, buy written Salsa
music books and music scores in shops. As Setatp8asa music has become
reproducible and approachable to foreign peple.

Seta’s idea that transcription holds the key foenmational success becomes especially
interesting with regard to the musicians’ emphasishelova-tsofinathat will be the
focus of the next chapter in which | will analybe musicians’ own theories and ideas
about the origin and meaning of ‘rhythm’ in Madaggs As | have followed thieva-
tsofinamyself, | will also come back to the issue of ti@itsng music in the last chapter
of this section. There, | will also analyse my ogxperiences with ‘rhythm’ that | gained
through both, the analysis of discourses and oficalipractices, and will explain how

these experiences relate to the term and concé@t8ofhythm.’

Conclusion

The topic of this first chapter of section 3 hasrbéhe term and concept of ‘6/8 rhythm.’
Section 3 comprises three analyses chapters,rigt@viio focussing on the analysis of the
musicians’ discourses and the last chapter higtitiglthe importance of the integration
of musical practices. | have begun this chaptegitijg a brief insight into scholarly
debates on language and identity as the presenbesM/estern concept rooted in the
idea of musical notation within the musicians’ discses raises questions and at first
glance seems contradictory, especially as the mamsiemphasise so much the
importance of oral tradition and the conceploafa-tsofinafor Malagasy music.

However, | have argued that instead of studyingnéegly contradictory discourses and
trying to ‘judge’ what seems right and wrong, itseful to look at when and how and in
what kind of circumstances musicians’ exactly mage of this concept. Therefore, |
have looked at the particular research contexthave given examples of circumstances
that have definitely influenced the usage of tbigign term and concept, such as the
musicians’ bond to the capital Antananarivo withritle as a ‘cultural hub’ and its

% Interview Seta, 22.7.2008.
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cultural infrastructure (see also chapter 2.3) nlusicians’ aim to reach the international
world music market, or the usage of the languagadh — all of these aspects being
interrelated and interdependent.

The usage and understanding of the term and con€&p8 rhythm’ is however
different among the musicians and contestationtamdinological confusion occurs. |
have therefore analysed the musicians’ individsalge and understanding, looking at
different aspects for which the ‘6/8 rhythm’ seeimplay a significant role for the
musicians: Whereas some musicians use the terrowtitbirther reflecting upon it,
others use it, but call it a foreign concept artémteclare its inappropriateness for
Malagasy music. Some argue that it is non-Malaga®ple, especially ‘music theorists’
who use this concept to describe Malagasy rhythmes& two trends — on the one hand
the identification with the term and concept, andlee other hand taking a distance from
it — clearly point at the terminological confusiaround the ‘6/8 rhythm,’ but also
generally on ‘rhythm’ and musical terminology withthe musicians’ discourses. This
also becomes clear in my example of the discounmnssalegymusic with regard to the
‘6/8 rhythm’: e.g. there is discordance among thesigians whethesalegydefines a
musical style, a dance, or a rhythm. Further, weies®me musicians use the wealkegy
as a synonym for ‘6/8 rhythm,’ often seeing fadegy’simportance on a national level,
others emphasise its regional bond to the North-&fagladagascar.

The term and concept of ‘6/8 rhythm’ furthermorayd a significant role in the
musicians’ discourses on their strategies and ateto reach the international world
music market. Again, musicians’ opinions and ebgreres vary, with two major trends
coming to the fore: Some musicians see a needgmie their ability to explain their
music to foreign audiences. Here, many also argaiet is useful to integrate foreign
musical elements into their music so that it becosasier for non-Malagasy people to
understand and identify with the music. Othergidntrast, see a high potential in the
confusion that rhythm creates in Malagasy musi@yl$ay that playing the music “as
Malagasy as possible” would make it more intergséind exotic for foreign listeners.
The next chapter will focus on the seeming courterpf the ‘6/8 rhythm,” namely the
musicians’ experiences of theva-tsofinathat shine through in their discourses on the

origin and meaning of ‘rhythm’ in Madagascar.
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Chapter 3.2 - Exploring thelova-tsofina: Musician’s theories on the origin and

meaning of ‘rhythm’ in Malagasy music

* Introduction
* The importance of listening to the musicians’ oveneepts
* The topoi

= Environment

= Everyday life

= Language

= Dance

= Influences from outside

= Emotions and spiritual ideas

e Conclusion

Introduction

In this chapter, | will continue to analyse the mi#ss’ discourses, here particularly
focussing on the musicians’ experiences that rétatleelova-tsofinal will look at the
diverse discourses of the Malagasy musicians oorigen and meaning of ‘rhythm’ in
their country’s music. ‘Rhythm’ is explained, uns@od, and experienced in many ways
that touch upon different ‘topoi,” such as the doyis environment or Malagasy
everyday life. All of these topoi are interrelatatd almost all of them are also deeply
rooted within Madagascar itself. References conogrthe meaning of ‘rhythm’ or its
origin always point at the ‘land of the ancesta@nsd only very rarely at influences from
outside the island.

Following on from the previous chapter, this chaptgually investigates how identity is
constructed through the musicians’ discourses atheutneaning and origin of ‘rhythm’
in Madagascar. How and through what kind of imagasietaphors do the musicians

create their ideas of what is typically ‘MalagasWhat kind of characteristics and
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symbols do they use to depict their nation or tbein communities, even if it is an
“‘imagined community” (Anderson 1991) of some sort?

The analysis of the musicians’ discourses will stibat ideas of being alike and unlike
as well as the general debate on sameness anckddéappear as persistent topics.
However, there are different levels on which teiexpressed, such as for example
Madagascar vs. the Western world, High Plateauomnegs. coastal regions, or
Madagascar vs. African mainland.

The importance of listening to the musicians’ ownaepts

In the last section, | have argued for the impargaof listening to the musicians’ own
concepts and ideas about music and musickingvateaegard to Agawu’s
“presumptiorof sameness” (Agawu 2003). | have further alreadyntioned the
musicians’ emphasis on the importance of oral ti@aifor Malagasy music making to
which they refer to as tHeva-tsofina.The discourses about the origin and meaning of
‘rhythm’ analysed in the following all relate toafurther explore théova-tsofina.Even

if the term and concept of ‘6/8 rhythm’ appearshie discourses analysed below, in this
chapter | will not focus on whether this particul@am is used or not by the individual
musicians. However, some arguments highlightetienptrevious chapter are important
to bear in mind for the analyses of the discounséisis chapter, such as the importance
of the particular research context, my double asl@ researcher and a (Western trained)
musician, or the musicians’ aim to reach the irdéaomal ‘world music market.’

The discourses analysed here and those analysied pnevious chapter will become of
crucial importance in the next chapter in whichill f'ecus on musical experiences, those
of the musicians and my own. | will refer back tamg aspects, topoi, and experiences
mentioned in my analyses of the discourses. Therefoe analyses presented in the
three different chapters should not be understsdakeang in any chronological order

with regard to how | conducted my research.

The topoi
In order to investigate the different ways in whible musicians conceptualise the origin

and meaning of ‘rhythm,’ | have searched for ‘remg topoi’ that appear in their
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discourses. The division into different ‘fields’ pnaeem artificial at some points since, as
my examples will show, all the topoi are interrethtHowever, in order to systematise
and gain a better overview of the enormous rangeerdpectives and the constant debate
on unity and diversity or sameness and differehfiad it useful to present my analysis

within a framework of subject areas.

There are two dominant topoi within the musiciagiscourses on the origin and meaning
of ‘rhythm.” The first one is the environmetiringing up various aspects, such as the
actual physical or geographical environment oniglead, the peoples’ orientation and
movements within the environment, or their assamatvith and sensibility towards the
environment. This includes their treatments oftreteship with animals, especially
towards the all important zebu cows which play rtre role in Malagasy culture. This
topos of the environment is closely related to heotvery prominent theme, namely that
of Malagasy everyday lifand everyday activities, such as for instance wgtkeating,

or walking. Activities, such as speaking and siggiagain link up with the important
topos of the Malagasy languadéany musicians see a close relation between difter
aspects of the country’s language and ‘rhythm.’ idiags also express ideas about
movement/moving, often related to dandspects which are mentioned within this
theme are the styles of dancing, its developmentgedl as inspirations for

choreographies. Yet another topos is that of emstamd spiritual ideatiat some

musicians have towards ‘rhythm.’ It embraces thabpbly most personal views and
feelings of some of the musicians. As mentionedrapalmost all the musicians’ ideas
are rooted in Malagasy culture and within the bsd the island. There are, however, a

few musicians who mention influences from outsielpecially as regards the origin or

history of the ‘Malagasy rhythm.’

The concept of ‘rhythm’ is highly contested as veednseen in the theoretical discussion
in chapter 2.1, in the musicians’ discourses amralys the previous chapter, and as we
will also further see in the discussions amongnlsicians discussed below. | will
primarily analyse the musicians’ perspectives @ndhgin and meaning of ‘rhythm.’
However, as a strictly defined concept of ‘rhythimmhot agreed on, | will also include
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broader ideas and reflections concerning for ircganusic in general or musical

instruments.

Environment

Considering the vast body of literature on Madagdgsamature and various discourses
glorifying the island’s flora and fauna, such asaarism adverts or TV documentaries, it
might not be completely surprising that the envin@nt has turned out to be so important
within the musicians’ discourses. Environmentaid¢s@lso often appear in the
musicians’ self-presentation on stage. The needrfeironmental awareness is a topic
that musicians talk about when they present theintry of origin and their music to
foreign audiences as the example of tedjanahary project by Dama Mahaleo and
Ricky given in chapter 2.1 shows. With regard tojthm,’ it is striking to see what a
broad range of aspects of the environment the namsiceflect upon. They talk about the
geographical environment, as it appears in landsoaglimate; they mention people’s
attitudes and sensibility towards the environmsath as their relationship with
particular animals or their knowledge of particutatural phenomena; and reflect upon
people’s movements and orientation within the esmiment, e.g. relating to cosmic
structures or more local infrastructure.

The interconnectedness of environment and musialsasbeen mentioned and
researched in other parts of the world. Feld (19@ites that the Kaluli people in New
Guinea explain musical structures with several &iofimetaphors that are all based on a
single term, namely the term ‘waterfall.” The expace of water serves as “an elaborate
creative pool from which spring numerous converglpas well as newly formed,
metaphors about sound structure as ‘flows™ (F&Q81: 26). The ethnomusicologist
Zemp who has conducted research among the Aregamglgpon the Solomon Islands
shows that bamboo is the central focus of theralisse on music (Zemp 1978, 1979).
Feld comparing his work with that of Zemp draws ¢baclusion that societies often
express musical theory by means of polysemy andphet:

“While the Are’are case involves both more ternigy and a greater diversity
of sound structures to which it applies, the patad striking. Water and bamboo,
core natural images with broad mythical and eveyyadtural salience both
materially and ideationally for these two groups atilized as the basis for
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metaphors of sound structure. (...) both societiebally express musical theory

by a metalanguage based on polysemy and metapéldr{g81: 44).
Colin Turnbull who for a very long time has liveddaworked among the Mbuti “Forest
people” in former Zaire mentions another dimensbthe relation of music and
environment. He explains that the Are’are peoplagime the forest as both benevolent
and powerful, as it is the forest which providesrgthing for their living. The Mbuti
people have a concept of quietness which stressesgss as the ideal and as something
very positive. For them, quietness is also clogglgrtwined with the peoples’ relation to
the forest. This is expressed in sayings, sucthagjuiet pleases the forest, so noise
displeases it, (...)" (Feld 1996: 2). Music come®iplay in the way that it is used to
“awaken” or “please” the forest. Turnbull writes:

“The sound ‘awakens’ the forest...thus attractingftrest’s attention to the

immediate needs of its children. It is also of éissential nature of all songs that

they should be ‘pleasing to the forest™ (Turnbl@65: 257).
Concerning ‘rhythm’ in particular, the environménats also been mentioned as
inspiration and source for musical theories andalisse on musical experience in other
parts of the world. Even if Feld, for instance,tesithat there is more about melody in
the verbalisation of Kaluli theory on music tharoabtemporal aspects, they use terms
deriving from water movements as musical terminglog pacing:

“(...) the notion ofgulu or ‘flow’ in pacing involves metric pulsing of abbli20
pulses per minute, a timbral continuity of soundlg/maintaining distinct pulses,
and symbolic equivalences between danwerkwelebird, and sound/movement
at a waterfall. Several other terms for moving wate commonly used as
rhythmic terminology” (Feld 1981: 32-33).
One connection often drawn by the Malagasy musscsithat between the materiality of
the musical instruments and the environment whrolviges the raw material. Although
growing trade of goods and materials across thatcpas well as the imports of material
and instruments from outside the island have adgbam impact, there are many
examples in Madagascar of which | only want to noen& few. There are for example
different types of the Malagasy zither, tradiha. While thevalihain the High Plateaux
region is built out of a long bamboo with the sgrattached all around it, in the South of

Madagascar where bamboo does not grow, thereiffegedt type ofvaliha, the so-
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calledmarovany which is constructed of a wooden (or sometimss aietal) box with
stings attached to each side of it. Toleanga baraa type of violin that is played among
theBara people living in the South of the island has gisimade out of vegetable fibre
or goats guf® It appears logical to imagine that the materiathe way of playing an
instrument has an effect on the sound of the miany Malagasy musicians even argue
that the playing style, which again is relatedn® way an instrument is built, also
particularly relates to ‘rhythm’ as | will furthexplain in the next chapter as this is also
an experience that | have made myself.

The majority of the musicians share the idea dfydhimic base that is present
everywhere on the island. However, the way theljitcahd refer to it differs a lot (see
for example the musicians’ discourses analysetderptevious chapter). This basic
assumption is also present in their ideas about@mwment and rhythm. The persistent
discourses about sameness and difference thatusdied earlier also clearly come
through in this theme as the following exampled shbw. Difference and sameness are
negotiated within Madagascar, as for instance batvadifferent ethnic groups or the long
established, often critical attitude between pedl the High Plateaux and people
from the Coast, but also between Madagascar anolutisede world, especially the
Western industrial countries.

Jean-Claude, for instance, regards the environagetite reason for the Malagasy 6/8
rhythm’s specificity in comparison to the same hmgtplayed outside Madagascar,
especially in jazz music:

[30] « C’est I'environnement, parce que le 6/8 emdtrouve aussi dans le jazz
des Etats-Unis, Miles Dauvis, il le fait depuis disptous les grands du jazz,
Hendrix, Carlos Santana fait du 6/8 jusqu’a aujtwid Mais leur vision, c’est
différente aux Malgaches, et c’est I'environnem&Madagascar qui fait que le
6/8 est particulier et c’est ce qu'il fait qu'urpg/comme Santana qui est un
maitre du 6/8 s’en réve de venir ici(lnterview Jean-Claude, 18.7.2008)

Others rather emphasisggional differences in Madagascar that the environmerates
with regard to music and rhythm. On a rather symckandd metaphorical level Sammy,
for example, is convinced that the rhythm in Mada&ga is unique and compares its
different appearances with a chameleon:

0 For a further detailed description of Malagasyrimments, please see Randrianary (2001): p. 109-114
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[31] « Mais ca vient de Madagascar. C'est-a-difergast dans une ile qu’on
appelle les Malgaches et comme je t'avais expligaéépend de chaque région
ou il est. C’'est comme un caméléon. Tombe le camélidns une plante verte, et
il sera vert. Quand il sera dans une plante maireera marron. C’est a dire, ¢a
dépend de la région, de la terre, de son villag®l oa il est. Et c’est la qu'il
rentre l'inspiration. C’est a cause de la terrdela donne I'inspiration. »
(Interview Sammy, 23.11.2007)

On a more concrete level, Ricky and Rakotomavo naadienilar statement. Ricky talks
about the same “groove” that exists everywhere addyjascar and argues that it is the
environment which determines the people’s sengitidiwards the environment as it for
instance influences their relation to animals. g same time he argues that the physical
environment also influences the rhythm of eachaegind therefore producdgferent
“grooves.” He once explained to me that the distandhe sea or to the forest for
instance makes a big difference to the individua¥is sensibility towards the
environment!* This example reveals that it is actually not ahly environment that has
an impact, but that it is all about positioning sek within this environment. Ricky not
only speaks about the Southern landscape thasisama monotonous, but also describes
the image of having the zebu cows “behind you.gdsitions himself as someone from
the High Plateaux region and with regard to allrtieuntains and stairs describes the
environment as “quieter” and “wavy” in comparisornthe South. However, despite these
differences in the specificity of the environmantgeneral for him, all Malagasy people
share the same sensibility towards the environment:

[32] « Parce que si c’est Antandroy, par exemplansAntandroy joue quelque
chose rythmiquement et mélodie et harmoniquemésdt pas la méme chose
méme de Fianarantsoa, juste a coté de Tuléar eDRaphin, parce que la-bas
'environnement c’est un peu...un peu vaste etdyranvois ? Donc, eux ils ont la
possibilité de faire des différents rythmes...ryflsm Et en méme temps de créer
guelques mélodies avec les rythmes. (...) Oui, pgueec’est pas le méme
groove (il clappe les mains au méme temps). C'asigppméme groove. La bas
c’est (il montre), quand t'as vu...tu vois...qudiad vu des zébus, des trucs
comme c¢a derriere toi et le rythme ¢a symboliséb&es comme les zébus quoi.
Mais ici c’est plutbt calme et trés ondulé. Dono@n avis, c’est par rapport a
tous les montagnes, les escaliers, des trucs cayanfe.) Tous les Malgaches :
(i montre). Et ¢a, ¢a fait bouger tout le mondénne...méme groove, méme
sensibilité. Mais si on va rentrer dans la spétéfid’environnement, la tu verras
gue ca c’est plutdét Antanosy, méme si eux ils tnkilalaka, méme chose, mais

" Interview Ricky, 18.7.2008.
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il y a une expression différente par rapport glasgbilité et a I'environnement. »

(Interview Ricky, 18.7.2008)
Rakotomavo has a similar view, emphasising thigtatcommon phenomenon, even
world-wide, that it is the environment that becortiespeople’s source of inspiration on
various levels. He argues that there are thereliffierences from region to region and
likewise Ricky compares the High Plateaux regiothwhe South of the island. He
equally stresses the impact of the mountains irHilga Plateaux region that make people
play a lot with echoes which then results in catl asponse singing forms, and the
monotonous character of the songs from the SowtHuHher gives an example of how
the relation with animals in the environment imgamh the music. He argues that it is
even the actual animals’ sound that is integratémthe people’s songs:

[33] « Et je rentre |3, 1a la région tu sais othiéditent ces gens ? C’est leur
source d’inspiration, I'environnement. Leur souddaspiration. Ils utilisent donc
de facon acoustique, 'air d’environnement. lls stomisent aussi des instruments
de cet environnement la. Donc, ¢a va dépendreedgifonnement la. Comme les
gens disent, ils aiment des chansons responsgoriglese répondent quoi. Parce
gue les Hauts Plateaux, c’est une région une régien un relief tres accidenté, il
y a beaucoup des montagnes. Et ils jouent de l:§thmontre) Il y a un qui
commence et le reste qui répondent. Donc, ¢a kéestironnement qui fait ¢a.
Par contre quand tu vas dans le Sud, c’est le llush,la savane, la brousse,
c’est plutét des chansons monotones. (...) Ca dégetiénvironnement quoi. Ca
c’est une base connue. Je crois que c’est un peuldanonde partout quoi. Pour
les gens de la forét, bon, c’est plutdt, dans lebhesisons on entend le
gazouillement des oiseaux, des... lls aiment gdoiit ca. » (Interview
Rakotomavo, 1.8.2008)

Some of the musicians are also convinced thatrtieament has an effect on the
people’s mood or characteristics which then, imtatso influences music and rhythm.
Interestingly, in this respect, is that comparisaresalways drawn between the “Cotiers”
and the people of the High Plateaux region. Thightnhave to do with the fact that the
relation between people from the High Plateauxamgespecially from the capital and
people from the coast has long been conflict-ridolecause of various historical and
political reasons (see also chapter 2.1). The narschowever, argue in rather non-
political terms, such as temperature differei@aegystar Jaojoby assumes that
temperature has an impact on people’s charactethabdherefore people from the High

Plateaux region are calmer than people from thiehobastal regions. He neither

128



positions himself specifically as someone from@uwast, nor from the High Plateaux
region. However, positioning within the environmeagain comes through in his
description of the long vistas that are possilenfthe High Plateaux region - an image
that | have come across a few times:

[34] « Disons que sur les cotes, il fait plus chaardest plus... Eh ? (il rit) Ah
oui ! Sur les Hauts Plateaux, on est la donc suPlateaux, on est plutét donc
dans la méditation. Oui, on regarde loin. Je ngdssque c’est vrai, eh ? C'est
mon avis quoi ! (il rit) » (Interview Jaojoby, 212808)

Ariry (alias Ariry Andriamoratsiresy) is a choreagher who also works and gives
dancing classes in ttiRarihasinaculture centre in AntananarivéHe has been
collaborating projects with Ricky and has also ¢étad abroad, for example to West
Africa and to France, where he performed and gawneidg workshops. Ariry, similarly

to Jaojoby, stresses the impact of temperaturexpkains that he has experienced
different ways of learning and of understandinghihy among people from the Coast and

people from the High Plateaux region.

[35] « Je sais pas. Peut-étre c’est une questidendeérature. Question de
température et de.... de... (...) C'est ¢a. Et jesoie demandé que peut-étre c’est
a cause de... Je sais pas. J'ai pas encore fatyse, mais seulement déduction
comme ca. Mais peut-étre il y a une impact a praj@os température, et
I'altitude et position du soleil. Je sais pas.a.dpnne, ¢ca donne... un impact
psychologique et fonctionnement intellectuel ouigm@l ou sensationnel surtout.
Donc, le rythme c’est ca. » (Interview Ariry, 262308)

For Ariry, self-positioning and the question ofesriation and moving within the
environment seem very important as his memorieofof his journeys abroad clearly
show. The first trip was to West Africa where hesvs&ruggling to understand the rhythm
and explains that this difficulty is closely reldt® his own habits of orientation, as for
instance with regard to the rhythm of daylight aladkness.

[36] “Mais quand j'étais en Afrique, Afrique de li@st, il y avait aussi un rythme
gue jarrive pas a capter. lIs ont un certain, ertan... des compositions
rythmiques, et contretemps que j'arrive méme pésoaiter ou entendre. Donc,
I'explication que moi, je pourrais apporter c’egeq. c’est question d’orientation,
orientation spatiale... A quelle heure le soleipesitionne et ce positionnement...
c’est par rapport cosmique et spatiale. Ca engquidies des réactions...
réactions dans la coordination et dans la réfleg®ia personne. » (Interview
Ariry, 26.7.2008)

2 For more information on thearihasinacultural centre, see Fuhr (2006).
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His second trip was to France and it was agairtivironmental differences, especially
the difference in sunrise and sunset that causedle to his sense of rhythm:

[37] « Voila. Parce que le soleil c’est dans ldnye. La fréquence qu'il revient et
tout ca. Et quand j'étais en France la premiére éoi été, j'étais a Montpellier.
(...) Jétais désordonné tout de suite quoi. En vblanroleil & dix heure du soir,
j'étais completement perdu quoi, a I'époque la peeenfois quand j'ai vu ¢a,
parce que ¢a trouble mon habitude rythmique, v&taonc, la danse et la
musique c’est la déduction et le résultat de tayjecpense. » (Interview Ariry,
26.7.2008)

In summary all musicians agree that the environment hasramaous influence on

music and rhythm in particular. The range of défgraspects that are part of the
environment is very diverse: the geographical maturphysical landscape is mentioned
as well as peoples’ attitudes or sensibility tovgdite environment they are living in.

This also includes the people’s relation to animsiieh as to the all important zebu cows
which are often mentioned as a working force. Aénadso appear as metaphors, such as
the chameleon which is drawn on to represent thity and diversity of the Malagasy
rhythm. Further, the environment is often describe@ source, be it a source of
inspiration or for food. Many musicians argue tihalso influences people and therefore
music-makers in the way that it has an impact @pfgs characteristics of life style
habits. Here, it is interesting to notice thateliféinces are mainly stressed between the
High Plateaux region and the Coastal regions. iBhisowever, not expressed in any
terms related to politics, but rather through theai that temperature has an impact on
people’s mood.

For many musicians the question of how one is ost within the environment plays
an important role. This does not only embrace maygositioning, such as long vistas
that are possible in the High Plateaux region ated leads towards a more general idea
of positioning in relation to other people. A debaf sameness and difference
persistently informs the musicians’ discourses takds place on different levels as
musicians make comparisons within Madagascar dsasdletween Madagascar and the
outside, especially the Western world. If compamgti the outside world, the “same
groove” or Madagascar’s rhythmical particularitysteessed; whereas within Madagascar

the emphasis rather lies on regional differences ss created by the natural
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environment. The constant shift between in-grougs@ut-groups is quite a well-known
factor in processes of identity construction. Meh&nd Galasinski, for example, argue
that it is especially through narrativisation tlat]e position ourselves within and
against the spaces and the people whom we seéoofbeg or not belonging to our own
groups” (Meinhof and Galasinski 2005: 102). Whers@ase musicians speak from a
very personal or individual point of view, as fastance Ariry who talks about his
personal experiences while travelling, others rasipeak from a wider angle; for
instance as someone from the High Plateaux regiomoe specifically from the capital
or on a more general level even, as a Malagasype@uestions about ‘who | am’ and
‘who | am not’ are constantly touched upon anditiberweaving comparisons on
different levels show that identities are persidyemegotiated throughout the musicians’
discourses.

Everyday life
Malagasy everyday life can hardly be separated tr@rtopos of the environment as

many of the musicians’ arguments and ideas cledubyv. Many of them state that the
environment we live in influences and even deteesiour everyday activities. It makes
for instance an enormous difference whether pdogmen cities or in the countryside;
whether they live in coastal areas where one firadtbours and ships (offering work,
trade etc), and where fishing is immensely impdrtarwhether people live in very dry
and hot savannah like areas where water is raray Maisicians argue that in our
everyday life we accustom ourselves to the enviemtrave are living in and it definitely
affects aspects of our life, such as food, work,mnavements and other habits. They also
say that it has a strong effect on music and rhythparticular, as they argue that music
and rhythm are already inherent in various aspediseir everyday life.

The diversity of examples that the musicians gorerfiythm being inherent in Malagasy
everyday life is astonishing. The majority of thasitians tend to emphasise the
inseparability of everyday activities and musicloythm in particular. Samy (alias
Samuelson Rabenirainy) is living in Antananarivd amthe 1970s was member of the
group “Lolo sy ny tariny” (already mentioned in gber 2.3) in which he played the

violin. He only very occasionally performs in sdled “cabarets” (smaller concerts,
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often in restaurants or bars), but is highly intézd in music research himself. Samy used
to work as a journalist for the MBS television (Magscar Broadcasting System;
affiliated with the party of President Marc Ravakimana who at the time of writing is
still in exile in South Africa) that was burned dowdestroyed and closed in the course of
the riots in the beginning of 2009 by supporterdwodlry Rajoelina. Over many years
Samy has collected musics from all around the éskard has gathered a valuable
collection of recordings. Samy once explained tatina¢ you can actually hear the ‘6/8
rhythm’ in the jiggling of the coins that the légtboys who sell sweets on the Avenue de
I'Indépendance in Antananarivo hold in their hafittnother example comes from
Erick Manana who has worked for a long time wite tamoussodinaplayer Rakotofrah
(who passed away in 2001). In a conversation he trld me that when Rakotofrah was
eating, you actually saw him playing the flute aviten watching him playing the flute
you could easily imagine him eatifigl will come back to flutist Rakoto Frah in the nex
chapter.

