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European concept. But even if we consider that point of view, wre 
know that when the Jesu its came to Inhambane, a province of Mozam 
bique, they found groups of m usicians who had already developed o r ­
ch estras playing in five parts som ething not very usual to the Portu­
guese ear of the 16th century. This exam ple shows that a developmen' 
of A frican m usic independent of the developm ent of m usic in Europe 
existed.

The p resence of the colonial system  deformed the independent 
development, changed the system  of production and, therefore changed 
the way of life  and thoughts of the people. In Mozambique this tt nus- 
form ation probably started with the Arab trade, although its influence 
was geographically lim ited. It was the Portuguese colonial occupation 
that influenced the largest part of Mozambican territory. The course  
of m usical developm ent before the colonial occupation is  unknown. 
Knowledge and technique w ere orally taught from one generation to
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Notes about 
the popular and traditional music

in Mozambique

LUTF.RO, Martinho (Maputo— Bud.ipcsl)

ORIGINS

Many thousand y e a r s  ago, m en  m ust have d isco v e re d  how to 
m ake their  f ir s t  sounds by clapping their hands and feet. S til l  ea r l ie r ,  
they would have made vo ca l  sounds by shouting in an sw er to their  
needs for survival.

Music in A fr ica  is  as old as  in any other part of the world . It 
appeared with s o c ia l  organisation , a lm o st  s im u ltan eou sly  with the 
s y s t e m s  m en  created  when they needed to work. A fr ican  m u sic  is  
often p resented  as being in a p r im it ive  s tage ,  accord ing  to the ancient  
European concept. But even  if  w e  c o n s id er  that point of v iew, we  
know that when the J esu it s  cam e to Inhambane, a province of Mozam  
bique, they found groups of m u s ic ia n s  who had already developed o r ­
c h e s tr a s  playing in f ive parts som ething  not very  usual to the P ortu ­
gu ese  ear  of the 16th century. T h is  exam p le  shows that a developm cn'  
of A fr ican  m u sic  independent of the developm ent of m u sic  in Europe  
existed .

The p r e s e n c e  of the co lonia l sy s tem  deform ed the independent 
developm ent,  changed the sy s tem  of production and, th ere fore  changed  
the way of l ife  and thoughts of the people. In Mozambique th is  t r a n s ­
form ation  probably started  with the Arab trade, although its  influence  
w a s geograph ica lly  lim ited . It w as  the P ortu gu ese  co lonia l occupation  
that influenced the la r g e s t  part of M ozam bican terr itory .  The co u rse  
of m u s ic a l  d evelopm ent b efore the co lon ia l  occupation i s  unknown. 
Knowledge and technique w e r e  oral ly  taught from one generation  to

i



another up to the p resen t  day. H o w ev er ,w e  probably re ce iv e  a very; 
d ifferent form of what they w er e  thousands of y e a r s  ago. The existlj 
r e c o r d s  date, from the d e sc r ip t io n  of the co lon ia l  ch ron ic lers ,  that 
i s ,  s in c e  1500. Th ese  re c o r d s ,  although very  su perf ic ia l ,  show a 
number of instrum ental tech n o log ie s ,  d ances and se v e r a l  songs, al*,| 
ready ex is t in g  at that time\L>

From the h is to r ic a l  point of v iew, the p r o c e s s  of formation of] 
the M ozam bican  nation i s  recen t ,  a s  in the m ajor part of African 
cou n tr ies .  The cu ltural d isp la y s  r e f le c t  the ex is t in g  traditions of thcfl 
d ifferent p eop les  of Mozambique. Rituals , including initiation rites, 
rem ained . Nowadays, what we can find in Mozambique is  an enormc 
d iv er s ity ,  resu lt in g  from the d ifferent w ays in which each community] 
dealt  with nature, gods, work and s o  on. M usic has always been 
p resen t  in a ll  those cu ltural a c t iv i t ie s .  W eddings, re lig iou s  rites, if 
in it iation  r i te s ,  c e r e m o n ie s  connected with work, ra in  prayers for thl 
h arves t ,  etc ,  a lw ays had a m u s ic a l  ex p re ss io n ,  d iffering according .Uj 
the trad it ions  of the different ethnic groups. The m u s ic  depends on; 
how those so c ia l  a c t iv i t ie s  are  regarded  by the m u sic ia n  and his 
com m unity.

