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Abstract: In 1964, President Johnson signed the Civil Rigtds which mandated courses on
Black and Minority studies into the curriculum omationwide basis. Failure to do so would
cause the loss of federal funding. At the timeasvan undergraduate student, one of only four
Blacks in the department of Health, Physical Edocaand Recreation at Brooklyn College. We
were questioned by the Chairman to see what cowmasl be offered by the Department. |
suggested African dance. The idea clicked and &9;LBbecame the first person to teach African
dance in Brooklyn College.
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I ntroduction

Movement is an integral part of the daily lives Afficans in Africa. In the lives of
African descendants in the Diaspora movement,sib @lays a substantial role. | refer to this
writing as “The Saga of African Dance” so | canlute a number of the topics listed in the call
for papers as | write this narrative about Africtance and Black Studies Department. This will
allow me to discuss the history of African Danceha discipline of Black Studies from the past
to the present. Courses on African dance areistedl as a body of knowledge nor are they
required courses in a number of Black/African Stsdilepartments throughout the nation. This
may seem odd to a number of people, but studeattsity and all those interested in this subject
must trace the path of these courses to reveal ithedusion in the curriculum. As a founding
member of the African Dance Movement in Brooklyml ather parts of the Tri-state area, permit
me to take you, the readers, back to the begindifrgcan dance is part of an oral tradition that
is handed down between generations by a mouthrtpreaess. Schools and colleges in Africa
did not offer dance as a course of study. In fAfiicans learned their dances in the privacy of
their villages. African dance entered the Unitedt€&s and other parts of the Diaspora by the
infamous “slave route”.

Courses on Black and Minority Studies were mandatexdthe curriculum of schools on
a nationwide basis with the passage of the Ci\ghi& Act that was signed into law by President
Johnson in 1964. The codicil “with all deliberagpeed” was attached so the educational
institutions would not drag their feet or establahother “separate-but-equal” fiasco. Those
institutions that failed to comply lost federal fling. |, at the time, was an undergraduate student
in Brooklyn College and vividly recall departmergadus scrambling, and searching for courses
they could offer to be in compliance with the maedadecree. As one of only four Black
students in the Department of Health, Physicaldatian, Dance and Recreation; we were
summoned to the chairman’s office where she pic&ead brains in search of courses the
department could offer. As a student with a danagomconcentration, | suggested they offer
courses in African dance. The college was well anarmy involvement in African dance in
association with the dance club and other dandeitses on the campus. The situation that led
up to this was because Black people were protegi@dack of courses relevant to them in the
curriculum. There were no courses that addredsechistory of Blacks, nor the contribution
Blacks made to the development of the United St#&&gan dance had been an integral part of
the lives of an enclave of African descendants eivNork from the days of Asadata Dafora of
Sierra Leone, who was credited with being the faestson to bring African dance to the concert
stages of New York, namely Carnegie Hall.
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The idea of an African dance class was well reckiead | was to be groomed to teach
the course or courses. This was in 1968, and lavasior on the campus. For a senior dance
project, | choreographed a dance with African matd movements, taught it to a group of
students, and showcased it in the annual danceedofidis routine was applauded and students
began to gravitate towards African dance and mgratiuated in 1969 and became the first
faculty member to teach African dance on the campbs is how | was able to bring African
dance into the curriculum.

If my memory serves me faithfully, in 1969, therasamno Black Studies Department in
Brooklyn College or in any other college of the QNUY. complex. There were only Institutes of
Black Studies or African Studies. Institutes contat offer courses of their own, but could ask
individual departments to offer courses on Black afinority Studies on behalf of the Black
Studies Institute. One of the requirements to kmrotan of a department was the person had to
hold a doctoral degree. In 1969, not many Blacks draearned doctoral degree as departments
of African Studies were created at a later date flilst program that led to a doctoral degree in
African or Black studies was at Temple University1i988. By the time Blacks acquired the
doctoral degrees in Black Studies, African dancs wall entrenched in outside departments and
were never fully retrieved by African Studies Depants.

To make matters worse, colleges did not conductj@ate faculty searches to find
gualified personnel to teach the subject mattercGmpound this situation, there were not many
gualified people who could teach this new subjéaculties were being hastily hired by
department chairs just to be in compliance withrttendated decree. The programs in African
dance were mandated, but not funded, which autoaibtiplaced them on a collision path with
existing courses in the curriculum vying for thengalimited federal funds. These were some of
the situations | faced when | became a faculty nmemibthe college.

Background

Outside departments, such as history, anthropologgith and sociology, that agreed to
offer courses on the behalf of the African/Blackid¢s Institutes were forced into situations
where they had to decide what to teach and howitlidvrelate in their area of specialty. | do not
know where the initiatives came from as to what Mdoe the substance of each new course
offered. In the case of the dance division, | sstgge African music and dance because | had
seventeen years of experience in the field. | wased to and had taught dance as a teenager. |
had my own percussion notation system and therefomas more than qualified to teach my
specialty.
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| cannot testify as to where other divisions reedithe initiative for the courses that
would be under the aegis of their departments. Whan say is that the entire concept of
African/Black Studies was tantamount to the birthaonewborn infant, and that the outside
departments were not fully prepared to become mgtarents.

These outside departments separated African damre fts music, and created a
subculture to blend the new courses into their depnts. In other words, they fashioned them
into sub-sets of their department. Thus, new stbjecose such as folk culture, dance
anthropology, percussion studies, dance therapy Riadpora studies, to cite a few. Some
subjects fared better than others such as BlackigheAfrican/Black History, Black Art and
Black Literature because these subjects were stggpbry a wealth of written documentation.
What was most frustrating was that there was nar@ath to a Master’s or Doctoral degree in
African dance. One could earn a degree in dana@mnihropology, dance history, or dance in
education using African dance as a reference pwindunch pad. But, what about an earned
degree in African dance where African dance isftleal point and all these outside factors were
components thereof? This was the situation | fagkdn | entered graduate school and | would
have to find ways to build and/or strengthen emgstilance programs towards an African dance
program that led to the master's and doctoral degvith the focus on African dance and its
accompanying music.

