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AN AFRICAN MUSICAL APPROACH

TO CARIBBEAN RHYTHMS

by Landon Rose

The purpose of this paper 1s to analyze various Caribbean
music torms, using an African musical approach. In the first
nalf of this paper I will present several important features of
African music. In the second nalf I will discuss in depth tne

‘clavg rnythm of Cuba and Puerto Rico. I will also touch
prietly on calypso, santeria-vodoun worship music and rural
songs of Haitui.

The African approach to music is more integral than just
one "intluence", of many, in Caribbean music. The principles
of African music are the file of the Caribbean gumbo, the
ingredient that nholds all the flavors together.

I have taken these "principles" mainly from two sources,
J.H. Nketia's The Music of Africa and A.M. Jones, Studies in

African Music. They, in turn, have drawn from:

African socletles whose musical cultures not only have
their historical roots in the soil of Africa, but
which also tform a network of distinct, yet related
traditions whilich overlap in certain aspects of style,
practice or useage and share common features of
internal pattern, basic procedure and contextural

1/

similarities.=

Tnere are three primary aspects to African music: oney, A




is conceived vocally, two; the percussive and crhythmic approach
1s fundamental and three; the music serves a
tunctilonal-societal purpose sharing equal prominence to all

rorms of coimmunali expression -- dance, drama, costume,

2y
perrocrmance .=

A vocal conception of music has many aspecté. First, tnere
1S the practice ot learning instrumental music and drum
patterns through the use of nonsense syllables. J. 5. Roberts
1n nls Black Music ot Two Worlds mentions Ugandan Xylophone
mdslc tirst learned py the musicians vocally, but which is
never sung, only played. I learned of another example 1in a
conversation about this study witn Professor Jacobs and one of
his stuaents.;/ The student told us about a rite of passage
1n nis Senegal village when, at age 13, he had to make a drum
out of tree trunk and goat skin. When answering our question
as to wnat drum pattern he learned, he didn't tap it out on a
tanle, ne sang it, using nonsense syllables, as easily as 1t he
were telling us his name.

A secona aspect to vocalization concerns songs or stories
wnere tne voice does the telling. Certainly the process that
comes to mind for anyone the least familiar with African
intluences 1s tne "call and response" vocal form. The call and
response idiom is a muitiaimensional practice. The forms
include cantor lead - chorus response; cantor lead - chorus
continuation of phrase; alternation of cantor and chorus in a
series of phrases; cnorus 1lnterrupted py cantor; and the

remarkable of all, practiced by the Busnmen, in whiichs




stant overlapping of their phrases. When other voices are added,
some of them may run counter to the two main parts, while others

Example XIII-5 *°
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A paslc phrase deslgn that torms the tramework of a
song 1s elaborated simultaneously by 1ndividual
singers wno lnsert tones and snorten or prolong
rnythmic values until they arrive at a melody that
pleases them, whicn 1S then repeated 1n a complex

. : 4 ' .
polyphonic torm with suitable vacxatlons.—/ See Mvsic Ex.l

A third aspect to vocal music 1is the influence of speech on
melody. Rather than the pronunciation of words 1n a song bging
adapted to the melody, the melody follows the inflections of
spoken language.

African traditions deliberately treat songs as though
they were speech utterances . . . Furthermore, tne
possipility of ennancing musical expression tnrough
tne choice and useage of the prosodic useages of
speecn 1is not 1ignored. The use of rapid delivery of

texts, explosive sounds or special interjections,

vocal grunts, and even the whisper 1is not uncommon.é/f

Moving on to the African percussive-rhythmic approach,
believel 1t willebe useful to combine Jones' study (in 1!
NKetia's work- (1n 1974) by examining a musical pnras

-

Jones' music using NKketia's terminology. They
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be a group ot two beats per pulse (or clap) or a group of
three. Examples would pe 1n claps 3 & 4 in duple timeNcrasnm
clap 5 witnlin the same time spanj tciple time.