In p ract ice  and in daily  l i / e ,  the m u s ic a l  activ ity  cannot be 
separated  from dance. M usic  and dance are  indisso lubly  connected.
In e v e ry  cerem on y  m u s ic  and dance a lw ays com e together. If we tak̂ j 
for instance,  the dance Tufo, we s e e  that it d oes  not ex ist  on its owjjj 
nor the m u sic  Tufo. Tufo i s  an activ ity  co m p r is in g  both m usic  and, 
dance. M usic and dance as  a whole are  s o m e t im e s  a ssoc ia ted  w ith ’ 
theater .  T h ese  popular form s of a r t i s t ic  e x p r e s s io n  may only be sep 
rated from the point of view of m ethodology for an a lys is .  We can tak 
a part of those e x p r e s s io n s  and study it in its  ten denc ies ,  forms and| 
u s e s .  It is  there fore  a q uestion  of m ethodology for u s  to specificallyJ 
study the m usic .

'llVOCAL MUSIC i f f

The m o st  frequently found form in v o c a l  m u sic  in Mozambique^ 
i s  ch ora l s inging. In the country, choral s inging  ex isted  before the 
in vasion s  and ex tern a l in fluences on the Bantu people, This is  proved 
by trustworthy r e co r d s ,  w ich  re fer  to "anim ist" son gs\2J

The p resen t  vo ca l  m u s ic  in groups shows deep influences from' 
the two m ain invading cu ltures:  the M oslem  and the W estern Christi 
The co a s ta l  area ,  north of the Save r iv e r  
M ozambique, is  deeply influenced by the M oslem  religion.

In the M oslem  re l ig ion ,  m en  are  con sid ered  as children before 
the prophet. When they pray, they m ust  adopt an extrem ely  humble* J 
posit ion. L isten ing  to the M oslem  songs,  the old w om en ’ s voices  
rem ind us of ch ild ish  v o ic e s .  That is  produced by a voca l technique;; 
that has no b ase  in the diaphragm and which the tongue is  used as ,*j 
supporting e lem en t to the sonorou s inflexion. The resu lt  i s  the use 
so ft  voca l chords that prod uces  the ch ild ish  vo ice ,  which is  in accoi 
an ce  with  the ideology of the re la t ion  between  M o s lem s  and their di«i

and sp ec ia l ly  the Island,oj
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.vinity.
The sc h e m e  of organization  of the sounds in s c a le s  is  d ifferent  

from the W es te rn  Christ ian  influence. In M oslem  chants, sounds are  
modally organized . A great  var ie ty  of ornam entation is  a lso  used in 
the m elody Nowadays, the ch ora l s inging  of M oslem  influence s t i l l  
keeps its  l i tu rg ic a l  ch a ra c ter  In f e s t iv i t ie s ,  people sing in choral  
form s, but often with re l ig io u s  meaning. That is  the ca s e  of weddings,  
where the bridal p a ir ’ s happiness is  ce lebrated  in song, being the 
b less in g  of A llah  a lw ays p resen t  in the background. H arvest  songs  
transm it, m ore  than joy, a deep gratitude to God for having b le ssed  
this harvest;  o th erw ise  it is  a lam entation  for A l la h 's  punishment.

One important exam p le  of the M os lem -in f lu en ced  song i s  a Tufo. 
In Mozambique, the Tufo dance can be found in the northern prov­
inces, Nampula and Cabo Delgado. A sm a l l  community originated  
from Nampula, d riven  there by the co lonia l re p r e s s io n ,  is  s t i l l  danc­
ing Tufo in one of Maputo’ s quarter The Island of M ozambique, in 
Nampula province, is  w here Tufo i s  m ore  played, sung and danced.  
According to var iou s  r e s e a r c h e r s ,  Tufo w a s ,  from the beginning, a 
dance with re l ig io u s  c h a r a c te r i s t i c s .  Th ere  are  v e s t ig e s  of that trad i­
tion in the son gs  of the Island. Legend s a y s  that Tufo w as born the 
day the Prophet arr ived  in M ecca. It a lso  c la im s  that the origin  of 
wom en’ s groups l i e s  in the fact that the prophet’ s w ife used to play  
the t im b re l to en terta in  h erse lf .  R eliab le  inform ation  about the date 
when Tufo started  being played in Mozambique is  not availab le .  It 
probably appeared right a fter  the se tt le m e n t  of the f ir s t  Arabic trad ­
ing posts .  Th ere  is  no doubt about its A rabic  origin, s in ce  there are  
many s im i la r i t i e s  with other Arabic d ances  and songs.  In the Tufo 
dance, the ch orus ac ts  a s  a base  to the dance which, with the o v e r ly ­
ing pattern of the d ru m s, co m p le te s  the p erform an ce  The song is  
always sung in ch ora l form . In the beginning, a duet opens the song, 
with one of the v o ic e s  m aking the so lo  and the other s inging  a d escant  
over it. A fter  this  in itial p hrase by the duet, the w om en ’ s choir  
sings in one, two or three parts. This  chorus is  not n e c e s s a r i ly  an 
im itation of the so lo  v o ic e s ,  but s o m e t im e s  it d evelops  its own v a r ia ­
tions with the sa m e  harm onic base .  Men are n ever  s e e n  singing Tufo, 
but at presen t,  m en  can be found playing Tufo, although this used to 
be forbidden. The m u s ic a l  p h r a ses  are  often short, never exceed ing  
six b ars .  The m elody i s  interrupted from tim e to tim e with f lou r ish es ,  
in the s ty le  of Arabic songs.

