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Abstract 
 
The aim of this research is to find out more about traditional music in Gambian society, to get 
a wider view of the tradition and what is happening to traditional music in a modern society. 
Furthermore, I want to find out if the informers consider that the traditional music is fading 
away from the society and if, in that case, any actions are being taken to preserve the 
tradition. The research question is: How do the traditional masters in the Gambia consider 
the role of traditional musicians in a modern society?  
 
The research method consists of making observations at Maali‟s Music School and in the 
E.C.C.O cultural camps in Njawara and Berefet, and interviews with traditional masters of 
different tribes.  
 

The results of the interviews show that the informers consider that the traditional music is 
„fading away‟ from the society, that the role of traditional music in the society is changing and 
that there is no great support or protection for traditional music in the Gambia. 
Documentation of the music and interviews made by researchers from abroad often ends up 
in Europe and is seldom returned back to the informers. With regard to things that could be 
done to keep traditional music alive, the informers give the examples of building schools for 
teaching the tradition, teaching traditional songs in the ordinary schools and finding places 
for traditional masters to gather, where they can discuss, teach and play together.  
 
 
 
 

Sammanfattning 
 
Mitt mål med den här undersökningen är att få veta mer om traditionsmusiken i det 
Gambiska samhället, att få en övergripande syn på traditionen och på vad som händer med 
den traditionella musiken i ett modernt samhälle. Vidare vill jag få reda på om informanterna 
anser att den traditionella musiken tynar bort från samhället och, om så är fallet, om 
någonting görs för att bevara traditionen. Forskningsfrågan lyder: Hur ser de traditionella 
mästarna i Gambia på rollen som traditionella musiker i ett modernt samhälle? 
 
Metoden innehåller observationer på Maali‟s Music School, på E.C.C.O cultural camps i 
Njawara och Berefet, och intervjuer med traditionella mästare från olika stammar. 
 
Resultaten av intervjuerna visar att informanterna anser att: Den traditionella musiken 
försvinner bort från samhället. Traditionsmusikens roll i samhället ändras, och att det inte 
finns något stort stöd eller skydd, i Gambia, för traditionsmusiken. Nedtecknad information 
från intervjuer och dokumentationer av musiken gjorda av forskare från utlandet hamnar 
oftast i Europa, men skickas sällan tillbaka till dem som givit informationen. Angående vad 
som kan göras för att behålla traditionsmusiken så föreslår informanterna att man skulle 
kunna bygga skolor där man lär ut traditionen, och att lära ut traditionella sånger i vanliga 
skolan och att ordna ställen där traditionella mästare kan samlas och diskutera, förmedla och 
sprida sin kunskap och spela tillsammans. 
 
 
 
 
 

Keywords:  Gambia, Traditional music, Oral tradition, Oral Historians, Jali, Griot 
 

Sökord: Gambia, Traditionell musik, Oral tradition, Jali, Griot  



 4 

Contents 
 
 
 
Abstract ___________________________________________________________        _ 3 
 
Preface __________________________________________________________        ___ 6 
 
Introduction ______________________________________________________          __ 7 
 
1 Background ____________________________________________________       ____ 8 

1.1Facts about the Gambia __________________________________       __ 8 
1.2.1 Definitions of folk music, traditional music _____________       ___ 8 
1.2.2 Definitions of oral historians, oral tradition, Jali, Griot _____     ___ 9 

1.3.1 Handing down the tradition through generations _____                   ____ 9 
1.3.2 The traditional master‟s role in society ______________           __ 10 

 
2 The research question _____________________________________________      __ 10 
 
3 Method ___________________________________________________________     _ 11 

3.1 Documentation _______________________________________    ____ 11 
3.1.1 Interviews ____________________________________    _____ 11 
3.1.2 Interviews with Jali Alagi Mbye _______________________   __ 12 
3.1.3 The main questions I asked the informers ____________    ____ 12 
3.1.4 Observations ____________________________________   ___ 13 
3.1.5 Information that is not documented __________________   ____ 13 