The Shame of Being an Artist or Theater Person in Africa

Being a dancer, musician or a theater person veasgd upon in Africa. Parents did not
want their children to go into the arts or theatemwas said that people who were in the arts,
particularly Griots, were denied burial in the céeng for fear they would contaminate the burial
ground. Therefore, they were buried in the holldnadaobab tree (Nikiprowetzky, 1963t
was not considered a decent profession for therapapelites of Africa. That was in the late
forties, and early fifties. A primary example ofstwas when Maurice Sonar Senghor decided
that he did not want to travel in the footstepsisffamily and become a lawyer. This decision
irked his father so much that he stopped paymehiso$on’s education. In fact, he disinherited
his son. Because of this action, Maurice lost bigkrship and had to find a way to pay for his
education, as well as to earn a living. It was ssted that he audition for owners of various
nightclubs. He did and became a successful entertat Rose Rouge nightclub.

During one of my research trips to Senegal, Mr.ghen and | discussed the attitude of
the world towards artists. He asked me had | &een hungry, or experienced starvation. Of
course not, | responded. Times might have been inattie States after the depression, but my
parents always provided for us. | never missed al mewas lacking for anything. He remarked
that when his father withdrew financial supportwees often cold and starving. He added that he
did not mind that so much, but the names and issst father hurled at him were unbearable. It
reached a point that his uncle, the future Preside8enegal, left France to go to Dakar to speak
to his brother.
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When he returned to France, the elder Senghothelgounger Senghor, Maurice, that his father
maintained a recalcitrant attitude about the the&enghor, the statesman, explained that people
in high places had children in the arts. He chied Winston Churchill had a daughter who was
also in the arts. But, he could not sway his bnotbétimately, on a visit to Dakar, Maurice and
his father, Jean Latyr, resolved their differenaed restored their amicable relationship.

Maurice returned from France to become the first¢ador of African theater at Theatre
du Palais in central Dakar. In fact, Theatre duaiBalvas the first theater built in Senegal in
1954. When a new theater was built, Theatre NatiBaniel Sorano, Maurice Senghor moved
there and spent twenty years in this theater.

It was not until after the successful premier pnéstgon of the National Dance Company
of Senegal in October 1971, at the Brooklyn Acaderhusic, that African people began to
realize that being a part of the National Dance gamy was indeed a way to earn a living. Their
earnings gave financial stability to the familiglstioe artists, and provided an opportunity to
travel internationally. Members of the National BarCompany were heralded. By 1974, people
were eager to audition to become members of thepaoyp From the successful premier
performance, the National Dance Company of Senagatr looked back and became the most
revered company ever. Their work is now performextidwide, and Sabar is now a popular
dance form. It took Maurice Senghor approximategjheen years to bring esteem and respect
to the industry of African music, dance and thea@rall the companies that appeared in the
Afro-Asian Festival at the Academy of Music, thetidaal Dance Company of Senegal was so
extraordinary that it changed the way African musine dance was practiced and performed.
This performance gave African dance internationaclaam and respectability. Their
performances reinforced and cemented the title atiiéde Senghor as the “Father of African
Theater.”

African Dancein the Curriculum

My first concern when | became a faculty membeBratoklyn College was the lack of
texts or some form of tangible evidence that cdodctorralled and used as a text. Any subject in
the curriculum that is not supported by written wldentation is automatically reduced to the
status of a recreational course or practicum foiclwhno credit or one credit is given.
Fortunately, for my students, | had more than tyemars of experience in African dance and
music, and | was a trained musician and dancdsol lsad attributes that no one else had: | had
created a system for writing drum music, had sulidiance notation, and could read and write
both music and dance. African dance was not segghfadm its accompanying music in my
classes. In fact the students had to learn tothaynstruments.
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| began to gather and compile notes from my yehexperience to form the basis of a text. To
improve my skills, | went to Africa to study, resela and share my knowledge with Africans. |
would bring back to my students new dances/musgctly from the continent. | even brought
traditional instruments so the students could hheeopportunity to learn and play traditional
African instruments.

It is common knowledge that African music and daaepart of an oral tradition that is
passed from one generation to the next by a maudat process. Unfortunately, any society
that is entirely dependent upon oral communicatoorthe transmission of their culture between
generations is doomed to partial failure due tolireakdown of the human memory over the
course of time and due to outside interpretatiang@quently, when the elder, holder of this vast
knowledge, died, he literally took archives of oudt to the cemetery with him where it was
buried and lost to the world forever. Creating @ te encompass the oral traditions of African
music and dance was needed not only to documentaheus cultures, but also to provide
analysis of and distinction to these cultures. &ample, the dance genre known as Ballet has
codification and names for each of its movementsa$ positions for the feet, as well as carriage
for the arms. This type of codification is presgnffrican dance as well, but it is dictated by the
music, which governs the dance. To further compdicanatters, unlike western forms of
movement, the musical accompaniment is percusaivet,not melodic. The western world was
not versed in percussive music, did not understand probably held the opinion that percussive
music had no true value, nor did it require serisugly. They did not realize that there was a
technique to playing drums. The drums were repladabe spoken language of the people. This
meant that there were more than 2000 languagesspmk the continent; therefore, there were
an equal amount of drum languages. It was impassislpeople of one language group to truly
understand the drum music of another group. Theydcenjoy the rhythm, but not actually
translate the message of the drums. For exampée péople in Ghana or Nigeria do not
understand the music or movement of the Wamakoedele in Tanzania or the Wolof people
of Senegal, even though they may enjoy the rhyththeomusic and movements of the dance.

To create a text that could encompass all the tiesieof instruments and dance
movements loomed as a large task. But, | had tbenéial tools to create it, namely percussion
and dance notation systems. In creating the tdrtjked to Africans who had documenter their
work. Neither Lincoln Center of the Performing Arter the Schomburg Center for Research in
Black Culture was erected when | began to compis on African music and danckhe
Schomburg collection was created by, Arturo Schamlaudark skinned man who want to prove
that Black people had a rich history. He begarecthg articles and books on Black people.
This collection was housed in the New York pubiordry Countee Cullen, which was located
around the corner from the present site of The ®thuwg Center for Research in Black Culture.
This collection was given to the Schomburg Cernighe early seventies.
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Therefore, | was struggling trying to locate infaton on African musicians and
dancers. My source of information, or resourcesecénom the International Library of African
Music located in Transvaal, Roodeport, South Africaven had to keep this source a secret as
we, Black people, were advised not to deal withtBoifrica at the time because of their
apartheidpractices. | received a list of Africans and othetho had done research in African
music and dance. | could contact and consult viiémt about African music and dance. | wrote
to a number of them, but did not receive many rases. | labored on, and a text was beginning
to emerge.