The C hrist ian  song is  d ifferent from this . The P r o te s ta n t -C h r is ­
tian m is s io n s ,  b eca u se  of the ir  profound influence of p o s i t iv is t ic  
philosophy, s e e  m an a s  a human being m ade to the im age and l ik en es s  
of God. It i s  not an im age of a ch ild ish  human being that needs p ro tec ­
tion, as  in the M oslem  situation, but a con sc iou s  being near divinity,  
that b e c o m e s  m ore  a ssu m in g  and stron g  the l e s s  a s inner it is .  The 
song with this philosophy a s  foundation is  a powerful song with a m ore  
vigorous voca l technique. The stron ger  the vo ic e  is ,  the better.

In the South, w here the m ark s of W es te rn -C h r is t ia n  in fluences  
are strong, the song has nearly  l iberated  i t s e l f  from it s  l i tu rg ica l



c h a r a c t e r i s t i c s .  The Catholic fathers used a tactic  to allow the same 
h arm oniou s and m elod iou s  th e m e s  to be fil led  up with w ord s speaking 
of daily  and so c ia l  p rob lem s.  Maybe that is  the re a so n  that alm ost a *1 
tradition  b ecam e in p ract ice  to use  the sa m e  m u s ic  for say ing  som e­
thing co m p le te ly  d ifferent than the orig ina l w as m eant for. This can 
be one of the re a so n s  that facil ita ted  the b ase  of the revolutionary  
so n g s  b eing  m o re  harm onious Christian  than M oslem . A great majori- ' 
ty of the revolu tionary  son gs  and the son gs  of the arm ed struggle has, 
in fact, a b ase  of a m elod iou s  and principally  harm onious structure  
out of the W es te rn -C h r is t ia n  ch ora l m u sic .

The a n im is t  re l ig io u s  influence is  s tro n g er  in the Northwestern  
part of the country, part icu lar ly  in the a r e a s  neighbouring the borders 
of M alawi and Zimbabwe. The a n im ist  r e l ig io n s  have a very  particular 
way of dealing  with the e lem en ts  of nature, and they w orsh ip  their 
a n c e s to r s .  The s inging  r e f le c t s  this  conception. It can be soft as a , 
b ird ’ s vo ice ,  or as  stron g  as a l io n ’ s roar ,  as  in hunting songs.
Th ere  is  no rigid schoo l of types of songs,  as  in the c a s e  of songs 
with M oslem  and C hrist ian  influence. However, there is  an imitative j 
p r o c e s s  that can even  b eco m e  m ore  cr e a t iv e  a s  the abundance of 
sounds in nature is  l im i t l e s s .

The important a sp ec t  is  the im p rov isa t ion  which constitutes  the 
gen era l ru le in the co m p o sit io n ’ s stru cture .  T h is  applies  to all songs j 
with a r e l ig io u s  connection, but not sp ec i f ica l ly  connected with Chris- j 
tians or M oslem  re l ig io n s .  In the p rovince of Tete ,  we can find 
w o m e n ’ s cho ir  with v er y  in te re st in g  c h a r a c t e r i s t i c s  in the way the 
sounds a re  produced. This song is  probably of p astora l origin, as it j 
appears  in an area w here  a lm o st  a l l  the instru m ents  are  wind instru- j 

m en ts .  The s inging  im ita te s  the sound of f lutes , with a variation that 
is  s o m e t im e s  la r g e r  than an octave between  two notes of the melody.
It rem ind s one of the songs of Tyrol. T h ese  son gs  are  usually com­
posed to te l l  of events  connected with the land.W hether to commemorate; 
a good harvest ,  or to lam ent an ec o lo g ic a l  m isfortun e.  However, the 
b ig g es t  current rep ertory  of the son gs  c o n s is t s  of son gs  to pray for 
rain, a s  there are  p eriodic  droughts in the area.