In general, there are two symbols or ‘themes’ thatl to appear more often than others:
zebu cows and rice plus various activities surraumnadr belonging to these two
‘themes.” Another connection that is often drawmtnysicians is that rhythm is also
inherent in everyday speaking habits of Malaga®pfge In the same conversation just
mentioned above, Samy also told me that the ‘68’ could be heard in the bus
drivers’ shouting to gather people for their joysén Antananarivd® Others again
persist on the important role that singing hasviergday contexts. Bilo for examples
explains that singing itself is a “way of living”:

[38] « Le salegy c’est...comment on dit aussi? Ga&$acon de vivre. Tu vois, le
salegy c’est la fagon de vivre. Donc, on vit avesdlegy...chez nous, tu es
heureux, tu chantes. Tu es malheureux, tu chahteis ta cuisine, tu chantes.
Tu chantes toujours le salegy. Donc c’est la fag@wivre. » (Interview Bilo,
19.8.2008)

These ideas are grounded in some of the musicessimptions that there is a close

relation between rhythm and the Malagasy languageeawill see in the next part. The

3 Conversation with Samy, Antananarivo, Decembei7200
4 Conversation with Erick Manana, Paris, 28.2.2008.
> Conversation with Samy, Antananarivo, Decembei7200
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topos of dance also already appears in the musiddeas about everyday life. Although
I will discuss this later on as a topos in its awght, it clearly shows again how all these
topoi are in fact interconnected.
On a very general level, there are two further etions that are shared among some of
the musicians. Firstly, that in some way all Makgpeople are musicians and secondly,
that the Malagasy ‘6/8 rhythm’ is a rhythm that feme could easily adapt to and
identify with. Sammy for instance is convinced ththtMialagasy people are musicians
and explains that as soon as someone starts makmghm, the others immediately join
in:

[39] « Moi, je dirais que, je dirais vraiment g@s IMalgaches, ce sont des gens

tous musiciens. On est né pour la musique la. Raregant que tu vois quelqu’un
donner un début du rythme, trrrrr ! » (Interviewn®ay, 23.11.2007)

Samy speaks of the “universality” of Malagasy mubie argues that it is a music that
everyone can easily identify with, not at leashasegards this rhythm as a “synthesis of
civilisation” and as a metre that “composes itseifteality:

[40] « Tout le monde peut se retrouver dans céttetsire musicale. Pour tout le
monde, c’est trés facile a s'adapter. (...) En réalédtte universalité de cette
musique, ce n’est pas une lecture...ethnocentrister@disent certaines
hypothéses. Mais c’est justement le résultat daymthése de civilisation. (...)
Parce que c’est un temps qui se compose en rqaligdadapte a tous les
temps. » (Interview Samy, 7.12.2007)

He gives further evidence for his idea of the ‘Bithm’ as a “universal metre” with
several examples from everyday life. He arguesdheatything works according to a
“biological clock,” starting from the cockcrow attie sunrise. However, most examples
for the expression of this “biological clock” he ntiens are movements, such as
marching, running, or the zebu cows pulling the:car

[41] « Oui le 6/8, parce que la je vais t'expliquer phénomene. La vie des
Malgaches la, est réglée par I'horloge biologiddenc, c’est rattaché
intimement a la vie quotidienne. L’horloge malgactiest quand le coq chante
et le soleil Iéve la téte, c’est ¢ca. Donc, tout.e€fomment on peut dire ¢a... Tout
est regulé par rapport a ce qu’on appelle I'horlbigéogique. Donc, c’est au
rapport gu’ils sentent, les Malgaches sentent gudéfait dans la vie
quotidienne, c’est I'expression de tout ¢ca. Quanertends le 6/8, tu peux utiliser
le 6/8 comme la marche, marche militaire.
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(...) Le 6/8, c’est vraiment ¢ca, méme si tu faisogging, c’'est le 6/8. (...) La
marche normalement c’est en 2 ou 4 temps, maisdquacours, quand tu...par
exemple poursuives les bceufs et tout ¢a, la clarre€me si tu vois la charrette
dans le Sud, quand les zébus tirent la charreést, /8. C’est vraiment un temps
universel. » (Interview Samy, 7.12.2007)
He argues that everything in everyday life is ‘Hmgtcised’ and that this rhythm often
has a function, such as supporting work or lulthgdren to sleep. He therefore says that
it is related to the tempo of the everyday lifeople use, play and compose this rhythm
that inherits their everyday life as his exampléhaf Antandroy people shows who even
when walking do not feel or think in a binary rhythbut the ‘6/8 rhythm’ which is
always present and related to their everyday life:

[42] « (...) méme la fagcon de marcher, on sent unl@@&l8. Les Antandroy vont
pas marcher 1, 2, 1, 2, 1, 2...c’est un peuple masghsi on peut dire (il rit) qui
joue des temps composés en marchant quoi. C'estdst lié vraiment au tempo
de la vie, de la vie quotidienne. Méme si on faielque chose, il y a un chant
adapté a ca, si on transporte des pierres par égeinpa quelqu’un qui dit
‘Alefa I’ (Il chante) C’est pour rythmer, conjuguksffort en méme temps. Et ca
se forge petit a petit, cette pratique rituelle&alité. (...) Méme pour bercer les
enfants, c’est rythmé par rapport a la...par rapgorthant (il chante). C’est
rythmeé, c’est toujours rythmé, rythmé, rythmé. niérview Samy, 24.11.2007)
Jazz saxophonist Seta agrees on the point thags&jeeveryday life is always
‘rhythmic.” He explained to me that this is a biffefence to life in Europe. In Europe,
people have to some extent ‘lost’ the rhythm ofrgday life in the way that modern
European trains, for example, are now making ncemoise and therefore are ‘giving no
more rhythm'’®
Ratovo (alias Ratovonirina Ranaivovololona) igadiha player from Antananarivo who
also builds the instruments himself. He works atNhnistry of Culture and has also
opened a very small private museum that holdslaat@n of instruments from across
the island. Ratovo shares Samy’s idea that rhytholosely related to work. He explains
that it was common to sing during work in ordefdailitate difficult movements, such as
moving heavy stones, or create a nice atmosphéig singing, or sometimes even
shouting, also created rhythm:

[43] « Je sais pas, mais d’aprés qu’on fait destra, les travaux dans le champs,
il 'y a pas de musique, mais on chante (il chamtie¢n méme temps on chante

® Conversation with Seta, Antananarivo, 22.7.2008.
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pour arriver pour faire glisser les gros pierresjrparriver a un tel métre ou pour
pousser, pour travailler, ou pour créer...pendastblonisations ou avant comme
¢a, il y a un travail d’équipe et dans le travadqiiipe, on chante et on fait des
cris pour animer du travail et on crée des chagsomme des esclave ou...et on
crée des rythmes. Et pour...parce que les provenbégaches, on chante et on
chante en méme temps dans le travail et on nepasrgue le travail est trés dur et
trés fort quelque chose comme ca. Et on pouvatit Evehant et le rythme et on
arrive a créer une bonne ambiance dans le tr&taifest la que nait les

rythmes. » (Interview Ratovo, 26.7.2008)

The aspect that movements are related to rhythsepdbrough almost all the musicians’
statements regarding everyday life, whether thikyalaout movements to facilitate work,
or whether they talk about walking or dancing.

Rakotomavo argues that the Malagasy rhythm exfsasstructure of overlapping

binaries and ternaries. The ternary structure gtk calls “analytical metre” and the
binary structure is what he calls “synthetic métke thinks that the “synthetic metre” is
based on walking, the “analytical metre”, in tushrelated to language (as we will see in
more detail in the next part). He explains thidwmah example of thBetsileoregion

where he considers the regional dialect very clesmetimes even inseparable, from
singing:

[44] « L&, c’est, je pense bien que c’est tres pifinQu’est-ce qu’il est basé de ce
temps ? La marche alors. C’est pas la marche mgljtah ? C’est la marche. Et
comme il y a des gens qui font toujours le trajpied, ils sont toujours en train
de marcher, ils ont toujours ce rythme la. (...) iL&ut pas oublier, je reviens a
ce que j'ai dit en avant... il faut pas oublier@uutilise la langue dans la
mélodie. Et les mots dans la langue. Il y a des,g®éme quand ils parlent, il y a
des régions, je prends I'exemple de la région dsilBe, quand ils parlent on
dirait qu’ils chantent. lls parlent comme ca (ilmy@). On dirait qu’ils chantent.
Dans la vie courante. Donc, il n’y a pas cettearotie mélodie a part ! C’est déja
dans la vie quotidienne quoi ! Méme quand ils séepg on dirait qu’ils chantent
entre eux. »

(Interview Rakotomavo, 1.8.2008)

As mentioned above, also dance movements app#a musicians’ ideas about rhythm
in everyday life. Interestingly they often refertt® Malagasy zebu cows which again
relates to the other reoccurring theme, namelydhecte.

Jaojoby remembers how French tourists once comgatedydance with the

movements of zebu cows:
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[45] « Oui, il y avait des Francais des annéesyifl j'étais jeune, je jouais dans

une boite de nuit, quand on joue le salegy lariiisent, ils ont plaisanté : “on va
faire la danse de zébus”. C’est un peu comme legszgui piétinent la riziere. Ca
tourne en rond comme ca le salegy.» (Interviewalnj21.8.2008)

The idea that people copy the zebu cows in theiraments and in their dances is also
present in Rakotomavo’s example from Beza region in the South of Madagascar. He
explains that it is often movements in everydag tifat create rhythm, such as the
pounding of rice in the High Plateaux region. Baa people are always with their zebu
cows and in their dances they imitate the movemaitfsese animals. He further gives
an example from théezopeople who are fishers and who live at the SoudsiVloast of
the island. In their dances, you can easily heac#sting of the fishing net:

[46] « Non, mais le rythme c’est plutbt a partirlder condition de vie, ce gqu'ils
font tous les jours. Tu sais, les gens des Haate&lx, comme ils pilent le riz,
comme ils pilent le riz, ils font du riz, et onglike riz... C’est pas un seul qui va
piler ou une seule, c’est trois, quatre (il moméreythme). Ca, c’est le rythme.
C’est la gu'ils acquiérent de temps en temps damgt Egalement les zébus. Il y
a une semaine, deux semaines la, un festival éa®gd (...) dans la région
d’Isalo, dans la région des Baras. Et comme leaBae se séparent jamais des
bceuf, leurs danses ce qu'ils font les boeuf quotdpient ce gu'ils font les
beeufs, parce que...qu’est-ce gu’ils font tousdesg ? IIs gardent les beeufs, donc
ils sont toujours en contact avec ces animauxdades$ gardent, ils observent, ils
essaient de copier ce gu’ils font. Qu’est-ce quibist, quand ils dansent, quand ils
dansent (il montre la danse) les bceufs, ils fontroe ca et les danseurs ils font
comme c¢a. Et comme les boeufs donnent des couptdeifs font comme ca et
c’est ¢a le karetsaka. Donc, a partir des chosésuddes jours, de ce qu’ils font
tous les jours, ils apprennent aussi. A part 'emnement donc, il y a aussi ce
gu’ils font tous les jours. C’est leur vie quotidiee, c’'est ¢ca. Les Vezo qui sont
des grand pécheurs, c’est le coup de.....de fimoygppelle ¢a le fivoy (il montre).
Et quand ils dansent, tu entends ¢a toujours admngddnses. » (Interview
Rakotomavo, 1.8.2008)

Ariry mentions another everyday activity and movehrelated to the theme or ‘symbol’
of rice, namely digging the rice fields with theefeAs people do this work every day, it

also gives rhythm:

[47] Ariry : « Il y a une certaine...une certaingkcation et interprétation, quand

tu tapes le sol par le pied, ¢a veut dire quelduese. Ca veut dire quelque chose
dans le rite, dans la tradition, dans le... laguietidienne. Par exemple, si jamais

tu vas dans la riziére, les formes... les formes demment on dit ca ? De bécher
la terre, il y avait pas encore les béches, lestiacteurs comme ¢a. Mais c’est

par les pieds, par des bois. Donc, on utilise iedsp on tape sur le sol. Donc,
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c’est cette forme quotidienne que quand ils danssmgens dans les villages, ¢ca

revient automatiquement. »

Jenny : « Et ¢ca donne aussi déja... »

Ariry : « Le rythme, bien sar. Et c’est automatigparce que tous les jours, il fait

comme c¢a. » (Interview Ariry, 26.7.2008)
In summary all musicians share the idea that rhythm is diyaaherent in everyday
activities or movements, such as working, speakiaiking, or dancing, to name but a
few that have occurred in the musicians’ discourfe® ‘themes’ appear all the time
and are also often mentioned in relation to eabbrothe zebu cows and the rice.
Various activities surrounding these two ‘themeas’ mentioned in relation to rhythm,
such as the zebu cows pulling the cart or the zels ploughing the rice fields.
Musicians also give attention to the relation st two ‘themes’ with the people
themselves, as for example people imitate the zelus in their dances or that they need
these animals to produce their everyday rice.
With the exception of the examples of the bus dswhouting in the ‘6/8 rhythm’ and
the boys’ jiggling with coins in Antananarivo’s e#its, all examples of everyday
activities very much depict life in the countrysidéis identification with the rural
population of Madagascar is striking as all of tmesicians represented in this work live
in or at least come from the capital. Most of thdomot in their everyday lives work on
rice fields, go fishing or are in direct contactiwzebu cows. However, as for the vast
majority of Malagasy people these activities dedilyi form part of their everyday
routine, the musicians seem to consider them tilpibéalagasy. Most of the musicians
also have family in the countryside and some e ltived parts of their lives in rural
areas before they moved to Antananarivo, oftehénhiope to improve their chances of
starting a musical career. Therefore, even if tielve in the capital now, many of them
have experienced life in the countryside and atenofery knowledgeable about farming,
harvesting, fishing or similar activities. | havesdribed the important role that
Antananarivo plays for the musicians in chapter(82 Kiwan and Meinhof 2011).
Let us now revisit the debate on sameness anddiite. In contrast to the ideas and
assumptions that the musicians made about theorelaft rhythm and the environment,
within the topos of everyday life, they tend to drapise sameness rather than difference,

even within Madagascar. Regional differences anetimeed, such as thentandroy
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being “walking people” and théezopeople for whom fishing is very important.
However, these examples are not mentioned in atadystresses differences. The
Malagasy rhythmical structure (whether referred2d/8 or not) is rather understood and
described as a unifying element. Musicians desatiae a result of the mixture of
cultures and influences that are present in Madagasd that have formed a ‘synthesis.’
Similar discourses about musical syntheses anfliiien and mixture of musical styles
can also be found in ethnomusicological literammeéMadagascar (see for example
Schmidhofer 1995 or Harison 2005). Scholars hase amphasised the close relation of
music and everyday life, such as Malagasy sch&ak®tomalala (2003) and
Randrianary (2001). Some musicians also charaetdresrhythmical structure as very
flexible and argue that everyone, also non-Malagesple, can easily identify with it. |
will come back to this argument in the next chaptkere | will describe in detail how |
personally experience and understand this strugthesn musicking. These ideas suggest
a more open and including rather than excludingude towards the world outside
Madagascar. Although there are reoccurring andaweing themes and symbols within
the two topoi of environment and everyday life ntiges and questions of belonging are

constructed and negotiated very differently.

Language
Another topos that has been extremely relevanthatful for my own learning and

playing of Malagasy music and that | will therefoeisit in the following chapter is that
of the Malagasy language. Most Malagasies, mussdiariuded, stress the unity of
Malagasy language and the fact that it is the éfitican country with one language that
all Malagasies share and speak, albeit with varthalects. The spread of Malagasy
throughout the island can be described as a “comtmof dialects [...] with mutual
comprehensibility [...] estimated at no less than Gfi%he lexicon even at the extreme
ends of the continuum” (Rasolofondraosolo and Mefr2®03: 130).

The idea that all Malagasy people can understacid @der from wherever they come
from is consistently emphasised by the musiciaags for instance, regards language
as thebase and foundation of all common musical strusttitat he identifies in

Malagasy musical styles, such as the ‘6/8 rhythpolyphony or the call and response
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singing style calledntsg already mentioned in the discussionsategymusic in the
previous chaptef’ Bilo also emphasises the fact that they all sbaeeofficial language
and even concludes that therefore Malagasy pebpbey/a recognise each other easily:

[48] « Jarrive pas a expliquer comment, mais ¢gwen appelle malgache,
parce que nous, on est différent des autres... egiadtres gens. Donc, peut-étre
¢a vient de cela, parce qu’on a tous les rythmes, tus les rythmes, mais le
rythme essentiel c’est le 6/8 et on a une languetredangue officielle. On a
notre langue officielle. C’est pas la langue desrima, mais c’est une langue
officielle et on se connait... pas comme les Afrisaon les... tu vois les
Congolais. lls ont des différentes ethnies etalparlent en francais pour se faire
connaitre, mais pas leur langue. Mais nous, legithles, méme tu viens du Sud,
du Nord, de I'Ouest on se connait toujours. » (inésv Bilo, 19.8.2008)

Personally | have experienced a few situationsabatally showed me that this wishful
thinking of the possibility of boundless communicatis not always and necessarily the
case and that dialectical difference can turn oliet a challenge. | had the chance to be
present at the very first rehearsal of Justin ¥&lNy Malagasy orkestra,” introduced in
the last chapter. The different members of thimgneho come from many different
regions of the island had difficulties in underslisng each other’s dialect. The most
obvious problems of communications were betweemthgicians from the Southern
regions and the musicians from the caplfdErick Manana, once asked to translate one
of his songs from Malagasy to French told me tleefidst had to speak to his friend who
had written the lyrics for this song. This frien@ds\from the North-West coast and there
were many expressions that Erick Manana himselidcoaot translate easily from this
particular dialect?

The topos of language has already come up witl@mptlvious topoi discussed above, as
singing for example is regarded as an everydayigctr that singing, again, is closely
related to speaking. The following presentatiothef musicians’ ideas regarding the
direct connection of language and rhythm show $bate of them even go deeper into

the analysis of the actusiructureof the Malagasy language.

" Conversation with Samy, Antananarivo, 7.12.2007.

8 personal observation during the rehearsal ofrlasiNy Malagasy Orkestra,” Mahabo
Andoharanofotsy, 22.11.2007.

9 Conversation with Erick Manana, France, Febru@ga
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Rakotomavo is definitely the biggest advocator agribre musicians of the idea that
music and language are inseparable which he afslaiag with the fact that singing and
speaking are closely interrelated. Malagasy mumgoefore always means singing and
there are also different forms of semi-singing:

[49] « Bon, comme nous avons la langue d’'un caidjdité de la langue, on peut
parler également de 'unicité de la musique malgatitfaut pas oublier que la
musique malgache, est toujours chantée. Donc,iliseua langue dedans.

On réplique la langue dans la musique. Il y a desiés semi chantées qu’on
appelle le jijy, le saova, quelque chose comm&easont des formes semi
chantées. Donc, la base c’est la langue. » (I@eriRakotomavo, 1.8.2008)

He gives an example of tiBetsileoregion in the Southern High Plateaux area, where

rhythmical speaking is often part of a musical perfance:

[50] « Les Betsileos ils appellent ¢a le kipotsaka#and ils chantent, quand ils
chantent, tout d’'un coup ils s’arrétent a chantevant de danser ils font ce
gu’on appelle kipotsaka, ils parlent comme ca efagen rythmée (il montre). lls
parlent, mais le rythme est toujours la. » (IntewwvRakotomavo, 1.8.2008)

As already mentioned above, Rakotomavo alwaysas#sicture of binaries and
ternaries in Malagasy music, distinguishing “sytitheetre” from “analytic metre,” with
the latter being based on the language. Interdgtialjhough making such a general
statement, here he describes it with a particelgional example, namely the dialect of
the High Plateaux region. In this dialect, words aften trisyllabic and once they are
integrated into the music, the emphasis of the s@ndhether for instance the second or
third syllable is emphasised) is kept. This is dleoreason why he argues that there are
no strong and weak beats in the music itself, lvait it is the emphasis of the words that
is important:

[51] « C’est la mesure synthétique qui est touj@udeux temps, et la, c’est la
mesure analytique qui se rapproche, donc, tougeita langue. C’est ca. Et c’est
la superposition de ces deux. (...) Bon... moi, javanne hypothése, mais c’est
une hypothese qui est a moi la. Ca part de la ngaiplupart des mots Ia,
surtout pour nous, les gens des Hauts Plateawst,dgs mots trisyllabiques.
Tanana, tongotra... ce sont des mots trisyllabigiaese sont ces mots, donc, une
fois intégrés dans la musique, on doit encore galsent, c’est pourquoi il n’y

a pas des temps forts ou des temps faibles. Caeseht des mots méme, I'accent
gu’on... Parce que deux mots, je prends un exemplardama et tanana. Tanana,
c’est la main et l'autre c’est la ville, le village (Interview Rakotomavo,
1.8.2008)
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The issue of accentuation and strong and weak balatse a central theme in the next
chapter when | look at my own musical practices €lose relation of music and
language with regard to accentuation has also tessarched in other parts of the world.
Ethnomusicologist Henry Stobart and music psychstdgn Cross (2000) in a joined
research project have undertaken studies on tlcalled “Easter songs” in the Bolivian
Andes. Having performed listening and clapping eisexs with subjects from different
culture and language backgrounds, they found aitBblivian subject who all spoke
Quechuaor Aymaraas their mother tongue, even though many did nowkthis specific
music before, clapped in time with the performéoatfalls - in contrast to all European
subjects (Stobart and Cross 2000: 81). A possipéaaation for this, they see in the
prosodic structure of both languag&siechuaandAymarg in which the “Easter songs”
are sung (Stobart and Cross 2000: 83-84). Theréfieseargue that language is
significant for the understanding of rhythmic sture and rhythmic perception in
Andean music (Stobart and Cross 2000:2388)will revisit Stobart and Cross’ study in
more detail in the next chapter.

Ricky is also convinced that the ‘6/8 rhythm’ if@rent in Malagasy language and
similarly sees an importance in the emphasis/age¢ionh of words that impact on the
music. In contrast to Rakotomavo, he speaks ohgtemd weak beats as a result and
explains that he always experienced that the ‘gtiwgrats’ in Madagascar were different
to those of the African mainland. His explanationthis is that he always felt a sense of
“future” in the sound and emphasis of Malagasy wpsdich asndrandraina(meaning:
“to give value to something™

Forvaliha player and singer Rajery music and text also getteer which he explains by
means of his own composition techniques. It vanksther he first composes the music
and adds the lyrics later on or vice versa. Herilese the process of composing as
finding a collage of both, text and music:

[52] « Bon, je t'explique d’abord, parce que maiphusique, c’est trés lié aussi
avec les textes. Parce que moi, jimagine, queltjsefa m’arrive les textes et
apres, je fais la musique apres. Des fois, ca m&aaussi la musique et les textes

8 They “warn” however, that Spanish and Quechua otfisi example, should not be seen as neatly
isolated spheres. Also, the studied “Easter somgsirporate a number of Spanish loan words, and
Quechua words have often been set to melodiesetkefism Spanish prosody and vice versa.

8 |nterview Ricky, 18.7.2008.
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aprés. Mais j'essaie toujours, comment dirais-getrduver ce collage, par
exemple, je veux la musique adéquate avec lessteixtdes textes, c’est pareil. Et
aussi I'esprit de la chanson, le theme de la chrans{interview Rajery,
17.12.2007)

One question certainly then comes up as not alalyidy music is accompanied by texts
or singing. Rakotomavo, however, argues that instntal music is still related to
language in the way that it should be understoddaasys that are no longer sung.’ He
says that people who play instrumental music alweye the lyrics on their mind:

[53] Rakotomavo : « La musique instrumentale, cespeu le secret de la
musique instrumentale malgache. La plupart de Isigoe instrumentale, ce sont
des chansons qu’on ne chante plus. Moi, ce que... »

Jenny : « Ca veut dire que la langue est touj@yréme si... »

Rakotomavo : « Elle est toujours la. Elle est taugda. Et tu arrives a bien jouer
cette musique instrumentale quand tu connais.ndajttaas dans ta téte les
paroles. Tu chantes pas, mais tu les as danstatésst mieux. » (Interview
Rakotomavo, 1.8.2008)

Similar ideas about playing techniques and diffeveays of thinking while musicking,
especially concerning rhythm, will be further dissad in the following chapter.

Another topic that has already been touched upaugh more indirectly, within the
discussion of the other topoi is that of tempo. 8enusicians think that the environment
or life style has an effect on people’s mood, cbigrstics, dancing or speaking habits
which then, in turn, also influences the music, emparticular the tempo of the music.
Hajazz, however, sees a direct link between langaag tempo and even uses the strong
metaphor of a “marriage.” He further explains tih& not the rhythm that differs from
region to region, but the dialect that people speak

[54] Hajazz : « Parce gu’'on pense que ¢a c’estldégtemps que ca existe. Quoi
dire ? Le mariage du tempo et le langage malgdgadait longtemps. Ca fait
longtemps que ca existe. »

Jenny : « Mariage, ¢a veut dire que le tempo ést I+

Hajazz : « Lié a, lié a... la langue. «

Jenny : « Ca veut dire aussi que c’est ¢ca quldatifference entre, par exemple,
les Hauts Plateau et les autres régions ? Parcle gligecte ici c’est différent ? »
Hajazz : « Non... c’est le dialecte... Donc, la sigration est toujours pareille,
mais le dialecte, c’est le dialecte qui est un ¢iéérent. Mais le sens... quoi
dire ? Le sens des mots et tout ¢a, c’est parefluf dans le Sud, les Antandroy
ils ont un peu... »

Jenny : « Et la aussi le rythmique est différent ?
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Hajazz : « Non non, pas trop... C'est ¢a qui estaiong identique, au niveau
rythmique. » (Interview Hajazz, 12.8.2008)

In summarythe relation of rnythm and language is again egpeed and understood
through very different aspects. Speaking habitsh st the tempo of speaking, and
regional dialects are mentioned as well as thestre of Malagasy language, the role
that language plays as song lyrics and how thisiagluences composition techniques.
Language is generally seen as a unifying elemeMalagasy culture and all musicians
tend to emphasise the possibility of understandanxch other regardless of their regional
origin. In some of the musicians’ explanationgvén goes further than understanding, or
at least understanding is meant in a wider seresagicognising each other easily which
also implies ‘being different than others’ (outsMadagascar) as for instance Bilo
describes it. This idea of sameness shared vitigeiage also mirrors public and
academic discourses on Malagasy language. Reg®&aaiples are mentioned in the
musicians’ discourses, albeit not to describe wBffiee as it is the case within the topos of
the environment. Samy for example speaks of thiy whiMalagasy language on the one
hand and then, on the other hand, makes a partjooiiat for the people of the High
Plateaux region who have very many trisyllabic veold my personal observations, |
have also recognised communication problems betweeple from different regions.
However, the dominant discourse suggests that Malagjnguage produces a rather pan-
Malagasy identity as it is regarded and experiemsed unifying element and a shared

tool.

Dance

Another topos that has already come up as itangty related to movements is that of
dance (for example dances that imitate the Malagaeby cows). Most musicians share
the idea that dance is something which, simildatguage, is also inseparable from
music. Concerning rhythm in particular, the musisiddeas again touch upon different
aspects, such as choreography and how certainndpsiyiles have developed; or the
particularity of the Malagasy ‘6/8 rhythm’ and halws influences Malagasy dancing

styles.
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Rakotomavo considers rhythm to be the base foryehiag in Malagasy music which
one “must have” also for dancing:

[55] « Avant de danser, il faut avoir le rythmen@, c’est pas la danse, c’est la
chorégraphie. Il y a une différence entre chordgept la danse. Donc, c’est la
base. » (Interview Rakotomavo, 1.8.2008)

Ricky is convinced that one of the characteristiche Malagasy ‘6/8 rhythm'’ is that it
always makes people dance. He explains that whamgga performance, as soon as they
enter the ‘6/8 rhythm,’ all dancers are reallyateand completely identify with it.

However, if they take it out, people still dancet h becomes “plain”:

[56] « Quand je fais le truc avec Ariry, par exeg)mn n’a pas des normes, des
rythmes, mais on tape, on tape, on tape et quaddrues le 6/8, tous les
danseurs ils sont vraiment a 'aise quoi. lls $erent vraiment dans le.... “Ouf,
on est la !”. Mais si tu enléves le rythme 6/8 dimsent, mais c’est pas la méme
chose. Et I3, je sais pas comment on va explicaemais des fois, c’est comme
ca et ¢a chauffe, eh ? Dés que tu mets le trué8ndait le monde est parti et
guand tu enléves le 6/8, ca reste plat. » (IntenRécky, 18.7.2008)

Samy again emphasises the fact that the ‘6/8 rhiythmeasily be adapted to other
rhythms and that Malagasy people like to play whil in the way that they “adopt”

foreign dances in classical metres, such as thi walthe Malagasy ‘6/8 rhythm:’

[57] « Ca veut dire, si tu veux danser le valsgdux le jouer avec le 6/8, tu peux
danser le valse avec le 6/8. (Si)si si. Pour la marche, ¢a va encore. Quelle
danse aussi ? Bon, tout ce qui est en 2 temps)3sted temps. Les temps
classiques. » (Interview Samy, 7.12.2007)

Jaojoby’s reflection on the developmensafegydancing style mirrors Samy’s idea that
the Malagasy ‘6/8 rhythm’ is flexible in the wayatisalegynowadays is danced the way
people want to dance it. Whereas for a long tiness#thlegyhad always been danced a
certain way, people nowadays dance the way theyalild Jaojoby even speaks of the
“dance of liberty.” One general characteristichattpeople move a lot within the room

where they dance:

[58] « Mais la danse |a, quand on tape les piagdsp&la, ca c’est depuis tous les
temps, nos ancétres ils dansaient comme ¢a. Bsetatpdu sol des pieds, donnant
le rythme (il montre). Eh ben aujourd’hui on daasssi comme ¢a. On danse
comme ca le salegy. Les années 60, on danse {g/saigas en avant, un pas en
derriere, on avance comme ¢a. C’est un peu commiugaurd’hui on peut
danser libre ! Ou on marche comme ¢a, on fait eel'gn veut. En fait, tout ce
gu’on veut, oui oui. Ah oui, le salegy, c’est landa de la liberté ! Eh écoute, ¢a
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c’est du moi... Eh c’est vrai ! Toi aussi, tu pelise ca, puisque quand tu regardes
les gens danser, ils font ce qu'ils veulent. A Engu a deux personnes, ou a trois
ou a plusieurs ! Mais en général, ils tournent@mdrdans la salle, en général. Je
sais pas si tu as remarqué ¢a. Par exemple qugduh bal dans une grande
salle, quand on fait le salegy, en principe, ilgt@nt en rond dans la salle. »
(Interview Jaojoby, 21.8.2008)

Ratovo is also convinced that rhythm is relatedance and has realised changes in
dancing styles. According to him, these changdshstppen within an “own manner.” He
describes the new dances, such akilataka, as very creative and even as a
“revelation.” The causes for these changes in dare@fluences from abroad,
especially from the African mainland:

[59] Ratovo: « Les danses aussi c’est lié aveg,garce que méme si vous avez
bien remarqué maintenant avec des générationsa¥d202006 ou 2005 avec le
kilalaka, ils ont créé une danse un peu bizarsegrik créé d’'une certaine facon
une chorégraphie a partir de son style, commevydili montre). Ca, ¢ca

existe... »

Jenny : « Bizarre dans quel sens pour vous ? »

Ratovo : « Le bizarre c’est... c’est comme unetorié@, mais c’est propre facon...
On danse pas comme ¢a avant, mais ¢a c’est urtevitégaine révélation... »
Jenny : « Une créativité qui va dans la directioa malgache ou influencée
par... »

Ratovo : « Influencée par les Africains, d’autmeffuiencées par les Africains,
d’autres influenceés... a partir des vidéos, tout taut ¢a, je pense qu’il y a une
partie influencée par des vidéos, des clips intarnales. Surtout des Africains...
Avant, on ne danse pas comme c¢a. » (Interview Ra#.7.2008)

Choreographer Ariry explains a new project in whiehwants to create something
inspired by the music of the ancestors and “tradél dances.” For him this also implies
that it is always related to the particular Malagds/thmical structure of binaries and
ternaries:

[60] « C’est pas que moi je vais coder la dangditicennelle de mes ancétres,
mais je vais essayer de créer une danse qui es¢ éoplartir de la danse
traditionnelle, ¢a s’inspire de la danse traditiellen Donc, c’est pourquoi c’est
toujours lié au rythme. J'aime toujours toujoursjtairs les binaires et ternaires et
tout ¢ca ! » (Interview Ariry, 26.7.2008)
In summaryas already seen in the discussion of the prevaps and as the statements
of the musicians here confirm; the musicians regirte as something inseparable from

music. Similar to the other topoi, different asgemincerning dance appear in the
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musicians’ discourses. Dance is depicted as ary@agmactivity and is also closely
linked to the environment, as there are for exardpleces which are inspired by the
movements of the zebu cows. In terms of inspirafitwrdances or its developments, two
directions are mentioned: the influences from aletdladagascar as for instance from
the African mainland or from the Western world (mgithrough music videos), and the
influences or inspiration from within Madagascar, éxample from the ancestors as
choreographer Ariry describes his new projecthla tontext, the structure of binaries
and ternaries in Malagasy music comes into plag. ggecificity of the Malagasy rhythm
is mentioned by many musicians and with regardatacd, they suggest several
characteristics of this rhythmical structure o8'@hythm,” such as its flexibility and
openness, its ability to make people dance oritleeasily adaptable to other rhythms.
Regional differences seem not to play a very ingrdrtole, neither is dance particularly

emphasised as a unifying element (as comparechtpidaye).