Writing occurs on a single plane, a linear levetl ame cannot write the concurrent
activity that happens on another plane at the samme= When African dance was introduced
into the curriculum, it entered on the “undergradtidevel, which left the graduate students
barren. | became a graduate student at NYU in B@@9desperately wanted someone who could
teach me at this level. NYU did not have a progrmarfrican dance or music. As the recipient
of my first C.U.N.Y. Faculty Research Award, | went East Africa to study. The principle
countries were Tanzania, Uganda, Kenya, Zanziloa tlze island of Lamu. | studied with artists
in these countries. In 1970, NYU decided to offecaurse in African dance. Their initial
instructor for the course angered me because | khewerson did not have as much knowledge
as I. | voiced my discontent, and was asked té drhst of potential lecturers. Personnel on the
list were auditioned and NYU made their decisionAtif Abdullah, who had spent time in
Senegal. Things were set and | pre-registeredhrcburse that was scheduled for the fall of
1971. But, the party reneged and | was asked tsutbwith artists in Africa. | did and NYU
chose Godwin Agbeli of Ghana to teach the courdthofgh he was not one of my cultural
informants, he demonstrated a proficiency in drungrand he would begin teaching in February
1972. He began teaching in the performing artsstini where a number of students, including
myself, were graduate students. In the fall of 19%@as able to bring him into Dance Education
where he also taught graduate students. This is Iheas able not only to introduce African
dance on the undergraduate level, but on the gradesel in the CUNY complex, as well as in
private universities. Word spread and | was ablenact African dance in several other colleges
including Bloomfield College in Bloomfield, New J&y. | even taught in a number of these
colleges and universities myself.

A Textbook for African Music and Dance

To create a text that could encompass all the tiesieof instruments and dance
movements was a large task. But, with the percossaiation and dance notation systems, |
knew | could accomplish this undertaking. As theipient of three C.U.N.Y. (City University
of New York) faculty research grants, | continuedgb back to Africa to study, first to East
Africa, and then to West Africa. The essence o$¢hteips is chronicled in my autobiograpky
Longer An Oral Tradition: My Journey Through Percussion Notation (Green, 2010), so | do not
intend to rehash them in this article. In orderhtve a foundation for the text, | needed to
establish the classification of African music besmé\frican music is the foundation of African
dance.
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The classification of African music was gleanedrirthe writing of Akin EubaAs dance is not
separate from the music, | deduced the categofiesfrcan dance (Green, 2008) from the
classification of African musidOnly the first two classifications of African mudialy defined
African music. These classifications were Tradigilband Neo-Traditional.

The Relationship of African Music to Dance

The relationship of African music to African danisea topic that is paramount to the
understanding of African dance. There is no dand&fiica that is performed without some form
of music, even if it is the voice or simple han@pging. | reiterate no dance in Africa is
performed without music. It is most unfortunatetthdarge percentage of the westerners do not
understand the importance of African music to damtehe writing of G. Niangouran-Bouah,
Introduction a la Drummologie, (Niangouran-Bouah 2008) he explains the role ogimas the
total experience that includes one’s genealogytohys language, politics, religion, and all
aspects of man and his artifacts — his culturéadt, African music is referred to as the language
of the dance.

When Agbeli came to NYU, he initially told the samds that they would not progress
until they learned to play the instruments suckhasbell, rattle and drums. We did and were all
better students for this experience. It gave useatgr understanding of the relationship of the
music to the dance, which is sadly missing fromuaber of African dance classes today. |
primarily learned from Africans in the bush. In baaf these situations, | learned the music
before the dance. Although drum language is rapudilgappearing, we still have drum
onomatopoeia, the imitation of the drum soundgimAés when instruments were not available, |
learned entire dances through onomatopoeia. Theretbe pedagogical style of teaching
African dance by Africans in the bush is to tedod music first. Personally, | believe the best
training one can have is bush training as trainmgchools and colleges, even in Africa, are
often subject to and regulated by the colonial atlan system. Africans did not learn their
music and dance in this fashion and therefore ké#fieulty imparting it to others in the colonial
setting. For example at NYU, the teacher would destrate the rhythm, and give them the
onomatopoetic phrase. Using the phrase, the stsigare able to grasp the rhythm.

Classfication of African Music

According to Akin Euba (1970), “Music, as it is ptiged in Africa, falls into five main
categoriestraditional music, neo-traditional music, Westeedizop music, Western pop music,
and Western “conservatory” music (there seems toddeetter term for what is also inaccurately
called European “classical music”).” In creatingextbook on African music, my focus was
predominately fixed on the first two categoriesresenting the traditional music, whereas the
third category was more social in nature than tiaaial. The remaining two categories are not
typically African, but are western and importecoirtfrica.
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In the beginning, before | went to Africa, my attions with African musicians came
largely from Nigerians and Ghanaians. A Nigeriamdenht gave me a journal and stated that |
would probably be interested in the contents. hdbrecall the name of the journal, but the issue
contained excerpts from a person’s thesis or des@n. One of the articles in the paper was
“words that do not exist in African languages.” Somf the words he listed were “slave,”
“tribe,” “music,” and “dance”. He documented thach of these words existed only in the
languages of the colonizers. | was stunned to saesit” and “dance” on the list. The paper
explained that word used to describe sounds ingmisnproduced when played as “musique,”
“Muziki,” and “music.” Each of these words was frdhe languages of the colonizers. The terms
used to defined movement to music were listed aliety’ “danse,” and “dance.” Again, each of
these words was from the languages of the colaniddren, my thoughts reflected on an article
by Keita Fodeba (1959) entitled “The True MeanirfigAérican Dances.” In this article, Keita
Fodeba defined African movement as a spontaneoasation of the lives of African people. It
is ironic that westerners have defined African mogat as dance, but bitterly question the use
of the word “ballet” in the title of a number of #¢an performing troupes, such as the National
Ballet of Senegal or the Guinea Ballet. Conseqyerttie definition | used in creating the
textbook are deduced from Euba’s classificationAGican music, | termed it Categories of
African Dance.