Th ere  are  no so lo  v o ic e s  with the choir  in th e se  son gs .  Singing 
i s  a lw ays  done in group without s o l i s t  introduction. One of the singers 
le a d s  the choir .  He in d icates  the son gs  to be executed  and initiates  
d ire c t ly  with the whole group. A curious fact is  that the s in g er s  have 
p er fe c t  pitch, or autom atic definition of the start ing  note for each  
song. In the ch o ru se s  of C hrist ian  influence, there  is  a lw ays someone 
who s in gs  the f ir s t  note before  the son gs .  In the M oslem  singing, the 
so lo i s t  s ta r ts  the note when he s in gs  his m elody. But in the third 
type of son gs ,  a ll the w o m en  s in g e r s  s tart  together on their note.
This su g g e s ts  that each  song has i t s  own natural note and that the 
s in g e r s  have absolute pitch for the song.

R elig ious  r itu a ls  a r e  an important a sp ec t  in choral singing, 
subject  to re l ig io u s  influence. Contrary to what i s  so m e t im e s  believed, 
traditional r i te s  are  not confined to sexua l in itiation r i te s ;  and there



i s  a variety  of other traditional r itu a ls .  R ites  are  e s se n t ia l ly  the  
t r a n sm is s io n  of knowledge from the old people to the young, through  
the invocation of a n c e s to r s .

From  the m u s ic a l  point of v iew , traditional r i te s  s e em  to have 
changed l it t le  over  the y e a r s .  The m u s ic  that i s  played with  the r i te s  
s e e m s  to show few ex tern a l  in fluences  from re lig ion .  For exam ple,  
there  a r e  M acuas in the coast  who are  M o s lem , and M acuas in the 
in ter ior  who are  A n im is t ,  with very  s im i la r  initiation r i te s  from the 
m u sica l  point of view .'o '

Solo s inging  i s  a lm o st  a lw ays accom panied  by instrum ents.  
U sually  only one in strum ent is  used, and i s  played by the s in ger  
h im se lf ,  who m ainta ins a dialogue with the instrum ent.  Such i s  the 
c a s e  of the s in g er  with Kanyembe, Pankwe, Chitata, and others.  In 
som e c a s e s ,  the instru m ent is  m e r e ly  a background without any 
d irect  influence on the singing, as  with the X iquitsi,  Bendi, etc.

The so lo  singing appears a s  an individual m e s s a g e  from the a r ­
t ist .  It is  a com m en t,  an appreciation  of daily l ife ,  accord ing  to the 
a r t i s t ’ s own idea and interpretation. The m u s ic  has so c ia l  p urposes:  
to d e sc r ib e  fac ts ,  to give p ersona l inform ation, to give homage to 
people individually, to thank a n c e s to r s  for the ir  favours and private  
gifts , and to s e e k  their  help in the reso lu tion  of p ersonal p rob lem s.  
L e ss  often, it can be a love song or a cr a d le  song. Most frequently,  
is  a song of consolation , in c a s e s  of death and m isfortun e.  The 
m ajority  of th e se  are  sad songs and lam en ts .  A so lo i s t  r a r e ly  s in g s  
a song of joy and sa t is fact ion .

INSTRUMENTAL MUSIC

As m entioned  above, Mozambique i s  r ich  in voca l m u s ic .  But it 
is in the instru m enta l m u s ic  that w e  find the wealth  that m ak es  the 
M ozam bican m u s ic a l  tradition very  rich .

M usica l  bows can be found in a lm o st  a l l  the ancient cu ltures  in 
Africa. The m o s t  l ikely  theory a s  to the ir  orig in  is  that they w e r e  a 
developm ent of  the hunting bow. Nowadays, in Mozambique, m u s ic a l  
bows a re  m ade sp ec i f ica l ly  as  m u s ica l  in stru m en ts .  A wide var ie ty  of  
such bows is  to be found in d ifferent a r e a s  of the country, from the 
s im p le  Chipendane to the com p lex  Kankubwe, which i s  one of the m ost  
in terest ing  types.  It s e e m s  to be a pastora l instrum ent used in 
regions w hose wind in stru m ents  are  the m o st  developed in the country  
as i s  w ell-know n, wind instru m ents  a re  c lo s e ly  re la ted  to the herding  
of l iv e s to ck .  The Kankubwe u s e s  for the wood of the bow, a hollow 
core in the form of flute. The resonant cavity  i s  the m u s ic ia n ’ s 
mouth, and the s tr in g  is  struck  to produce the sound. The finger  
m akes the s tr in g  vibrate and ag ita te s  a plate of s h e l l s  fixed at the 
end. A s p e c ia l  feature of the in strum ent i s  the fact that the point of 
contact of the mouth with the tube of the bow is  an oval hole a s  with 
a flute. The mouth r e so n a te s  the sound of the v ibrating s tr in g  and 
blows into the tube of the bow. The a ir  p a ss in g  from the mouth



through the tube produces a third sound component in addition to those 
of the s tr in g  i t s e l f  and the plate with the sh e l l s .  We have, therefore,  
an instrum ent which s im u ltan eou sly  produces three  different sounds:  
the vibration  of the plate, the v ibration of the str ing , and the wind in 
the tube.