Nketla then aetilnes the use ot divisive and additive
rnytnms. Dlvlslve rhythms are those that divide the time span
1n a regular tasnion, wnereas aaditive rnytnms add notes which
may extend beyond the time span (or measure) . For example, 1if
you extend tne pbar lines trom measure 33-34-35 down one brace
to the "song", one may readily see that measure 33 is
essentially a par of four claps (See clap 1) divided 1nto
eighth notes. Thus one calls the rhythmic structure divisive.
Next 1n the song brace we have a dotted nalf note (wnich we
know 1s stressed, or accented, because Jones always notates
pulse 1n the singing and the drum sections by 1ts occurrence on
tne tirst peat of each measure) tollowed by another measure,of
tnree eighth notes . , the first of wnich 1is
accented. Tnhese are followed by a quarter note beginning the
next measure. Simple arithemetic shows that the sum of thne
notes 1s greater than tne time span of foursclapsS:iNthusEe
results 1n an additive rnythm. The fact that through measaré 
34 we near first the chorus, then the cantor, only accer
tne "aaditive" gquality of the volces against tne

Dy tne Gankogui-claps.

Nketia now introduces a difficu t<é®“

7

Westine  Ibidina®

pulse" éﬁr@ugn




again we are saved by Mr. Jones' retfreshing perspective:

Wwitn tne Ewe, the Gankogul 1is the foundation pacr
excellence of the back-ground rcnytnm section. (SN SSINS
a double clapperless pell (Mr. Nketia's simple
tdiopnone) . Normally tne Gankogui pléys steadily and
continuously right througn a dance. It provides a
packground rhythm which Keeps the whole orchestra in
time. Wnat the Gankogui plays 1s a rnythm-pattecrn and
not a succession of regular beats. There are several
Ot these patterns wnose lengtn lies from 8 to 12
gquavers feigntn notes). The pattern 1is repeated over

8/

and over again.—

Wwithout using tne term, Jones provideS/a reasonable

definition of "time line". Thus, the Gankoguil in the exaMplé

£

functions 1n this fashion.

The Last area Nketia talks about is multilinear rchyf




According to Nketia, spacling means the rnythmic lines may
interlock by starting at different but clearly specified points
in time. Thlis process 1S seen by the staggeredsentimyac TRt
drums, measure 32, bottom three braces. CroSs-chythnms arise
where rnytnms pased on ditferent schemes of pulse structure are
juxtaposea. Handclap 4 and 5 (double over triple) 1s the
simplest example. The interplay of polyrhythms is the sum
total of tnis particular orchestra, when all parts are'playing,
the resultant cross-rnytnms between the hand-claps and the G
drums beling gulte complex.

Tnus I nave outlined the basic African rhythmic procedure.

Yet this still only tells part of the story:




Tharefore,his system approximates pitch but does not describe

variations in tone.
I asould like to return to the first observation aboui

1\ & = 3 A~

8y

an music,that it is taught and learned vocally. African

re taught through patterns of nonsense syllables.

order for the rhythmic phrase to make sense in how it P ak e

the complete song or ensemble,first one must understand
snere the pulse occurs in relation to these Vocal EaiEcil
It is common for Westernmers to misplace the basic pulse in
African rhythms.Here are two examples of how the placement of
the handclaps clarifies the pulse.

Example 1: The Master Drummer of the African ensemble
Wwe are about to join teaches us a rhythm for the Gankogui

bells.He sings the following nonsense syllables:

Go dzi

P rog n

G oz Go clizis




in what one would think ot as a triplet teel:

S0 we add the claps:

clap clap

J

e

GO RAZINNGO)

There, you've got it, right? Wrong. FPortoneNonliyaaSIEe
sing this a few times to realize that the sung syllables are
not at all helpful in singing the pattern. (You could practice
1t until you could execute the phrase of clapping and nonsense
syllables, out the placement of the rhythmic pattern would not
be correct). These syllables are even more confusing to
Western ears when the handclaps are absent.

SO where does the pattern fall 1in relation to the claps?

I refer back to Jones:

Question him (Mr. Kay, the Ewe Master Drummer)
will tell you tne syllables of the song (o
on wnich the claps occur. This is

successtul unravelling of the
1LY

ot




colincldes

-
s

Go 50" GoNGiZi

In tnis pattern, the Va2l

even claps

Sounds pretty good, doesn't 1t?
skeptical.
AlZARES e

Digy

dzi

Jr

azi Go

Isn't 1t confiusing  thatsa
eignhth or guarter note?

question,

tnat this Gankogul pattern is lifted from a pulse “feel“Swhach

could be written:

clap 0. °

put an explanation can be found.

with the claps,

peior

(ei7sat Go)Go dz1i Go Go dzi

oina (Lo Thid S

To derive our pattern, look Top

Go Go dzi

But you're still

How does one remember the time of the last two "Go

syllable can represent elther an
Jones doesn't bother with this

One may postulate

thus:




the words and sing the first syllable of eacn phrase and you've

retrieved tne pattern. Thus 1t 18 not necessary to introduce a

new nonsense syllable 1nto the pattern ror with just two

syllaples and this approach to phrasing it 18 possIDLCEGES

sihj an intinite numper of Gankogul patterns (the example

being only one).