Influences from outside

Although the tendency throughout all these topaitdihe origin and meaning of
‘rhythm’ is the rootedness in Madagascar and Maggallture, some musicians make
some rather vague assumptions about influencesdbyoad or intercultural encounters
in history that have made their impact on the masid rhythm in particular.
Interestingly, these assumptions are often followethe explicit explanation that the
Malagasy rhythm had its particularities or was neagbt completely the result of outside
influences. The most common idea, however, isttlf@athythm “comes from
everywhere” as much as Malagasy people say abemnisttlves that they come from
everywheré?

Jaojoby explains that Malagasy people came frorthallifferent continents and brought
the rhythm with them. He is eager to emphasisehtbas not a historian himself:

[61] “Les Malgaches, ils viennent d’Afrique, de B, ou de I'Arabie, de I'Inde
et méme aujourd’hui il y a des métisse de I'Euragel Occident, comme tu dis.
Voila déja. Donc, les Malgaches sont arrivés i@@ge rythme. Moi je ne suis
pas historien, donc, je fais déja une réserventerfliew Jaojoby, 21.8.2008)

8 This idea was often expressed in many of theviears | conducted, but also in many conversations |
had with people in an everyday context. For anyieer of the history of the different waves of
immigration in Madagascar's history, please seeMBr¢l1979).

146



Rajery’s idea follows up on Jaojoby’s explanatibie. describes the particularity of the
Malagasy ‘6/8 rhythm’ and emphasises that it isaiing extremely rich because of the
many different influences. Likewise Jaojoby, heoagesses that he is not an academic
and an expert on this:

[62] « En fait, d’apres tout ce que j'ai vécu, toetque j'ai vu et tout ce que je
sais, je suis pas ethnomusicologue, mais c’estnanati riche, parce que c’est
mélangé des différentes origines, je pense. Paredag le 6/8 on trouve aussi en
Afrique, au Maroc, au Mali, donc, c’est extrémemectte, mais on a notre
particularité quand méme. » (Interview Rajery, 272007)

Ratovo on the one hand very much emphasises themiaf cultures in Madagascar and
speaks of an “influence planetos” and a “metamaosphad rhythms” that has come to
Madagascar during the ®@entury, such as European rhythms (for examplevtitz),

or Brazilian rhythms. On the other hand, he atsesses the particularity of Malagasy
rhythm as he argues that there are also rhythnas Hve not been influenced”:

[63] Ratovo : « Mais il y a une influence planetggst la... il y a une influence
planetos, méme si dans I'ile, ils se sentent quautee musique, méme si c’est
impor... il y a d’autres musiques, parce qu'il yree métamorphose,
métamorphose, je dis, des musiques. Des, des.. dest quoi la musique de
I'Afrique... 'Afrique... qui joue des styles... deythmes, des rythmes trés...
comme des Zoulous ou... non, les Malgaches, nois,imaa des styles qui est lié
Madagascar, ils ont pensé, les enfants c’est ici. »

Jenny: « Ca veut dire, vous voulez dire que lemygjue est surtout aussi
influencé par des rythmiques africains ? »

Ratovo : « Oui oui. Il y a une partie qui estuafhcée, il y a d'autres influencées
par des Bréesiliens, par des... Il y a déja une métphose de rythme qui arrive a
Madagascar maintenant, dans 1&ZGiécle. Mais par avant il y a des rythmes
qui n’est pas influencés par des... par les adthesains... Mais quand méme,
1800, vers 1800 je pense, il y a déja des étramggopéens qui arrivent a
Madagascar, qui ont déja apporté le valse. Domrst ¢ta qui commence le...
surtout dans les Hauts Plateaux, ils ont utilisergghmes de valse. Mais les
rythmes trés traditionnels, pas des valses. »rifiet® Ratovo, 26.7.2008)

However, not all musicians regard these influerasesomething that has enriched the
Malagasy rhythm. To some musicians at least, thst amount of different influences
grounded in the island’s history as well as pregghiences from abroad almost seem

like a danger which the Malagasy rhythm has totfagainst. Jean-Claude explains that
there will always be areas in Madagascar to whizforeign influences will find their
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way. This is reminiscent of the topos of everyd#éeyih which many of the musicians
show their identification and sympathy with thealysopulation of Madagascar. He
therefore speaks of the strength and the survividli® rhythm. In his example, the
national electricity company of Madagascar symieslithe influences that the rhythm
faces. He argues that there are still remote paitadagascar without electricity which
implies that foreign influences will not reach teeseas:

[64] « Moi je pense que ce rythme malgache estssuffment fort,
suffisamment ancré que méme s’il y a des influeesésrieures, elle va survivre,
elle va vivre. Elle va vibrer toujours. Et ces ughces, au contraire, vont enrichir
ce rythme. Mais la base elle est |a. Et si tu @gmia « Jirama », comme disait
Ricky, « Jirama » assure 18 % en électricité gmlfaulation de Madagascar. Ca
veut dire qu’avec les 18 % il y a toujours des sii@lges. Donc, la population elle
n'a pas a s'inquiéter de la perte du 6/8, parcedguns les villages, des coins de
Madagascar, il n'y a pas d’électricité. Donc, ongales instruments traditionnels
et on joue cette musique traditionnelle, donc &est 1a, en permanence. Donc,
on doit pas avoir peur. » (Interview Jean-Clau@e7.2008)
In summarythe musicians’ ideas about influences from aberadithe history of the
country or of the rhythm respectively, are rathegwe. However, the emphasis on the
Malagasy rhythm’s particularity is explicit and tbfore stresses difference towards the
outside world. This is also mirrored in allusionghie Malagasy ‘6/8 rhythm’ being in
danger (because of influences from outside) dnénstatement that there are however
rhythms on the island that have not been influerateadl. Again, different regions do not
seem to play a role or at least differences in $epfrhistorical events or influences are
not mentioned with regard to specific regions. Tinghm is rather again experienced as

a pan-Malagasy and unifying element.

Emotions and spiritual ideas

The last topos embraces ideas and assumptiondaabtvith emotions and spirituality.
Again, | want to emphasise that the division iftese different topoi is not always
evident as there are so many interconnecting elesnéspecially regarding emotions
within musical experiences, one often encountemssys or metaphors that people use
to embrace these emotional aspects as the exaffpie Kaluli people again shows. Feld
(1981) explains:
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“Sacan stand alone to mean ‘waterfall,” can prefixogeof sound making and
textual organization. As it generally stands foatesfall’ in its usual context, it
generally stands for intervals of the descendingomihird in sound terminology.
This is found in the calls of the fruitdoves, amagls alone as a symbol of
sadness, isolation, and loss” (Feld 1981: 30).

Sadness is also inherent in the music in anothgrasdeld further explains that for the
Kaluli people weeping and shedding tears often fpamt of the music itself as they
“weep in the melody” (Feld 1981: 28). Many Malagasysicians regard rhythm as
something to do with or even based on ‘feeling.’éMas some rather consider aspects of
communication and reflect upon a more general ‘lgaty soul,” others rather emphasise
the personal and sensitive aspect to it. | wilkpip the aspect of personality and
individuality again in the next chapter as accogdim my own musical experiences, the
lova-tsofinaas such already implies or even in itself is sometlery individual and
personal.

Following up on the two previous topoi, the topbslance and that of influences from
abroad, Justin Vali makes a statement on the sgiity of Malagasy rhythm. In his
explanation he uses opposing features, such ay dudisoul,” ‘rhythm and melody,’

and ‘Africa and Asia.” As a result of the voyagdédhe Malagasy ancestors, he sees a
combination of two sides in Malagasy music. He aisdes Africa with rhythm and

body? and Asia with melody and soul:

[65] « Je pense que ca c’est le fait des voyagesudeétres malgaches qui étaient
partis de loin, qui passent par I'Afrique et guemnent de I'lndonésie ou I'Asie et
ils passent par I'Afrique apres, arriver ici a Mgdscar. Parce que moi, je pense
gu’ily a le 6/8. Si on écoute ¢a, c’est vraimentyithme spirituel. Mais le rythme
qui est trés poseé par I'Afrique, on est la augs racines africaines. On est la
aussi, les racines asiennes, indonésiens. Et npeinge que c’est a cause de ¢a
gue le 6/8 était créé, parce gu'en méme tempg, sp@stuel. Mais en méme
temps, il est corps quoi, rythmique aussi. (...xBaue quand on écoute les
musiques africaines, par exemple, c’est vrai quitaanser. C'est le corps qui
manifeste tout de suite. C’est le corps qui matefddlais quand écoute ici un peu
la musique malgache, c’est vrai qu’il y a une midayli suit le rythme. Donc, on
se rappelle quand méme gu’il y a la mélodie asiatiq dedans, les cotés
asiatiques. Mais on a aussi le rythme. En mémedgeampa aussi le rythme. Ca
se prouve que les ancétres malgaches, il fait ve@yag part I'Afrique et on

arrive ici a Madagascar. (...) Voila. C’est la canaison de les deux, je pense,

8 Justin’s idea mirrors Agawu’s critique that Afriisaalways associated with rhythm which | have
discussed in detail in section 1; see Agawu (2003).
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qui crée vraiment notre rythme ici. C’est un ppét en l'air et spirituel, en 'air
mais pas vraiment posé quelquefois. Parce quadsgiens, quand ils jouent le
6/8, le rythme était en lair. » (Interview Justfali, 23.11.2007)

Feld (1981) also mentions the image of “in the airKaluli theory on music as for them,

all composition starts with melody and this melaslglways “in the air’ with the sound
of the birds, or actually vocalized as one singsetody” (Feld 1981: 29).

Erick Manana, however, explained to me that thealglasy musicians’ use of the image
of the rhythm being “in the air” derives from theage of tapping feet and that for
vazahaghe strong beat in Malagasy music always seem to tiee moment the
musicians’ tapping foot is ).l will come back to discussions of strong and wieits
and the musicians’ experiences of interculturalicalencounters in the next chapter.
Interesting again, is the relation mentioned teotbpoi, such as the environment. Samy
similarly to Justin takes up the idea of Madagassaa place where different ‘worlds’
emerge and describes it from a very positive poiniew, namely the ‘6/8 rhythm’ as a
synthesis of a successful “melting pot” of culturdseason for this, he says, is the
ability of Malagasy people to easily learn by ead adapt to any kind of new musical
styles and situations in general:

[66] « Parce que moi personnellement je me tiensren’idée que Madagascar,
c’est une zone de convergence de la civilisati@stane zone tampon donc. Et
c’est pour ¢a que les Malgaches en réalité arrirésttrés facilement a s’adapter.
Et la réponse au 6/8, c’est justement ca. (...) N@st parce que les Malgaches
peuvent s’adapter a créer a partir de cette, de faisynthése en réalité de
civilisations, de tempos, de tempéraments et tayttour créer, et c'est ca que
Tsilav a dit la derniére fois, c’est un « meltingtp réussi en réalité. Et tout le
monde se retrouve ici. Les Malgaches ont une té@tionnante d'oreille
musicale, de s’adapter a tous les types de musigaidoutes les situations. C’est
ca. Et le 6/8 c’est justement la synthése de taup ¢Interview Samy, 7.12.2007)

He further mentions the different influences ansidas from different continents and
nations that have shaped the rhythm in Madagaschexplains that rhythm has a very

spiritual aspect to it which he thinks is based©riental cultures”:

[67] Samy: « Ca c’est, il faut... a mon avis, il fatiercher ¢a a partir de la fusion
malayo-polynésiens et africains. Parce que avéstdine de peuplement ce qu’on
a dit tout a I'’heure, il y avait donc, les Africairet apres l'arrivée de malayo-

polynésiens, il y avait les Africains arabisésansistes donc. Apres... ce sont des

84 Discussion with Erick Manana, 17.10.2010.
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grandes tendances, moi, je parle pas des Indies<;klinois (il rit). Iy a

I'arrivée des Européens. Et ainsi de suite. Catd’aspect rythmique, ¢ca c’est

I'aspect spirituel, la dimension spirituelle deMasique. »

Jenny : « C’est quoi par exemple ? »

Samy : « La dimension spirituelle, c’est un pé&bdrient quoi. Si tu fais I'étude

sur la culture orientale, c’est... il y a cet aspggtituel. » (Interview Samy,

24.11.2007)
Bilo also shares the idea that Madagascar is shapddferent cultures. However, when
asked why they all shared the same rhythm, as thatgrued before, he said that he was
not sure. He describes Madagascar as a “countglofirs” and a “globe” which is
formed by all the different cultures:

[68] « La... je sais pas a cause de quoi. (Il ritisviae que je sais, tu vois nous les
Malgaches, on... on est un pays des couleurs. Ty @oigsouve toute la couleur.
Moi, je sais pas, méme jusqu’a maintenant d’outMmacine malgache, parce
gu’'on est dans une ile. Peut-étre ¢a vient deitfyfr, peut-étre ¢ca vient de
I'Europe. Il y a des Européens, il y a des Asiatgjul y a partout et ¢ca se forme
dans un globe qui s’appelle Madagascar, tu volbkri2)(» (Interview Bilo,
19.8.2008)
Despite or maybe also exactly because of all thestires, influences and fusions that
people mention and reflect upon, many musiciand teremphasise the “Malagasy soul”
that one needs in order to play and understandrtbgc and the Malagasy rhythm in
particular. | have had the experience myself tivaas$ often told that | would never be
able to fully understand the music or play it ekaas Malagasy people do as there was
always the “Malagasy soul” that would be missingm®, however, encouraged me that
if I continued to play with Malagasy musicians atayed a long time in Madagascar,
learnt the language properly, listened to many osusic, | might have the chance to
learn it. | will explain my own musical experiencasd also the musicians’ reactions
towards it in more detail in the next chapter.
However, even regarding the ‘soul’ musicians haffer@nt opinions, as for instance
Ratovo who sees ‘soul’ as something related toietignand not only as a ‘unifying
factor’ for all Malagasy people. However, whatMtlagasies share is the feeling of a
certain sadness and melancholy grounded in thefdieing on an island. So when
being abroad, Malagasies tend to show solidarisatds their compatriots, also from

other regions:
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[69] Ratovo : “Ca c’est... jai pas I'idée tellentdliidée ca vient d’ou, parce que
je pense que I'ame malgache, I'ame je dis... itgude une ame trés différente...
dans I'ethnie, je pense I'ethnie... chaque ethrda tacon d’exprimer 'ame. Parce
gu’ily a ... méme si c’est quand méme solidaioidgire, parce que c’est une ile.
Dongc, il y a toujours une mélancolie qui est bad&éout ca.

Jenny : « Mélancolie ? »

Ratovo : « Mélancolie, la tristesse d’étre une@a.est trés solidaire. C'est la que
se repose tout le temps les Malgaches. PourquaicgBue quand on allé de loin,
c’est en Angleterre ou en Allemagne ou quelque parse reconnait quand on
rencontre, méme si d’autres musiques de I'EskEd de Tamatave, du Sud,

eh ? On se reconnait que c’est notre musique, rséakest I'ame de I'Est ou
I'ame des Hauts Plateaux. » (Interview Ratovo, 26008)

Ratovo also mentions another aspect of ‘soul.” Ebal’ can be the propulsive element
while playing music. When doing recordings, for myde, people sometimes do not play

exactly on the beat as their soul does not workrateg to strict timing:

[70] Ratovo : « Et c’est 14, le probléme malgadiiéme moi, je me sens tres
bien, mal & l'aise a partir de... Il y a des moradatts de 'ame, il y a des
sentiments... Méme si c’était carré, je ne respeasee carré (il rit). Je me pose la
guestion... Il y a toujours quand on fait des eistegments, ¢a c’est une faute
grave, mais c’est pas une faute grave ca, mais|l@ese qui me pousse... a aller
au-dela ! C’est pas le mesure qui manque, s'il marguelquefois ou ¢ca dépasse,
c’est pagustesur le... »

Jenny : « Beat ? »

Ratovo : « Sur le tempo (il tape le pied).» (Iniew Ratovo, 26.7.2008)

Ratovo’s idea that the ‘soul’ is the driving fonsaen playing music goes more into the
direction of regarding rhythm as something veryspael. The choreographer Ariry
speaks of an “interior rhythm.” When creating clogmphies it is not always the music
that pushes him towards new movements, but ofierfititerior rhythm” and what he
calls “already lived rhythms™:

[71] « Bien sar que des fois j'utilise pas des suppmusicals pour mes
chorégraphies, mais je pense que c’est le rythtéeear et le souvenir des
différents rythmes que moi, j’ai vécu a coté et igaiqui me poussent a faire des
mouvements. » (Interview Ariry, 26.7.2008)

Ricky, on the one hand, describes a very persatalag rhythm. Everyone has his or her
own rhythm and it is therefore a question of sahsib

[72] « Oui oui et la, Jenny, je ne parle pas danapes par rapport a ¢a. 6/8, 3/4,
4/4, 12/8... Ca, moai je trouve que c’est le faitrgilhme, chaque personne, chaque
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individu a son rythme. Et ¢a c’est une questioselgsibilité et cette sensibilité
qui explique, qui explique vraiment le rythme. mérview Ricky, 18.7.2008)

On the other hand, he also sees a universal sidg/thim. He regards the ‘6/8 rhythm’ as
a universal one. However, what makes the differentae sensibility towards this
rhythm:

[73] « Mais moi, je pense que c’est universel. Ca®antana fait, quand il joue
le 6/8, c’est 6/8, c’est universel. Mais la sergéic’est ¢ca qui est différente.
C’est ¢a qui est différente, la sensibilité, pajoe c’est... 1a, on ne parle pas de
technique, la on parle vraiment.... de respiratiornvois ? » (Interview Ricky,
18.7.2008)

For Ricky, rhythm is always about communication ethalso relates to sensibility. He
explains that there is something to rhythm whick prst cannot explain. He defines
rhythm as the “communication within human sendigilior which he gives a few
examples. When playing, it is often via looks thatcommunicates with other musicians.
They do not need to talk and are still able to ustd®d each other. The fact that Santana
dreams of coming to Madagascar in order to undaudtae rhythm Ricky interprets in

the way that Santana is searching for this spirdgpect of sensibility and
communication:

[74] « Oui, mais moi, Jenny, je te dis que “ca sopas malgache”, c’est faux !
Mais c¢a rentre pas dans la sensibilité, parce gugthme, des que tu I'as, tu peux
faire tout ce que tu veux, méme avec un Brésilig@me avec... Je sais pas quoi !
Mais c’est une question vraiment complicité, seiligdbet ca c’est le rythme quoi.
Et c’est ¢ca qui définit le rythme. Quand je... méma, quand je joue avec lui, on
fait comme ca et on se comprend et Ia, toi tu EErmais toi tu comprends pas,
mais ¢a veut dire quoi ¢a ? Pourquoi ils se reguarpar rapport a ce rythme l1a ?
Mais nous, on se regarde comme c¢a... regardej$tPvOn se regarde et des fois
on fait tout le temps comme c¢a (il montre), on joaes des grands festivals en
Suisse, en Allemagne, on fait les trucs comme ¢ihtre) et on se regarde et on se
comprend. On se comprend, mais on n'arrive pasxbquer (il rit)... C’est quoi
ce regard-la ? On se comprend, mais on n'arriveygasxpliquer et 1a, pour toi
c’est vraiment important d’expliquer ¢a dans tehezches que le rythme la-bas,
c’est... spirituel quoi ! Moi je pense comme caesl'spirituel. Et peut-étre c’est a
cause de ca que Santana, peut-étre il voulait erdinenir pour sentir les choses,
parce qu’on n’arrive pas a expliquer ca. (...) CstEt le rythme c’est vraiment
la communication dans la sensibilité humaine. D&din (il rit) ! Ca, c’est ma
définition. (tout le monde rit) Si on arrive a ssmamuniquer... Moi, une fois j'ai
joué... parce gqu’on parle tout le temps, mais o jpas. Mais un jour j'ai dit a
Jean-Claude, on va jouer ! Comme c¢a, eh ? Et lasbresté, on est resté, parce
gue tu vois, c’est comme ¢a.» (Interview Ricky,718008)
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Ricky also once mentioned in a discussion with Jelaude and me that he considers the
heart as the “centre of rhythrf’Reacting to this idea by Ricky, Jean-Claude duciug
discussion suddenly remembered an anecdote frotmtiso theMikeaforest with a
group of Italians. He told us that when thesedtadilistened to the music from thiikea
people for the first time, they were surprised eesly by the rhythm that they had
never heard before. After thinking and listeningdovery long time, one of them
apparently said that he had finally found out tawis rhythm corresponds to: namely
the heart beat. Jean-Claude therefore resumed:

[75] « Ou alors, c’est le rythme cardiaque prisnabdéon, la on va en 6/8. (Tout le

monde rit) » (Interview Jean-Claude, 18.7.2008)
In summarythe musicians’ statements about emotional aspedgirituality of rhythm
almost seem like explanations or even answersetodhy vague ideas that some
musicians expressed about influences from abroddrenhistorical development of this
rhythmical structure. These influences are thigtmather described positively as
Madagascar is depicted for instance as a “meltotggussit en réalité,” or as a
“synthesis of civilisation” to which the ‘6/8 rhytfi is the overall answer. Again, the
debate on sameness and difference that draws thtbagnusicians’ discourses is
striking. It touches upon different levels — fromry individual and personal ideas, to
more general statements. For the first time witllithese topoi, sameness is emphasised
also across the borders of Madagascar as the salitgrof the ‘6/8 rhythm’ is stressed.
Further, the idea that rhythm at the end is somgthery personal and that everyone has
his or her own individual rhythm is also pointingsameness as the musicians do not
distinguish Malagasy from non-Malagasy people it ploint, nor do they point at any
regional particularities. The metaphor of the ‘saldo passes throughout this debate and
appears at different levels. Interestingly it fuoes as a pointer to sameness as well as to
difference. Whereas many musicians carry the id@aMalagasy soul’ that is also
necessary to fully understand and properly play tisic or rhythm in particular, others
speak of the ‘soul’ that is different in each ethgioup. Others again tend to emphasise
the individuality, as for instance expressed imtesuch as ‘interior rhythm.’ Difference

is therefore created between Madagascar and teglewtvorld, between different ethnic

8 Interview Ricky, 18.7.2008.
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groups and also between all individual persons. él@wn, at the same time it also means
that sameness is expressed within Madagascar diviblumality can also be understood in
the way that all human beings are the same.

Conclusion

The analysis of the musicians’ own theories onotfigin and meaning of rhythm in
Madagascar has opened up a broad palette of tapicdebates which shows that rhythm
is understood, explained and experienced in mdifgreint ways. | have identified
different subject areas or ‘recurring topoi’ wittihre musicians’ discourses through
which they conceptualise ‘rhythm’ and that all teleo the concept of oral tradition, the
lova-tsofina These topoi that, except one, are all rootediwithadagascar itself are the
environment, everyday life, language, dance, imft@s from outside, and
emotional/spiritual ideas. Although the divisionanhese different topoi has been the
base for my analysis, they are in fact all closetgrrelated. Further, they should also be
seen as very broad groupings as they all touch upgndifferent aspects within the
topos. Environment, for example, deals with thegatgl environment as well as with the
people’s relation and their movements within theiremment. Language does no only
compass speaking habits, but also the musiciaestigs on the actual structure of their
language, or the role of language as song lyrics.

Questions of identity are negotiated throughouttlisicians’ discourses on the origin
and meaning of ‘rhythm.’ This is expressed in astant debate on sameness and
difference that draws through all the topoi. Howretleis debate takes on different shapes
as it appears on various levels. Comparisons ade finatween different regions in
Madagascar, such as between the High Plateauanadethe Coastal regions, between
Madagascar and the African mainland, or betweendgasicar and the Western world.
Here, looking at the different topoi reveals ttdritities and feelings of belonging are
expressed differently: Whereas the topos of languagarticular, but also the topoi of
everyday life and dance are rather experiencetiaagd elements that emphasise a pan-
Malagasy identity, within the topos of environmém musicians often distinguish
regional specificities. However, the topos of eamment at the same time also supports

the idea of the ‘same groove’ everywhere on trensland therefore compares
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Madagascar as a whole with the ‘rest’ of the wakdsicians also often create images of
what they consider typically Malagasy. Especiatlyhie topos of everyday life it is
striking that all musicians, despite their bond&pital Antananarivo, very much identify
with a rural countryside lifestyle. This also expkathe persistent appearance of two
themes, namely of the zebu cows and the rice, & ntetaphors or in relation to
activities, such as ploughing the rice fields.

The topos of influences from abroad, again, steefseparticularity of the Malagasy
rhythm in general, although expressed in ratheugadeas about historical
developments and influences. The biggest balaramhgetween difference and sameness
can probably be seen in the musicians’ stateméatstamotional aspects concerning
rhythm. The idea or even metaphor of a ‘Malagasy smain creates a rather pan-
Malagasy feeling of belonging and a rather evigeprression of exclusion in the way
that musicians claim that in order to understardi@ay this rhythm, you actually need

to have this ‘Malagasy soul.” On the other handulsis understood as something very
personal and associated with an ‘interior rhythmattactually all human beings have.
Sameness is therefore also, for the only time,esg@ad between Madagascar and the
outside world.

I will come back and refer back to many aspecthe$e topoi and the musicians’
experiences in the following chapter. There, | ¥atus on my own and yshared

musical experiences, giving concrete examples of heave linked discourses and

musical practices and how | have analysed thergitgion of both.
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Chapter 3.3 - Experiencing Rhythm

Introduction

* The musical experience of ‘rhythm’

= Composing and ‘malagasising’ tunes

= Tapping feet, counting, and clapping

» Intercultural musical encounters - examples of giass’
experiences

» Participating musically myself
* The interrelation of discourses and musical expegs
» Examples:

The importance of thieva-tsofina

‘6/8 rhythm’ and theopportunityof binaries and ternaries
Engaging in ‘malagasising’ music

The importance of language and lyrics

The importance of the instrument and its playirapteque
The emphasis on personality/individuality in Malaga
music

» Outlook / further research possibilities

* Conclusion

Introduction

In the previous two chapters | have focused orattadysis of discourses, first by looking
at the musicians’ discourses on the specific tanthancept of ‘6/8 rhythm,” and
second, by exploring the concept@ia-tsofinaand the origin and meaning of ‘rhythm’
in Madagascar in the musicians’ own discussions.

In this last chapter of section 3 the focus willdmemusical experiences. | will first come
back briefly to the continuing debate within ethnmncology on the demand for a more
performative approach (e.g. Baily 2008) and torttusicians’ own view as to the

necessity for engaging musically and learning &y phe music. Musicians often express
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their difficulties in talking about and expressimgisical experience, thus mirroring the
scholarly debate discussed analysed in chapteH®\®ever, instead of regarding
musicking and talking about music as two almostesge worlds, | argue that
discourses and musical experience need to be adalys constant interrelation. This |
will demonstrate with concrete examples in the sdquart of this chapter. This chapter
is therefore also closely linked with the previahgpters of this section in which |
focused on discourses.

I will analyse the musicians’ discourses on thairsinal experiences, particularly of how
they experience ‘rhythm’ while musicking. Here, ilhook at three topics that
persistently come up in the musicians’ discouréesomposing and ‘malagasising’
music; 2. tapping feet, counting, and clapping; anehtercultural musical encounters.
The second part of the chapter focuses on my owryatsharedmusical experiences. |
will give various examples of how discourses andical experiences interrelate and
how | have analysed both interdependently. | vadirefore also link back to topoi and
aspects that came up in the analyses presentbd prévious chapters and in the first
part of this chapter.

Having argued for and demonstrated the importah@gegrating musical practices into
ethnomusicological research, | will point out pbs$sifurther research concerning
Malagasy music and ethnomusicological researclemel. Finally, | will present a
short outlook on how within ethnomusicology theegration of musical practices and
performance into research has led scholars to broadd open up the methodological

horizon for further (interdisciplinary) researcleas.

The musical experience of ‘rhythm’

In chapter 2.2 | have described the on-going dsouaswithin ethnomusicology that
there is a need for more performative research Baidy 2008).The need and
importance to participate musically is also a topised by the musicians themselves.
During my work with Malagasy musicians, many ofrtheften explained to me that the
only way to learn and understand Malagasy musictaaday it. Various musicians
express their regrets that it was always non-masgcivriting about and explaining their
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music whereas musicians themselves were unablptaie or write about their musfé.
Thus, for the musicians, musical experiences sedme wery important and they see a
need for me to participate musically in order taenstand their music. At the same time,
many of the musicians also express a difficultdescribing their musical experiences in
words. This mirrors the scholarly debate on therdjsancy between discourses about
music and experiences of musicking as outlinechapter 2.2. With regard to the
previous discussion about the integration of ousical experience into our research,
however, it is necessary to ask to what extentareitegrate other people’s musical
experiences as well. Here, | would like to refeckow Baily’s argument that
understanding music as a performer gives you & larga of common experience (Baily
2001: 96). This idea of a common or shared expeei¢skes us back to methodological
discussions presented in section 2. Learning th&aiy playing together with other
musicians does not only provide you with your owpegience of that very moment of
musicking, but also createsharedexperience of some soRice, for example, argues
that experience needs to be understood as sométfainthbegins with interaction with a
world and with others” (Rice 2003: 157). He speakasharedspace of musical
experience that encompasses the researcher assib# researched (Rice 2003: 173-
174). As already argued in section 2, for me thjg®rts Agawu’s suggestion of a
“presumptiorof sameness” within research, i.e. a state of raimattitude of the
researcher that presumes sameness rather thamwldi#efrom the beginning (Agawu
2003: 171). In other words, through my musicalipgration | have gained shared
experiences with the Malagasy musicians. This doésnerely happen through the fact
of playing music together, but also through a cergdtitude and idea of sameness: by
this | mean that our shared musicking or my leggmhMalagasy music did not have the
aim of finding differences and comparing each dthewsics (although definitely the
recognition of differences can be part of learmngcesses and shared experiences as
well). Presuming sameness, as Agawu argues, sonoiuch a method, but a way of
seeing the world. Musical experience within reseaauld therefore simply be seen as a

musical encounter between musicians who share conexyeeriences of musicking.