Categories of African Dance

Traditional African Dance: The oldest and most indigenous form of African daiscTraditional
dance. There is an inseparable relationship betwezdance and the music. The music to these
dances is rooted in drum languages, which arecaplof the spoken languages of the people.
Therefore, the category of Traditional African dartas as many different “Tradition” as the
spoken languages of the people. These dances sed ba activities that the people choose to
remember wherein they create and set the movemeéheir musicA happening or event must
occur before a dance can be created.

Neo-Traditional Dance: This form of dance includes all dances that mage of elements of
Traditional dance, but not necessarily in the saomext as they are found in the traditional
culture. Traditional dance performed outside thetext of social ceremonies. Some examples
are folk operas, auditorium performances, class @hér forms of entertainment. Therefore,
when you see the National Ballet of Senegal or GaiBallet on stage, those dances are
essentially Neo-traditional dances as they have ladtered to fit on the proscenium stage. The
dances have already been taken out of their comtestte traditional setting. Since they are
based on a happening that the people choose tameengthey are pieces of history reenacted
through movement, communicated by the musiciansaatet out by the dancers.
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Westernized Popular Dance: Dances in this category have combined movemen®&frodan
dance with non-African dances, using instrumeng #re not African, or combining western
instruments in the ensemble. In this category, loses the relationship between music and
dance since the instruments can no longer insthectdancer what movements to make. The
melodic style is closer to that of western musianttAfrican music. This category includes a
number of African social dances such as Juju muighlife, and Senegalese Mbak. In these
social orchestras there is a mixture of instrumeuath as western guitars, keyboards, and horns.

Borrowed Western Dance: Music in this category includes Rap, disco, amg-Hop. The dances
associated with these forms of music are borrowenh fthe western world and imported into
Africa.

Conservatory Dance: This category of dance includes ballet and modeinch are European
forms of movement that are imported into Africa.

The I nfluence of Individuals on African Dancein the US

Enclaves of honest students interested in Africancd always existed in cities with
large, Black populations. New York City was the holbsuch an enclave since the days of
Asadata Dafora. Besides Asadata Dafora, the pensatited as the first to bring African dance
to the shores of the United States; there wereraepeople who had an influence on the art
form. During the period of 1940 to 1970, an induad with a strong influence on African dance
was Katherine Dunham who always had “star” powére ad starred in Hollywood movies,
such as Stormy Weather, where her choreographywlmdminent role in the movie. She soon
became the most sought after teacher of Africacelan

Others in the field such as Pearl Primus, who wenAfrica and brought back the
celebrated “Welcome Dance” from Liberia called “Barf This was the most popular dance
during the fifties and sixties. The Derby sistévg) of Pearl Primus’s principle students, taught
the works of Pearl Primus far and wide. About tinmse, the word “primitive” was becoming
associated with African dance. The dance worldrdit know how to classify African dances
from the continent, and thus the term primitive was&d to distinguish it from the works of
Katherine Dunham because Katherine Dunham was $igimned and Pearl Primus was dark
skinned. Katherine Dunham was an American and H&arus hailed from the West Indies.
This is the old “divide and conquer’ scheme oftesicficed as a part of the racial division.
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Alice and Gus Dinizulu created a group, which fipgrformed the works of Asadata
Dafora, and then the dances they learned as thegléd throughout Ghana. | came into African
dance in the fifties to show them that African ncusould be written. In the sixties, | would
begin to reveal how African dance could also bdtem The Ladzekpo brothers were teaching
Ghanaian music at Columbia University. Godfrey ®gtlk, the former lead dancer of the
Ghana National Dance Ensemble from the Univerdityegon, taught dance here. He was also a
student of Labanotation. Professor Opoku, healeDiance division at the University, was here
and later, took a position that led to a Masteggrde in African dance at SUNY Brockport. In
the late fifties, Michael Babatunde Olatunji begangain popularity in African dance with
selections such as Batakoto.

The Influence of a Specific Group on African Dancein theUS

The field of African dance and music would continagrow. But, without a shadow of a
doubt, the strongest contribution of a specificiédn group that had a tremendous influence on
the development of African dance was The Nationahdé®@ Company of Senegal, under the
direction of legendary Maurice Sonar Senghor. Eirtbremier performance in October 1971 at
the Afro-Asian Festival held at the Brooklyn Acadeaf Music, this group stunned the world of
dance. This company completely changed the wayc#fridance was viewed, performed and
taught in the United States.

Even though the Guinea Ballet was the first Africampany to come to the US, they did
not have the magnetism that the Senegalese hag.ciinge in 1959 when we, as Black people,
were still wallowing in the dissension of “separditet equal’ school systems, and general
inequality everywhere. The population interestedAfrican dance in 1959 was limited to the
enclave of die-hard enthusiasts. The Guinea Batlatd not speak English, and we could not
communicate with them. The critics tried to assassi them culturally by branding them as
savages because the girls dance with their breaptssed.

When the Senegalese came in 1971, the tide hadyettaand courses on Black and
Minority Studies were included in schools and apdie throughout the country. Several of us had
been to Africa, including Senegal. Even thoughSkaegalese Company, with the exception of a
few, did not speak English and could not read notewn any language; their director spoke
English and served as spokesman for the group.pDpelation of people studying African
music and dance had increased multifold. The Nati@ance Company of Senegal introduced
to the public a number of instruments not knowrobefsuch as Leket, La-la rattle of the Peuhl
acrobats. The groups of musicians and dancers therg/olof, Mandinka, and Diola. N'Deye
Coumba, Lamine Diallo and Ibrahima Guisse, werelinee master players of the Djimbe drum.
They held the audience spellbound from the begmointhe show. The master drummer of the
Mandinka group was Mamadou Ly who played the Saldawmm. Idrissa Gueye led the Wolof
drummers on the Sabar (Nder) drum.
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The dance Sabar would excite the dance world awedrbe the rave. It overtook modern and
ballet as a dance form. The Bougarabou drums @&t af four drums played by one player,
Tombong Goudiaby. There was the Kora player, Djikooyate; singer, Fatou Thiam Samb; and
the haystack-masked figure that grew and diministteraced by Ibrahima Cisse. Chakaba, the
stilt dancer, was another favorite. Most certaitiyg Djimbe drums would grow in popularity. In
1971, few people were proficient in Djimbe drummibgt today; the Djimbe drum has eclipsed
the Congo drum as the drum of African recognitibhere was something for everyone in the
Senegalese company. There has never been anothpany that has matched the performance
of the National Ballet of Senegal. Now the musid dance of this company are performed on a
nationwide basis.