Example 2: It you sing "4z1 Go Go" over and over quickly

you will almost 1mmediately pe pnrasing 1t

T Jia sl

Go Go dZn o) (efe) (elrait

(witnout clapping).,

with tne "Go Go's" being a kind
ot pick-up to tne "dzi". However, for a correct pulse you must
clap on the "dzi's", but accent the "Go Go's". 'The clapiiis

g keeping time, but does not coincide with tne accent.

Here 1s tne instinctive (African) tendency to tnin
terms ot polyrhythms . . . and thne tendency for a
(Gankogui) pattern to regard the tirst note o

hackground pattern (nandclap on "dzi" 1in tnese

examples) as the place to end on rather th

on. 12/

clap? Wnat nappens 1t I change




The claps carry no accent whatever in the African mind q'

Once the clap has started you can, never, on any

pretext whatever, stretch or diminish the

clap-values. Tney remain constant and tney do not

impart any rhythm to tne melody (or pattern)

18

itself.=2

Atrican music is a vocal tradition. It 1s taught vocally

A

pecause "The nonsense syllables indicate both patterns.®—

In other words those of the handclaps and Gankogui: 1It's not

the Gankogui pattern by itself that's 1important, but 1ts place

in the overall rhythmic scheme. By singing rhythmic structure

one 1s best able to hear the correct resultant pattern, or the“frv(f
pattern you near as a result ot the accented beats 1in the

rhythms played by a variety of instruments. It 1s this

resultant pattern wnich characterizes each dance, song c

Tne third aspect ot African music, 1its societalffun;'

acti1vaty

event. Public performances,

sociifa o casilons RIS




Music 1s viewed as "living out the actions of everyday life 1in

song w18/ poperts also makes the polnt that music 18 not
conceilved as something apart trom all the other arts, Lor
077

S - n 3 =1
instance, tnere 15 no word for "music" 1n Swanili.

MuslCc, 1n these contexts, 1S judged not so mucn 1n terms oOf

good or bad, but "rignt" for 1ts purpose, 1ts pact intne

soclietal tunction. For example, Roberts notes thatusingiing

styles varying trom "open" to "intense" (nasal) to #alsetto are

all accepted ways of expression so long as they convey tne

meaning of the story or song.ié/

Making music 1s a communal activity, with direct audiq

participation through nanaclaps or sung cnoral sections.

Caribbean Rhythms

styles. First, I'm going to EalikWaHe i cae
of tne music. Then TN goingmes analyZel
rnytnm and 1ts relationsnip to music

And last, I will discuss pri ' ”

Haiti, and Jamaica.

RNt




ofterings of vodoun and santeria worship, country dance-song
torms ot Cuba, Puerto Rico and Santo Domingo, which all serve
as a retflection and backdrop to everyday life.' When Cuban
folklorist Argelieus Leon aescribes the rnumba as follows: &
“popular tiesta . . . (with) elements that CoOmMeNtEOMNCENEE
manltestations ot the life ot the people . . . It nas the
. . ‘ W19/
function of enacting . . . things trom dailyeXpetriciiCCiiss
ne could have been speaking ot Mighty Sparrow's calypsos or Ao
story dance ot the Ewe trom Ghana.
Tnere 1s 1ncreaible aiversity among the 1slands and witnih
tne music developed on each one. A Cuban guajira with solo
volice and guitar, a rhumba, a Haitian compas, or a Trinidadiaf

Steel band, all create very different musical moods. But

Nketia's comment about African music applies quite succinctly

to the music ot the Caribbean as well:

Tne most 1important characteristic of this fam

musical traditions 1is tne diversity of exp
accommodates, a diversity arising from

applications of common procedures anc

The most basic of these is tha

ftunction, be it dancing, sto

Even tnhough

igﬁﬁﬁegv*




I offer two points. One 1s that what is "eignt“ EGEEREE

occasion 1s lmportantﬁi/ and two, that "Tne Atrican concept

Oor a musical sound gilves egual prominence to sounds ot

2.2/ 88 ;
indetinite as well as detinite PRl I'nis "mind set"

woula tend to explore sound regardless ot 1ts origin, be it a

sti1ck of pampoo, an opera singlng style, or a fiftysitve gallon

o1l arum. I am reterring to the bamboo violins of Jamaica and

tne ganbo stamping tubes of Haiti, the bolero stylized singing
wnlch Roberts and other say 1s related to an opera company that

visited Cuba in the nineteenth century and, of course, the

Trinlidadian steel drums.

an informal practice is certainly present. I've heard
different musicians use similar sounds to describe ;ne
pattern, like the drum part to a rhumba guaguanco, whi
something like "goun-ghin-ghin-goun". Musicians will
pass part or gultar part compilefelwithistis cfoSS’

percussion parts sung as grunts or clicks or

out the rhytnm by nhand. This is (as di



Tney are held 1in a manner to produce maximum resonance and you

strike one witn the otner. "Another type of 1diophone commonly

found 1n Africa 1s the sStruck idiophone . . . ThlSEGEGUDEENTENE

Lncludes two round sticks Of the same size which are struck

237
togethert==

Claves are neard 1n many styles of Cuban and Puerto Rican

music, playing a repeating figure called tne "clave" rhythm.

Here are tne notatea rnythms I've tound described as "clave"

rnytnm.

zJJzi |
2 Je Sz J )z
#) iR 4

2-3 or "reversed":

2 Jnd i
(also called J 71)27&_,’) J J 3

2-3 or "reversed")

e did




It 1s 1nteresting to note that Jones 1n AppendixXx A 1n nis
Stuaies 1in African Muslc discusses as 4 guintessential African
cnyenn = o | DESIRE Ao/

In grouping these ranythms together, I've been a little

deceptive because tne rhythms

:K:J, J. 5 1 A ?_fH

in wnatever variant (1.e., tled over thesbdEsElcIOE

“reversea") 1s usually played only in rhumba, r\\u§&am;‘
guaguanco, or rhumpa yambu. It may occur in other dange forms,
put I know of no examples. This rhytnm is often called "Cﬁb“
clave", Decause2+nw1kw$6rig1nated there. I nave seen fdur ‘w

ditterent ways to place the clave rhythm in relation to the

(drum) tumbadores j




¢ 1S otten sala that Latinos cannot stand to hear music

i

"out of clave" meaning that the "clave" rhytnm 1s placed

incorrectly. In aadition, "in 'son' and ‘'salsa', the clave is

a2 fundamental pattern even when it may not actually

8/

regardea as

be realized in pertormance."

The more I've listened to son, salsa or charangas, the more

trequently L've heard clave whicn is "reversed", or 2-3.

EREEA )il
In tnese styles, even where the clave rhythm 1S not realized in
performance, tne 2-3 clave tends to feel "rignt". I asked a

Puerto Rican percussionist if all guajiras (A Cuban derived

country song) used the 2-3 clave (as in the song

He replied tnat he couldn't think of any

"Guantanamera") .

were  3-2, putrthatHtRat didn't mean there weren't anysit

-ne relation between wnere the korns begin and

How tnls 1s done musically 1s, the song begins

3

pattern ey J e .l JJ\Z\

an oc“ hvm\ﬂf 0%
wnich continues for \/ bars, when




wltn tne clave rnythm demonstrate 1t by tapping:

IRERRE T

yet 1t may very well be that 1n a great numoer of songs the =

X 1

"corcect\clave would be
-2 d i

regardless ot whetner 1t 1s played. People familiar with L:
. O

mus1C describe "clave" as a tundamental "rhytnm", yet 1in th
rnumpa tnere are tour dirterent ways to place this rchyth
. : LA

relation to the drums. Then tnere 1s the subtle difference

between tne "Cuban" clave and the regular clave:

"Cupban" . J. J.°7fL }.J J 1 .t

"regumiart G ]I A

By using tne African rhythmic appraac4
frirst part of this paper, one can decig’
confusing and contradictory musical pg-
nor Jones talk of "fundamental"vr'f

30/ '

(often used) rcnythms.—

played by a Master Dr

.