The Kanyembe is  a s tr inged  instrum ent played with a bow. It is 
the m o st  developed of the str inged  instru m ents  used for traditional  
m u sic  in M ozambique. Som e m u s ic o lo g is t s  c la s s i f ie d  it as  a "tradi­
tional violin". 5 'Phe in strum ent is  a lw ays accom panied  by singing, in 
dialogue producing a duet. The vo ice  s e r v e s  a s  a m elod ic  complement I 
to the m elody of the s tr in g  and in ra r e  c a s e s ,  in subtle harmony with 
it. The Kanyembe w as or ig ina l ly  used only for r itu a ls ,  but it is  also  
used for other o cc a s io n s  nowadays. It is  n e v e r - played by women. It 
is  ra r e  that a m a le  initiation r i te  takes p lace  am ong the Macua with­
out a Kanyembe. The instrum ent plays the ro le  of a v e h ic le  for the 
m u sic a l  p a ss in g  on of the knowledge. To play the Kanyembe is  itse lf  
ind icat ive  of a profound knowledge of the world  of the a n ces to r s .  When 
this in strum ent is  heard, the v i l la g e  fa lls  s i len t,  b ecau se  everyone  
knows that som ething  important w il l  com e from it, whether to modify 
the p resen t  or to bring a m e s s a g e  from the past.

In the xylophone’ s group we find the Varim ba, the Makwilo, the 
Mbila and many o thers in Mozambique. However, the b est  known of 
all  o f  them is  without doubt the Mbila. T h is  instrum ent is  used by 
the Chopes, people who l iv e s  in South of Mozambique, in the 
Inhambane province. The Mbila is  a p e r c u ss io n  instrum ent with 
wooden keys, l ik e  all the xylophones, but m odified  by the introduction 
of gourds of re son ance .  Som e stud ies  indicate that the Mbila resu lts  
from the influence of Indonesian m igra t ion s  to the Mozambique coast, 
two thousands y e a r s  ago, which affected  an en c lave  in the region of 
Inhambane.

Certain d eta i ls  m ust be resp ec ted  in the construct ion  of the 
Mbila such a s ,  for exam p le ,  the sp ec ia l  wood from which the keys  
a r e  made. T h is  wood is known a s  Muendje, and only grow s in the 
Inhambane area . It has unique reson ance  q u a li t ie s  for this type of 
instrum ent.  M ozam bican w o rk er s  who went to work  in the gold mines 
of Johannesburg built Mbila with wood they found there ,  but found that 
the sound they produced w a s  different from that of Mbila made at 
home. One of  the r e a so n s  w as that they had not used Muendje wood.

The m ost  c h a r a c te r is t ic  feature of the sp e c ia l  sound of the chope 
Mbila is  the reson ance  cavity .  Th is  cavity  is  placed under each key, 
and is  m ade of a gourd from the M assa la  tre e .  The gourd is  complelly 
em ptied  and then two holes are  m ade in it: one that r e c e iv e s  the 
sound from the key, and another which sen d s  it to the ex te r io r  and 
which is  covered  with a m em brane of an im al orig in. The sound 
produced by the wooden key m ak es  the m em brane v ibrate  which gives 
it the c h a r a c te r is t ic  so f tn es s  of the Mbila. F o r  each key, there is a 
M assa la  gourd of corresp ond ing  s iz e .  The gourds are  connected with 
the body of the instrum ent by b ees  wax from a b ee which m akes its



beehive underground. If all  these  d e ta i ls  are  not resp ec ted ,  an in fe r i ­
or sound is  produced, so  that chope m u s ic ia n s  make their instrum ent  
with the g re a tes t  of care .

Mbila can be used in various  d ances but it has its  principal  
applica t ion  in Msaho, the Mbila dance. In this  dance, s e v e r a l  in stru ­
m en ts  are  used, organized  in a sp e c ia l  way and including various  
types  of Mbila. From  the treb le  to the b a ss  w e find: Chilanzane,  
Sanje, Mbingwi, Dibwinda and Chikhulu. ® An in terest in g  deta il  i s  that 
the organ ization  of a group of Mbila is  s im i la r  to the w e s te r n  chambt 
o rc h e s tra .  B e c a u se  of this s im ila r ity ,  som e people have su ggested  
that chope o rch estra  w as created  under European influence, and 
brought by P ortu gu ese  p r ie s t s .  However, there  are  r e c o r d s  indicating  
that the chope o r c h e s tr a s  w er e  known as ear ly  as  the XVI century.