The Influence of a Specific African on African Dancein the US.

Maurice Sonar Senghor, creator of the Nationalédaf Senegal, rendered the strongest
individual influence on African dances as we knawd gerform them today. His influence on
African dance was far reaching in style and presdent, probably because he was a theater
major. He was also influential due to his affilatiwith music and dances of The Guinea Ballet
in France in 1952, and later, the National Dancselarble of Mali that was created when there
was a federation between Senegal and Mali. Mr. B@ngvas also theater director first at
Theatre du Palais, and later at Theatre Nationaldd&orano. At Sorano, he created three more
companies: A second Dance company, the Lyric asttumental Ensemble, and a Dramatic
Troupe. He would spend twenty years at Sorano eeafetiring. The wealth of his contributions
to the African dance world exceeded those of Asa@atfora because of the number of ethnic
groups and variety of dances, music and instrunientaf these various groups.

In my opinion, Maurice Sonar Senghor possessed dheatest theatrical and
choreographic mind ever. He wrote his autobiogragigt was published in 2004. It was
published in French. Unfortunately, the majorityhi$ followers who were mesmerized by his
works do not speak French, but English. | fault ptblishers for not realizing the value and
market for this body of work in the English-speakimorld. In fact, it was, if my memory serves
me faithfully, in the late eighties when a groupAdgfican American female educators came to
Senegal and were despondent after visiting thevéslaouse” on Goree Island. They were
speaking about it and someone directed them toOne. of the questions they asked me was
“How did | deal with such a horror”?

| began my reportage by stating the enslavemeippstl us, as Black people, of
everything; that slavery was the most devastatingcey ever inflicted upon Black people. To
me, slavery was the African holocaust, or Maafaictviin Kiswahili means great suffering and
irrefutable loss of seismic proportions. | begarspeak about Mr. Senghor and how he became
spokesman against colonialism in Senegal by makirdgiown to the audiences during his
nightclub act in Paris. Although the audience bexzaympathetic to the plight of Africans, the
French felt it was an insult to them.
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Therefore, the police would constantly disrupt hightclub act and drag him off the stage in
handcuffs. They took Mr. Senghor to the policeistatvhere they beat and kicked him without
mercy, leaving him battered and bruised with hissegimost shut from the torture. After hours
of torture, they would toss him out on the strebeme Mr. Senghor stumbled to find a cab to
take him home.

These Black American educators were thrilled tor Il®@nghor’s story. They remarked
that they personally never knew anyone who foughirest colonialism, and that Mr. Senghor’s
story should be part of our history books. Theyenarquisitive and wanted to know was he still
alive. | responded “yes.” They asked to meet hantley could talk to him. | arranged the
meeting and it was in this meeting that they suggeMaurice Senghor write his autobiography.
It would be a few years later before Maurice Semdinally put his pen to paper.

Clarification

The genres of tap, modern, jazz and hip-hop daatlefall outside the borders of
Traditional and Neo-Traditional dance. They areidadly western forms that are borrowed and
imported into Africa. In conversations with seveaietists who grew up in the same time frame, it
was evident that a number of us began our careedance with the study of tap dance. Music
and dance were activities that our parents bestayed us as a way to keep us out of “harm’s”
way and off the streets. We probably were drawhap dance because of the rhythm; but also in
the early days, it was the genre most availableston our communities. | recall the famous and
most celebrated tap dancer, Bill Bo-Jangles Rolinseho had a studio on Fulton Street,
Brooklyn in the area that now houses Boys and Gidé school. | often heard that the rhythm
of tap dance were the same rhythms played on Africhkums. However, as an
ethnomusicologist, | have never seen research dextsnto support this theory. That does not
say that it is not out there, but it may exist iplace where the connectivity between the two
cannot be written about because of its oral natiYreu will notice that | have separated African
dance from Black dance because according to thesifitation of African music, and the
categories of African dance, they are separatelatithct genres.

Ailey is not a technique. Alvin Ailey, the most eblated Black dancer of our era, uses
the Horton technique for his choreography. Lestertéh, who Alvin Ailey studied with in
California, created the Horton technique. The npagiular dance of Alvin Ailey is Revelations
based upon the Bible, and the Black church expeeiefiley brought his talents to New York in
the sixties. Brooklyn College was the recipientAdey’s dance as Jimmy Truitte, of the Ailey
Company, taught courses in the Horton techniquthéncollege. Other classes on the Horton
technique were held in the Hanson Place Churchoiya. | personally appreciate the Horton
technique because | believe it flows well with Black body type, and the subject matter of the
dance was relevant to the Black experience.
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Katherine Dunham created her own approach to Btiokce known as the Dunham
technique. It was based upon her experiences ifirshe U.S., and later in the Caribbean,
particularly, Haiti. She received the Rosenfeldu@rto study dance in Africa, but was advised
by anthropologist Melville Herskovits, that it was dangerous for a single woman to cross the
continent of Africa. Therefore, she went to the illagan to study dance from descendant
Africans who were enslaved in the Caribbean. KatleeDunham was a student of anthropology
and had earned a degree in anthropology. Miss Durfbamed the first all Black dance group.
Her credits include the Broadway stage, operasnamdes. Syvilla Forte’s studio located in the
forties in the City was a place where the Dunhachn&ue could be studied in the absence of
Dunham herself in New York City.