deepest drums 1in




rnytnhm would pe the resultant chythms provided by the ensemble,

not a single rhythm pattern. It 1s more nelpful to discuss

individual rhytnms oy their role 1n the ensemble, as "neart" or

"packground" (potn pelng essential). It one applies tais

perspective to "clave" rnythms, a clear parallel exists. The

clave rnythm 1s lLike tne Gankogul example discussed eaclier, a

intectious tigure that drives tne music forward by

2/

its 1nterplay with tne "heart" drums of the orchestra.—

repetitive,

The ciaves provide a lignt, nigh-pitched counterpoint to tne %

deeper, neavier patterns laid down by the drums. And like the «
nanaclaps or Gankogul, tney may be felt internally as well,

since the musical practice in song and dance requires the feel
of the rnytnm whether or not 1it's actually being played. 1In

the rnumba rhythm example, the tumbadores (drums) may be seen

as the "heart" of the orchestra, and the clave rhythms as
providing the essential background pattern. The "neart" rhythm
does not change, but tne placement of the clave rhytnm may be?ly

varied, tnerepby changing the resultant pattern.

Thus, I would propose that all of the clave rhythms s

apove could pe considered "rignt", and that "rignt", use

actually playing the pacts detine what 1is rignt.

")1deal" rhythm, the ideal rhytnm is tne pne'tnad

sounds musically rignt to the players. The d

wnere one player places the clave anﬁﬁy

/2

may be seen as a "trlnal“‘d;ftetég




"right" here 1s that music serves a social £unction;EESHssin

interplay between musiclan, audience and whatever purpose the

event nas: story, dance, WOLK OrL party. In short, what clave

rnytnm is playea 1s a social as well as musical decision.

CalypsaQa

Calypso 1s a most varied Caripbbean style. Borrowlng

extensively from Hispanic, British, French, and United States

1nf Luences, it takes on a chameleon like torm, changing its

color depending on the background, 1n tnis case meaning {1
isitand or origin. This process of cross-fertilization;is’
wnich is common throughout Africa, wnere tne use of musiéa;
1nfluences among tribes and from outside the continent (7
Europe, Arab countries) nas been described as Africanr"a
eclecticism. Nketia comments that even witn these v

1influences, each tribe 1s able to preserve an esse
of its own. Similarly, tne historical infl :

American jazz or rhytnm and blues sSnows

can adapt these styles without lOSLn% 2




Calypso 1s primarily an urban phenomenon, 1ts history

has been intimately linked with the celebration of

4/

Carnival 1n Port of Spain (T £ LN TARG)RE

as exemplitied by Harry Belafonte, 1s closer
8oV

Jamaican calypso,
to United States folk song tradition in 1ts presentation.
Unlike mer ingue or rnumba, the word "calypso" does
not also describe a rnytnm and dance. The rhythmic feel nas j:ﬁ
changed greatly between the 1920's and 1980's. Tne early
recordings reflect New Orleans polyphonic jazz style of t@e
same pericd. A Mighty Sparrow record trom the late "50's" -
early "60's reflects an American black rhythm and blues fgel;f
Sparrow's 25th Anniversary album (1970's) reflects up to d% é
recording techniques (clean, multitrack sound) , drum-,'
syntnesizers. Harry Belafonte's album "Calypseoii
Lord Burgess' album of the late sixties innged”eéi

inf luenced by the traditional American sounds

The useﬁo 

and Britisn Isles folk song.




276 The Music
Example 122 TAKE ME TO THE FIGHT (79-A)
Original pitch =3 st @ = 132, Notation' 3d stanza.

—_— — Var.3

Var;l of oo 06w lsionele Var. 2 (in all other stanzas)

Example 123: DICE GAME (58-B-2)
Original pitch -2 st. Voice: ¢ = 92. Marimba and claves: d = 138.
Notation: 4th stanza.

SEhvics
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276 The Music
Example 122 FARE MESTI@SIEHIE FIGHT (79-A)

Original pitch =3 st.d = 132 Notation: 3d stanza.