8 This argument appeared in various conversatiodsi@mtussions. It was intensively discussed in my
conversation with Rija Randrianivosoa, Erick Manaarad Rivo Razafindramanitra before our concert in
Poitiers, France, 22.1.2010.
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With regard to social aspects and my role as areker, the fact of meeting and
experiencing ‘between musicians’ rather than betwesearcher and musicians (or
‘researched’) is also of crucial importance. Thesioal experience that | share with the
musicians has also had an influence on our diseswasd discussions. It is this idea of
reciprocity between musical experience and diseasswell as performance and
analysis that actually favours and supportpr@&sumptiorof sameness.”

Still, technically speaking | am to some extentitegd as | only have the musicians’
discourses on their musical experiences as a denaagible) source for my analysis.
However, these discourses are informed by the namsicmusical experiences — which
are alssharedexperiences - and as argued above, this shoulelgaeded as a reciprocal
process, rather than only as an insuperable obstattlin music analysis. The discourses
I will analyse in this chapter focus amusicalexperiences, such as for example the
musicians’ attempts to explain what they felt makycor also how they technically try to
explain what they do when they musick.

Especially in the musicians’ technical explanatjghe term ‘6/8 rhythm’ appears quite
often which allows me to come back and refer badké discussions of chapter 3.1.

In the following I will look at three topics thabusistently come up in the musicians’
discourses and that directly concern their mugggkriences: 1.) Musicians very often
reflect upon their own ways of composing and maiyem have an interest in
musically ‘malagasisinglready existing tunes and songs. 2.) Tapping éeefmting, and
clapping to music are activities that musiciansséespecially concentrate on. This is
closely related to the third topic as it is espicinese activities that are often the cause
of musical (mis-)understanding as well as debate3.pintercultural musical encounters.
Throughout the musicians’ discourses on these sagfitheir musical experiences,
identity is a key issue and different questionglehtity come to the fore. As in the last
two chapters | will particularly focus on the muaits’ perception of ‘Self’ and ‘Other,’
as well as on shifting identities, such as indiaidis. collective identity, regional vs.

collective, or Malagasy vs. African vs. Western.
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Composing and ‘malagasising’ tunes

During the interviews musicians seemed to be vegnko explain their own personal
ways of composing music. Within their reflectionzoun this topic, a certain trend came
to the fore: to ‘malagasise’ already existing musisongs or in other words, to create a
Malagasy version of foreign musical tunes.

Talking about composing, but even more so talkimgua ‘malagasising’ music,
musicians constantly refer to identity issues, sagkrawing clear boundaries between
Malagasy and non-Malagasy, which | will analys¢hiea examples below. Further, these
first examples of the musicians’ discourses orrthmeisical experiences already show
that, again, ‘rhythm’ is a topic that constantlpeeurs and matters to the musicians.
The first example that | would like to present gtall is from a discussion | had with
valihaplayer Rajery. He often mentioned to me that hg wauch appreciates and likes
tsapikymusic, which has its origin in South-Western Maar, in the region of
Tuléar?” In one of the interviews with him, we talked abbist album “Sofera® and

how he had worked on the opening song “Tandrenmothis song, he makes use of
tsapikymusic in a very particular way, i.e. by creatingeay personal version of it. The
title “Tandremo” in Malagasy means “Caution” andlegbses young people in particular.
The song is a warning to the youth to always réthed think well before doing
something in life. This theme of the song had k&erstarting point for Rajery’s
composition. He explains that based on the ideadoh the Youth and pass on a
message, he had searched for the right rhythmeieled for thésapikyas it resembles
reggae music, especially if you reduce the tempb4guittle bit. He is convinced that
young people are attracted by rather festive masich as reggae. When first hearing the
song, listeners will think that it is reggae wheréas actuallytsapikymusic. However,
Rajery also points out that he and his musiciang tiaeir very own way of playing
tsapikywhich is different to the way it is played in rgion of origin. In fact, they are
not able to playsapikyin its original way. The differences lie in the lowies of the

guitar and their singing style. What stays the santiee “rhythmic root.” Rajery also

87 Detailed analyses e$apikymusic can be found in the works of French ethnoomlisgists Julien Mallet.
See Mallet (2000, 2004, 2007, 2008, and 2009).
8 Rajery (2007)SoferaFrance, Marabi Productions, MARABI 46820.2.
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mentions that some listeners might be remindecattSAfrican music when hearing the
song. He therefore describes the song as a kinuisical journey:

[76] Rajery : « Donc, comment faire pour créenfdame déja ? Parce qu’ily a le
theme. C’est pour dire aux jeunes : attention ! ®ibfaut réfléchir avant de faire
guelque chose. Donc, pour attirer I'attention éemes, pour que le message soit
passé, donc quel rythme ? Quel tempérament ? Qareest tout un travail.

Donc la, j'ai choisi le tsapiky, mais en écoutamtpaemier, tu sens que “Ah, c’est
un reggae ca !”. Tu vois ? Mais effectivement sfahle dérivé de tsapiky ou si
on diminue un petit peu le tempo, c’est du reg@ae, c’est incroyable ! Mais
nous, on se rendait pas compte quand on a tracaiilé musique, on a fait
comme c¢a et apres... (...) En fait, parce que 13,i81.sdes jeunes ils adorent les
trucs un peu festifs, tu vois ? Qui bougent, eroniigj, tu vois ? Les jeunes, ils
ont besoin de ¢a. Et 14, on a travaillé le tsaplilty premiére partie de la chanson,
on se dit que bon, les gens ils vont croire qustde reggae. Mais déja, la
maniere de jouer la guitare, c’est pas du reggas.f@is aussi tu sens que “Ah,
c’est du Sud-Af. !I". Donc, tu vois ? C’est du vogad/lais le fond de la chanson
c’est du tsapiky. (Il montre) Ca, c’est le tsapikais il y a aussi une chose qui le
dit que nous, on peut pas faire le tsapiky commeEaht fait les musiciens du
Sud. Donc, nous, on fait le tsapiky a notre marééneus. »

Jenny : « Et c’est quoi la différence si on compgaravec le tsapiky au Sud ? »
Rajery : « En fait, la différence, c’est par exemyml'est la mélodie de la guitare. »
Jenny : « Mais le rythme est le méme ? »

Rajery : « Le rythme est le méme. »

Jenny : « La différence est peut-étre dans la nelod»

Rajery : « Dans la mélodie. Parce que la tu sasschanteurs du tsapiky, c’'est pas
comme je fais. C’est pas pareil. Mais on a essaygadder cette racine
rythmique. Que ce rythme c’est du tsapiky quoi. @Qonc, c’est notre maniére
aussi de montrer le tsapiky, de jouer le tsapilgn® c’est nous, d’apres notre
petite analyse, notre petite recherche quoi. Rguitan ne peut pas faire pareil
comme ils ont fait. Parce que nous aussi, on aiti@en créer quelque chose,
chercher quelque chose de nouveaux. Mais ¢ca mgtaits dans l'esprit de
tsapiky. » (Interview Rajery, 17.12.2007)

For Rajery, rhythm plays a very particular and img@ot role within his compositions. As
the example of the “Tandremo” song shows, he dagtshe uses a particular rhythm to
underline the message and theme of his song antdmsing this particular rhythm, he
adapts the song for a particular audience (youoglpg At the same time, it becomes
clear that ‘rhythm’ needs to be understood in aewgknse when he speakgsaipiky By
explaining that they created their very own versadtsapikymusic, it becomes evident
thattsapikyfor him describes everything from guitar playimglainging style, to tempo
and rhythmic structure. However, he puts a padiceimphasis on the “rhythmic root” of
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tsapikywhich is the only musical feature that they keptsapikyas it is played in the
South. This mirrors many musicians’ ideas thatghgmla common rhythmical structure in
Madagascar that all Malagasy people share no nfattarwhich region they come from
(see discussions in previous chapters).

In his description of how the composition of thegaleveloped, Rajery points at both,
sameness and difference on various levels. He iesdlaattsapikyand reggae music
have something in common, a similarity that he play and uses to evoke certain
musical associations. At the same time, he poiatsh® particularity ofsapikymusic
which lies especially in its tempo. However, widgard tasapikymusic, he also draws a
clear line betweetsapikyas played in the South, in its region of origing dheir own
version oftsapiky referring to the latter as keeping the “espritsajpikymusic.”
Although he emphasises the same rhythmic rotdagikymusic, he explains that they
are unable to platsapikylike the people in the South. Hence, he pointgegional
differences within thésapikyregarding singing style (the way of entering tbece for
example) and the way of playing the guitar.

A kind of counterpart of Rajery’s statement carfdaend in Mallet’'s book orisapiky
music (Mallet 2009). He analyses htsapikymusicians create a very strong regional
identity through their music making, expressincagipular negative feeling or even
exclusion towards the capital and the land ofMlegina people (Mallet 2009: 151). In
one of the musicians’ statements quoted in Mallat'alysis of the regional identity, the
topic of ‘rhythm’ also comes to the fore. The miesncclaims that people from other
regions are not capable of playitsgipikymusic correctly:

« ... A Tana par exemple il y a des gens qui étudestsapikymais ils n’arrivent
pas. La batterie ils arrivent, mais le rythme rndest different. Méme a Tamatave
ils ont voulu letsapikymais non... » (quoted in Mallet 2009: 148).

It is striking to see that the musician distingeisirhythm’ from what is played on the
drum kit intsapikymusic, arguing that their rhythm is different te thther regions and
also that people from other regions cannot caghetsapikyrhythm. Once again, this

points at the necessity to understand ‘rhythm’ wider sense, for example analysing

89 4n Tana, for example, there are people who stsdpiky,but they don't get it. The drum kit yes, but the
rhythm no, it's different. Even in Tamatave theyntexd thetsapiky,but no...“ (my translation)
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different musical features as being interrelated iaterdependent - a topic | will return
to in the last part of this chapter as it has lqgsah of my own musical experiences and
part of my learning process.

Rajery’s description of his song evoking differ&mtds of musical journeys while
retaining Malagasy or even more particuldggpikyat its base, resembles a general
trend among musicians that | have discovered throuigthe interviews as well as within
my own musical practice and projects with Malagasssicians: many musicians create
Malagasy versions of already existing tunes or agasise’ music as they often refer to
it. Every time musicians talk about these proces$ésalagasising’ music, the topic of
‘rhythm’ seems to play a crucial role. It is alsarjocularly within these discussions on
‘malagasising’ tunes or on compositions that regiafferences are described or
emphasised by the musicians as Rajery’s exampheaiwws.

One of the main arguments within the musicianslaxgtions of ‘malagasising’ music is
that it is about a change of the rhythmic structafeen about adding a ternary rhythmic
structure to a binary one or vice versa. Jazz daxup player Seta is leading the so-called
“Tana Gospel Choir.” He says that he had realibatifgeople like it very much if they
‘malagasise’ protestant chants which are normally #/4 metre. Being a jazz musician
who is also involved in international and therefmtercultural music projects, he argues
that the Malagasy rhythm can easily be integratémljazz standard®.This is exactly

one of the recent projects of singer and guit&igtk Manana. | have been involved in
this project and will therefore come back to itiiore detail later in this chaptér.

Ricky and Jean-Claude told me in our interview thaly were planning to record a
Malagasy version of a song by Jimmy Hendrix. Jebu@: immediately came up with
the topic of rhythm. However, ‘rhythm’ needs towelerstood again in a wider sense, as

for example melodies can be rhythmical as well @mach the main ‘6/8 rhythm’ as

% Discussion with Seta, 11.12.2007.

11t is a common phenomenon that jazz is being talgeby musicians around the world. This has also
attracted the interest of researchers. Johnsor2j2{zvelops the notion of a “jazz diaspora” ancegia
detailed account of various jazz practices arotwedaorld. He argues that jazz “(...) was not ‘inestit
and then exported. It was invented in the procébging disseminated. As both idea and practi@z, ja
came into being through negotiation with the vedsabf its dissemination, and with conditions it
encountered in any given location” (Johnson 20@: 3azz practices by Malagasy musicians, in
Madagascar and by Malagasy musicians abroad, sngher research field to be explored.
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Jean-Claude explains. It is about mixing and comigithe main rhythm with for
instance “rhythmical melodies” or “riffs”™:

[77] « Il y a la guitare, le sax, mais le riff, staythmique. C’est une mélodie qui
revient et elle devient rythmique. (...) Les Rolli8tpnes, quand tu fais (il
montre), ¢a, c'est rythmique. Donc, lorsque on jooe musique dans le 6/8 et on
met en plus une mélodie qui est un riff, la rythngigelle est beaucoup plus riche.
Enfin je sais pas (il rit). (...) Une mélodie peuteétythmique et ce qui va aussi
enrichir la musique 6/8, c’est la mélodie et I&€qii'on va mettre dessus, elle sera
en géenéral dans I'esprit 6/8. Donc, le 6/8 deverdore plus chargé et beaucoup
plus riche. » (Interview Jean-Claude, 18.7.2008)
This mirrors some of my own experiences to whighllireturn. It never seems to be
only about changing the rhythmical structure. Ratie/thm and melody for example are
always highly related and also related very diffillyeaccording to the different regional
styles of Malagasy music with regard to where theng) beats are felt. Hence, it is also
about changing the accentuation, playing the tigimpo as well as the singing and guitar
playing style. Erick Manana, for example, oftenusg that he mainly creates “High
Plateaux” versions of music tunes as this is tg@reand therefore the musical style
from where he originates, claiming that a Malagasgion of the same music by a
musician from the South would be completely différéde has given the example that if
you gave the same song to ‘malagasise’ to therfiusicians of the group “Madagascar
AllStars” — all from different areas of the island/ou’ll get five completely different, yet
Malagasy, versions of ¢
To sum up, it is especially in the musicians’ nawes on their compositions and on their
projects of ‘malagasising’ music that regional éliinces, or rather regional
particularities within Malagasy music are of grisaportance to the musicians. At the
same time, their references do not only point@tidcal or regional, but they relate their
ideas of regional particularities to the globat,dgample in talking about ‘global music
styles,” such as jazz or reggae, or in talking alpauticular musical icons, such as Jimmy
Hendrix or the Rolling Stones.

%2 Erick Manana during a discussion at the TnMundiference in Southampton, 15¥1@ctober 2009.
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Tapping feet, counting, and clapping

The musicians’ strong emphasis on regional padrtigs does not tally with another
topic that reoccurred persistently in their nawesion their musical experiences:
counting, tapping feet, clapping or any other bodyements felt or made while
musicking. When discussing these latter topics omass tend to emphasise the
differences between themselves and non-Malagagyl@&oAt the same time, ways of
counting while musicking are sometimes describesbasething very individual and
personal as the analysis of the following exampl#isshow.
During one of my research stays in Antananariwpdnt one afternoon with violin
player Samy listening to music — a collection afds from all around the island and from
different decades that he had put together forltied been his idea that we should
spend some time listening to these tunes togedlsdre wanted to show me that often the
way of listening to music was already very diffdrbatween Malagasy and European
people, particularly as regards the rhythm and boe/would count or clap to the music.
Samy always emphasises the structure of overlagpivagies and ternaries in Malagasy
music and argues that this is exactly where diffeee come to the fore: whereas
Europeans would often rather hear (and clap tobihary structure, Malagasy people
rather had the ternary structure in mind:

[78] « C’est justement ¢ca que je vais te démon&enaintenant. (...) 1, 2, 3, 4

guand un Européen écoute ¢a, il dit 1, 2, 3, 4aoe nous, dans notre téte, c’est

1,2,3,4,5,6,1,2,3,4,5,6... »(Interviewrya7.12.2007)
Rakotomavo also often brought up the topic of amping binaries and ternaries in
Malagasy music. As already shown in the previowptdr he even has his very own
theory of distinguishing a “synthetic metre” frorarfalytic metre,” the latter being based
on the Malagasy language (see chapter 3.2). lrobthe interviews he gave an example
that resembles Samy’s idea shown above; howevatipgiat the opposite way. He
argues here that the French waltz “L’étoile de e®ig Madagascar was typically played
in a binary metre:

% This is also a topic raised by many European medpt example during or after concerts of Malagasy
music many people recognise and say that theyumdaqu as they could not understand nor follow the
clapping or tapping of the musicians or the Malggasdience or that they were always tapping orgitap
differently.
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[79] « Tu connais la chanson la ? « L’étoile degae ? (Il chante) C’est une
valse, mais ici (il chante et clappe a deux tempa)se joue a deux temps, ¢a
c’est typiquement malgache ca. » (Interview Rakabooy 1.8.2008)
Ricky also talks about the coexistence of binaaies ternaries in Malagasy music and
describes it as one of the particularities throwtjich Malagasy music creates difference
which then can create harmony. He talks aldpihira Gasyviolin, trumpet and
accordion player Doné (alias Doné Sahondrafinina) always automatically joins in
any 4/4 piece with a 6/8 rhythm; i.e. he adds énedry structure to the existing binaries:

[80] « Mais linfluence aussi, 'ouverture, I'infence, ¢ca va expliquer beaucoup
de choses. Par exemple, quand on fait des trucstzwmee, un truc qui est
vraiment en 4/4 comme funk ou je sais pas quois hodil rentre tout de suite en
6/8 sur le 4/4 ! Tu vois ? Et c’est bien, parce gaeous a donné vraiment une
différence, mais cette différence, ¢a va créertitanie si c’est bien géré. »
(Interview Ricky, 18.7.2008)
Within the musicians’ discussion on different metog overlapping rhythmic structures,
guestions of accentuation and the placement ofigtbeats seem to be key issues. Ricky
first argues that the placement of strong beakddfagasy music was different to music
of the “other side of the ocean,” referring to &kfeican mainland. He describes the
Malagasy strong beat as always being “up” and dtheselation to Malagasy language
and accentuation that is determined by the pro@tina and the sounds of the words (see
also chapter 3.2). He gives the example of the \maditandraina(meaning: to give
value to something):

[81] « Parce que le temps fort de I'autre cotéde2hn, c’est autre chose. Et le
temps fort ici, méme entre les Africains, nous Malwes, le temps fort c’est
“tap”, tu vois avec le 6/8? (Il montre) C’est eruhaomme c¢a. Parce que le verbe,
c’est la-bas : “andrandraina” Donc, le futur, ¢'&s donc, le temps fort c’est
“Tap tap tap”. » (Interview Ricky, 18.7.2008)
During the same interview a bit later Ricky desesilbhe placement of strong beats as
something very personal and individual. He givesakample of singer and fellow
musician Dama Mahaleo whose strong beat as Riguearis very different to their
own. Here, Ricky describes the placement and fg@frstrong beats as something that is
determined by each person’s individual educatisphher sensibility for the

environment and the music that we carry in ourselve
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[82] « Parce qu’avec Dama, lui, le temps fort den@aquand il joue, c’est
vraiment différent de nous ! Et ¢a c’est lui. C’'Rstet 14, tu ne peux pas dire :
“Dama, ¢a c’est faux, non !” Mais vraiment c’estdoe ¢a. C’est une question
de sensibilité par rapport d’environnement, d’édioca la forme de la musique a
l'intérieur de lui-méme. » (Interview Ricky, 18.0@8)

Bilo also speaks of the placement of strong beatlseé way that it creates differences
between Malagasy and European people. Althoughfearss and Malagasy both have
the '6/8 rhythm,” he argues, Malagasy people tendetver play exactly on the beat. For
him, Malagasy musicians never follow the beat “ectly” which is the biggest
difference:

[83] « La différence, c’est le temps. Le temps (R} farce que nous les
Malgaches, on ne suit pas les temps correctemesté au temps, juste dans la
mesure. On fait des contretemps, ou mi-temps ontdganps ou avec le temps,
c’est comme ca qu’on fait le 6/8. Et c’est ¢ca un [zedifférence entre les 6/8
européens et les 6/8 malgaches, parce qu’on chastdirect dans le temps. Le
rythme, ¢ca tombe pas directement dans le tempdtdac tac... Mais on peut
chanter a mi-temps, le temps avant et on changsafu on fait contretemps. Tu
vois, c'est ca la différence. » (Interview Bilo,.82008)

This resembles what Jaojoby explained to &&egymusic for him is something that he
describes as “round,” arguing that they never playhe first beat, but rather on the
“contretemps.” Jaojoby does not speak of a diffeeeio European people, but describes
it as a problem that Europeans have with MalagassienHowever, he says that it is a
guestion of “being bathed” in that music and thabuld be learnt with a few years of
practice and training:

[84] « Quand c’est pas carré, quand c’est rondyesaiuon rentre en contretemps,

on rentre jamais dans le premier temps. C’est padeléeme des Européens. Mais
une fois qu’on est baigné dedans, toi qui t'inteessau salegy depuis deux, trois

ans la, tu peux jouer de ¢a ! » (Interview Jaoj@iy8.2008)

In summary, apart from Ricky's argument that i&fig is a very individual and personal
guestion, musicians all seem to agree that whesnites to counting to music or tapping
or clapping along while musicking, differences betw Malagasy and non-Malagasy (or
better: European) people are striking. Most of éh&atements are actually based on
experiences as well as observations that the namsi¢iave made as the following part

will show.
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Intercultural musical encounters - examples of wiaRs’ experiences

Singer and guitarist Erick Manana told me that las wnce in a studio recording in
France where the technician was fascinated by idatas playing rhythmically. The
technician decided to play in a 6/8 beat from aram&tme which completely irritated
Erick so that he was unable to pfdyThe technician then recorded what Erick was
playing and was keen on finding the ‘system’ bykiog at the sound diagrams on his
computer. It turned out that the way Erick playeaswwomehow irregular, but still this
irregular pattern repeated itself regularly. Erseld that it is because he never plays
exactly on the beat. It is rather a very specmalrtg of the “temps forts,” the strong beats.
I will come back to this experiment towards the efthis chapter. Less curious, but
rather frightened was his very first tour managefiance. Erick Manana said that the
manager had asked him to stop tapping his feehgduine concerts as that would confuse
Western audiences. Although he was unable to darsbleft the tour manager), he says
that if he plays for a non-Malagasy audience hdgea leave out the “complicated
Malagasy rhythms” and rather plays rhythms withchithe people can identify (“se
retrouvent”). In Madagascar he does exactly theosppg. That is why sometimes, if there
are only a handful of Malagasy people in the authan Europe, they happen to be a bit
disappointed. At the same time, Erick Manana ard¢fu&she enjoys so much playing for
people who do not know him as that makes him redliat there is something in
Malagasy music which is really special and partici

The examples of Erick Manana’s experiences in Feaasemble other intercultural
encounters that many of the musicians have madall Asusicians | worked with are to
some extent involved in the so-called ‘world mudiaSiness (see section 2), almost all of
them have played with musicians from outside Madeamand/or have attended musical
events, such as festivals, concerts, or recordisgisns abroad. Here, | will focus on
how musicians describe their musical experiench nin-Malagasy musicians and their

own observations on intercultural musical encowmnter

% Singer Bebey also told me the story that someoderie to let legendary flute player Rakoto Frah t
play with a metronome which did not work out at &akoto Frah was horrified and said “This thinlski
me!” Discussion with Bebey, 15.7.2008.

% Discussion with Erick Manana, 27.2.2008.
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Ricky told me about a situation that he had seenfestival in La Réunion where
Malagasy accordionist Régis Gizavo, who is basd®birs and also member of the
“Madagascar AllStars,” was accompanied by a peronist who had problems capturing
the right rhythm. Ricky was laughing while he expéal that he immediately understood
what was going on. The percussionist had playedraty rhythm, like a waltz, which
did not fit to the rhythm that Régis Gizavo hadmekying. Ricky, confirming his point
of view that rhythmical feeling is something venglividual, says that it is not a question
of being Malagasy, French or any other nationalityt, rather the question of whether
you get the rhythm or whether you do not:

[85] « J'ai vu un percussionniste qui joue aveciRadga Réunion au
« Kabardock », eux, ils ont des problémes. Et jiégis dans le public et moi je
sais c'est quoi le probléme (il rit). Parce que iRéglonne des trucs comme (il
montre), et le gars il rentre dans le 3/4 (il mehtt c’est comme la valse ou je
sais pas. Mais j’ai bien compris la situation. Dage c’est pas I'histoire d’étre
Malgache ou Francais ou Comorien ou..., mais c’estmant... tu captes ou tu
captes pas. » (Interview Ricky, 18.7.2008)
However, for the majority of musicians the facteing Malagasy or not seems to be the
most essential one. As already seen in previouysesg some musicians speak of a
Malagasy ‘soul’ that you need to have in orderlayphis music correctly. Bebey, for
example, argues that the music never sounds pyoldlaagasy when foreign people
play it as it is the “Malagasy soul” that is miggii Similarly, Ratovo says that it is not
too difficult for foreigners to capture the ‘6/8ythm,’” but there would always be the
“soul” missing in their playing:

[86] « C’est tres facile, surtout le 6/8. (...) Maisst 'ame qui manque ! »
(Interview Ratovo, 26.7.2008)

Echoing the examples analysed above, strong bedtac@entuation are again key issues
that come up in the musicians’ discourses on th&rcultural musical experiences. This
is also the case for choreographer and dancer.Anithe interview he talks about a
French dancer who had lived in Madagascar for waas. Despite these nine years of
collaboration, there had always been what Ariryscal‘contretemps of placement of the

% Discussion with Bebey, 15.7.2008. Bebey furthgiared that this “soul” was something that Malagas
people could easily loose as well. Young peopleef@mple, who mainly listen to foreign music would
loose this Malagasy soul, the Malagasy rhythm &edMalagasy polyphonic singing.
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strong beats.” The problem and difference lies lrere to place the first beat
(“rattaque”) — this is also what he had experieheéhen he went to Europe and the
United States to give dancing classes:

[87] Ariry : « (...) un Francais. Et il était ici pdant neuf ans. Mais méme neuf
ans de pratique de ce qu’on avait fait, il y at@ifjours... ce que moi je vais dire,
un contretemps de temps fort que moi, je voudrdige. Et des fois, jai donné
des cours en Europe ou aux Etats-Unis et il y pptws ce probleme la. »

Jenny : « Mais tu peux expliquer ce qu’ils fonti uSexpliques la différence...
Ariry : « La différence, la difféerence c’est toujs I'attaque... »

Jenny : « L'attaque ? »

Ariry : « L’attaque du rythme. Le premier tempsrgthme... Ah jarrive pas
vraiment a expliquer, mais je sais pas pourquaaje pas comment, mais il y a
toujours l'attaque du premier temps (il clappexdegue moi je pense le premier
temps que moi j'aimerais bien suivre. Mais lesegipersonnes, ils ont une
autre... leur propre premier temps. » (InterviewyAr26.7.2008)

Hajazz is equally convinced that it is the accetidneand the placement of the strong
beats that differ and that can create problem#faigners who try to play Malagasy
music. However, he distinguishes foreigners invtlag that he argues that African people
have fewer difficulties than European people:

[88] Hajazz : « Oui si... si... entre par exemple Adiits, ca marche plus vite,
avec des Européens c’est un peu difficile pour #ads si, par exemple, on sait
lire les notes comme ¢a, on peut déchiffrer quedquates. Mais le probléme de
temps en temps, on peut pas, chacun a sa fagonefeapres. (...) Le probléme
c’est I'accentuation, les accents, il y a des as;eélny a du temps fort et temps
faible. C’est pour cela par exemple que les geamgers n’arrivent pas a jouer
comme les Malgaches. Parce qu’il y a 'accentafilet le pied)... »

Jenny : « C’est quoi... »

Hajazz : « Le placement des temps forts et tempkefaet des soupirs et tout
¢a... Quoi dire ? Il y a les pédales, le... quoi dil2e3 nuances comme ¢a. »
(Interview Hajazz, 12.8.2008)

Rajery sees the difficulties femzahasn the structure of overlapping binaries and
ternaries. As we have already seen in the sectidgh@musicians’ discourses on how
they ‘malagasise’ music, Rajery argues here thdadgsy people are capable of adding a
ternary rhythm to a binary or vice versa:

[89] « L4, le probleme de la musique malgache aasst les vazaha, c’est
I'existence de binaire et ternaire en méme temps dae chanson, c’est... Tu
voais (il rit). (...) Des fois si on fait des rencoe¢ravec des musiciens étrangers,
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ils ont eu du mal. Parce que nous, on est capabkk d’introduire des rythmes
ternaires dans les rythmes binaires ou I'enve(gterview Rajery, 17.12.2007)

Justin Vali is also pointing at the structure oédapping binaries and ternaries, arguing
that it is the ‘6/8 rhythm’ that foreigners havéfidulties in following. The reason for this
is that the rhythm is always “en I'air,” an imagedadea that | already analysed and
discussed in chapter 3.2. Here, Justin also @egysas a synonym for ‘6/8 rhythm,” a
phenomenon discussed in the previous chapter:

[90] « Parce que les musiciens, quand ils jouefit8ele rythme était en l'air.
Donc, c’est pour cela que souvent les musicierex&lieur, ils ont toujours du
mal a suivre le rythme. Et quand on fait le saleggst toujours quand on donne
des concerts a I'extérieur, les étrangers, c’'dgtite pour eux de suivre le
rythme salegy. » (Interview Justin, 23.11.2007)

To sum up, apart from Ricky’s opinion on every neigsi’s individuality, all musicians
stress differences to non-Malagasy people and witexception talk about
disappointments and situations that dat work out with regard to intercultural musical
encounters. Is it a question of identity; the miasis’ longing to search for a collective
Malagasy musical identity? Or is it the longingo®recognised internationally and to
promote Malagasy music on the international ‘wanldsic market’?