Racism

This country was birthed and nourished on racismth bcovert and overt. It is
omnipresent. Indeed, there have been changes &ls [Baple have more opportunities than our
ancestors. Racism is so entrenched in the poptifeté/Vhites are unaware they harbor these
factors. Racism is also firmly established in igtons, colleges and universities. Colleges have
had to face legal challenges of charges of ingtitad racism. | grew up in the sixties, one of the
most turbulent times for Black people in decadesetrospect, our lives were not as turbulent as
those of our ancestors. Always remember to givakbdo them for surviving so that we could
be. Be proud of our ancestors; guard your heritagkdo not become complacent. Be it known
that things do get better, but we have to fightifoDo not let racism be an albatross around your
neck. Find a way to go around, over or througlRémember, African music and dance is your
birthright, your heritage, and no one else’s.

It never ceases to amaze me that outsiders haveutiacity to waltz into African
Studies, dictate the terms, and establish themsealse@uthoritative leaders. During my tenure in
this newly formed field of study, | recall how thegjected my work and me, not only because |
am Black, but a Black woman. | would be remist did not stress that sexism also plays an
enormous role in this scenario. One would expextna, but sexism is a thicker sinister thread
woven deep within the fabric of racism with theibletate intention of denying a woman her just
due. But, | have been preaching this from my estrlrecollection. They are both menacing
forces of alienation designed to make women fesftected and valued for a subservient role to
the male species.

Sometimes, one needs to hear from women who sewédsts in the field. | recall when
| met Katherine Dunham at a conference in whichweee both participants. She attended my
presentation and | hers. Afterwards, we had a tmmyersation at lunch. My work was different
from hers. Her words were encouraging for me tdinae to do what | was doing. | also worked
with Pearl Primus in the early seventies when Afticdance was gaining popularity in schools
and colleges.
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We performed at different locales in Brooklyn, Péaimus always referred to me as “that one
from Brooklyn.” As faculty members of the CUNY colap, Alice Dinizulu and | reconnected.
As members of the Council of Elders of Dance Afriege often discussed the problems of
African dance we experienced within the educatigstesn. She was a strong supporter of my
work, and encouraged me to continue giving presient It is always gratifying to hear and be
encouraged from the sisterhood.

| did also receive encouraging words from a few rnimetne field. There was a time when
an authority in the field did not respond to mydes of inquiry, and | had to use a man to corral
the attention of the authority figure. This was tase in Ghana when | wanted Professor Nketia
to know of my work | told Professor Opoku and hstincted me to send the material to him, and
he would forward it to Professor Nketia. He assumeel that | would have a response from
Professor Nketia and within a short period of timbad my response. Today, Professor Nketia
is a strong supporter of my work. On the Frencle sitiAfrica, | received words of acclaim for
my work from Maurice Sonar Senghor who immediatetpught it to the attention of the
musical director of Senegal who responded enthtisidly. As | said when | addressed dance, |
was welcomed. But, when | addressed African muisieas often a struggle to get men to listen.

The Future of African Dancein Academia

What | envision for the future of African danceacademia is the complete revamping of
the art form, by first reuniting it with its musi@ance in Africa does not exist without some
form of music, and the two must be studied togetfibe O.A.U. suggested that my work be
adapted and installed in schools throughout theircemt of Africa. This definitely needs to be
implemented. This industry also needs to be supdonith a textbook. My work has given
African music the scientific basis it formerly lak Now, it needs to be disseminated
throughout the continent. A university, or somenfosf educational institution dedicated to the
preservation of African music and dance, needs doestablished in several areas on the
continent of Africa. To establish archives of weitt African music and dance, Africans,
themselves, must bear the lion share of this uakie, as they are the task force to capture this
music from the villages. Black/African Studies Depgents outside Africa will have to reform
themselves so they can reclaim African dance fromside departments such as anthropology,
sociology, behavioral studies, folklore, diaspdradges and weight loss programs, to cite a few.

| recall conversations | had with Dr. Margaret Meslden she told me that | should be
steadfast and not switch to anthropology or sogwlbecause my work in African music and

dance had to be the foundation upon which to bislde added that my work was seminal,
providing the foundation from which music and danild flourish.
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Doctorate of Arts Program

It was the primary focus in my mind that my work wla give the field stability by
providing the scientific basis it formerly lackedy work would enable African music and dance
to stand on its own strength, leading to a Mastand doctoral degree in the area of specialty.
Dr. Mead’s words encouraged me to work towardsdbé.

In the late seventies and early eighties, Profe€gmku would establish a program of
African dance that led to a Master’s degree at SUBbtate University of New York) Brockport,
New York. The program was well received wherein ghedents participated in off-campus
performances. In the early eighties, | coordinagaogram around them including an exhibit of
my work including African instruments, different Kie cloths, and other prints and jewelry
designed by Dr. Selina Ahoklui of Ghana. It wasdhal Adelphi University, New York. This
was a time of reunion, as we all knew each otl@nfworking in Ghana and in the U.S.

Unfortunately, when Professor Opoku retired, thesterds program in African dance,
ceased to exist. This causes me to reflect onntieedisciplinary factors involved in creating a
successful program that leads to a master’s oodalctiegree in the field of African music and
dance. As Dr. Mead said, my work should be the dation of this endeavor. African music and
dance in Africa functions as an interdisciplinanituTo have a program in African music and
dance that functions successfully outside Afritanust function as an interdisciplinary unit not
as a sub-set of an alien or foreign discipline.

| am reminded of the Doctorate of Arts degree thais originally created as an
alternative to the doctor of philosophy, and doatbreducation degrees. The Doctor of Arts
program was originally conceived to prepare colleggchers. This is a critical issue in training
of educators as lecturers in college as they apprtge material from an entirely different point
of view. Speaking as one who has taught on botbldevhere is quite a difference between
teaching in college and high school.