e - - o e Ll o o . o o
Marni~bua ¢ o e ) . o o o & S 9 e :lullu

|

— —— Var.3

® o0 00 © 00 o0 \Valtae (in al! other stanzas)
) — -

po 2t e r e ,j—.:_ 5 v v ': jﬁ;_—:gﬁ—t—_ﬁ

Var. 1l

Example 123: DICE GAME (58-B-2)
Original pitch -2 st. Voice: ¢ = 92. Marimba and claves: J =138
Notation: 4th stanza.
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tO snow that tne rhythm is as important to the song as the
melody and lyrics. A Haltian musician living in Boston said
that Haitian music uses over 100 ditfecent chythms and that
€acn song 1n practice has 1ts own rhythmic accompaniment . i
will mention a tew specitic points. In "Dice Game" (Ex. L2335)
tne marimoula (a pass version ot the African thumb piano) uses
a torm specitfically mentioned by Nketia - "In linear
organization, the use ot ditterent pitches at a single
lnstrument as a tramework allows tor the same rhythmic pattern
w31/

to be varied in several ways. I mention this because a

"western" trailned musician coulda look at that figure and think
the marimpula was arpeggiating a simple harmony when, according
to NKet1la's definition, the player is not tninking in terms of
flarmony at all, but of rhythmic variation. In "Sinde Macayé"
(Ex. 132) there 1s an example ot a sung phrase ending on tné
rirst beat of the measure (as examined in the Gankogui
pnrase). This example also snows African solo-chorus call and
response technique.

Santeria — vodoun

Another area of direct African influence 1involves

Haiti. 1In bpoth religions (as 1in tneir African

three drums plays a central role. Without delving
specific practice ot each, one point important t
African pelief 1n the sanctity of the drums th

possessing spiritual power.

Tne gods and saints (borrowed convel




Catholic tradition) cannot Dbe summoned without the drum“

$

drums, no gods. In the Grove article on Jamaica the au

mentions tnat "Sacred drums may be played by anyone as L

he knows the rhythm needed to address the particular

deity. )/

CONCLUSION

A direct relationship exiéts petween the practices
traditional Atrican music and its Caribbean counterpar
believe tne African practice of vocalizing chythms,
generally rhythmic percussive approacn and the impoﬁg
music's social context, and tne synthesis of varied |
sources are primary to understanding Caribbean musi

estnetic ot "rigntness" and tnhe practice of using p

in understanding why a musiclan Or group chooses

instruments and rhythms. And completing the cir

party, song or dance.




Jones, supra, P. 54.

Protessor Jacobs, University of M

Nketia, supra, P 2143

o

E:

sociologist, musician ¥
%

Nketia, supra, p. 145.

FOOTNOTES, continued.

FOUTNOTES, continued.

Tobago",arti

N wTrinidad and
34/ Helen Meyermn” f Music,vol. 19,

Grove article, Cuba, p. 87. icionary o

35/ see Music Tape
Jones, supca, P .
Meyers,supra p.l49
Berkely-tralned percussionis Nratial puaiR
and (d) trom Manuel, p. 253

38/ Oline Lewin ,"Jamaica",article
Dictionary of Music

Manuel, p. 253. Roperts %

horns ana clave

Tape.
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Appendix 1.Music Tape Notes

[ believe the clave-druerelationg

LS1 Drums \\:- 1 J‘ LR Jf_v
[} 4 b IR

Totico y sus Rumberos_

ran Ccmbo- "Pordioserao"
The clave begins

EWRE: JA

but ofter seven measures
s in celatieniStomEaE phrasing of me

eigth measure thu

clave becomes: “: J, J, J ‘ z_j j {_:n
"y No Hago Mas Na"- sounds to me 1 ike s ,

IRWBEEE
clave throughout. : i 8

Arupo Moncada- "Guantanamera®. A guaji

with clave H{j J 1\:’




The Music 281

Example 132 SINDE NMACAYA A2

Original pitch =341 @ = 108 =120 Notation 2d stanza

The Music 309
Example 179 COUNTRYMEN. CALL THE LOA FOR ME (7-8-1)

Original pitch -8t ¢ = 132

Original pitch ot caves !

- rane c€ - 1€ “or, e - 1€ o

pou” moin vo

===

LR
112 times)

pou mon ‘tor GR-de

1a) 15

"% pou’ maint Pou’ moint

0
Sin - de Ma-ca
Solo  Choru:

258 The Music
JOING TO ENT A ZOMBIE (1.

Fxample 93 WE'R

The Music 301

CARNIVAL SONG (22-B-3)

Example 16
104=120. Notation: 2d stanza

Original pitch =7 <t @

PR

u
(17 more s

Example 94- LEAVE ME, FRIENDS (8-A-1)
Original pitch =4 st @ = 136

1 s - youryusse

(! Part o4 Ma-youssel Charchélemme part 20 ma-yous

! Example 168° MOLTA MALO (“SPANISH™ SONG) (38-B-1)
Original pitch -2 st. d = 126 Notation: Toward middle of record.
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