Not all the musicians | worked with are activelydatirectly involved in the international
‘world music’ scene. However, most musicians seemetiect upon strategies and
marketing discourses within the ‘world music’ buess. At the same time it would be
wrong to interpret the musicians’ discourses orthimymerely as a marketing strategy or
a creation of a certain mystery of ‘a Malagasy nytthat is and will remain a secret

and ability to Malagasy people only. It is alwaggpprtant to bear the particular research
context in mind. As argued throughout my thesis,rolg as researcher and musician, my
biographical background, the interview situationshe rather poor cultural infrastructure
in Antananarivo to name but a few examples, haMeaal an influence on my research
and therefore also on the musicians’ discoursesyMausicians have definitely seen in
me a possible connection to the Western music tngdsspite my trying to diminish

this hope by insisting on being a PhD student amdisician researching and learning the

music.

172



However, many topics that came up within the masisi discourses show that rhythm is
not only a topic that musicians like to talk abduts the starting point for many musical
projects, such as the ‘malagasising’ of music atidis most recent project of the first
national orchestra of Madagascar. The idea and&iidy Malagasy Orkestra” is based
on the shared rhythmic base that they see in dth@§day music and that allows for new
musical fusions and experiments. A similar caseldeas the group “Sivy Mahasaky”
(see chapter 3.1). Looking at the musicians’ dissesianalysed in chapter 3.2 and the
range of topoi that comes up, as well as lookindp@it musical experiences (see above)
and their struggling to find the right definitioaad explanations (see chapter 3.1), it
becomes immensely important, as also Agawu (20@QRles (see chapter 2.2) that we, as

researchers, listen carefully to the musicians’ @aces and their concepts and ideas.

Participating musically myself

Trying to understand ‘rhythm’ through the musicigoerspectives has helped me a great
deal to learn and play Malagasy music as well astegrate my own musical
experiences into my analysis which | will presenthe following part.

And yet, bearing in mind all the musicians’ statetseabout non-Malagasy people being
unable to perform Malagasy music and their narestion failed musical adventures of
non-Malagasy people venturing into Malagasy musa&ing, how do | fit my own
musical experiences into these discourses?

Many musicians have argued that one needs to pigddsy music in order to properly
understand it. Further, they have expressed ceatisgontent that it is always non-
musicians writing about music and musicians bemaple to write about music or
explain properly what they are doifgln various interview situations and even more so
during rehearsals, concerts or recording sessidrasje felt very much encouraged not
only by the musicians but also in conversations \p#ople from the audiences. So far |
have not had any sceptical or generally negatispaeses or reactions towards my
participation in Malagasy music making. Ratherdbetrary: Malagasy people in
particular very often expressed their hope, inteiad curiosity in my work, saying that
this kind of research and work, but also this kafienusical event (referring to me, a

 An argument that also appears in musicologicablsely debates, see for example Cook (1999).
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vazaha performing live Malagasy music) was necessaryus&dul. They often
expressed their fear that Malagasy music was moigimappreciated by Malagasy
people themselves, especially by younger peoplearbsupposedly mainly interested in
Western pop music. A German musician/researcherdedaates all her energy and
time to Malagasy music is therefore often seenmadented in a very symbolic way. It
also often happened that people from the audiesio® ¢o speak to me after a concert
and asked where and when my academic work wou&Vaiable to the public and
where and how | was planning to make it accesgbpecially to the Malagasy
communities as that would not only be interesting,also very important.

Another aspect has given me confidence in pragiiMalagasy music and also using
these practices and experiences for my researchralysis. This aspect has to do with
Agawu’s notion of a presumptiorof sameness” (Agawu 2003: 171). Intercultural
musical encounters are first of all about inte@attnd musical exchange. Even if it was
me learning ‘their music,’ | can recall many sitoas in which | have actually suddenly
felt as the one being researched (see examples givahapter 2.3). Every musician
carries a certain musical ‘baggatfetith him, depending on former musical education,
training, experiences, access to musical eventsrdangs etc. It is based on this
‘baggage’ and the use for exchange and interacfiagrthat we can createsiared

musical experience when musicking.

The interrelation of discourses and musical prastic

| would like to stress that my own musical practie&d experiences are not to be
understood as any kind of instruction to learn plagy Malagasy music. My aim here is
to give examples of how engaging in discussion withmusicians and how listening to
and analysing their discourses informed my mugcattices and how in turn, the
experiences | gained through musicking informedamglysis of the discoursés.
Furthermore, the examples | will give should noubéerstood as in any kind of
chronological order (that would bring up the praoblef the chicken and the egg), but

rather as examples of a constant interplay in whigdhinforms the other. | will therefore

% A term also often used by the Malagasy musicianentalking about their own musical background,
knowledge or training.
% For a complementary assessment of this themesdeg(in press 2011).
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often refer back to aspects and topoi that cameitlpn my analyses of the last chapters
and at the beginning of this chapter. | have disedsn section 2 that ethnographic
fieldwork is often impossible to be consideredi$imed’ when it comes to writing up the
ethnographic report. Rather, it remains an on-gpnogess and in this respect, the
following should also be seen as research in pesgaad the examples given as a
snapshot of this on-going interrelation within negearch that includes both, the analysis
of discourses and the analysis of musical practioesl first give examples that relate to
the Malagasy concept of oral tradition, thea-tsofina.This allows me to immediately
touch upon the crux of my research, the issueef@l8 rhythm.’ | will then give further
detailed examples on elements and interdependendialagasy music that | have

experienced and that all relate to and are to stent based on the previous examples.

Examples®
The importance of thieva-tsofina

Engaging in discussions with the musicians, listgrio, and analysing their discourses
about the music have given me much inspirationreeig for learning and playing
Malagasy music. | have become aware of topicssidaad also methods that otherwise |
would have never thought about, never used, orrrfelteand experienced.

I would like to start by giving the perhaps mostiolos, but yet particularly important
example as it has been the starting point, if mselfor many others. If the musicians had
not talked so much about their ways of learningimusing nothing but their ears and if
they had not emphasised so muchltiva-tsofinaas the base for Malagasy music
making, | would have not tried to follow, undersiaand use the concept myself. Many
musicians encouraged me to learn only with my esarsh as Doné Andriambaliha in my
very firstvalihalesson in Antananarivo; but musicians also indiyeetcouraged me to
discover and use theva-tsofinaby saying, for example, that you have to learn the
Malagasy language or that it helps to live in Madsgr for a certain time in order to
learn and play the music. | will come back to thesee concrete examples in detalil

later. The counterpart to this first example ig tha only through experiencing the

199 have included a DVD with video and sound exarspia few of my musical practices. At those
points where aspects and issues discussed in rsig tten be further explored by the reader through
watching the video- and listening to the sound eeml have added a footnote.

175



music, through learning and playing it and therefgainingsharedexperiences with the
musicians that | could understand the essential ad¢helova-tsofinaas the base for
Malagasy music making. Following the musiciansasland their own experiences of
learning and playing by ear has helped me to utateisand play the music without
searching for any kind of ‘authoritarian text’ aryakind of written source behind the
music. Rather: it is through my own musical prazgithat | have found other musical
references (e.g. for tempi, accentuation etc) ayipp techniques that in turn, also helped
me to better understand or make sense of the ransialiscourses. Engaging musically
has made me realise that it is not so much abautiseg for any kind of exact musical
‘instructions’ within the musicians’ discourses thieir music, but as | will show in the
examples below, it is rather about listening tartbe/n concepts, ideas, and experiences.
These first examples of how discourses and mupreatices are interrelated with regard
to thelova-tsofinaalso connect with aspects of my theoretical anchodsilogical
framework. As | have followed Agawu’s demand fdipaesumptiorof sameness”
(Agawu 2003), | have tried to carefully listen hetmusicians’ own voices and therefore
search for their own concepts and ideas about thséanl have tried not to impose a
Western interpretation, i.e. by using Western noetio transcribe the music. However,
with regard to the “subject-centred ethnographyit€R2003) and the focus on
individuals, | have equally included my own expedes and have therefore also
focussed on issues of self-reflexivity as discusseatetail in section 2. As much as |
have analysed the musicians’ individual experienckave equally analysed my own
and have reflected upon and considered my own @ubiaggage’ such as my own

former classical music education.

‘6/8 rhythm’ and thepportunityof binaries and ternaries

These first examples given allow me to come badkéacrux of my research, the issue
of the ‘6/8 rhythm.” My own experiences of learniaigd playing Malagasy music by
following thelova-tsofing have made me understand that any attempt to ¢otimé
music or imagine a particular metre with any fieatentuation would confuse or even
disturb rather than help me. However, | have disced another way for me personally

which helps me to keep the tempo and yet enables play around with accentuations
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and ‘keep the dialogue’ with the other musiciahgs something | could describe as a
kind of ‘inner dance,” a way of moving and using body movements as a reference. |
am speaking of an ‘inner’ dance since | am notalltyroperly dancing, but moving in
subtle ways, such as swaying my head or the uggreopmy body just a little bit. It is
also through finding and using this reference, thetve come to understand and see one
element related to the ‘6/8 rhythm’ differentlyrtty former understanding, namely the
structure of overlapping binaries and ternariesséen in chapter 2.1, this structure is
crucial for Malagasy music, as other scholars absee pointed out. Malagasy
musicologist Rakotomalala (2003), for example, esgthat the Malagasy rhythm is
either in 2, but thought in 3, or it is in 3, bhbtught in 2 (Rakotomalala 2003: 43-44; see
chapter 2.1). The topic of a structure of binaaed ternaries also appear in the
musicians’ discourses as we have seen throughisugehtion. According to my own
experiences gained through both, musicking andyaimg discourses, | could best
describe this structure as a constgportunity meaning that no accentuation is fixed
through a particular metre, but rather that ther@ constant opportunity for musicians to
play with and put accents on both, binaries anubarges. This also implies that both are
not necessarily always audibly present and neabsgat or experienced equally by all
musicians and music listeners involved. Using mghbas a reference to follow this
constant opportunity helps me not to fall into gayticular metre with a determined
accentuation, but rather helps me to follow otleéenences for accentuation, such as the
language as | will explain belot* The use of body movements as a reference or also a
a source for musicking is a well-known phenomeritine (1994) for example speaks of
physical behaviour that becomes part of the comeggburce to generate musical ideas,
referring to his personal discovery of how to make of hand motions when playing the
Bulgarian bagpipe (Rice 1994: 83). As seen in #is¢ ¢hapter, the musicians also point at
the relation between music and dance, for exanopleee rhythm as being inherent in
movements, such as walking. The topic of body mwms also reappears in other
examples that | will give below, such as with reger particular playing techniques of

instruments or to the topic of personality/indivadity in music.

101 Examples of my subtle body movements can be sealhthe video examples, especially example 1
and 2.
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I remember how confused and irritated | was wheimndwone of my first research stays
in Antananarivo | happened to be at a Christmaty panere the song “Silent night” was
sung and people were tapping their feet differersiyne in 2 (highlighting a binary
structure), some in 3 (emphasising the ternarcstra). Since then, | have come across
many other examples of this kind; within the muang’ discourses Rakotomavo, for
example, argues that a French waltz would be gdlaya binary rhythm in Madagascar
or Rajery explains that the coexistence of bothabes and ternaries is often the major
obstacle within Malagasy music for Europeans (stsrview quotes above).

A look at Henry Stobart and lan Cross’ study ofstea songs” in the Bolivian Andes
(Stobart and Cross 2000) shows that the confusiested through the Western concept
of a ‘6/8 rhythm’ and the apparently existing stue of overlapping binaries and
ternaries in a non-Western music is not uniquééocase of Malagasy music. Their point
of departure described in their article on rhythstiticture and their perception mirrors
in various ways my own, but their method and reseapproach is very different and
contradicts my own. In the introduction of theitiee, they mention the first major study
on Andean music that was undertaken by Raoul amgMsite d’Harcourt in 19252

The couple d’Harcourt describes how the inhabitah&requipa were proud of the fact
that a famous Spanish pianist was unable to repeothe rhythmic particularities of
Peruvian music. They further write that they thelvesswere able to finally overcome
their initial disorientation and discover the “set€rof the rhythm. Interestingly, they say
that this was possible through mingling with thegpe from the country and through
observing their rapid feet tapping movements thatevbeating the “rhythmic accents”
(“temps rythmique”) rather than the “measure” (“nmes) (Stobart and Cross 2000: 64).
However Stobart and Cross (2000) remark thatratiser unfortunate that d’Harncourt
fail to divulge this “secret” that they discovernedheir work. Various researchers who
worked on Andean music have also identified sonmeige rhythmical characteristics,
such as for example “polyrhythmic relationshipsi¢gly of duplets and triplets, for
example between melody and percussion” (d’Harncte@6) or “linear interplay
between duplets and triplets” (Leichtman 1987) {gdon Stobart and Cross 2000: 66).
However, there is one important difference coneggt8tobart and Cross’ study, which is

192 Bb'Harcourt, Raoul and Marguerite (1925).
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the starting point for their particular researcbu® on rhythmic structure and perception.
The authors regard transcriptions as having a uaafiipotential value for musical
analysis and see it as a way of documenting amdeeting certain types of field
recordings. Interestingly, it was in the processafscribing for referencing purposes
that the rhythmic perception appeared as a prohieisaue to them?® This problematic
issue then led them to conduct listening exeraiggsBolivian and European subjects in
which they were asked to clap to different mus&tsbart and Cross write that whereas
the “Easter songs” by the Europeans were percegedcompound anacrustic 6/8
rhythm, the footfalls of the Bolivian dancers ingglian on-beat 2/4 rhythm and therefore
a non-anacrustic perception. Bolivian subjects teralways perceive the first note as
hierarchically dominant even if the first pair aftas was in a short-long pattern (Stobart
and Cross 2000: 72; 83). By referring to David Hegy1990) the authors write that this
leads to the suggestion “that metre, as construttdtiae Western music-theoretic
tradition, may not have the universal applicabilitgt is generally assumed for it”
(Stobart and Cross 2000: 84).

This process of finding and approaching the researcblem is interesting for my own
research in as far as it contradicts some of myragguments. Firstly, to some extent it
imposes a Western view on the music or at leasstke Western understanding (or
then: confusion!) to discover difference (to rdf@Agawu 2003) which then becomes the
starting point for the research. Secondly, theaedehere seems mainly built on
observation and music analysis. Neither the petiy@scof the musicians and performers
themselves (through for example ethnographic ing@rs) are included in the article, nor
is the opportunity to understand through musicatipces — both essential for

ethnomusicological research as | argue with my cagearch project.

Engaging in ‘malagasising’ music

As | have already highlighted at the beginninghid thapter, rhythm and more
specifically the structure of binaries and terraigealso a topic that comes up when

musicians talk about their way of composing or wiiey talk about how they

193 With reference to Seeger (1958), they explain étlaomusicologists have traditionally distinguishe
two sorts of transcriptions: “descriptive” trangtions intended for analysis purposes and “preee)
transcriptions to realise or reproduce the musicl{&t and Cross 2000: 68 in footnotes).
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‘malagasise’ other music. Also within other topgbie musicians regularly point at this
particular rhythmic structure within their discoess The most recent music project |
have been involved in is Erick Manana’s projecthedlagasising’ standard jazz tunes
and also Braziliabossatunes. We are in the middle of this project whickams that
there are on-going rehearsals and that also Erafaa himself is still composing,
arranging, changing, and trying ddt. However, although — or maybe even exactly
because it is a project in progress and | have e@ived in it from the beginning on — |
have gained extremely valuable musical experierfgsin, these experiences helped me
(and still are helping me) to better understandntlisicians’ discourses, particularly
concerning rhythmic structure in music, and hage abnfirmed to me again my feeling
and understanding of a certain constgsptortunityof binaries and ternaries in the music
as described above. Playing this ‘malagasised’ erhess also again made me realise that
counting to the music or thinking of a particulagtne would not be helpful to me when
musicking.

The experiences gained through this project areigpe the way that | mostly know and
am familiar with the original tunes, such as “La en rose” (Edith Piaf), “What a
wonderful world” (Louis Armstrong), or “Nuages” tFears” by Django Reinhardt. This
has been helpful and challenging at the same #mewing the original tunes has
offered me a detailed view on and experience oftwkactly changes in the process of
‘malagasising’ it. At the same time, being famileith the original tune has also
sometimes made it difficult to ‘loosen’ myself fraand take distance from exact
rhythmical or melodic structures or arrangementtheforiginal. Again, | have realised

that using my subtle body movements as a rhythmefalence works well and avoids

194 Sound examples 4-9 show different examples ofagmsised’ tunes by Erick Manana. Examples 4-7
are recorded during rehearsals. It is still workiagress and the recordings can only give anafléze
songs and do not present finished versions. Exatpled 5 are Erick Manana’s own versions of Django
Reinhardt’'s “Nuages” and “Tears,” only showing niglin part accompanied by the guitar. Examples 6
and 7 are ‘malagasised’ versions of two Brazibiassasongs: “Vocé Abusou” by Antonio Carlos and
Jocafi; and “Sampa” by Caetano Veloso. ExamplesdSare taken from the CD “Made in
Madagasikara,” a recording produced in 2008, féguErick Manana’s ‘malagasised’ version of Edith
Piaf's “La vie en rose” and the jazz standard “@iime,” originally composed by Gerald Marks and
Seymour Simons. Erick Manana says that in alliiglagasised’ version of songs he draws on regional
musical styles of the High Plateaux music, paréidylthe style of thaira gasy Listening to these
examples, | would say (also according to experiemgeéned through musicking myself, but even more
through talking to other musicians and music listehpthat it is likely that people hear, experierarel
perceive the rhythmic structure differently.
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any attempt to try and count to the music whileypplg. So what happens if music
becomes ‘malagasised’? As much as all my exam@esdhould not be understood as
‘instructions’ of how to learn and play Malagasysin) | can also answer this question
only by sharing what | have gained as knowledgeexpe@riences through analysing
both, musicking- and listening to and analysingaisses- interdependently.

According to my own experiences, | do agree witmynausicians and would say that
‘malagasising’ is definitely always also about ciag the rhythmical structure of the
music: | think that it could best be described i@ing this constanbpportunityof

binaries and ternaries to any music. Sometimesabout adding a ternary structure to a
binary, sometimes vice versa. Having said thispul like to repeat that this does not
imply that both are necessarily always audibly enésnd that rhythmical perception
could be different for different people. Accorditigwhat | have been experiencing
myself, | could also describe it as a change ofistgning habit in the way that | even
realised that | start to hear a rhythmical struetirbinaries and ternaries in (non-
Malagasy) music that before | would have heardescgived as either in two, or in three.
This experience does not only mirror some of theinians’ arguments, e.g. about
hearing or dancing a waltz in a binary rhythm, &#lsb mirrors an aspect of Justin
London’s understanding of ‘metre’ that he regasis &ind of “entrained behaviour”
(London 2004: 4-6; see discussion on theoriestoythm’ and ‘metre’ in chapter 2.1).
As already described in chapter 2.3, | have redlisat people in the audience tend to
clap differently to the music, but also musiciartsovplay together tap their feet
differently on stage. However, | have not undente&ry specific listening exercises or
studies as Stobart and Cross (2000) did, compé#mmghythmical perception from
subjects with different culture and language bagukgds.

| would argue that what | describe asogportunityis often misleadingly called and
referred to as ‘6/8 rhythm.” Misleading in the wihat the particular metre of a ‘6/8
rhythm’ would for example determine a particulacex@tuation as argued in chapter 2.1.
‘Malagasising’ music to me, however, does not ed@gm to be about changing the
rhythmical structure, or in other words, ‘rhythn@etds to be understood in a very wide

sense. | have said above that Erick Manana arpaési¢ mainly creates High Plateaux
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versions of songs, i.e. within the regional musgtgle of where he comes froff?. 1 will
explain in more detail later how - through analgsihe musicians’ discourses and my
own musical practices - | could describe some galdrities of the music of the High
Plateaux region. Further descriptions of regionasical styles can be found in
Randrianary (2001).

My idea and experience of a constapportunityof binaries and ternaries raises the
following question: if there is no fixed indicatiam the music such as a ‘metre,” what
determines accentuation, or more generally thénrhigial structure of a piece? And
further, how are regional particularities in Malaganusic related to rhythmical
structure?

Listening and analysing the musicians’ discoursethe different topoi that | described
in the last chapter, but also generally their disses on ‘rhythm’ and the debate on the
‘6/8 rhythm’ have made me question my own undedstanof the term and concept of
‘rhythm’ as such. Most importantly, it has made umelerstand that ‘rhythm’ cannot in
any way be regarded and understood separatelydtiben musical elements, but that the
importance lies in seeing and understanding cororecand interdependencies between
different elements in the music that | will deserib the examples below.

| have directed my attention towards the musiciawgi concepts and ideas. At the same
time, experimenting in my musical practices byrgyto follow these ideas and concepts
has also made me better understand and see diffettem musicians’ discourses which |

will try to explain with further concrete examples.

The importance of language and lyrics

In the last chapter | have identified languageresaf the topoi that the musicians very
much refer to in their ideas about the origin arehmng of ‘rhythm’ in Madagascar. As |
have argued that all topoi are closely relatedeetspof language can also be found in
other topoi, such as in everyday life as spealsrgpviously a daily activity. Musicians
emphasise the particularity of Madagascar comparether African countries as
Malagasy is spoken all across the island; somet poite close relation of language and

tempo or language and accentuation in music. Foesausicians, language is also an

195 See sound examples 4 -9.
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important factor that they reflect upon when thegnpose new songs (see beginning of
this chapter). If the topic of the Malagasy langeidgd not appeared so persistently in the
musicians’ discourses, | probably would have netltto use my knowledge of Malagasy
for my experiences of musicking — on different lsvéhave tried to learn or at least
keep the sound of the lyrics in my mind when leagra new song. This has not only
helped me to capture the story, emotion, or idehwhin the song, but on a more
concrete level and mirroring Rakotomavo’s idea altemguage determining
accentuation in music, it can help to find the tiggmpo and to place accentuations right.
With my violin and my recorder, | often play anroduction to a song, mirroring the
melody that will be sung afterwards. Here, | adfumhagine the singing or hear the
words in my mind while playing my instrument. Siarlly, when | play the counter-
melody while the song is being sung, | carefulbydn to the lyrics and therefore to the
accentuation and tempo and it feels as if | amaeding or engaging in a dialogtf®.

Also in the project of ‘malagasising’ tunes, mengd above, | very much use lyrics and
language as a reference and imagine the lyridseosihging while musicking. This has
been especially useful in as far as it helps mamdll back into the original tune.

In turn, it is also true to say that it is througding aspects of the language while
musicking and experimenting with language and teorpaccentuation that | have come
to better understand the musicians’ statementa@eesi | remember, for example, that |
had difficulties at the beginning when Erick Manatarted singing to me in order to
teach me new songs or new parts or accompanineeatsdng. | first only listened to the
actual notes and was surprised that he was nefisdtivhen | replayed exactly the notes
that he had just sung to me. It was only graduaily in the process of learning through
both, listening to discourses and experimentingically, that | realised that | need to
mimic and listen carefully to not only the notest that it is about the exact length of
each note, the exact accentuation and tempo, and tk not at all arbitrary which lyrics
or words he chooses to teach me.

Language has also been an important topic thae8tahd Cross (2000) have drawn

from their studies of “Easter songs.” As mentiomethe previous chapter they have

198 video example 2, for instance, | play a coumtedody as an introduction to the song “Tsofina ®an
a composition by Erick Manana. Here, | imagineltiies and the melody (that later will be sungpimler
to place accentuation and tempo of the counter-aiyaight.
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performed listening and clapping exercises withjettb from different culture and
language backgrounds and have found out that Bwlisubject who all spoke Quechua
or Aymara as their mother tongue, even though naighyiot know this specific music
before, clapped in time with the performer’s folifa in contrast to all European
subjects (Stobart and Cross 2000: 81). A possigaaation for this, they see in the
prosodic structure of both languages, Quechua amiafa (Stobart and Cross 2000: 83-
84) and argue that language is significant foruhéerstanding of rhythmic structure in
Andean music (Stobart and Cross 2000: 88).

Although | have often observed differences in riyithperception betweerazahasand
Malagasy people and also the musicians’ statenognitstercultural encounters (analysed
above) point at differences based on differentucaltbackgrounds, | have also seen
Malagasy people clapping or tapping their feetedéhtly when playing together. And
according to Ricky, for example (see chapter 3t#) perception of strong beats was
something very individual and already differentvizen the different members of the
“Madagascar AllStars.”

Through my analysis of the musicians’ discoursesespecially through my own
musical practices, | would argue that languagesp&agole with regard to the rhythmic
structure of the music. As argued above, | realibatlit often helps to place tempo and
accentuation correctly if I imagine to sing or peak while | am actually playing my

instruments.

The importance of the instrument and its playiraptegue

The idea of using imagination while musicking he®aome across to me through yet
another example of how the musicians’ discoursiiseanced my musical experiences, an
example which again is closely related, if not loase thelova-tsofina.

Many of the musicians are not only autodidacts,hawe also built their own

instruments. This might be one of the reasons \why bften talk about how particular
playing techniques of instruments or the mateniah@ape of an instrument influence or
form the music. For many, the playing techniquen®part of the music, be it for

example the percussion caused through the blowictgnique of theodinaflute or the
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falling of the fingers onto the bamboo, wooden lasfic tube of the flute, or the rattling
sound of the strings of the bamboo zithalihato name but a few examples.
This is for example the reason why Rakotomavo veag eritical about Justin Vali's
project of “Ny Malagasy orkestra,” mentioned in ptex 3.1. Rakotomavo at the time
saw difficulties for that project in as far as mshents were often very individual and
personal in Madagascar:
[91] « C’est un projet tres difficile, parce queiné des gens qui n’ont jamais
quitté leur coin, avec des instruments tres pemsismu’ils ont fabriqué eux-
mémes, donc... Quand je fabrique un instrumenst @eur moi. C’est moi qui va
le jouer, c’est pas les autres. Et comme je vodé# éout a I'heure, entre deux
valiha, ¢ca ne passe pas. Il faut gu’il joue sotrimsent. Et cet instrument-la n’a
pas été congu d’étre dans un orchestre. C’estjpaoar seul. Donc, c’est ¢a le
probléme pour ce genre de projets. » (InterviewoRakavo, 1.8.2008)
As | explained in chapter 2.3, | started to learplay thevalihaduring my first research
stay in Antananarivo. Currently, | am playing arafprming Malagasy music mainly
with my violin and recorder. However, my amateunskiha playing has helped me in as
far as so much in Malagasy music, especially inHigh Plateaux region, for example
regarding playing technique or phrasing, has i@min valiha music. The instrument is

mostly tuned in a diatonic scale. It is played viatith hands, the notes alternating left

and right.

Playing technique of the bamboo zitivatiha.
Picture taken during nyalihalesson with Doné Andriambaliha in Antananarivo, feeloy 2005.
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The instrument’s tuning with the notes alternatefgand right and also its playing
technique shapes the sound and the stylaldia music, also for example with regard to
tempo and accentuation. If | now play a typialiha phrasing on my violin or my
recorder, imagining playing it on tivaliha helps for example to place each note, the
accentuation and also the tempo right, i.e. by imag and knowing the playing
technique, shape and sound of taéha itself.

I would like to explain this further with a conceetxample that then also leads over to

the following examples. In Erick Manana’s song it %’

that we played at the
Olympiaconcert in Paris, | played a chorus that Erick Menhad developed beforehand
and had taught me through singing it to me. The E@gk Manana arranged “Bitika” for
that concert and what | played is mainly in te gasystyle of the High Plateaux region
that | will come back to again below. However, @ fearts are also a bit like a short
musical voyage through Madagascar as it plays ethier regional styles. One element
during the chorus is a musical reference to theiciarsRakotozafy, a famous already
deceasedharovanyplayer from the North-East of the island who | altg mentioned in
chapter 2.1. Rakotozafy is known and admired feninituosic playing and special
phrasings, such as a typical run downw&ftshich Malagasy people immediately
associate with him and his playing style and asostound of his self-buitharovany.
When [ play these runs on my violin, but also onnegorder:® imagining playing it on
thevaliha helps enormously as the playing technique (pickiegstrings, using both
hands) and tuning of the instrument with the natesrnating left and right creates a very
particular way/sound of this phrasing. If the migis had not talked so much about the
interdependence between the instrument, its plastiylg and the sound and style of the
music, | would probably not have tried to use mgwledge ofvaliha playing for my

violin and recorder playing. At the same time, mgqpical experiences of having learnt
valihafrom scratch and even more so, learning and playlaljgasy music, using my

own violin (played in Western classical style) ang own Renaissance recorder (and not

197 See video example 3. Erick Manana had planneihgptiis song during the concert at the “Olympia”
and parts of my violin part had been arranged tm@pany his singing voice. However, as Erick sttedg
with a croaky voice during the concert, he sportasty decided on stage to perform an instrumental
version of the song.

198 An example of this typical run can be seen in siggample 3, 0:10:10 — 0:10:28.

199 See video example 3, 0:14:15 — 0:14:27.
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a Malagasyoding has made me understand the musicians’ discoarsésse musical
interdependencies and has made me focus more ol pawticular instrument or a
particular playing technique shapes and even besqawe of the music making.

The Malagasyodinain the High Plateaux region is either made of bamlbaod or
plastic and is played always taken slightly toglte as there is no mouth piece as to the
Western treble recorder, but the blowing techniguler resembles that of the transverse
flute. It is played with lots of air and watchisgdinaplayers, it almost looks as if the
flute was ‘dancing’ or ‘jumping’ in front of the nuth. Various musicians explained to
me that the sound created through this playingiecie, such as the sound of the
blowing air which is often almost percussion-like the sound of the falling of the
fingers onto the flute that | mentioned earlierpigoart of the music.