3.2 Cultural aspects during the process of the research _____________    __13 
3.2.1 A community addicted to the memory of people ______    _ ____ 14 
3.2.2 The outsider‟s way of asking questions _______________   ____ 14 
3.2.3 The insider‟s way of answering the questions ____________   __ 14 

3.3 Difficulties ______________________________________________  __ 15 
 3.4 Presentation of the informers ____________________________ ___      16 
 
4 Results ___________________________________________________________ ___ 19 

4.1 Parts of an interview with Jali Alagi Mbye_________________________ 19 
4.2 Summary (with comments) _____________________________  ______ 20 

4.2.1 Summary of the interviews with Jali Alagi Mbye _______       ____21 
4.2.2 Summary of the informers‟ answers to the main questions (with    
         comments) ___                                                                           __ 26 

 
5 Conclusions __________________________________________________________ 32 

5.1 Conclusions from the interviews with Jali Alagi Mbye ____________     _ 33 
5.1.1 The rapid dying out of traditional music _________                   __ 33 
5.1.2 Reasons why something should be done for  

 traditional music ______________________________      _____ 34 
5.1.3 What has been done for traditional music __                               _ 34 
5.1.4 What can be done for traditional music ____                             __ 34 

5.2 Conclusions from the main questions _________________________ __ 35 
5.2.1 The rapid dying out of traditional music ________                     __ 35 
5.2.2 Reasons why something should be done for  

traditional music ______________________________________  36 
5.2.3 What has been done for traditional music __                               _ 36 
5.2.4 What can be done for traditional music _____                         ___ 37 

  



 5 

6 Discussion ________________________________________________________        38 
6.1 Approaching another culture________________________________       38 

6.1.1 Influenced by West African culture_________________           _   38 
6.1.2 Perspectives in reporting the material __________________     _ 40 
6.1.3 The questions and the meaning of the answers__________   ___ 40 

6.2 Handling the material___________________________________      ___ 41 
6.3 Discussing the conclusions ________________________________  ___ 42 

6.3.1 New perspectives on the „old rules‟____________________   ___ 42 
6.3.2 To preserve or to develop?__________________________   ___ 43 
6.3.3 Searching for the truth______________________________    __ 44 

6.4 For future research_____________________________________     ___ 44 
6.4.1 Reflections concerning future research________________    ___ 44 

 
References ________________________________________________________           46 
 
Wordlist ___________________________________________________________   _     47 
  
Appendix     1 Information from interviews with Jali Alagi Mbye 

2 Information from the main questions 
 

 

         
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



 6 

Preface 
 
It started when I was seven years old, my interest in the Gambia. I was a pupil at 
Håkantorpsskolan, an elementary school in Västerås. This school cooperated with an 
organisation on a project to build schools in the Gambia. Every year some of our teachers 
went to the Gambia, and with them we sent school materials to the students there. When our 
teachers came back they told us about life in the Gambia, showing us photos and they 
brought things like groundnuts, small bananas and juju-necklaces. All my classmates had a 
pen-friend at the school in Ndemban. In our classroom we built a small model of a Gambian 
village and we learned about how daily life could be in another part of the world. It started 
there... and I was thinking to myself; ”When I grow up, before the day I die, I will go to the 
Gambia.” And my dream to one day get to visit this country that I had heard so much about, 
came true four years ago…  
 
My first trip to the Gambia was in January-February 2003.  
I was among the students in a group from Musikhögskolan Ingesund and Örebro 
Musikhögskola who were going to the Gambia for 3 1/2 weeks to study the traditional music 
through the organisation E.C.C.O. (Education through Communication and Culture 
Organisation). E.C.C.O. is a non-governmental organisation interested in the promotion and 
preservation of local cultures. We got the opportunity to study four different traditions of the 
tribes Wolof, Mandinka, Susu and Fula.  After this first meeting with this tradition and culture, 
I was eager to go back there, to learn more.   
 