In the late sixties, Carnegie Mellon Institute beda offer the Doctorate of Arts degree
in mathematics, history, English and fine artanif memory serves me faithfully, the Doctorate
of Arts program came to NYU in the early seven{its71), but it was applied to Jazz music, a
sub-set, in which the university had some knowledye point is it should have been offered in
African music and dance. But, NYU did not have &ngpwledge in this area, nor was there a
“jury of one’s peers” in this area so they could assess work in this area. It infuriates me that
they chose to do nothing when they could have hstdoag program leading to the Master’s and
doctoral degree in the interdisciplinary field dfri@an music and dance.
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While in college, | was faced with the responsipibf developing curriculum, designing
courses and writing a text; | created a coursetudysspecifically designed for master’'s and
doctoral degrees in African music and dance basdth® interdisciplinary nature of the field, as
it exists in Africa. This is the last chapter weitt in my autobiographyNo Longer An Oral
Tradition: My Journey Through Percussion Notation, which was published in July 2010. The
last chapter is predicated upon the publication textbook Greenotation: Manuscripts of
African Music and Dance, as the syllabus for this once barren field of gfuathd what | believe
needs to be done to give this field of specialeyrécognition it righteously deserves. This would
bring unity to a field that is still in chaos walog in the pathology of self- limiting neglect. It
has been over forty-one years and African musicdamdte is still basically an oral tradition.

African dance should be housed under the DepartwieAfrican Studies, but it should
be housed as an integrated art form wherein theedsnnot separated from the music. It should
no longer be an oral tradition, but should haveatioh as the source of written documentation.
Any subject that is not supported by a textbookas considered a valid course in academia.
There should be courses that lead to the masted slactoral degrees exemplifying the intrinsic
value of the art form African music and dance, a®t dusted off sub-set of another discipline.

There should be a textbook that defines the musicthe movements, so every student
can read and define the music and movement wittsdinee clarity that a dictionary defines its
words. In this manner, every teacher and studelhithave an equal opportunity to experience
African music and dance for its intrinsic valuedarot experience African movement and music
as a rehashed sub-set of another discipline. hégbthe majority of African music and dances in
the bush not in colonial structured classes. Fromerperiences, traditional African dance, as
performed in the bush, is linear and uniform. Bygt, there is greater spontaneity. When the
drummer signals, “make a turn,” all the dancers.tihere is no signal to tell half of the dancers
to turn, and the other half not to turn. Nor isréha signal “for canons,” “rounds,” “peel-off,” or
“symmetrical and asymmetrical” positions. All okede are part of the theatrical format that must
be staged and injected into the dance presenttatigive it the theatrical format to be effectively
presented on a stage.

At present, there exists a plethora of people ddhegr own thing under the broad
category of “West African Dance,” African peoplande throughout Africa, not only in West
Africa. In actuality, West African Dance is the #itecal repertoire of the brilliant Maurice Sonar
Senghor who studied all aspects of the theatecreigted and gave the world African dance as a
theatrical format in 1952 in France. Mr. Senghos t@ his credit the Ballet National of Keita
Fodeba, and the National Dance Company of Senbdatn there was a federation between
Senegal and Mali, he created the National EnsewibMali. When he was director of Theatre
National Daniel Sorano, he created the Lyric Endepibramatic Troupe, and the Second Ballet
Company of Senegal. In my opinion, out of all tegdnds | worked with in this area, Maurice
Senghor was the most successful in presenting akfrdances from the bush to the proscenium
arch stage. He was born into a prominent familyg, lais uncle was the first president of Senegal,
which gave him greater mobility than others.
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| reiterate, New York was introduced to African damas a theatrical presentation of
Senghor’s brilliance in October 1971 with the prenperformance at the Brooklyn Academy of
Music. He revolutionized African dance in a singlErformance. Today, dance departments are
fewer in number than they were in 1970, while Adncdance is increasing on campuses and
Sabar, as a dance form, has surpassed the studgdsfrn and ballet. Unfortunately, interest in
African dance is not accruing from a standpoinh@fantage, but from a pseudo interpretation of
the repertoire of Senghor that focuses on the cmsndf Senegal, Guinea and Mali.

Recapitulation

| have addressed a number of the points statdeeinall for papers. | have identified why
African dance is surprisingly not part of Black &its Departments throughout the nation.

* In the beginning, when courses on African dancesViiest offered, they were spanking
new courses with few qualified personal to teaehdburses.

* Faculty searches were sketchy because they dichanat the expertise to be able to
conduct adequate searches.

* As the courses were new, African Studies or Blatkdi®s Departments had not been
developed.

* Creating Institutes of African Studies was the gagt way to initiate headquarters for
the new subject matters.

» Institutes cannot offer courses on their own, bann ask existing departments to host
courses on behalf of the African Studies Institute.

* With the exception of Dr. Roscoe C. Brown, Jr.parfer Tuskegee Airman, there were
virtually no holders of the doctoral degree thatnh familiar with in this new area of
study. By the time African Studies/ Black Studl@spartments were established, the
courses were well entrenched in outside departmamisnever retrieved by Black or
African Studies Departments.

* In general, African music and dance were sepam@tddaught individually. There were a
few exceptions to this, namely my classes and thsses at NYU organized by Dr.
Roscoe Brown with me as the faculty search pergdéa.brought in a musician from
Africa to teach the classes  and he taught thearamgl dance as conterminous parts of
the whole.

* A pedagogical style to teach Africans/Black danceswever truly developed by the
majority of faculty members how had to play “catgh”

* African dance was, and still is largely, an oraldition without written text or guidance.
Without a written textbook, people were free totbeir own thing and what was most
popular or flamboyant “ruled.” Therefore, the te¥vest African Dance developed.
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The term West African Dance covers dances frome&an Guinea and Mali of West
Africa. Essentially, the single thread between ¢h#wee countries is Maurice Sonar
Senghor, who as Africa’s first theater directoragfally staged the dances of these three
countries beginning with the Ballet of Keita Fodebd 953 in Paris; the creation of the
National Ballet of Senegal. When there was a fedération between Senegal and Mali,
he created the National Ensemble of Mali.

» According to the Map of Dance Regions of Africaething from Cameron to Senegal
(commonly referred to as the Black Coast Regidmgre are five distinctive classes of
movement styles from Nigeria to Senegal with a neindd subdivisions therein.

» Although African dance has surpassed other formdanoice as a course of study and is
enjoyed worldwide, it is Sabar, the national daoicBenegal that rules this territory.