When | play Malagasy music on my Renaissance recplém also taking the
instrument slightly to the side, not in any waydok more like a Malagasy player, but
for reasons concerning particular elements in tbhsiothat | have also already described
in the examples above: holding the recorder tcsitte and blowing with more air does
not only approach the sound of gmdinaflute, but it allows me to play more easily with
and differentiate more in terms of accentuatiofurther helps in imagining the lyrics,

i.e. imagining to speak or to sing while actuallgyfing my instrument what | have
described abovE? | will talk aboutsodinaplaying again below when I will come back to
the famoussodinaplayer Rakoto Frah.

I have made comparable experiences with my vidlgipg. | have been mainly playing
music from the High Plateaux region or music inghge of this particular region and
violin music and the sound of violin is there mgiaksociated with thieira gasy,
mentioned in chapter 2.1 and 2.3. So far therenbbeen any research particularly
focusing on the musical aspect of thiea gasy.Ethnographic studies include only a few
and very brief musical descriptions of thea gasy(Edkvist 1997: 76-79; 118-119 and
Mauro 2001: 205-206Hira gasyviolin players often hold their instrument agaitissir
upper part of the body, but often also in the ‘Wastvay,’ with the violin resting on the
shoulder. They often tighten the bow’s hair wite #ame hand they are holding the bow,

grapping it rather towards the middle than at tbe frog as in the Western classical

10 Examples of my playing style with my Renaissaremrder can be seen in video example 1 and 3.
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way. | have not changed the way | am holding myiwiand the bow. However, as for
the recorder, | have discovered certain interdepecids between the playing technique
of the instrument and the music. Erick Manana wa® grown up often being surrounded
by hira gasymusicians and who says himself that many of his c@mpositions are
inspired by this particular style of Malagasy music me a few times during our
rehearsals that the most typical elemerttita gasyviolin playing for him was a rather
rhythmical playing style with the bow hardly evesting. He often asked me to “put
more little notes” (“mettre plus des petites nofesespecially if | play a counter-melody
with my violin (or also with my recorder), it isteh about adding particular rhythmical
runs that are specific fétira gasymusic!** In order to play these runs correctly in terms
of accentuation and tempi, it helps enormouslytlmiv what | have described as my
subtle body movements that generally functionsiferas a rhythmical reference.
Imagining the lyrics or the singing is also a wégetting these runs ‘right’ as | have for
example explained above that | already imaginéytties when | play an instrumental
introduction to a son{J:®

It is often in these moments when | play these (liks a reference thira gasymusic;
similar to the example given above concerning #fierence to the playing style of
Rakotozafy) that the audience reddfdt is something that | would like to touch upon in
the next example as to me it is related to thesisgudentity and to what extent Malagasy
people identify with the music (see below).

I have given these few descriptions of my playechhiques in order to show that
engaging in musical activities myself, has not ande me aware of many
interdependencies within the music, such as bet@eeentuation and language, or body
movements and playing techniques, but it has aléeeinced and helped my analyses of
exactly these topics within the musicians’ discesrs'he same is true vice versa: it is
through analysing and listening to the musicianscalurses that | started to play and to
experiment exactly with those interdependencied tarmnalyse ousharedmusical
experiences.

11 Examples of these runs can be seen in video exaPnith my violin, 0:05:06 — 0:05:09 and 0:05:20 —
0:05:23; or also video example 3 with my recor@et3:33 — 0:13:37 and 0:13:49 — 0:13:53.

12 5ee for example the beginning of the song “TsoRaao,” video example 2.

3 This can also be observed in the video examples.
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As mentioned above, | would like to give one motaraple of the interrelation between
my analyses of discourses and musical practicesviidring us back full circle to the
discourses analysed at the beginning of this chapaenely as it concerns my being a
German and classically trained musician and reeeaengaging in Malagasy

musicking.

The emphasis on personality/individuality in Malaganusic

It is another aspect in Malagasy music that | Vg come across through both,
carefully listening to the musicians’ discoursed angaging in musical practices myself.
It also touches upon questions of identity — adalpat runs like a thread throughout the
musicians’ discourses as we have seen througheuashchapters. As we have also seen
in one example given above, Rakotozafy is not anlyell-known musical personality,
but certain musical features are associated withanid his particular playing style and
sound. According to my own experience, Malagasypfetend to stress the importance
of personality within music and how personalitylulginces and shapes the music. In
Western classical music, for example, | have ragixperienced that it is the musical
piece oroeuvreas such that becomes the centre, although nowadergsis definitely a
tendency to also focus on the interpreters asxamgle the marketing of certain
‘classical superstars’ shows (I am thinking formypée of pianist Lang Lang, or violinist
Anne-Sophie Mutter}** In Malagasy music making | think to have underdttat it is
mainly about the overall picture or better inteyptd musician (musician’s personality)
and music. Musicians argue that tbea-tsofinaitself is already always personal and
individual as it is with your very own ears thatuyearn and play the music. This also
shines through in the musicians’ explanations abwself-built and therefore personal
instruments as seen above. | will explain this espéth a more detailed example that
also concerns my own experiences of musicking,a@sibewith my recorder.
Sodina(Malagasy: flute) playing in Madagascar is ineviyadissociated with and related
to one particular person: Philibert Rabazoza, &iakoto Frah, who | already mentioned

before. The legendary flute player who over margryéormed the sound of Malagasy

14 Eor an impression of the marketing of these massi see for example: http://www.langlang.com/
(accessed 6.10.2010) or http://www.anne-sophieandi/md_onstage.php (accessed 6.10.2010)
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flute music, particularly in the High Plateaux i@gi died in Antananarivo in 2001. |
have not experienced one occasion, be it in Madagas abroad, wheodinamusic

was played, heard or spoken of without Rakoto Beihg mentioned and becoming the
source of numerous stories, memories, and anecdbtesuld exceed the framework of
my thesis to recall all of these moments and rétellvivid memories people have of this
musical folk herd™ However, | will give a brief insight into just a of them as they
are of great importance to many of the musiciamsvie worked with. They do not only
give an idea of Rakoto Frah’s personality and attarabut they also provide an insight
into his playing techniques and styles — thesedsgects are highly interrelated and
interdependent as | shall argue here.

Despite his great popularity as a musical folk h&akoto Frah never became a wealthy
man. In contrary, until his death he lived in hisrie neighbourhood, in Isotry, one of the
poorest quarters of Antananarivo. People often imentith regret and anger that Rakoto
Frah was never properly supported and his populaever officially recognised and
rewarded, a topic that is also raised in songs oseubfor and dedicated to hifif.

Almost ironically, a picture of his face was pridten the 1000 FMG banknote, the
former currency of the countfy’ Rakoto Frah is known for always carrying at least

of his flutes in his pockets, ready to take it auany moment and making it part of his
everyday life. It is his everyday activities, mowams, and attitudes that people relate to
his flute playing. If you watched Rakoto Frah egtims daily rice with his own special
technique of dividing the rice in small portionstus spoon and chewing the rice in his
own peculiar way, you would see him playing thedluf you listened to Rakoto Frah
speaking to his friends, flirting with girls, orguing during a discussion, you would hear
the sound of his flute. People would even applabhdmhe spoke as his way of speaking
and telling stories was like he was playing théefliRakoto is further known for speaking
in the same manner to every person, not makingldfgrence between a politician, a

foreigner, a child, or a beggar; always speakinigisrmother tongue, Malagasy, or even

5 The idea of collecting these memories, storied,arecdotes remains a project that | would like to
accomplish, not only as these memories are immgisglortant and a treasure within Malagasy culture,
but also as they could function as a kind of windote Malagasy flute playing.

18 5ee “Lasa i Rakoto”, and “O Rakoto” composed higlEManana.

7n 2003 the Malagasy currency changed from FM@rtary. 1000 FMG was worth between € 0.14 and
€ 0.30. For further information on the currencyrupe, see
http://www.rfi.fr/actufr/articles/043/article_239&&p (accessed 1.11.2010).
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more specifically the language of his quarter lsdRakoto Frah was free to walk around
all alone in Antananarivo at any time as even teliest thief would accompany him
home at night - out of respect. Policemen and #melgrmerie would humbly apologise if
by chance they had stopped a vehicle with Rakatb Eavelling inside. He refused the
brand new set of teeth that was once offered tg hohonly because he felt strange
about it, but also he said that it would distunm lplaying the flute. Once abroad, Rakoto
Frah would be crying of homesickness, longing td\gme. As soon as he saw
musicians, wherever and no matter in which occaarmmhat which place, he could not be
stopped to take out his flute and join in. | cang@into more detail here, but the essence
of these memories and stories is that Rakoto Fesh(and still remains) a true folk hero
for many Malagasy people. They regard Rakoto asdilties as inseparable and within
those memories emphasise the interplay betweent®akzersonality and his music. The
flute playing was part of his everyday experienesgn as far as his way of speaking, his
everyday movements (eating, walking etc) were edléb his playing styles and the
sound produced on his flutes.

Unfortunately, | never got to know Rakoto Frah peedly. Also, | have actually never
properly played on a Malagasy flute. When | tried¢®or twice, | hardly managed to get
a proper sound out of this rather small wooden.t&oefar, | have always performed on
my Renaissance recorder, having tried to developeny own way of adapting my
playing technique to Malagasy music. And yet, atterconcert at the “Olympia” in Paris
and at every other concert ever since, Malagasplpemme to me asking whether and
how | have learned with Rakoto Frah, telling me thaerything (including my way of
moving on stage, for example the way of takingraytrecorder) reminded them of
Rakoto FraH!® | have never tried to properly imitate Rakoto Fsgitaying, but — as for
everyone —Malagasy flute music for me has alwags lbee sound and style of Rakoto
Frah’s flute playing and that is the sound and ipiggtyle that | have been trying to
approach with my Renaissance recorder. Furtheck Bfanana with whom | am mainly

learning and performing has been one of the claseapanions of Rakoto Frah, has

18| have often been given different names, all ingaa kind of European version or German version of
Rakoto Frah’'s name, such as “Rakoto Frau,” “Rakotwlein,” or “Rakoto Frangoise;” see for example
comments on youtube and dailymotion videos: httpwit.dailymotion.com/video/xb4120_erick-manana-
et-jenny-fuhr_music; http://www.youtube.com/watch@fPxPcfKgMI (accessed 23.10.2010).
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founded the group “Feo Gasy” with him and obviouslynore than familiar with Rakto
Frah’s playing style. Ben Mandelson and Roger Aramgj in 1988 produced a recording
with Rakoto Frah, entitled “Rakoto Frah. Flute Masif Madagascar-*® Mandelson
writes in the sleeve notes to the album that tihhenee many other flute players in the
same tradition who were equally good, or some yeunges who one day would even
be better, but who were holding themselves bad¢lotomur and respect to Rakoto Frah as
in Madagascar the elders are always the efd@rs.

However, as stated earlier, according to my owredagpce, Rakoto Frah is still the most
present when it comes sodinamusic in Madagascar. | was also told by different
musicians that Rakoto Frah always had many stu@eatsad him insotry, almost like a
kind of ‘school,” which did not continue or his eolvas not taken over by someone else
after his death. The onlodinaplayer | met in Antananarivo is Rageorge (aliasi@es
Ranaivoson), himself former student of Rakoto Fiidie German producer Birger
Gesthuisen just recently released a new albummn8és new group “Samy Izy**
Interestingly, on this recording, Sammy invited Baigye to join in two songs with his
flute. As written in the sleeve notes by Gesthuig10), it was to honour and show
respect to this ‘old master,” who until now has ererecorded on his own. However, just
before Rageorge is mentioned in the sleeve ndssRakoto Frah appears in the text
and Gesthuisen describes how Rakoto Frahyiida master Randafison bira gasy
director Ramilison, made their mark solely throtigéir personalities, their expertise,
and artistic skills.

These stories and this admiration for Rakoto Falicchave actually easily scared me

off to get involved in Malagasy flute music as muaachthe musicians’ discourses of

9 The recording was released on CD in 1999 withgaated version of the sleeve notes by Ben
Mandelson.

120 mMandelson, Ben (1988, updated 1999), sleeve mot€®: Rakoto Frah (1999Rakoto Frah. Flute
Master of MadagascaliGlobeStyle Records.

121 samy Izy (2010)Tsara Madagasikararrankfurt am Main, Network Medien GmbH.

It is remarkable that this CD and also the CD biglEManana mentioned earlier in this chapter (,Made
Madagasikara“) contain the name of the countrhntitle. | have mentioned at the beginning of igsis
(chapter 2.1) that the marketability of the nameatidgascar” is a topic frequently raised by the piaiss.
Particularly interesting here is in both casesube of the name in Malagasy language: “Madagasikira
would be interesting to conduct some further redean these albums (and similar cases) in ordse¢o
and find out who of the people involved have takdmat kind of decisions with regard to marketabitityd
why. Is the use of the word “Madagasikara” for epsrliinked to notions within discourses on ‘world
music,’ such as ‘authenticity’?

192



vazahadaving difficulties within intercultural musical eounters or evefailing in
venturing into Malagasy musicking (see examplesyaerd in the first part of this
chapter). However, through musicking myself andtigh performing especially for
Malagasy audiences as much as through engagingliiiséening to discourses, | have
realised that it is not at all about becoming Makgor getting myself a ‘Malagasy soul’
—end even less about trying to become Rakoto Pratepting, understanding, and
finally following the idea of théova-tsofinais also about creating and expressing your
own musical personality through the music.

As described above, | am performing on my own Rs@aice recorder and | am not
trying to look like ahira gasyviolin player, but holding my violin and my bow ihe
Western classical way. | am embracing new musitallenges whilst keeping and
accepting my own ‘musical baggage.” From what lehaexperienced in discussions with
musicians and Malagasy audiences, but also througlicking, is that it seems to be
essential for Malagasy people that they can idemtith the music (“se retrouvent dans
la musique” is the French expression people mast). When and how people are able
to do so is difficult to define. However, accorditagmy own experiences, accepting the
lova-tsofinaas the base for Malagasy music making, and lea@amdgperforming
Malagasy music with Malagasy musicians using nafliat your ears — for the actually
musicking as much as for listening to and engagirdjscussions with the musicians —
has proven to be a fruitful and possible way toagiegand learn about Malagasy music
making.

At the beginning of section 2 | said that the muk& musicians | worked with play could
best be understood as “Contemporary Malagasy masicised by Randrianary (2001).
One important element in this definition is thedd# a certain “openness” and “creation”
(Randrianary 2001: 128). The projects of ‘malagagisnusic for example fit very well
into this idea. Through my own experiences, | tenthink of Malagasy music more as a
particular way of musicking, rather than a par@acuhusic.

My aim, as | stated clearly at the beginning o$ ttihapter, was not to give a definition of
Malagasy music or to give instructions to how t@rteand play Malagasy music. My aim
was to show how my analysis of discourses inforrmmugical experience, and how in

turn, my analysis of experiences that | gain thiooisicking inform discourses. Instead
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of seeing both as separated worlds or especialBicauexperiences as ‘untranslatable,’ |
have tried to show that the analysis in both dioastis useful and necessary for

ethnomusicological research.

Outlook / further research possibilities

The examples | gave, as argued earlier, shouléde as a snapshot of my on-going
research. Further research on Malagasy music tedee further elucidate this
underresearched phenomenon. My research throug¥irghthe importance of analysing
discourses and musical experiences in a constemtefation has raised questions and
topics that could be taken on for further reseasakch as research which would
specifically be investigating regional musical pardarities. Here, it would be useful to
research the music with regard to different elemand their interdependencies that my
research has shown to be significant. These indhleole of language, the different
instruments and their particular playing technignd sound, body movements or dance
to name but a few examples. Especially interestiogld be to research these aspects
with regard to rhythmical perception and to whhaaVve described as a constant
opportunityof binaries and ternaries, since musicians oftgneathat despite a shared
rhythmical base, regional varieties depend on Hosvrhythmical structure is ‘filled,’

e.g. where the strong beats are. In general, itdh@so be interesting to pursue further
research with musicians from other parts of thendlwho are not necessarily involved in
or aiming at the international music market. Wathid topic of ‘rhythm’ (or more
specifically on the ‘6/8 rhythm’) be of significaman their discourses and experiences?
With regard to the topic of ‘rhythm,” my researcistshown that integrating musical
practices into the research and analysingredmusical experiences and discourses in an
equal manner and interdependently is a possibletavgyestion and challenge prevailing
and often dominating Western discourses on musig.a way of going beyond
seemingly contradictory discourses and integratsicaliexperiences that do not only
encompass both, me as a researcher and the masioidrthat areharedmusical
experiences as | explained in detail in chapter 2.2

Throughout my thesis | have argued for the impaeaof integrating more musical

practices into ethnomusicological research. Asratieearch projects show, the analysis
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of musical performances also allows for the intégraof methods that draw from other
fields, such as science, physics, or psychology:

| already mentioned Erick Manana’s experience wiffrench technician in a studio.
During the recording session, the technician wamus to find out about the fast
percussion that Erick played with the Malagasy shaklledkoritsana The technician
recorded it and analysed the sound diagram shatangeal-time measure on his
computer. It turned out that one triplet of #writsanain itself was irregular and even a
number of triplets in a row were all irregular atitferent from each other. However,
after a few triplets, a pattern of these irregtigniets would repeat itself exact§?
Stobart and Cross (2000) in their study on Bolit@ster songs have also looked into
the possibilities of researching real timing. Thejte that:

“[w]hen the rhythmic values of individual notes waneasured in milliseconds it
was discovered that relationships between the idmsaof individual notes were
often asymmetrical and variable, but that the pafs# durations of rhythmic
groups (e.g. of two or three notes) were highlyfaxj (Stobart and Cross 2000:
72).

The two researchers further used real time measmeto investigate theharango
(small type of guitar) accompaniment of “EasterggohThey found out that the
downstroke of theharangg which coincides with the pulse and the perforsébtfall
as they argue, is almost inaudible whereas theakests sounded with much greater
intensity. The latter heightens rhythmic tensiod #rerefore leads to the tendency to
perceive the upstroke as the pulse (Stobart ansls@00: 74).

These techniques might give insight into the imtiation of different elements in music
with regard to accentuation, such as the playiogrgues of instruments (example
charangoupstroke and downstroke). And it could also be iedpb investigate other
interrelations such as of language and accentuatidance movements. For Malagasy
music, this aspect would be especially interedtingursue as many musicians, for
example, argue that it is often in the fast pericussf thekoritsanaand in the

interrelation of thekoritsanawith where the singing voice enters that regionasical

122 Conversation with Erick Manana, 1.3.20009.
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styles differ and can be identified accordintfiyyHowever, | am not sure to what extent
conclusions drawn from real time measuring coutdefample be used to learn to play
the music.

Yet another approach to research musical perforesatimat uses real time measuring,
also with a particular focus on rhythm, is a methwat investigates the role of
‘entrainment,” a concept originally identified byufzh physicist Christiaan Huygens
already in the 17 century. Ethnomusicologist Martin Clayton in atemdisciplinary
collaboration with other scholars (among them lansS, mentioned above) is the first
who has applied this concept to ethnomusicologesdarch (Clayton, Sager, Will 2005:
2)1** The interdisciplinary team of scholars has devetbp method that correlates
musicological description, ethnography and theyamilof movements of both
performers and listeners through the analysisagwirecordings. On the official website
of their research project “Experience and meaningquusic performance,” the project
description says:

“The research concerns the role of "entrainmer# {he synchronisation of
musicians and listeners to musical rhythms); gastemmunication and
movement; and the relationships between these pgyeissiological processes,
and processes of meaning construction. By corngatiusicological description,
ethnography and analysis of the movement of botfoprers and listeners,
members of the project team investigate how thdesde of bodily movement
relates to the formal analysis of music, and hoth led these articulate with
verbal reports on musical experience and with attsoof musical meaning®

Clayton, Sager and Will (2005) in a paper resulbngof this research project argue that
entrainment has been proven to be a powerful tsolia research areas of
ethnomusicology, for example as it has been inspinew perspectives on research
concerning ‘metre’ (Clayton, Saga, and Will 2006).2I'herefore, research on Malagasy
music following or inspired by a model of ‘entraiant’ could be useful and highly
interesting as it offers further ways to tackle e of the ‘6/8 rhythm’ and debates on

rhythmic perception in Malagasy music making. Sachethod would further go in hand

123 various discussions with different musicians; ihlisa also came up in the discussion with the
“Madagascar AllStars” at the TnMundi Conferenc&outhampton, October 2010.

124 Eor a complementary assessment of this topicCimgon’s article (2008) in which he argues that we
need to focus more on the “human experience ofdowithin ethnomusicological research.

125 http://www.open.ac.uk/Arts/experience/about.htecéssed 6.10.2010).
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with some of my main theoretical and methodologamaicerns: the integration of both,
the analysis of musical practices and of discouabesit these experiences and a focus on
individuals and individuals’ experiences. Such dhuod also avoids the risk of
essentialising music, e.g. not explaining and asiatymusic using but Western music
notation. Rather: a model of ‘entrainment,” as @ay Saga, and Will (2005) argue,

“(...) suggests we look at engagement with musicsimaply as a process of

encoding and decoding information, but of embodiéeraction and ‘tuning-in’

to musical stimuli” (Clayton, Saga, and Will 200%.).
The authors assume that ‘entrainment’ is a fact@nly interpersonal interaction and
communication and argue that research on ‘entraitimath regard to music was
however special in the way that ‘entrainment’ theturs in certain kinds of musicking
seems to afford particularly precise synchronisabietween individuals’ behaviours.
They believe that ‘entrainment research’ in ethnsicalogy and the use of
methodologies that are empirical, experimental @hdographic at the same time may
also offer useful contribution to ethnomusicologidabates on musical meaning or
emotion in music (Clayton, Saga and Will 2005: 2)-2A very interesting aspect of their
research is that they ask the question of how geE=eof ‘entrainment’ vary individually
and with culture. They write that

“[e]ntrainment research in ethnomusicology relipsn the integration of
musical, cognitive, and cultural theory, thereldgwing a broader description of
how musical experience, while individually unigmeainy case, is nevertheless
always social. Through exploring the phenomenantbeément,
ethnomusicologists may be able to better underdtamdmusical sound serves as
an interface that connects selves — viscerallycagphitively — to society”

(Clayton, Saga and Will 2005: 22).

In that respect, their approach of integratingicalperformances with a focus on
entrainment would go in hand with yet another ofmmin concerns: whilst following a
focus on the individual and the individual's expeges, it would allow for the
integration ofsharedmusical experiences that encompass the researti¢nea
researched in the same way.

This short excursion into other research methodsshawn again that the integration of
musical practices into ethnomusicological rese&dmportant and useful and that it is
yet a field to be further explored.

197



Conclusion

In this closing chapter of section 3, | have camieh to analyse the musicians’ discourses,
here with a particular focus on their musical eig®e, i.e. how they experience
‘rhythm’ when musicking. As throughout the previateapter, | have particularly looked
at issues of identity: Whereas musicians very nermphasise regional particularities in
the music when they talk about composing and pt®jefc'malagasising’ music, in their
discourses on rhythmical perception (tapping feetinting and clapping) and in their
discourses on their experiences within intercultomasical encounters differences are
clearly stressed between Malagasy and non-Malguasyle, hence emphasising a
collective Malagasy (musical) identity. | have atdmwn that many musicians reflect
upon strategies of how to sell their music to titerinational music market and that their
perception of it also shines through in their idgrdiscourses, touching upon regional
and collective, and local and global referencegiwitheir music.

The second part of the chapter has focused on nsycalpractices, showing how
discourses and musical experiences interrelatdvanwd have analysed both
interdependently. | have given concrete examplds®uf engaging in discussions,
listening to and analysing the musicians’ discositss informed my musical practices
and how in turn, my musical experiences have likevand at the same time informed
my analysis of the discourses. Although sectiomg leen ‘divided,” with the first two
chapters focussing on the analysis of the musit@issourses and the last chapter
focussing on musical experiences, with the exanmipghase demonstrated that
information constantly flows in both directions ahét this ‘division’ should not be
understood as a chronological order. Further, xa@nples should be seen as a snapshot
of my on-going research as | am still involved otth musicking and performing and in
engaging in discussions and interviewing musicians.

The first two examples | have given are of crusigortance as all other examples relate
to them: | have identified and stressed the impaeaof thdova-tsofinaas the base for
Malagasy music making. Following from this, | haaekled the issue of the ‘6/8

rhythm,” arguing that through what | have experahthrough both, discourses and
musical experiences, | would speak of a consippbrtunityof binaries and ternaries in

Malagasy music; however not meaning that both lveys necessarily audibly present
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for everyone. Rather, rhythmical perception caerrofte very differently experienced by
different people. Further, accentuation or the @etion of where the strong beats are, for
example, are closely related to other elementdy asadanguage, body movements, or the
instruments and their playing techniques as | iagd to demonstrate with the examples
| have given. | have highlighted different interdagencies of elements within the music
and the music making, arguing that ‘rhythm’ in te&1se cannot be understood
separately as for instance a particular ‘rhythm’rf@tre) notated in a musical score.
Integrating musical practices into my research amalysing discourses and musical
experiences in a constant interrelation has prowdre a fruitful approach to research
Malagasy music, especially as it has been a pessiéy to go beyond the study of
seemingly contradictory discourses. | have outlifuether possible research areas, such
as research specifically focussing on regionali@adrities in Malagasy music, also with
regard to the topic of ‘rhythm’ and the issue ehgthmical structure of binaries and
ternaries.

Although the realisation and appliance of a perfomoe approach within
ethnomusicology is still rather rare, recent resleg@rojects show that the integration of
musical practices into research has led scholary tut and integrate other methods,
such as the use of the concept of ‘entrainmentusic research (Clayton, Saga, and
Will 2005; Clayton 2008) or real-time measuringy(estobart and Cross 2000).
Regarding the latter, we must be aware that thihoaeshould not prevent us from
listening to the voices of the musicians we workhvand remain open to the limitations

imposed by our own (often prevailing and dominatithgories and approaches to music.
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Section 4 - Conclusion

In my thesis | argue for the importance of integu@musical practices into
ethnomusicological research. My own experiencesaking music have therefore
become an essential focus of this study.

I have shown that by interlinking discourses on imasd musical practices, and by
analysing both as constantly interrelated, it bee®possible to challenge prevailing and
dominating Western discourses on music. Most agbesmto musical research have been
informed by a Western perspective, the major aralytool of which remains musical
notation. This approach has been widely criticigsecially with regard to studies on
African music as it is seen as a constantly seetinglifference and thereby ignoring
indigenous theories and understandings of musiafAg2003). The exclusive use of
Western notation has further been identified as/oay the risk of “essentialising music”
(Bohlman 1993). Scholars have therefore stressetrtportance and necessity of
focussing on discourses in our research. Firdtlyliss of this kind offer insights into
how discourses on music emerge and by whom thelyeang controlled (Rice 2003).
Secondly, it is only by carefully listening to theices of the people we work with that
we get to know and learn how to recognise their oamceptualisations and ideas about
music and musicking (Agawu 2003).

In my research | identify competing and even catttary discourses in relation to
“Contemporary Malagasy music” (Randrianary 2001isTposes challenges, but also
opens up new ways of understanding. It was thraeglducting ethnographic fieldwork
and narrative interviews, which | used as main w@dlogical approach that | was able
to observe that the topic of ‘rhythm’ is constarghgsent in the musicians’ discourses,
but that very different meanings can be attachetl Musicians persistently use the term
of ‘6/8 rhythm,” which as a concept is based in Wasmusic theory and grounded in the
idea of musical notation (Arom 1991, Dudley 1998)the same time, musicians
emphasise that they see the base of Malagasy musie Malagasy concept of oral
tradition, thelova-tsofina(lova = heritagesofina= ear).

There seems to be a contradiction if one understdrelWestern concept of ‘6/8 rhythm’
and the Malagasy conceptlof/a-tsofinaas in opposition to each other. Going beyond

the statement of difference and contradiction idkstto investigate this phenomenon
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further by bringing in musical practices as a mearexplore new ways of
understanding.

| have suggested that we should not understandisemurses on music and music
making as separated from our experiences of mugjcKihey are often treated as two
worlds apart where ‘translation’ across appea@aspossible task. Rather, in my
research | have focussed on the interrelation mi@ddependence of discourses and
musical practices: On the one hand | have exantimedays in which our discussions
on the music and music making informed our mugcattices and helped me to analyse
musical experiences, my own and those of othergsh®wother hand, gainirghared
musical experiences informed our discussions oriavaunsl musical performances and

thus helped me to analyse the discourses.

In chapter 2.1 have shown that in Western theories the termcamatept of ‘rhythm’ is
also far from being clearly defined. To the contrarcross academic disciplines the topic
of ‘rhythm’ has caused debates and confusion. iBhparticularly true for the field of
African Music Studies. Almost all scholars who caotéd research on African musics so
far have stressed ‘rhythm’ as an exceptionally irteyd aspect to study. This has led to
the invention of new terms and/or special musicessby Western scholars. It has been
criticised that through their work and terminolagicreations related to this particular
topic research has persistently furthered the bdarcthe Other’ and has undermined
indigenous understandings of music (Agawu 2003).

The topic of ‘rhythm’ is constantly present in thialagasy musicians’ discourses on
their music and appears as an essential themenviiteir discussions and negotiations on
identity issues. However, although the particubamt and concept of ‘6/8 rhythm’ is
persistently used, it is also highly contestedHgyrmusicians. In my research | have
therefore considered it important and useful tas$oonindividual usages,
understandings, and experiences — an approachdbdieen identified as particularly
fruitful and useful for ethnomusicological reseawtdertaken at present time (Rice
2003).
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In chapter 2.2 have given a detailed account of my theoreficahework and
methodological approach. | have argued that inlg through the integration of both,
musical practices and analysis of discourses traectly debated issues concerning
ethnographic methodology in ethnomusicological aesde can be addressed
appropriately. Many ethnomusicologists agree thetan gain significant knowledge
through musicking and through integrating theseseepces into our research (e.g. Titon
1997). However, scholars describe the immensecdiffi they have to express in words
what they experience musically (e.g. Seeger 19i€& F997) — a difficulty that is shared
and expressed by many of the Malagasy musiciaasimilar way. Hence, despite a
continuing debate within the discipline in whicletheed for more performance-based
approaches to research and the integration of edysiactices into our analyses are
suggested, not many scholars have actually putsigedim (Baily 2008). The so-called
“new fieldwork” in ethnomusicology suggests undansting ‘the field’ as aexperience
rather than a place (Hellier-Tinoco 2003). Schosdrsss the need to be self-reflexive and
strongly encourage researchers to constantly teffgan the relationships we build with
the people we research (Hellier-Tinoco 2003, Arrsteu2008). By focussing on
individuals and individual experiences as propdadelice’s model of a “subject-centred
ethnography” (Rice 2003), | have aimed at creatisgaredspace of experiences that
includes the musicians and me as a researcheraqual manner. | have integrated both,
the musicians’ individual ‘theories’ on their musind their experiences of musicking,
and my own experiences of engaging in discussi@wadrses and aharingmusical
experiences.