I made my second trip to the Gambia in June-July 2003.  
That time, during the rainy season, I stayed for six weeks in Njawara village. With great help 
from Alhagie Drammeh, who I met during my first stay in the country, I learned more about 
the culture and social structures. I contacted my teacher, Biran Saine, to have classes in 
Wolof drumming. He was very openhearted and he taught me about the music and the 
tradition. Thanks to my teachers in Njawara, music got a new dimension for me. I also got 
the impression that the traditional music in the Gambia was vulnerable in various ways.   
 
My third trip was in November 2003, ...and this time I stayed for two weeks. Back in Sweden 
I had heard of Alagi Mbye and his Maali‟s Music School, which is a school where young 
people can come to study their own culture and the traditions of different tribes, and at this 
time I had the opportunity to meet him. He invited me to follow his work the coming January-
February. That is the time of the year when the students at Musikhögskolan Ingesund work 
with practical work, getting experience of their occupation as music teachers in the future. I 
planned to do this practical work in the Gambia, so that I would also be able to do the 
research.  
 
My fourth trip was for six weeks in January-February 2004,  
...and this time I did the research consisting of observations and interviews concerning 
traditional music. I had heard from various sources that traditional music was in the process 
of „dying‟ in the Gambian society, and I wanted to know more about what was happening to 
the culture. By this time, during my stay, Alagi Mbye was working in Maali‟s Music School, 
teaching students in the Gambia, and in the E.C.C.O. teaching European students. I followed 
his work and he helped me to find, and to make interviews with, different traditional masters. 
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Introduction 
 
The fundamental reason why I started to do this research was that I thought that traditional 
music was in the process of dying out in Gambian society, as I had heard from various 
sources that this was the case, and I wanted to find out more about this and to understand 
how the traditional masters consider their role as traditional masters today. What is 
happening to traditional music and the musician‟s role in Gambian society today? What are 
the causes of changes in the tradition? Do the informers consider that traditional music is 
„dying‟, and if they do, what are their suggestions as to what can be done to prevent this?  
 
After my last trip to the Gambia one of my friends at home asked me: „Why is it of importance 
to preserve traditional music in the Gambia?‟ And during the last trip I asked myself: „Why am 
I, as an outsider of this culture, attached to do this music and tradition, and why do I feel that 
it is so important to do this research?‟ The answer is that, personally, since I experienced the 
meeting with this culture, and the way people in the Gambia live with music, I have found so 
much more of importance in music than I ever experienced before. (More about this is to be 
found in the Discussion part of this work.) I am still in a process with all the experiences. New 
things come to me still, and I want to continue approaching the West African music and 
tradition. Never before have I met people so convinced that „Music is worth it‟, as Jali Alagi 
Mbye very often expresses himself about music.  
Why I from the start got interested in doing this research was that I realized that in a society 
where the tradition is changing, some people are struggling to keep their tradition. Some 
consider that this tradition is „dying‟, and there seems to be nothing to protect this music.  

 
Limitation: 
From all the collected material, I had to select a few things to use in this work in order to 
make it more focused and not too broad, with too many subjects. I have therefore left out 
various subjects. Among the collected material I have chosen the interviews with Alagi Mbye, 
Biran Saine, Alhagi Sirif Jeobate, Wondifa Jaowara, and Karamoko Kombasa, since these 
are the interviews that contain answers to each of the main questions for this work.  
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1. Background 
 

1.1 Facts about the Gambia 
 
The Gambia is a small country in West Africa. It is surrounded by Senegal on all sides, 
except on the Atlantic coast. The Gambia was colonized by Britain and gained its 
independence on February 18, 1965. 
Full name: Republic of The Gambia 
Area: 11,300 sq km 
Population: 1.4 million 
People: Mandinka (42%), Fula (18%), Wolof (16%), Jola (10%), Serahuli (9%), other African 
(4%), non-Gambian (1%) 
Religion: Muslim (90%), Christian (9%), indigenous beliefs (1%) 
Government: republic under multiparty democratic rule 
Major Industries: Processing peanuts, fish and hides; tourism; beverages; agricultural 
machinery assembly, woodworking, metalworking; clothing 
 
 

1.2.1 Definitions of folk music, traditional music 
 
The pioneers of collecting folk music searched for folk music in the lower social strata, where 
they intended to find „the music of the people‟ or „the soul of the people‟. Folk 
music/traditional music is often defined as music that has been passed on through 
generations by ear, and is closely connected to an ethnic group, a tradition in a certain region 
or nation.  
 