In Zavala - Inhambane, a com p lete  Mbila group includes betweer  
e ighteen  and tw enty -th ree  in strum ents.  The structure of the c o m p o s i­
t ions they play is  a lm o st  a lw ays the sa m e ,  with a w e l l  defined m u s i ­
c a l  form and even som e rig idity  concerning  the sequ en ce . T h ere  is  
a lw ays  a so lo  in strum ent which s ta r ts  the them e and m akes  an im prm  
i sa t io n  on it. A fter  its  in it ia l  cadence, a l l  the others enter  with the 
sa m e  them e, each  with its  own variation.

Until very  recen t  t im e s ,  the Mbila dance w as a traditional chope 
e x p r e s s io n  con sid ered  a s  a p erform an ce  ca l led  Msaho. It has the 
c h a r a c t e r i s t i c s  of a com p lete  "opera" and w as therefore  con sid ered  as 
an e x p r e s s io n  without so c ia l  or r e l ig io u s  connections with the tra d i­
t ional culture. However, a chope m u s ic ia n  recen t ly  mentioned for the 
f ir s t  t im e that Mbila are  a lso  used in the initiation r i te s .

A problem  faced by Mbila dances is  the tran sform ation  of their  
b a s ic  stru cture ,  due to e x tr em a l in fluences ,  which change their  funda­
m ental content. In 1939, when the P res id en t  of the colonial govern ­
ment, O scar  CARMONA, v is i te d  M ozambique, an o rch estra  of a hun­
dred Mbila w a s  e s p e c ia l ly  prepared for the occasion ,  to play the 
P ortu gu ese  national anthem, with tunings that w e r e  com p lete ly  d i f fe r ­
ent from each other and from any w e s te r n  sc a le .  ^

More recen t ly  with the introduction of songs in w es ter n  tonal 
form , such as the revolu tionary  songs,  the m u s ic ia n s  are  often o-  
bliged  to retune their instru m ents .  It m ay se em  important, but it 
r e p r e s e n ts  a great change in cultural te r m s ,  which may m ee t  with  
s u c c e s s  or fa ilure ,  depending on the form and orientation of this  
change. It is  not only a m atter  of changing the tuning, but a lso  of 
changing the m u s ica l  ear  of people

Wind instru m ents  can be found m o st  frequently in the prov in ces  
of Tete , Inhambane and Zam bezia . The variety  of wind instru m ents  is 
not a s  great as  of other ca te g o r ie s  of instru m ents ,  neither are  they 
so  w id ely  used . However it is  in the wind in stru m ents ,  part icu lar ly  in 
the Nyanga flutes , that we can find the m o st  developed m u sica l  form  
in a l l  Mozambique. It can be found m o re  often in the T ete  province.

Certain anthropological definitions indicate the Nyanga as being a 
wind instrum ent, m ade of s ix  or seven  p ie c e s  of cane of d ifferent  
s i z e s ,  tied together.® F lu tes  are  of the sa m e  type a s  a se t  of



"pan-pipes, that is  a group of two to five can es ,  tied together in a 
line with palm f ib res .  Each cane produces a d ifferent m u sica l  note, 
com p osin g  the range of the flute. Each flute has a d ifferent name, 
like Pakila , Kabombo, G ilile ,  etc. . .

As with the m ajority  of m u s ic a l  form s in Mozambique, Nyanga 
c o n s is t s  o f  both m u sic  and dance. The p e r fo r m e r s  dance in a circle, 
u sually  with m o re  than twenty m em b e rs  playing, dancing and singing 
at the s a m e  t im e  making the perform an ce  ex tr e m e ly  rich. Playing a 
wind instrum ent and s inging  w hile  playing i s  som eth ing  unique in 
Mozambique.

In Nyanga the s inging  a ltern ates  with b lowing in the instrument. 
But s o m e t im e s  the p layer u s e s  the sam e breath from his  voice to 
blow the pipe, producing two notes together: one from his voice, while] 
the other is  produced by the reson an ce  of h is  breath in the flute.

The organization  of m elody and harmony in the m u s ica l  works of 
Nyanga dem ands a con s id erab le  knowledge and exp er ien ce .  Each 
in s tru m en tis t  has only two to five notes  to play, added to the notes to] 
sing, and it i s  the group of twenty or m ore  p la y e r -s in g e r s  who build 
the "polyphonic a rch itec tu re"  of the p erform an ce .T h e distribution of the' 
e le m e n ts  of the group is  done accord in g  to the different tim bres of the 
f lutes .  The P ic o - P ic o  i s  the m ediating  e lem en t,  which communicates 
with a ll  the flutes , in sur in g  that they play c o r re c t ly .