My research can be seen as a first attempt to apprilalagasy music by using a
bottom-up perspective. Through focussing on indiglcexperiences | have started to
tackle the most prominent issues which emergeiirentidiscourses on Contemporary
Malagasy music. My own approach to doing reseanchcanducting fieldwork has been
informed by an interdisciplinary perspective. | Baombined ethnomusicological
methods, such as ethnographic fieldwork, partidipdservation, including shared
musical experiences, with discourse-analytical w@shlit is only through this approach
that we can follow Agawu’s demand for présumptiorof sameness” (Agawu 2003) - a

research attitude that will prevent us from igngrihe voices of the people with whom
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we work and make us aware of the risk of imposiVgestern perspective and approach.
At the same time this approach also prevents ums fitouggling with our role and task as
researchers, suggesting self-reflexivity and thegration of our own experiences. We
must accept that we as researchers are alwaysfphg research context. The emphasis
lies onsharedexperiences and research that encompass the teseand the researched
in equal terms (Rice 2003).

In Chapter 2.3 have given concrete examples of situationslteatountered and
experiences that | made during my fieldwork. Bylioutg the development of my
research including that of my musical practicdsave highlighted important aspects of
the research context that | have taken into consiid® and constantly reflected upon in
my analyses.

One significant aspect, for example, has been miplgéaole as a researcher and a
musician. All musicians | worked with are awarettham a classically trained musician.
Furthermore, French - a second language to meceati@ tmusicians - has been the main
language of communication throughout my researespide my emphasis on being only
a research student and a musician, many musicaesdeen in me a potential window to
the Western music market, an experience and clgg@ldrat other scholars have also
described (e.g. Mallet 2009). | have worked withldgasy musicians in Antananarivo,
Madagascar and others who are based in Europeelrtwed that all of them are to some
extent involved in and aim to sell their musiche tnternational ‘world music market.’
More and more Malagasy musicians are involvedangnational music projects for
which the capital Antananarivo has a vital and i@ritinction. It has not only been
described as a multicultural city and “foyer of imgnation and cultural opportunity”
(“*foyer d'immigration et d’ouverture culturelle” Rdrianary 2001), but as a “cultural
hub” and “passage obligé” for all musicians andststfrom the island (Kiwan and
Meinhof 2011). Despite these rather positive soumdemarks, the country is currently
suffering from a severe political crisis which alss an effect on the musicians’
conditions of life and work. An already inadequetétural infrastructure of the capital
(e.g. Fuhr 2006) has deteriorated even more shrebédginning of the disturbances in

January 2009. Malagasy musicians based in Europgelieen restricted in their ability to
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return to Madagascar for concerts and artists ita#anarivo have been struggling very
hard to find opportunities to perform. All Malagaswisicians | worked with remark
regretfully that Malagasy music has not yet beery gsaccessful on the international
music market. It is within these chances and chg#s, describable as a context of “roots
and routes” (to borrow a comparison used by Clidfb®97) that the musicians constantly
negotiate issues of identity. It is through thecdigses on their music and their
experiences of musicking that they create idestitenstantly moving and shifting

within a continuum of regional and local, colleetiand global references. | have

focussed on this continuum throughout my analystsien 3.

In chapter 3.1 have analysed in detail the musicians’ individusage of the term and
concept of ‘6/8 rhythm.” My aim has not been talfiout or even judge whether this
particular term is suitable for the descriptiorMdlagasy music. | have rather focussed
on how exactly and in what kind of circumstancesicians make use of this term and
what aspects of the particular research contexedato play, such as the role of
Antananarivo or my double role as a Western rebeamnd a musician.

The musicians’ individual usage of ‘6/8 rhythm’ \ear to a great deal, starting for
example with the fact that some musicians use ¢heept without further reflecting

upon it and others use it but immediately declageforeign concept that generally only
‘music theorists’ would use. There is no agreethiieology for music or rhythm in
particular on which the musicians could draw. T8@ems to give the term and concept of
‘6/8 rhythm’ a significant role in the musicianstempt and desire to sell their music to
an international public. Whereas for example sorasionlns argue that in order to
properly sell the music there is a need to furthgain it to a foreign audience, others
rather see a marketing advantage in so far askéstfe music appear complex, almost
incomprehensible and hence ‘exotic’ to foreign¥yghin their discourses on how to best
‘market’ Malagasy music, musicians take up topred aotions that are also discussed
and analysed in academic studies of ‘world musgcalrses, such as ‘authenticity’,
‘hybridity’, or the ‘local’ (e.g. Taylor 1997, Stek2004).
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In chapter 3.2 have analysed in detail the musicians’ own idsad theories on the

origin and meaning of ‘rhythm’ in Madagascar. | @Bahown how their individual
narratives underline the importance of the conoéptal tradition, thdova-tsofina

have identified a set of different topoi that haeene to the fore within the musicians’
discourses and that are all highly interrelatedsigians relate the topic of ‘rhythm’ to

the Malagasy environment, to everyday life, to lzage and dance, they point at
different (musical) influences from abroad, andalsfer to emotional and spiritual ideas.
Despite these various topoi being interrelated amglysis has shown that again,
musicians negotiate identities and draw comparisongdifferent levels: between the
African mainland and Madagascar, between Madagaschthe Western world, or
between different regions on the island itself. Vélas with regard to language, dance
and also to the topos of everyday life, for exampiasicians rather emphasise a
collective ‘pan-Malagasy’ identity, they stressiog@l particularities with regard to the
environment. | have analysed those negotiationsgrtfte musicians and with me as a
researcher and musician, presenting their indiVigaespectives and ‘theories’ as
detailed as possible as it is also these discotins¢ave informed our music making
and my learning to play Malagasy music. At the séime it is true to say that the
experiences which | gained through musicking haalpdd me to better understand these
discourses — an interplay that has been the facony dast chapter.

In chapter 3.3 have demonstrated with concrete examples havelyaed the
interrelation between musical practices and dissesion Contemporary Malagasy
music. | have shown that through the integratiobath, | was able to tackle some of the
central and often contested issues that came totbén my research, such as the topic
of the ‘6/8 rhythm’ and the associated rhythmicisture of overlapping binaries and
ternaries. A very obvious and yet very importardraple of the interplay between
musical practices and discourses is that | oniyexdao learn and play Malagasy music
without any kind of written notation and using niathbut my own ears, because the
musicians had stressed so clearly the importanteetdva-tsofinafor Malagasy music
making. At the same time it is true to say thdthi&ad not pursued tHeva-tsofinaon a

practical level, | would have never musically expeced other important aspects and
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interplays between different elements in the mtisat the musicians talk about.
Musicians, for example, mention the importanceaafluage or particular playing
techniques of instruments for accentuation in mus&arching for, and experimenting
myself with these ideas musically has then alspdteme to better understand the
musicians’ discourses on their own musical expeasnlf | had merely used Western
music notation as my main analytical tool, | wobkl/e probably remained ignorant of
these kinds of interplays within the music that tingsicians themselves stress so much.
Looking at the interrelation of discourses and maigpractices has shown that ‘rhythm’
in Malagasy music cannot be regarded as a sepdestent as in Western notation,
where ‘6/8 rhythm’ as a particular metre is indezhat the beginning of a music score
suggesting an already determined accentuatiorvd Aegued that the ‘shared rhythmic
base’ in Malagasy music that many musicians tatluabould probably best be
understood as a constaportunityof binaries and ternaries. There does not seera to b
a fixed metre, i.e. some kind of ‘authoritarianttésehind the music that determines
accentuation. Rather: there are different intereel@lements that are all related to
‘rhythm’ and that define where the musicians féel $strong beats, such as
language/lyrics, playing techniques of instrumeatdyody/dance movements to name a
few examples.

Hardly anything so far has been written about “@omgorary Malagasy Music”
(Randrianary 2001) and more research is needed d¥laies on music in Madagascar
have taken a focus on one or the other particelgional musical style (e.g. Schmidhofer
1995, Mauro 2001, Vatan 2004, Mallet 2009). Redionaeties and particularities have
also come to the fore within my research, howeppr@ached through a different angle
that opens up further possible research areawvel $stsown that musicians emphasise the
interplay of different elements within the musiadit is very often through these
interrelations of musical elements that musiciamsltto explain and point at regional
musical varieties while emphasising some kind afretl rhythmic base in the music.
Examples of regional divergences are the musicidescriptions of different tempi, of
different regional dialects in Malagasy languadejrtdescriptions of the particularities
of regional dances or of regional instruments ddr tplaying techniques. | suggest that
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further research on these regional particularititlsonly be possible by further
integrating both, discoursesd musical practices.

My research has demonstrated the importance ajriatieg musical practices into
ethnomusicological research. The usefulness ofhysoach has been confirmed by
other recent research projects as it also allowthiintegration of further research
methods, such as Stobart and Cross’ use of realfieasurement (Stobart and Cross
2000) or Clayton, Saga, and Will's application loé toncept of ‘entrainment’ to music
(Clayton, Saga, and Will 2005; see also Claytor8200

My thesis has shown that there are possibilitiaswe should grasp to integrate
knowledge and experience that we gain through rkimgjanto our academic works. If

we accept that we as researchers are always piiae¢ ofsearch context we will be able to
embrace self-reflexivity as an essential procesaiofesearch. If we accept the need for
creating asharedspace of experience including the ‘researchedthe ‘researched,” we
will be able to listen to and integrate the voioéthose we work with. At last, as Agawu
(2003) argues, it is only through embracing samettest paradoxically we can gain a
better view on difference (Agawu 2003: 67). Thus &mbrace of sameness might also

prompt a fresh critique on essentialism” (Agawu 20169).
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Appendix |
English translation of interview quotes (section 3)

Please note that these translations are verbamdgering the text as closely as possible
to the original rather than attempting to achieyéstic perfection.

Chapter 3.1

[1] “Everyone has his own way of seeing things. Blgb of adopting things. And this
also depends on one’s ear. Obviously everythinguép on the ear. Because if you don’t
use your ear, you'll never get a sense of rhythot.dyway, having a ‘musical ear’ is a
natural thing, everyone has it! Everyone has a icaligar,’ it's all about the way you're
going to use it. Yeah, about the habit!” (InterviBajery, 17.12.2007)

[2] “It's very free. Our rhythm, it's not a measdrehythm like in Western music. It is
rather experiential rhythms. It is from experienttest they get this particular rhythm.”
(Interview Rakotomavo, 1.8.2008)

[3] “We have a rhythm that unites us. (...) This Ht it's always...l always see the
6/8. You see, the (he demonstrates). You findeherywhere on the island!” (Interview
Sammy, 23.11.2007)

[4] Bilo: “The real rhythm in Malagasy is the 6MBut there are also 6/8 that are a bit
slow, it depends on the regions, that are a bw slbere are rhythms that are a bit
exciting, a bit faster than the other.”

Jenny: “So it is the tempo that varies.”

Bilo: “Yes, it's the tempo that varies, but the titay is the 6/8. And that's what reunites
all Malagasy musics. But everyone has his way of...”

Jenny: “That means that the 6/8, you can findatlyeeverywhere, even in the South...”
Bilo: “Even in the South to the North. You see,rthis the kilalaka, it's the 6/8. There is
also the hira gasy from Tananarive, that’'s the Bfre is also the kidogo from
Fianarantsoa, that's the 6/8. There is also theggathe malesa from the North. All these
are 6/8.” (Interview Bilo, 19.8.2008)

[5] “Well, we, our idea, if you have listened teetpieces earlier, it's true that in one

piece we have seen a bit of everything, but thatig for me, the 6/8 rhythm here in
Madagascar, the same cadence, in fact with the sadence, you can integrate
everything, all the accents of the tsapiky, the@gl the bassesa etc. So, that's us. That is
why everything is in one piece; in fact all the meiens of all the regions can express
their style. That's it.” (Interview Justin, 23.10(7)

[6] “It is strange, when | listen to a song, beap, be it techno, be it hip-hop or be it
blues, and if | immediately take my guitar to ptagt song, it comes out as 6/8. | can’t
anymore...l can play a 4/4, but it's not my inspivatilt’s not a problem if | play, but |
think it's nicer if... (Everyone laughs.)” (Inteexw Jean-Claude, 18.7.2008)
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[7] “Me, | am not a theoretician, just some bitshadisic theory when | was young. | play
like this. It's in the practice. So, | think it’skat difficult for me to explain.” (Interview
Jaojoby, 21.8.2008)

[8] “Yes, well listen, already there is...yes, thesithat | play, the salegy, for the
theoreticians...like Jenny...when you write it, thethmgical metre is the 6/8. Yeah, a
compound metre. At the base it appears to be ‘sgtal, 3, 4, butin factitis 1, 2, 3, 4,
5,6,1, 2,3, 4,5,6.” (Interview Jaojoby, 21(8)

[9] Hajazz: “In general, it is the music profs weall it 6/8. But it's a bit mixed, you can
also say 4/4. (He demonstrates) 1, 2, 3, 4 (...)/®0612/8, | don’t know. It's between
the three.”

Jenny: “But, for example, when you rehearse witteoMalagasy musicians and you
talk...if ever it happens that you talk...”

Hajazz: “No no, it’s rare to find the...the...it is thennoisseur musicians who always
call it 6/8 like this.” (Interview Hajazz, 12.8.28D

[10] Jenny: “But there is still...I don’t know whehdre is a rehearsal and you talk about
rhythm in that way, do you use words for...(Everytagghs). Or you don’t talk?”
Ricky: “Yes, that’s the problem.” (Interview Rick$8.7.2008)

[11] Bebey: “But the rhythm, every time we say thista 6/8, it strikes Jenny, when we
(he taps his feet), when we play the rhythm.”

Jenny: “I have filmed, for example, people tappieet during concerts and in a
vazaha/Malagasy audience, if you look at the feet,never the same.”

Bebey: “Never! It is never the same. We, we havetioing. And in fact, we, all the time
we have our accents on the 6/8. In fact that'at’'shwhat she is searching for. And | tell
her ‘You can’t do this, Jenny’ (everyone laughsg¢cBuse that's Malagasy, in fact it's an
esprit.” And then, she sticks her tongue out atwhen | say this. But in fact, it must be
true, somehow. Even Radonné, Donné, we explairtechitn and then we called the
other one...”

Jenny: “Fanaiky.”

Bebey: “Fanaiky, he was there, so | said ‘Fanatkyne and show me a 6/8.’And he was
there and Jenny as well....we...in fact Donné, Fanaildme, when we play the 6/8, we
always have the same...”

Papay: “Tempo.”

Bebey: “...accent. In fact, it's the accents, because

Jenny: “No, I think, if | have understood well,fact | think it is not a 6/8, but we call it
6/8.”

Bebey: “We, we call it 6/8, but in fact, it is n@%6/8.”

Papay: “It is really bizarre, also the tempo arehtthe way of counting.”

(Interview with Papay and Bebey, 21.7.2008)

[12] “The Malagasy rhythmic symbiosis! Me, at themment | also ask the question, is it

the 6/8 or the 12/8? So we go on, what is exah#ydifference and what is the
particularity of the Malagasy 12/8 in comparisoriiie European 12/8? What is the
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particularity of the Malagasy 12/8 in comparisorthie Africans? That’s quite a research.
You can't just say it like this! | think, | am réwalcareful with everything | am saying,
because it’s really, it's very very musical, veeghnical. You have to be careful (he
laughs). You can’t say the Malagasy rhythm is tikis. You can’t say that, because it
varies from one region to the other.” (Interviewjdrg, 17.12.2007)

[13] “We didn’t speak of the word salegy before €8 century. When you speak of
salegy, you need to think: Malagasy folklore, i&/& metre, accompanied by instruments
that come from the West. We started to use the walehy in the 19century when the
accordion arrived here. | wasn’t there. So, whenntusicians at the time played the
accordion, they tried to play their folklore withaind that's where the word salegy was
born. Because before the arrival of the accordiorell,\the Malagasies, they played a
capella. They clapped their hands or there wermsythe tube zither valiha, at the time
you did not speak of the word salegy. You would ‘sdnant Sakalava” or “osiky
Tsimihety,” “hira Betsimisaraka” or “hira MerinaThat’s how it was called. But when
the accordion arrived in the "1 @entury, you started to hear the word salegy te¢iiew
Jaojoby, 21.8.2008)

[14] “There are also other traditional rhythms,esttraditional songs in a 4/4 metre for
example. But here, we speak of salegy. In the Easeéxample, they call it bassesa, but
it's the same of course. In the South, they doalltit salegy, and the Vezo from Tuléar,
the Antandroy, they play the same music as thestmieeof the salegy, with the
marovany, valiha, and accordion. They call it jité.the same thing.” (Jaojoby, quoted
in Terramorsi and Rajaonarison 2004: 173)

[15] Jaojoby: “Yes, since...I'm sorry...since the salegreally the federal rhythm of all
Malagasies. All Malagasies know how to play theggl”

Jenny: “And all Malagasies call it salegy?”

Jaojoby: “Not necessarily. But if you say that #adegy comes from the North, that's
true as well!” (Interview Jaojoby, 21.8.2008)

[16] “Yes, it's the salegy that has travelled evengre in Madagascar, because now it is
one of the most successful musics of Madagascaurairesent time, it's the most
successful music of Madagascar.” (Interview Bil®,812008)

[17] “No, you know, the salegy, it...it comes fromeoregion, that's true. For example if
you speak of Mahajanga, the salegy comes from treéhNBut in the South you call this
tsapiky. It's the same thing! You see? If you téthke (he demonstrates), you see, it's the
same thing! Do you understand what | mean? You tlagddigh Plateaux, there is
something which is called vakisaova. The vakisatsaimilar with the hand clapping, it
goes (he demonstrates). It's always like this.tdimiew Sammy, 23.11.2007)

[18] “Well, with this style here, | have used a thié style of the vakodrazana of the High

Plateaux. It means that it is more or less theo6t8e High Plateaux, it's not the
salegy... (...) But, this is really the 6/8 of the HiBlateaux, in a way it's the salegy of
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the High Plateaux. Because every region has ils efysalegy.” (Interview Rajery,
17.12.2007)

[19] “In fact, it depends, already the salegy, ittt a musical genre. L'antsa, that's the
genre. In general, the salegy, that's a way of m@ndlistorically, it's like this.”
(Interview Rajery, 17.12.2007)

[20] “Well, there is the salegy music. If you listeo a salegy music which is there and
you want to dance, you dance the kawitchi. Théigsway you dance the salegy, the
name of the dance is kawitchi (...) But the salegyst rhythm, but within the salegy,
there are many things.” (Interview Bilo, 19.8.2008)

[21] “In fact...in general the salegy is a song. #’fraditional song from the North of
Madagascar. So, within the salegy, there are niaings. The salegy is a way of
speaking, a way of living. The way of living. Wedi within the salegy. So as a song,
there are songs, traditional songs, there is psi@usthere is dance, especially dance. So
singing and dancing, that’s the salegy.” (InterviBilo. 19.8.2008)

[22] Bilo: “Yes, the people use it in different wgybecause if you say salegy, it's only
the rhythm. You see?”

Jenny: “It's the name of the rhythm?”

Bilo: “The name of the rhythm.” (Interview Bilo, 1822008)

[23] “But here, we have changed the rhythm a ké& ¥oussour N'Dour, Baaba Maal and
the others with whom you can dance. But if youlyd&ten to how they are doing it (he
laughs) wow! That's difficult! And in Malagasy musil do this as well. I'm trying

to find it.” (Interview Sammy, 23.11.2007)

[24] Ricky: “(...) what is the history of rhythm in dtlagascar. Maybe that's why we are
stuck in comparison to the Malians, the SenegathseBrazilians...”

Jean-Claude: “Maybe that's it, indeed...once | asieed, why does Malagasy music have
difficulties to get out there? Because it is tarhribut wait, what do you mean, it's too
rich?” (Everyone laughs)

Ricky: “Maybe that’s it.”

Jean-Claude: “You see, you take a precious stame fine earth, there are many here in
Madagascar. For example, take a stone, there arg i and pieces, it's completely
broken, there are bits, but it’s still a preciotang. It's a bit like the 550kg emerald that
was found in Madagascar. A precious stone. So we ffte market, we find people who
buy jewellery and they, oh la la, there are plagfthits and pieces, it's a mess, | don't
buy it. Even though you could make thousands oé|eny pieces with it. Well,
Malagasy music is like that. The Malagasy rhythrauYieed to take it and then cut it so
that the people appreciate it.” (Interview Rickylalean-Claude, 18.7.2008)

[25] “Maybe in Europe for the time being we have yet understood this. But once it

works...the rhythm in Africa, that's what is most iongant, it's very, very rich. If the
African, Malagasy rhythm...well, it's African, had bsautiful melodies as the Beatles
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and others... music would be happening here. It'g ahbut putting the melody onto
that rhythm. And there we go...everything is opeimtgrview Jean-Claude, 18.7.2008)

[26] Papay: “I have thought about why Malagasy mu&ver manages to break
through...”

Jenny: “To really get out there?”

Papay: “To make proper expensive showbiz. Maylseocause of this monotony,
because people, there are some people who lika¢halic side in music. And there are
people who like...what can | say...choruses or thifigsthat. And maybe it's because
of that monotony (...). Before | had hopes with Sighasaky...I've listened a lot to
Malagasy music and | really liked it. But what &lieed is that there is some energy
missing. | mean what the vakisaova and the hirg das.”

Bebey: “Here we go, that energy! It's true what$eaying!”

Papay: “And that is why | have tried to group tdgethira gasy and vakodrazana people,
well, because there are people who play Malagasyami their own way, that’s not bad.
But what they are missing is the energy!” (IntewiBapay and Bebey, 21.7.2008)

[27] “In fact that's what should really work andathwas a good idea. This must be...you
know, when the people watch this at a festival arr@any, they will understand
something. They are not....they don’t have to makeffort to understand. They will
immediately understand, because there is somettittigeirs’ in this thing.” (Interview
Papay and Bebey, 21.7.2008)

[28] “Besides, | always advice my Malagasy colleagythe following: ‘if you want to
break through, you need to make it gasy-gasy, dadday as you can,’” because that’s
what the rest of the world likes, that’s what tleaypect from the Malagasy artists.”
(Jaojoby, cited in Terramorsi and Rajaonarison 2085%)

[29] “Well, | always advice them: ‘make Malagasy sra) make it well, that will be your
passport, your flight ticket.” (Jaojoby, cited Trerramorsi and Rajaonarison 2004: 187)

Chapter 3.2

[30] “It's the environment, because you can alsal fihe 6/8 in American jazz, Miles
Davis, he’s been playing it ever since, all thediays in jazz, Hendrix, Carlos Santana
plays the 6/8 until today. But their vision is éifént to that of the Malagasies, and it is
the environment in Madagascar which makes the@#8ic and makes that a guy like
Santana, who is a master of the 6/8, dreams ofraphere.” (Interview Jean-Claude,
18.7.2008)

[31] “But it comes from Madagascar. That means wware on an island that we call the
Malagasies and as | explained to you, it depend=ach region where it is. It is like a
chameleon. If the chameleon falls onto a greentpiawill become green. If it is on a
brown plant, it will become brown. That means ihdepends on the region, on the soil,
on its home village, where it is. And that is whargpiration comes in. It is because of
the soil. It inspires them.” (Interview Sammy, 2B2007)
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[32] “Because if an Antandroy, for example, if antAndroy plays something
rhythmically and melody and harmonically, it is tioé same as from Fianarantsoa, just
next to Tuléar and Fort Dauphin. Because theretiveonment is a bit...a bit vast and
big, you see? So, they have the possibility to nuaterent rhythms...rhythms...and at
the same time to create some melodies with théanhgt(...) Yes, because it is not the
same groove (he claps his hands at the same tirse)ot the same groove. There, it is
(he demonstrates), as you saw...you see...when younwstzebus, things like that
behind you and the rhythm that symbolises theecatild the zebus. But here it is rather
calm and very wavy. So, in my opinion, it is inatbn to the mountains, the stairs, things
like that. (...) All Malagasy people (he demonstratésd this, this makes everybody
move, same...same groove, same sensibility. But imter into the specificity of the
environment, there you see that it is rather Anégneven if they play kilalaka, same
thing, but there is a different expression in ielato the sensibility and the
environment.” (Interview Ricky, 18.7.2008)

[33] “And I start there, you know in this region &re these people live? It is their source
of inspiration, the environment. Their source afgimation. So they use the climate of the
environment acoustically. They also build the astents from this environment. So it
depends on the environment. As the people say litkeeyesponsorial songs, songs that
respond to each other. Because the High Platetaisxa region with a highly uneven
terrain, there are many mountains. And they pldype(He demonstrates) There is one
who starts and the rest who responds. It's therenment that does that. In contrary, if
you go to the South, it is bush, you have the sa@lamnd the bush, and there the songs
are rather monotonous. (...) It depends on the enwiemt. It is a base that is very well
known. | think it is a bit like everywhere in theovld. For the people of the forest, well, it
is in their songs that you hear the chirping ofltlvds, the...they like this, they do this.”
(Interview Rakotomavo, 1.8.2008)

[34] “Let’s say that on the Coast it is hotter, amelare more...he? (He laughs) Oh yes!
In the High Plateaux, we are there on the Plateaaxare rather into meditation. Yes,
you can look far. | don’t say that this is right?elt’s my opinion! (He laughs)”
(Interview Jaojoby, 21.8.2008)

[35] “I don’t know. Maybe it's a matter of tempeua¢. A matter of temperature and
of...of... (...) That's it. And | have asked myself ifitas maybe because of this...I don't
know. | have not made an analysis, but just a emah like this. But maybe there is an
impact in terms of temperature, and the altitude @wsition of the sun. | don'’t
know...this has, this has...an impact on how our bnairks and how we feel. That is
rhythm!” (Interview Ariry, 26.7.2008)

[36] “But when | was in Africa, West Africa, theveas also a rhythm that | didn’t get.
They have certain, certain...rhythmical compositi@ispeats that | don’t even manage
to listen to or to hear. So, the explanation tHave come up with...it's a question of
orientation, spatial orientation...at what time the positions itself and this
positioning...this has to do with something cosmid apatial. This generates many
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reactions...reactions within the person’s coordimatiad reflection.” (Interview Ariry,
26.7.2008)

[37] “Because the sun is in the rhythm. The fregquyan which it returns and everything.
And when | was in France for the first time in suer was in Montpellier. (...) | was
immediately confused. Seeing the sun at ten o’ciod¢ke evening, | was completely
lost, at the time when | saw this for the firsteinbecause it troubled my rhythmical
habit. And so, dance and music is the conclusiahrasult of all this, | think.” (Interview
Ariry, 26.7.2008)

[38] “The salegy that's...how do you say? It's a vedjiving. You see, the salegy is a
way of living. So, we live the salegy...for usydu are happy, you sing. You are upset,
you sing. You cook, you sing. You always sing takegy. So it's a way of living.”
(Interview Bilo, 19.8.2008)

[39] “I would say, | would really say that Malagesiare all musicians. We are born for
the music! Because as soon as someone startsgkayirythm, trrrrr!” (Interview
Sammy, 23.11.2007)

[40] “Everyone can identify with this musical stture. It is very easy for everyone to
adapt. (...) In reality the universality of this meigit is not an ethnocentric interpretation
as certain hypothesis suggest. But it is just ésalt of a synthesis of civilisation. (...)
Because it's a metre composed in reality and ttiapts to all other metres.” (Interview
Samy, 7.12.2007)

[41] “Yes the 6/8, because | will explain a phenometo you. The life of the
Malagasies, it is regulated by the clock of nat@e, it is intimately affiliated with
everyday life. The Malagasy clock; that's when ¢bek crows or when the sun raises its
head, that's it. So everything is...how can | put@verything is regulated in relation to
what we call the clock of nature. It's in relatimwhat they feel, what the Malagasies
feel and what they do in their everyday life, #is expression of all this. When you hear
the 6/8, you can use it for marching, a militaryralna (...) the 6/8, it’s really that; even if
you go running, it's the 6/8. (...) Normally the mlaris in a metre of 2 or 4, but if you
run, if you...for example follow the cattle and dllg, the cart, even if you see the cart in
the South, when the zebus pull the cart, that's16/8 really a universal metre.”
(Interview Samy, 7.12.2007)

[42] “(...) even in the way of walking, you can feébE 6/8 a bit. The Antandroy people
wouldn'twalkin 1, 2, 1, 2, 1, 2...they are walkipgople, if one can say so (he laughs)
who play metres that are composed while walkings felated, it is really related to the
tempo of life, of everyday life. Even if you do sething, there is a song adapted to it,
when you transport stones for example, there iesom® saying ‘Alefal’ (He sings) This
is to give rhythm and to join forces at the sameetiAnd this ritual practice builds up
slowly in reality. (...) Even in order to lull childn to sleep, it's rhythmical in relation
to...in relation to the singing (he sings). It is ttiyical, always rhythmical, rhythmical,
rhythmical.” (Interview Samy, 7.12.2007)
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[43] “I don’t know, but then we work, the work ohet fields, there is no music, but we
sing (he sings), and at the same time we singdardp shift big stones, to make them
reach a certain level, or to push, to work, andréate...during colonisation and before
this, there was team work and there, they would sirshout and they created songs like
the slaves or...and created rhythms. And in order.because there is a Malagasy
proverb, you sing and you sing and at the samedumiag work, you don't feel that the
work is very difficult and very hard, somethingdikhis. And thanks to the songs and the
rhythm you manage to create a nice atmosphereglwank. And that’'s where the
rhythms were born.” (Interview Ratovo, 26.7.2008)

[44] “Well, it's, | do think that it is very primive. What is the base of this metre? The
walk. It's not the military march, eh? It's the WwalAnd as there are people who always
make their way on foot, they are always walkingythlways have this rhythm. (...)
Well, you shouldn’t forget, | come back to whatldbefore...you shouldn’t forget that
we use the language in the melody. And the wordseranguage. There are people,
even when they speak, there are regions, | takexample of the Betsileo region, when
they speak you'd say they sing. They speak like (e demonstrates). You'd say they
sing. In actual life. So, there isn’t this separadéon of melody! It's already in everyday
life! Even when they talk to each other, you'd #agy sing to each other.” (Interview
Rakotomavo, 1.8.2008)

[45] “Yes, there were these French people in the F@/as young, | played in a night

club; when we played the salegy there, they carddtsay were joking: ‘we will dance
the dance of the zebus.’ It's a bit like the zelvigch tramp the rice field. It moves in

circles like this, the salegy.” (Interview Jaojol2L.8.2008)

[46] “No, but the rhythm it's rather in relation toeir life condition, to what they do
everyday. You know, the people of the High Plateathen they pound the rice, when
they pound the rice, when they make rice, and yaung rice...it is not one person alone
who pounds, it's three, four (he demonstratesltigghm). That's the rhythm. That is
where they sometimes gain knowledge of rhythm. wike the zebus. One week or two
weeks ago, there was a festival in the South (..théregion of Isalo, in the region of
the Bara people. And as the Bara people neveraepaom their cattle, their dances are
what the cattle do. They copy what the cattle @zabnse...what do they do the whole
day? They look after the cattle, they are alwaysointact with these animals. They look
after them, they observe, they try to copy whay the. What they do when they dance,
when they dance (he demonstrates the dance) tite tla¢y do like this and the dancers
do like this. And as the cattle kick out they deelthis and that's the karetsaka. So, from
the things that they do everyday, from what theyderyday, they also learn. Beside the
environment there is also what they do everydagpt'$tiheir everyday life. The Vezo
people are great fishermen. And it's the hit of thke fivoy, you call this fivoy (he
demonstrates). And when they dance, that is whahgar in their dances.” (Interview
Rakotomavo, 1.8.2008)
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[47] Ariry: “There was a certain...a certain explaoatand interpretation, when you
stamp the soil with the feet, it means somethingmdans something within the rite,
within the tradition, within the...within everydayéi For example, if ever you go into
the rice fields, the ways...the ways to...how can lifgutn order to dig the soil, there
were not yet any spades, things like tractors #rttiia. But it is with the feet, with
wood. So, you use the feet to stamp the soil. 188 gveryday movement automatically
returns when the people dance in the villages.”