The idea that folk music is closely associated with a people, a nation, or a culture 
has long been widely accepted. In some languages, the words for “folk music” 
and “national music” are the same.  
(Nettl, 1973, p.7) 

 
With folk music I refer to a music tradition that is significant for an ethnic group, in 
contrast to e.g. classical music, which has always been more international. Folk 
music has also primarily been passed on through generations by ear. 
(Uddholm, M. 2003, p. 15. Translation by Mia Larson) 

 
There are definitions of folk music as a national phenomenon, and there are also definitions of 
folk music as a certain genre or style. Dan Lundberg and Gunnar Ternhag discuss the 
concept of folk music in the book Folk Music in Sweden: 
 

„Basically the definition of folk music has gone from a social categorisation to a 
matter of style. (...) We identify folk music as a style with certain characteristics.‟  
(Lundberg, Ternhag, 1996, p.14.Translation by Mia Larson) 

 
Uddholm points at „the industrialised world‟ as societies where the definition of folk music as a 
„genre‟ is more common.  

 
(...) In Sweden, as in the rest of the industrialised world, folk music has primarily 
become a genre.  
(Uddholm, M. 2003, p. 15. Translation by Mia Larson) 

 
When folk music is part of a living tradition in everyday life, it will probably be defined as 
music closely associated with a people, a nation, or a culture rather than a genre. But 
listening to folk music through media or concerts without feeling it as a tradition in everyday 
life, folk music would rather be defined as a genre.    
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As the expressions „folk music‟ and „traditional music‟ are hard to separate as they are very 
closely related, I have chosen to use the term traditional music in this work. This was also 
the expression mostly used by the traditional musicians that I interviewed. With the term 
traditional music I will refer to the music that the traditional musicians of the Gambia have 
learned from their parents and their teachers, and that according to the tradition it is their 
duty to pass down to their own children.  
 
 

1.2.2 Definitions of oral tradition, oral historians, Jali, Griot 
 
Nettl describes the term „oral tradition‟ as an active learning, where the person who is 
learning the tradition listens to and watches the person who is the „teacher‟ or „performer‟ of 
the tradition. 
 

To say that a culture has oral tradition means simply that its music (like its 
stories, proverbs, riddles, methods of arts and crafts, and, indeed, all its folklore) 
is passed on by word of mouth. Songs are learned by hearing; instrumentmaking 
and playing are learned by watching. 
(Nettl.1973, p.3-4) 

 
In a culture where a tradition is documented and written down, the information is 
preserved in a way where people can find the information years later, even when 
the information is not still in the living memory of the people. In a culture where 
the tradtition is not written down, or documented in other ways, other methods 
are used to remember the culture. Nettl describes the ways that music is able to 
last through generations in a non-literate culture:  

 
(...) in a folk or nonliterate culture, or even in a sophisticated culture without 
musical notation, a song must be sung, remembered, and taught by one 
generation to the next. If this does not happen, it dies and is lost forever.  
(Nettl.1973, p.3-4) 

 
In a society where the music is not documented, but learned at the moment of 
hearing/performing, the music will be more vulnerable to if people of one generation are 
interested or not interested in the music. As long as people are interested in learning the 
music, the music will be active in their memory, as there will also be active performers of the 
music. If the interest in the traditional music is gone, the tradition will be lost. 
 
The West African expressions of the term oral historians: 
 

The Oral Historians are known today as Griots. The Mandinka call them Jali, 
Wolof Gewel and Serer Gawolweh. 

(Sonko-Godwin, 2000, p.19) 

 
 

1.3.1 Handing down the tradition through generations  
 
As mentioned in 1.2.1 (Definitions of folk music, traditional music), traditional music has been 
passed on through generations by ear. In the Gambia there is a tradition with the traditional 
masters of handing down, not only the music, but also the stories and the tradition and the 
role of a traditional master (Griot/Jali) to their own children.  
 