The m u s ic  of the Nyanga flutes is  not greatly  innovative. The 
knowledge is  p assed  from a group to another and from the older to 
the younger p la y er s ,  with few innovations. This  is  due to the fact that 
the m u s ic ia n ’ s creat iv ity  is  l im ited  by so c ie ty .  The m u sic  is  played 
for the living, but a lso  for the dead in funeral ce r e m o n ie s ,  to invoke 
the se n t im en ts  of the one who has died. The m u s ic  i s  completely  
in ser ted  in a cerem on y , and the innovation th ere fore  b eco m e s  difficult, 
for to change the m u sic  would show a lack of r e sp e c t  for the ances­
to rs .  The them e in Nyanga songs is  a lm o st  a lw ays a lament. It is 
often an im p rov isa t ion  on a them e or event.

In a lm o st  all  d ances and other traditional cultural activ ities ,  we 
find in stru m en ts  which a re  used a lm o st  only as  ornamentation. This 
is  the c a s e  with r a t t le s .  The sound of the r a t t le s  is  a lm ost  always 
produced by se e d s ,  which knock against  the v e s s e l  in which they are 
contained. B a s ic a l ly  it i s  the type of seed  and its  container that can 
change in these  instrum ents.  The way of p laying can a lso  vary: they 
can be held in the hands or tied around the le g s .  Among the hand-hel^ 
ra tt les ,  the m o st  com m on  in the whole country, and the only one not 
accom panied  by other instru m ents ,  nor played with a dance or in a 
group it i s  the Chiquitsi. It i s  m ade of g r a s s  of thin cane, in the 
sa m e  way as a folded m at w oven  of s tra w s ,  m aking a box. The seeds 
a re  held in s id e  this box. Th is  instru m ents  is  often played at festivi­
t ie s  and weddings, and s o m e t im e s  it i s  played by pregnant women, 
w hile they think about the ir  com ing child. In the North of Mozambique 
th is  instrum ent is  called  Kaem be and is  gen era lly  accom panied by 
singing, m o st ly  by wom en. Nowadays it has begun to develop a lan-



M u sica l exam p les  and photos - Table 1 
(by Martinho LUTERO)

I. Song from  TUFO - co l lec ted  in Island of M ozambique in 1980 
by Martinho LUTERO
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1. S in gers  of TUFO - Island of Mozambique, June 1980
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M usica l ex a m p les  and photos - Table 2 
(by Martinho LUTERO)

II. Song from Gaza - C ollected  in South Mozambique in 1978 
by Martinho LUTERO

i  M  i  •: ;R 7 3
, _________ i n  , i t ?
- I  ■—  »  < ^  -  H
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2. MBILA p la y er s  from zawata-Inhambane, 1979
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M usica l ex a m p les  and photos - Table 3 
(by Martinho LUTERO)

III. P art  played by PAQUILA in the NYANGA dance  
C ollected  in TETE in 1981 by Martinho LUTERO

3. NYANGA-flute p layers  
from  TE TE , 1980
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guage of its  own, lo s in g  its  ro le  as  a s im p le  accom panim ent to the 
singing . Groups can be se en  making m u s ic  with r a t t le s  alone, without 
any other instru m ents ,  d ances or s inging. This obviously  requ ires  
v ir tu o so  p e r fo r m e r s ,  but their m o r e  and m o r e  frequent p resen ce  
sh ow s that the language of the ra tt les  i s  gaining form.

CONCLUSION
The d evelopm ent of A fr ican  m u sic  w as greatly  m arked by colo­

nial in fluences .  The co lon ia l  influence w as s tro n g er  a fter  the Confer­
en ce  of B erl in ,  when P ortugal w as obliged to c a r ry  out the "pacifica­
tion cam paignes"  in ord er  to ach ieve  occupation of its  te r r i to r ie s .

Soon the co lo n ia l ism  d isco v e re d  the p o ss ib i l i ty  of u s ing  the tra­
ditional m u s ic  of Mozambique. They w e r e  in terested  in maintaining  
tr ib a l d iv is ion ,  as  this w a s  the m o st  d irect  and le a s t  exp en sive  way 
to domination. The p r o c e s s  of developm ent of the co lonia l soc iety  lead 
to the m yths of m u lt ir a c ia l ism .  Traditional m u sic  w a s  turned into 
fo lklore by b eing  em ptied of its  fundamental content, that is ,  separated 
from its  cu ltural setting.