* What is thwarting the advancement of African daraea viable course in academia, is
the lack of written text, a way of writing thesendas so everyone who reads them will
define the movements with the same clarity as &odiary defines its words.

» Also, the greatest hindrance is the lack of musatality on the part of the dancer and
dance teachers.

» There is no one technique that can define Africamcd from all the regions of Africa as
dance is based on the music, which is based olarigeiage.

* Hip-Hop, Modern, Jazz, Tap and Black dance all falitside the two principle

classifications of African dance and have to bat&ré as such.

The presence of racism and the presence of whigeesiacy in the world of dance is a
topic that is too broad in scope for this paperonf my experiences and the experiences of
others who grew up in the same time period, we wateally excluded from the world of
dance. To dance on the Broadway stage was an iieflidiream to many of us. Because of our
color, not our skills, we could not become a Rotekas it was said that we would spoil the color
line.

In conferences when | would make a presentatiay, thied their best to uproot me when
they learned that | could notate African drum muS$icey would interrupt my presentation with
trivia. Finally, one of the professors stood up &id them to “shut up.” The professor added, in
his opinion, | had the best presentation in thfe@mce and that he had paid to hear me and not
them. The next day | saw the agitators in the &adl they told me “you are good, we could not
throw you off your topic.” | responded that | thaudhe purpose of the conference was to share
knowledge. | let them know that | did not appreeiahat they tried to do.

There are a number of Caucasians who believeftitasinot ballet or modern, then it is
not dance. At first, Caucasians did not want amgho do with African dance, but today they
are in schools both here and in Africa studyingiddn dance. | do not wish to paint all
Caucasians with the same broad stroke of the pastibbut some come into class and try to tell
the teacher how he should teach the course.
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| reiterate to elaborate on this subject would taklew encyclopedias and still not thoroughly
explain this attitude. As a pioneer in the postigig of the Civil Rights Act Movement that
brought African Studies into the curriculum, andnigeinvolved in music and dance all my life;
and as the creator of Greenotation, a novel syftemriting African music and aligning it with
the corresponding dance movements, | have addreisesd issues from experience of having
lived, worked, studied and researched these ewasnisey occurred. The majority of my training
is first hand, not tertiary. | conclude that | kakad the distinct privilege of working with a
number of the founders and legends of the postallocultural awakening movement
throughout Africa from Tanzania to Senegal.

A Few Closing Words

In conclusion, | state that the sixties was a vibknd chaotic decade that brought many
changes, particularly in education. Black undergatel students, on a nationwide basis, called
for courses that were relevant to them. After yearprotesting, “sit-ins” and a five-month
strike, the first Black Studies Department was t@@at San Francisco State University in 1969.
Courses therein included history, politics, literat religion and sociology.

The east coast was a little behind the west coastatters Black and African. In fact the
movement started in California and eventually wdrke way to New York. In 1969 | became
the first person to teach African Dance in BrookBmollege, a facility without an African Studies
Department. Most of the courses in Black/Africarudi¢s programs were taught on the
undergraduate level. This left the graduate leaetdn. At NYU, | was able to introduce African
dance on the graduate level by bringing in a pexsyn directly from Africa, to teach. The
students benefited widely from this experiencehay tearned to play the instruments as well as
dance. Therefore, it is my informed opinion thas tls the best way to teach African dance. All
schools, colleges, and universities should adleetieis format.

Almost two decades later, in 1988, Temple Univgr&stablished a Department of
African Studies that led to the doctoral degreehatWabout the people who were caught up in
between? By the mid-seventies, a number of us aepeoaching middle age and our concern
turned to secure jobs that were pensionable. Thbses who followed job security are now
retired. Those, who did not, are now over sevemgry old struggling to earn a living. They
often come to New York City in search of a “gig.e&use they were caught up in between, they
purchased doctoral degrees from paper mills, sac¢tilaUniversity.

It seems to me that Temple University needs toroffisican dance with music and
notation that leads to the doctoral degree. Coflegech as the CUNY and SUNY complexes
need to offer these courses too. | began a progathe University of Ghana to teach the
students to write Ghanaian dances on the compalign it with Greenotation, and to create an
archive of notated scores of African music and daiicwas very well received, but the job is
not finished.
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In the eighties, | collaborated with Mr. Senghocteate an Academy of Performing Arts
in Dakar, Senegal. The hub of this facility woul@ lhe teaching of Greenotation and
Labanotation. The Senegalese musicians welcomedppertunity to become certified in these
programs. A few of Senegal’s leading musicians r&sthto me that in spite of their talent and
skills, some European institutes often asked foittewr documentation of their skills. This
program received the attention of universal orgatons for funding. It is unfortunate that the
Senegalese government did not follow through. Sa&leeg living in New York who realized the
value of the program, rallied to put the progranskoan track. Sadly, the leader of this group,
who worked for the United Nations, was killed osigament in Africa. This was a devastating
loss to us. The situation in a number of Africanbies that were once free of conflict, are now
besieged with sporadic clashes of violence or cbefat.

The situation of African music and dance becomerereleaguered as time goes by. It
has reached the point where it may coax me outtoement. Hopefully, | will be able to ask a
few friends who have the qualifications, to join $@ we can accomplish this in the shortest
amount of time. With all the technology that is italale today, once the initial training and
certification is established, subsequent sessionklde done through distant learning. | am only
one person and | cannot be in more than one ptaad¢ime. | would like to see the realization of
my vision of a performing arts academy as parthef CUNY and SUNY complexes as well as
other schools, colleges and universities throughioitnation, in concert with African schools,
colleges and universities throughout the continesit as the (O.A.U.) Organization of African
Unity, recommended upon reviewing my work. This Vdobe the fulfilment of my dream, a
dream that the ancestors chose me to do.

lwo la fi s’agba
lwo la fi s’agba
lwo la fe se

B’eni kan se kandu, kandu, kandu
Iwo la fi se

You have been elected as the leader
You have been elected as the leader
You are the chosen one.

In spite of rivalry and opposition
You are the chosen one.

*kkkk
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The voice of the ancestors speaks through the driihesdrums have spoken. They have chosen
me. And | answered the “call of the drums”. The estors called me to return to Africa to
transfer African music and dance into written doeuts.
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