Jenny: “And this already also gives...”

Ariry: “The rhythm, of course. And it's automatibglbecause every day, they do this.”
(Interview Ariry, 26.7.2008)

[48] “I can’t explain how, but what we call Malaga®ecause we, we are different from
others...yes, from other people. So, maybe it commes there, because we all have
rhythms, we all have rhythms, but the essentiahmyis the 6/8 and we have one
language...our official language. We have our offi@aguage. It is not the language of
the Merina people, but it is an official language ave recognise each other...not like
the Africans or ...you see, the Congolese. They ligferent ethnicities and they speak
French in order to get to know each other, butinet language. But we, the Malagasies,
even if you come from the South, the North, the Wesalways recognise each other.”
(Interview Bilo, 19.8.2008)

[49] “Well, as we have the language on the one hdredunity of the language, you can
equally speak of the unity of the Malagasy musiauthouldn’t forget that Malagasy
music is always singing. We use the language ifhie language is replicated in the
music. There are forms of semi-singing that we jgg/lsaova and things like that. These
are forms of semi-singing. So, the base is thedagg.” (Interview Rakotomavo,
1.8.2008)

[50] “The Betsileo people call this kipotsaka, witteay sing, when they sing, suddenly
they stop singing and before dancing they do whaglled kipotsaka, they speak like this
in a rhythmical way (he demonstrates). They spleakthe rhythm is always there.”
(Interview Rakotomavo, 1.8.2008)

[51] “It's the synthetic metre that is always indyand then, the analytical metre that
always approaches the language. That's it. Andvileeoverlap. (...) Well...I propose a
hypothesis, but it's my own hypothesis. It's abthé language. The majority of words,
especially for us, the people of the High Plateaun,three-syllabic words. Tanana,
tongotra...these are three-syllabic words. And tlaesevords, once they are integrated
into the music, you still have to keep the accamnathat’s why there are no strong and
weak beats. It's the accentuation of the words Hedwes, the accentuation that
you...because two words, | give an example of tamatktanana. Tanana means hand
and the other one town, or village.” (Interview Rakmavo, 1.8.2008)

[52] “Well, first let me tell you, because for nmapsic is very much related to texts.

Because for me, | imagine. Sometimes it is thestthdt come to me first and | create the
music afterwards. And sometimes, it's the musi¢ taanes first and afterwards the texts.
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But it's always about, how can | say, finding tb@lage, for example, | really want the
music to suit the texts. And for the texts, it'e dame. And also the esprit of the song, the
theme of the song.” (Interview Rajery, 17.12.2007)

[53] Rakotomavo: “Instrumental music, it is a ietsecret of the Malagasy instrumental
music. The majority of instrumental music is sottga are no longer sung. What I...”
Jenny: “That means that the language is alwayegtlesen if...”

Rakotomavo: “It is always there. It is always thekad you manage well to play this
music if you know...if you have the lyrics in yourdte You don’t sing them, but you
have them in your head. That’s better.” (Intervikekotomavo, 1.8.2008)

[54] Hajazz: “Because we think that this exist®atty for a very long time. How can |
put it? The marriage of the tempo and the Maladmsyuage. That was long ago. That
exists already for a long time.”

Jenny: “Marriage, that means that the tempo igedlt...”

Hajazz: “Related to, related to...the language.”

Jenny: “Does it also mean that this also creategliffierence between, for example, the
High Plateaux and other regions? Because herddtextis different?”

Hajazz: “No...it's the dialect...well, the meaning is/ays the same, but the dialect, it's
the dialect that is a bit different. But the meanichow can | put it? The meaning of the
words and all this, that’s the same...except in thetls the Antandroy people are a
bit...”

Jenny: “And there the rhythm is also different?”

Hajazz: “No no, not very much...that is what is al&agentical, on the rhythmical
level.” (Interview Hajazz, 12.8.2008)

[55] “Before dancing, you need to have the rhytimot, it's not dance, it's
choreography. There is a difference between choapbg and dance. So, that’s the
base.” (Interview Rakotomavo, 1.8.2008)

[56] “When | do this thing with Ariry, for exampleye don’t have any norms, rhythms,

but we tap, we tap and when you give the 6/8 halldancers they are really at ease. They
really find themselves in the ...‘phew, there we ‘aBeit if you take the 6/8 rhythm

away, they dance, but it'’s not at all the same. thade, | don’t know how to explain

this, but sometimes, it's like it is heating up?eks soon as you turn the thing into a 6/8
rhythm, everyone starts and as soon as you tak,itt’s all flat.” (Interview Ricky,
18.7.2008)

[57] “It means that if you want to dance a waltauycan play it with a 6/8, you can dance
the waltz with the 6/8. (...) Yes, yes, yes. Forwrak, it still works. What kind of other
dance? Well, everything that is in 2, 3, or 4. Tlassical metres.” (Interview Samy,
7.12.2007)

[58] “But this dance, when you tap your feet, oa 8oil, that has been like this all the

time, our ancestors danced like this. They tappedoil with their feet, giving the
rhythm (he demonstrates). And well, today we absoce like this. We dance the salegy
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like this. In the 60s, you danced the salegy gaifif forward, a bit backward, a bit
forward like this. It's a bit like this. Today yaan dance freely! Or you can walk like
this, you do what you want. In fact, everything yeant, yes yes. Oh yes, the salegy,
that’s the dance of liberty! And listen, that'srmone...it is true! You as well, you can
say this, because if you regard the people dantiieg,do what they want. All alone, or
with two, three or more people! But in general yth@ove in circles in the room, in
general. | don’t know if you have realised thisr Ewample, if there is a great ball in a
big hall, when we do the salegy, in principle, tlmgve in circles in the hall.” (Interview
Jaojoby, 21.8.2008)

[59] Ratovo: “Dances as well are related to, yesaise even if you have noticed, now
with the generations of 2007 or 2006 or 2005 whth kilalaka, they have created a dance
which is a bit weird, they have created somehowaengraphy based on a style like
that of Tsilivy (he demonstrates). That exists...”

Jenny: “Weird in what way for you?”

Ratovo: “What is weird is...it is like creativity, bil's in a particular way...you didn’t
dance like this before, but this, this is creayivé revelation...”

Jenny: “Creativity related to being Malagasy otuahced by...”

Ratovo: “Influenced by the Africans, other influexicby the Africans, others influenced
by...by videos and all this...all this, I think thattle is a part that is influenced by
videos, international clips. Especially the Afrisanbefore, we didn’t dance like this.”
(Interview Ratovo, 26.7.2008)

[60] “It's not that | will encode the traditionabdces of my ancestors, but | will try to
create a dance that is inspired by traditional daitas inspired by traditional dance. So,
this is why it is always related to rhythm. | alveaglways always love binaries and
ternaries and all this!” (Interview Ariry, 26.7.280

[61] “The Malagasies, they come from Africa, fromié, from Arabia, from India, and
even today there are métis€¥8érom Europe and the Occident as you say. So, the
Malagasies arrived here with this rhythm. | amadistorian, it's only my opinion.”
(Interview Jaojoby, 21.8.2008)

[62] “In fact, after everything that | have expereed, that | have seen and according to
what | know, | am not an ethnomusicologist, big reéally rich, because there is this
mixture of different origins, | think. Because 8, you find as well in Africa, in
Morocco, in Mali, so it's extremely rich, but wevestheless have our particularity.”
(Interview Rajery, 17.12.2007)

[63] Ratovo: “But there is an influence ‘planetas’ there...there is an influence
‘planetos’, even on the island, they feel like disother music, even if that’s
impor...there is other music, because there is amw{zhose, metamorphose, | say, of
the musics. The...the...the...what is the music of Afrigfrica...who play

126| decided to leave the French word “métisses”rgdltorm of “métis”) in the English translation s
the French speaking context the notion of “métisiiot as controversial as for example the English
expression of “a person of mixed race.”
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styles....rhythms, rhythms that are very...like theugubr...no, the Malagasies, no, but
there are styles that are related to Malagasy nhytlBecause there were Zulu people
who had been already here in Madagascar, they thothg children that's here.”

Jenny: “That means, you are saying that the rhythafso especially influenced by
African rhythms?”

Ratovo: “Yes, yes. There is a part that is inflieshothers are influenced by the
Brazilians, by the...there is a metamorphose of mmytimat now arrives in Madagascar in
the 20th century. But before, there were rhythnas tlave not been influenced by...by the
other Africans...but still, in 1800, about 1800 Irtkj there were already European
foreigners who had arrived in Madagascar, who diréead brought the waltz. So, that
what started...especially in the High Plateaux theyehused waltz rhythms. But very
traditional rhythms, not waltzes.” (Interview Ratp\26.7.2008)

[64] “I do think that this Malagasy rhythm is sufiiéntly strong, sufficiently ingrained so
that even if there are external influences, it wiltvive, it will live. It will always vibrate.
And these influences, in contrast, will enrich tthigthm. The base, it is there. And if you
regard ‘Jirama’ as Ricky said, ‘Jirama’ provides 8% of the electricity of the
population of Madagascar. That means that with #f88e are lots places without
electricity. So, the population doesn’t have tamy@bout loosing the 6/8 because in the
villages, in the corners of Madagascar, there islactricity. So, we play traditional
instruments and we play traditional music, so #8ei$ permanently here. So we don’t
have to be afraid.” (Interview Jean-Claude, 18.68)0

[65] “I think that this is the fact of the traved§ the Malagasy ancestors who had left
from far, who passed via Africa and who came froohesia or Asia and they later
passed via Africa, arriving here in Madagascar.adse | think that there is the 6/8.
When you listen to this, it is really the spiritwhlthm. But the rhythm is very much
influenced by Africa, there we are, the AfricantdNe also have the Asian roots,
Indonesian. And | think it is because of this titegt 6/8 was created, because at the same
time it is spiritual. But at the same time it isdyorhythmical as well. (...) Because when
you listen to African musics, for example, it igdrthat it makes people dance. It's the
body that immediately reacts. It's the body thgiresses. But when you listen to
Malagasy music a bit, it is true that there is daahe that follows the rhythm. So, we still
remember that there is an Asian melody withinntAsian side. But we also have the
rhythm. And at the same time, we also have thehrhyThat is the proof that the
Malagasy ancestors travelled, you leave Africaymdarrive here in Madagascar. (...)
So, it's the combination of the two, | think, thhatlly creates our rhythm here. It's a bit
in the air and spiritual, in the air but sometimes really set. Because the musicians,
when they play the 6/8, the rhythm is in the giimterview Justin Vali, 23.11.2007)

[66] “Because personally | still stick to the iddxat Madagascar, it's a zone of
convergence of civilisation, so it's a buffer zoAad it's because of this that the
Malagasies in reality manage very easily to adaptl the answer to the 6/8, it's exactly
this. (...) No, it's because the Malagasies can atiegphselves to create from, in reality
to make this synthesis of civilisation, of tempbgcbaracter and all this in order to create,
and that’s what Tsilav said the other day, it'seltmg pot succeeded in reality. And
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everyone can identify with it here. The Malagasiage an astonishing ability of a
musical ear to adapt to all sorts of music andltsitaiations. That's it. And the 6/8 is
exactly the synthesis of all this.” (Interview Sariyl2.2007)

[67] Samy: “This, you must...in my opinion, you mimbk for this in the fusion of
Malayan-Polynesians and Africans. Because withhisry of the people, what we just
said, there are the Africans and afterwards theamf the Malayan-Polynesians, there
were Arabianised Africans, Islamists. Later...thesethe big tendencies, | don’t speak
about the Indians, the Chinese (he laughs). Tiseteei arrival of the Europeans and so
on. This is the rhythmical aspect; this is theiggt aspect, the spiritual dimension of the
music.”

Jenny: “What is it, for example?”

Samy: “The spiritual dimension, that’s a bit likeetOrient. If you study the Oriental
culture, it's...there is this spiritual aspect.” @ntiew Samy, 24.11.2007)

[68] “There...I don't know it's because of what (faighs). But what | know, you see,
we the Malagasies, we...we are a country of colotims. see, you find all colours. Even
until now | don’t know where the Malagasy root canfim, because we are on an
island. Maybe it comes from Africa, maybe it confresn Europe. There are Europeans,
there are Asians, there is everything and thatinesa globe that is called Madagascar,
you see? (He laughs)” (Interview Bilo, 19.8.2008)

[69] Ratovo: “This is...l don’t really have an ided&re it comes from, because | think
that the Malagasy soul, | say soul...there is a #mtlis very different...in ethnicity, |
think ethnicity...every ethnicity has its way of egpsing the soul. Because there
is...even if it is still solidly united, solidly uretl, because it is an island. So, there is
always a melancholy that is based on all this.”

Jenny: “Melancholy?”

Ratovo: “Melancholy, the sadness of being an isl&d show a lot of solidarity. That is
what the Malagasies rely on all the time. Why? Beeavhen we are far away, in
England or in Germany or somewhere else, we resegrach other when we meet, even
if the music is another in the East, in the Eagtamatave, in the South, eh? We always
recognise that it is our music, even if it is toelsof the East or the soul of the High
Plateaux.” (Interview Ratovo, 26.7.2008)

[70] Ratovo: “And that’s it, the Malagasy probleE¥en me, | feel really good, not at
ease when...there are strong moments of the soud, #ne feelings...even if there are
rules | don’t respect them (he laughs). | ask nfysalways when you make recordings;
that’s a big mistake, it is not a big mistake, ivstthe soul that pushes...go there! It is
not the metre that is missing, if it is missing sbimes or if it exceeds sometimes, it is
notexactlyon the...!”

Jenny: “Beat?”

Ratovo: “With the tempo (he taps his feet).” (Iniewv Ratovo, 26.7.2008)

[71] “Of course, sometimes | don’t use musical supfor my choreographies, but |
think that it is the interior rhythm and the souwvesf different rhythms that | have
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experienced besides and all this that pushes rmake movements.” (Interview Ariry,
26.7.2008)

[72] “Yes yes, and there, Jenny, | don't speak abeechnique with regard to this. 6/8,
3/4, 4/4, 12/8...this, | find that it is a mattémbythm, each person; each individual has
his/her rhythm. And it's a question of sensibilityd it is this sensibility that explains,
that really explains the rhythm.” (Interview Rickyg8.7.2008)

[73] “But I think that it is universal. Like Santamoes, when he plays the 6/8, it's 6/8,
it's universal. But the sensibility, that's whatdgferent. That's what is different, the
sensibility, because it is...there, we don't talk @technique, there we really talk
about...about breathing, you see?” (Interview Rid&,7.2008)

[74] “Yes, but Jenny, | tell you that ‘this doesatiund Malagasy’, that's wrong! That's
not about sensibility, because the rhythm, as ssoyou have it, you can do everything
you want, even with a Brazilian, even with...| dokrtow! It’s really a question of
complicity, sensibility and that’s rhythm. And thgswhat defines rhythm. When I...even
me, when | play with him, we do like this and welarstand each other and then, you,
you watch, but you don’t understand, but what dbesmean? Why do they look at each
other with regard to this rhythm? But we, we lobleach other like this...look, you see?
We look at each other and sometimes we alwayskddhis (he demonstrates) and we
look at each other and we understand each otheuntferstand each other, but we can't
explain it to each other (he laughs)...what is its thok? We understand each other, but
we can'’t explain it to each other and there, fax itas really important to explain in your
research that this rhythm there...it's spiritual! Tedow | see it. It's spiritual. And
maybe it's because of this that Santana, maybedily wanted to come in order to feel
these things, because we can’'t explain it. (...) BhdtAnd the rhythm, that's really the
communication within human sensibility. Definitifime laughs)! That's my definition.
(Everyone laughs) If we manage to communicate...bptayed...because we talk all
the time, but we don'’t play. But one day | saidéan-Claude, let’s play! Like this, eh?
And there, we stayed, we stayed, because youlssts how it is.” (Interview Ricky,
18.7.2008)

[75] “Or otherwise, it's the cardiac rhythm affedtey emotion; there we go with the 6/8.
(Everyone laughs).” (Interview Jean-Claude, 18.8)0

Chapter 3.3

[76] Rajery: “Well, how to create the rhythm? Besathere is the theme. It's to tell the
youth: Caution! You need to think well before dosmmething. So, in order to attract the
youth’s attention so that the message gets aondssh rhythm? Which character? So
that’s hard work. Here, | have chosen the tsapky,if you listen to it, first you will feel
‘Ah, that’s reggae!” You see? But actually if weftlaway from the tsapiky and if we
reduce the tempo a little bit, it's reggae. Yés,iitcredible! But we didn’t realise when
we worked on that music, we just did it like thatldater... (...) In fact, because here,
you see...the young people they adore festive thymssee? Things that make you
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dance, most of them do...you see? The young pedyg rneed that. And here, we have
worked the tsapiky. In the first part of the sowg, have said, well, the people will think
that it is reggae. But already, the way of playimg guitar is not reggae. Sometimes you
also feel ‘Ah, that's South African!” You see? I8gourney. But the base of the song is
tsapiky. (He demonstrates) That's tsapiky. Butehsralso this thing that says that we
can't play the tsapiky like the people from the oo, we, we play the salegy in our
own way.”

Jenny: “And what is the difference if you compdrtithe tsapiky in the South?”
Rajery: “In fact, the difference, it's for examglee melody of the guitar.”

Jenny: “But the rhythm is the same?”

Rajery: “The rhythm is the same.”

Jenny: “The difference is maybe in the melody...”

Rajery: “In the melody. Because you know, the siagé tsapiky, it's not like | do it. It's
not the same. But we tried to keep the rhythmicat.rThat this rhythm is, it's tsapiky.
(...) Well, it's also our way of showing the tsapilof, playing the tsapiky. So, that’s us,
based on our small analysis, our small researctalge we can’t do it in the same way
that they do it. Because we as well, we would fikereate something, search for
something new. But it always stays in the espriheftsapiky.” (Interview Rajery,
17.12.2007)

[77] “There is the guitar, the sax, but the riffs irhythmical. It's a melody that returns
and that becomes rhythmical. (...) The Rolling Stomdgen you do (he demonstrates),
that, that’s rhythmical. So, when you play musi@ié/8 and you add a melody that is a
riff, the rhythm becomes richer. Actually | dontidw (he laughs). (...) A melody can be
rhythmical and what will also enrich music in a &&he melody and the riff you will
add, generally it's in the esprit of the 6/8. 3w 6/8 becomes heavier and even richer.”
(Interview Jean-Claude, 18.7.2008)

[78] “That’s exactly what | will demonstrate to yoow. (...) 1, 2, 3, 4
listens to that, he says 1, 2, 3, 4 whereas waylirhead, it's 1, 2, 3, 4,
6...” (Interview Samy, 7.12.2007)

when a European
56,1,2,3,4,5,

[79] “Dou know this song? ‘L’étoile des neige’? (ldimgs) It is a waltz, but here (he
sings and claps in two). We play it in two, thaypical Malagasy.” (Interview
Rakotomavo 1.8.2008)

[80] “But also the influence, the openness, thugrice, that will explain many things.
For example, when we play some stuff with Doné, estimg which is really in 4/4 like
funk or | don’t know, but he immediately plays & @h the 4/4! You see? And that's
good, because it really has given us a differebgethis difference, it will create
harmony if it's well handled.” (Interview Ricky, 182008)

[81] “Because the strong beats of the other sida@fOcean, that's something else. And

the strong beats here, even among Africans, whltiagasies, the strong beats that's
‘tap,” with the 6/8, you see? (He demonstrates)up like this. Because the verb, you'd
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say: ‘andrandraina’. So the future is there, sostheng beat is ‘tap tap tap’.” (Interview
Ricky, 18.7.2008)

[82] “Because with Dama, Dama’s strong beats, wieeplays, it's really different to us!
And that's him. It's him and here you can’t sayaia, that's wrong, no! But really, it's
like that. It's a question of sensibility with regao the environment, education, one’s
inner music.” (Interview Ricky, 18.7.2008)

[83] “The difference, that’s the beat. The beathaf 6/8, because we the Malagasies, we
do not follow the beat correctly, exactly on thatyexactly in the metre. We play
contretemps, or ‘half-beat’ or ‘before the beatioth the beat, that’s the way we play
the 6/8. And that’s the difference between the peam and the Malagasy 6/8, because
we don’t sing directly on the beat. The rhythngoesn’t fall exactly on the beat, tac tac
tac tac...but we can sing in ‘half-beat,” a bit befor a bit after. Or we play contretemps.
You see, that’s the difference.” (Interview Bil®.8.2008)

[84] “When it’s not ‘square,” when it is round, eft you enter on the contretemps, you
never enter on the first beat. That's the problétm® Europeans. But once you get used
to it; like you who has been interested in salegytivo or three years, you can play it!”
(Interview Jaojoby, 21.8.2008)

[85] “I have seen a percussionist who plays witlgiRé La Réunion at the

“Kabardock,” they, they had problems. And | washa audience and | knew what the
problem was (he laughs). Because Régis, he playgstlike (he demonstrates), and then
the guy he starts playing in a 3/4 (he demonsfirates that’s like a waltz or | don’t

know. But | have understood the situation. So,rnt$ a question of being Malagasy, or
French, or Comorian or..., but it's really...you getityou don’t.” (Interview Ricky,
18.7.2008)

[86] “That’s very easy, especially the 6/8. (...) Big the soul that is missing!”
(Interview Ratovo, 26.7.2008)

[87] Ariry: “(...) a French. And he was here for nipears. But even nine years of
practice of what we did, there was always...what Uldaall a contretemps of the strong
beats that | would follow. And sometimes, | haveegi classes in Europe and in the
Unites States and there was always this problem.”

Jenny: “But can you explain what they do? If yoplein the difference...”

Ariry: “The difference, the difference is alwaysthttack...”

Jenny: “The attack?”

Ariry: “The rhythm attack. The first beat of theythm...oh | don’t really manage to
explain, but I don’t know why, I don’t know how, bihere is always the attack of the
first beat (he claps) of what | think is the fibstat and that | would like to follow. But the
other persons, they have another...their own firat.bénterview Ariry, 26.7.2008)

[88] Hajazz: “Yes if...if...for example between Africgnit works quicker, with the
Europeans it’s a bit difficult for them. But, foxample, if you know how to read sheet
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music like this, you can decipher some notes. Buhftime to time the problem is, you
cannot, finally everyone has his own way of playifig) The problem is the
accentuation, the accents, there are accents,darestrong beats and weak beats. That's
for example why foreign people do not manage tg k& the Malagasies. Because
there is the accent (he taps his foot)...”

Jenny: “What is it...”

Hajazz: “The placement of the strong and weak baadscrotchets rests and all
this...what can | say? There are the pedals, the...gdrat say? Nuances like that.”
(Interview Hajazz, 12.8.2008)

[89] “The problem with Malagasy music and the vazahthe existence of binaries and
ternaries at the same time in one song, it's...y@uke laughs). (...) Sometimes when
we meet foreign musicians, they have difficultiBecause we, we are capable of adding
ternary rhythms to binaries and vice versa.” (mit&w Rajery, 17.12.2007)

[90] “Because the musicians, when they play the %8 rhythm is in the air. So, that's
why often foreign musicians, they have difficultiadollowing the rhythm. And when
we play the salegy, every time we give concerteadyrforeigners, it's difficult for them
to follow the salegy rhythm.” (Interview Justin,.23.2007)

[91] “It's a difficult project, because bringingdether people who have never left their
area, with very personal instruments that they ok themselves, well...When | build
an instrument, it'’s for me. It's me who will be piag it, it's not the others. And as | just
told you, between two valiha, it doesn’t work. Hasnplay his instrument. And this
instrument was not designed to be in an orchdstisafor playing alone. So, that’s the
problem for this kind of project.” (Interview Rakwhavo, 1.8.2008)
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Appendix Il

List of all interviews conducted

Interview with Ariry, Ariry Andriamoratsiresy, Antenarivo, 26.7.2008.
Interview with Bebey, Mathurin Rakotomanga, Antaawdvo, 14.5.2007.
Interview with Billy, Billy Raharisoa, Antananariy@4.4.2005.
Interview with Bilo, Dana Ramahaleo Bilo, Antanamar 19.8.2008.

Interview with Dadagaby, Gabriel Rakotomavo, Antaara/o, 6.12.2007.

Interview with Doné Andriambaliha, Dieudonné Raadantoanina, Antananarivo,

18.4.2005.

Interview with Doné Sahondrafinina (translated bgtMirin Rakotomanga and Olivia

Sahondrafinina), Antananarivo, 15.7.2008.
Interview with Donné, Donné Randriamanantena | afanharivo, 7.3.2005.
Interview with Donné, Donné Randriamanantena lltafvanarivo, 15.7.2008.

Interview with Hajazz, Haja Mbolatiana Tovo Raso#dmtratra, Antananarivo,
12.8.2008.

Interview with Hery, Hery Randrianary, Antananari?6.11.2007.

Interview with Jaojoby, Eusébe Jaojoby, Antanartgrii.8.2008.

Interview with Jean-Claude, Jean-Claude VinsonaAaharivo, 18.7.2008.
Interview with Justin Vali, Justin Rakotondrasoat#nanarivo, 23.11.2007.
Interview with Kassim, Julien Kassim RajaonarisAntananarivo, 28.4.2005.
Interview with Linda, Linda Volahasiniaina, Antaraaivo, 7.3.2005.

Interview with Mami Basta, Ranaivo Maminirina Ramdaaharisoa, Antsirabe,
17.3.2005.

Interview with Medicis, Jean Maryse Rabesiraka,afaharivo, 19.8.2008.

Interview with Mendrika, Mendrika Rasolomahatratkatananarivo, 18.7.2008.

227



Interview with Modeste, Modeste Hugues Randramabéal.ondon, 7.2.2006.
Interview with Monja, Bege Monjamahafay (Monja), tAnanarivo, 26.4.2005.
Interview with Njaka, Njaka L. Rakotondramananataxranarivo, 26.11.2007.
Interview with Paddy, Patrick Bush, London (SOA&B.2006.

Interview with Papay, Papay Raveloaris, Antanarmard.7.2008.

Interview with Pix (Lova), Antananarivo, 27.4.2005.

Interview with Rageorges, Georges Radimy (trandlageSammy), Antananarivo,
13.4.2005.

Interview with Rajery, Germain Randrianarisoa | t&manarivo, 11.4.2005.
Interview with Rajery, Germain Randrianarisoa lhtAnanarivo, 17.12.2007.
Interview with Rakotomavo, Germain Rakotomavo, Aataarivo, 1.8.2008.
Interview with Groupe Hira Gasy Rakotosolofo, Fenrag 13.12.2007.
Interview with Ratovo, Ratovonirina Ranaivovololoatananarivo, 26.7.2008.

Interview with Ricky, Ricky Randimbiarison (OlomloeRicky) I, Antananarivo,
7.3.2005.

Interview with Ricky, Ricky Randimbiarison (OlomloeRicky) Il, Antananarivo,
13.4.2005.

Interview with Ricky, Ricky Randimbiarison (OlomleRicky) Ill, Antananarivo,
18.7.2008.

Interview with Sammy, Samoela Andriamalalaharijabrfntananarivo, 13.4.2005.
Interview with Sammy, Samoela Andriamalalaharijaina3.11.2007.

Interview with Samy, Samuelson Rabenirainy |, Aaterivo, 24.11.2007.
Interview with Samy, Samuelson Rabenirainy Il, Avaaarivo 7.12.2007.
Interview with Seta, Seta Ramaroson |, Antananadvb2.2007.

Interview with Vaovy, Jean Gabin Fanovona |, Antaaravo, 19.4.2005.
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Interview with Vaovy, Jean Gabin Fanovona Il, Argaarivo, 10.12.2007.

Interview with Vaovy, Jean Gabin Fanovona Ill, Amaarivo, 17.12.2007.
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