A Mbila p erform an ce  cam e to be obligatory at the a rr iva l  of any 
v is i t in g  co lonia l  offic ia l.  A s  mentioned above, o r c h e s t r a s  of hundred 
Mbila w e r e  form ed to play the P ortu gu ese  national anthem, although 
the v i s i to r s  could not understand that this w as  an aberration  of the 
Chope modal sy s tem .  It would be s im p l is t ic  to say that the colonists  
m a s s a c r e d  native cu lture. As a m atter  of fact, with one or two 
ex c ep t io n s  m ore  sp ec ta c u la r  to the co lo n is t ’ s e y e s ,  the m u sic  was 
greatly  l im ited . The explanation i s  to be found in the co lonia l regime's 
need to e s ta b l ish  a new form  of labour organization. The subsistence  
econom y did not fulfill  P ortu ga l’ s  needs for capital accumulation. It 
w a s  n e c e s s a r y  to organ ize  the labour force  in a m o re  rational way, 
in o rd er  to use it to gre a ter  benefit, with l e s s  effort. Traditional 
m u sic  i s  c lo se ly  connected with fe s t iv i t ie s ,  r i tu a ls  and cerem on ies .
It w a s  not ttie drum m ing i t s e l f  that w orr ied  the c o lo n is ts ,  but the 
u sefu l  t im e  the co lonized  spent in organ iz ing  the ce lebration , and in 
the ensuing period. In so m e  way the co lon is t  h im s e lf  w as  interested  
in m aintaining a situation  of underdevelopm ent as  that required the 
m inim um  of investm ent.  A com p lete  contem pt for traditional culture 
w a s  the principal c h a r a c te r is t ic  of co lo n ia l ism  in Mozambique. The 
m u sic  w as neither enriched nor stim ulated  and with one or two excep­
tions ,  nothing w as known about the potential and d iv er s ity  of the music 
produced by M ozam bican  people.

It w a s  during the L iberation  Struggle that M ozam bican m usic was 
"detribalised" for the f irs t  t im e . In the lib eration  a r e a s ,  singing  
broke i t s  re s tr ic te d  world  and contributed to be an incentivate to the 
sp ir i t  of National Unity. However, it s t i l l  keeps its  sp ec i f ic  character­
i s t i c s  s in ce  the p r o c e s s  w a s  not im posed  in an authoritarian  way, but 
b ecau se  it is  the resu lt  of the p r o c e s s  of tran sform ation  that occurred 
in  the p easan t’ s own m entality .

F o r  the f irs t  t im e in Mozambique the L iberation  Struggle gave
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the m u s ic  a s o c ia l  ro le  connected with the Liberation p r o c e s s .  S ing­
ing w as used by the s o ld ie r s  during their militar}' e x e r c i s e s ,  to 
acq u ire  a notion of m arching  rhythm. It is a lso  used by the people to 
p r a ise  the s o ld ie r s  when they cam e back after the attacks. M usic was  
a ls o  used to m ob il ize  and com m unicate the s logan s and the tasks  
needed to the d evelopm ent of the struggle .

With the com ing of the Independence, the songs of the armed  
stru gg led  period w e r e  "canonized". The m u sic  s t i l l  has the sam e  
task: to m o b il ize  and to be a vec tor  of National Unity, to s truggle  
aga in st  r a c ism ,  tr ib a lism  and reg ion a lism  The exp los ion  of p eop le’ s 
cr ea t iv ity  w as enorm ous. Suddenly, songs or dances began to appear,  
although they w er e  not yet  organized nor rationalized . The c ir c u it s  of  
com m unication  am ong people are now getting w ider, people trave l  
inside the country, taking their  traditions with them.

To s e t  free  the cr ea t ive  in itiative of the people so  that they may  
produce; s e e m s  to be the task which is  asked of in te llectua ls  and 
those re sp o n s ib le  for the production of m usic ,  if  they are to a cc o m p a ­
ny and a s s i s t  the developm ent of m u s ica l  creation. F or  the p easants ,  
the b as ic  sound is the sound of everyday life .  It only r e m a in s  that 
they should have the p o ss ib i l i ty  of creat in g  on the b a s is  of this sound. 
A fundamental step  would be to spread their m u s ic  all over the 
country. When the m u sic ia n s  m eet  each other, one can hear them 
form ulating the ir  own ideas.  Their opinion i s  fundamental and their  
knowledge of their instrum ents and of their role in the soc ie ty  is  
m uch m o re  co n crete  than many ex is t in g  acad em ic  studies.

The la s t  world  belongs to the people, as  they are  the only real  
p rod ucers  of culture. For the peasant of Mueda the basic  sound for 
his  crea t iv ity  c o m e s  from the his daily  l ife .  When the noise of the 
trac tor  re p la ce s  the sound of his mattock, it is  certa in  that his m u sic  
w il l  change. Certainly som ething  new w ill  happen then.
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