Every Griot was attached to a noble or freeborn family especially the peasants. 
These Griots were handed down from one generation to the other.  
(Sonko-Godwin, 2000, p.19)  
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It was the duty of the griots to pass their knowledge and the traditions down to 
their children, who in turn had to pass them down to their own children, who in 
turn had to pass them down to their own children. This obligation was binding 
and in this way they had over the years, not only helped to preserve but helped 
us to know some of the history of Senegambia Region. 
(Sonko-Godwin, 2000, p.21)  

 
When it is the duty of oral historians in West African society to pass down their knowledge to 
their children, according to the tradition, the music will be present. As the Sonko-Godwin 
quotation, „It was the duty of the griots to pass their knowledge and the traditions down to 
their children‟ ,is written in the past tense, the question is: Do the traditional masters of today 
still consider that it is their duty to hand down the tradition to their children?  
 
 

1.3.2 The traditional master‟s role in society 
 
For this research I collected material mostly from informers from the Mandinka and Wolof 
traditions. The following quotations will describe the traditional master‟s role in West African 
society: 
 

The oral historians were keepers of the societies‟ history. The oral historians 
even today, are praise singers, and musicians singing the praises of their patrons 
to whom they were attached and reciting history to the accompaniment of the 
Kora, a twenty-one stringed instrument used by the Mandinka; much smaller than 
the kora and used by the Wolof was the five-stringed halam and the one-stringed 
rite or reeti of the Fula and Tukulor. These instruments are still used by the griots 
when reciting history or entertaining.                      
(Sonko-Godwin, 2000, p.19) 

 
Jalis are: 
*The collective memory of the society 
*The cement of the society 
*Peacemakers 
*Wandering libraries 
*Mediators between people and their leaders 
*A news service 
*Entertainers, and; 
*”Musicians” (although this is not a Mandinka term) 
(Saether, 2003, p.3) 

 
The term „musician‟ is used by the traditional masters as „someone who plays music‟. 
„Musician‟ does not cover all the profession of a Jali/Griot.  
 
 

2. The research question 
 
The aim of this research is to get a wider view of the tradition and how the traditional music is 
affected in a modern society. Furthermore, I want to find out if the informers consider that the 
traditional music is fading away from the society, and in that case if any actions are being 
taken to preserve the tradition, and if they think that anything can be done to help that 
preservation.  
 

The research question is:  
How do the traditional masters in the Gambia consider the role of traditional musicians in a 
modern society?  
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I also give focus to the questions: 
„What do the traditional masters consider would be good ways to preserve the tradition?‟ „Do 
the traditional masters still consider that it is their duty to hand down the tradition to their 
children?   
  
 

3. Method 
 
With great help from Jali Alagi Mbye, who is the headmaster and founder of Maali‟s Music 
School, I have been able to find a great part of the material for this research. During the 
beginning of my stay in Jan-Feb –04 the main questions in this work started to come more 
clearly to me, after discussions with Alagi Mbye, where I got more information about the 
structure in the culture and the society. I have looked at the teaching of traditional music at 
Maali‟s Music School in Nema Kunku and in the E.C.C.O cultural camps in Njawara and 
Berefet. For the interviews I have visited traditional masters of different tribes in their homes. 
 
The research is a qualitative study, where I have worked with documented observations and 
written material from interviews.  

 
The aim of qualitative studies is to acquire different and deeper knowledge than 
the fragmentized knowledge that is often obtained when we use quantitative 
methods. The ambition is to try to understand and analyze entireties. 
(Patel & Davidson, 1994, p.100 Translation by Jeanne Sturmhoefel) 

 
The written material was huge it took me a long time to navigate through it to try to 
find and to define patterns in the material. As I started the research in January 
2004 I have been working with the material from time to time for four years, and I 
have given this work time for the process of interpreting the material.   

 
Qualitative processing is also often characterized by the person who carries out 
the work. 
(Patel & Davidson, 1994, p.100 Translation by Jeanne Sturmhoefel) 

 
I have made my interpretations of the documented material with the information given by the 
informers and with the impressions gathered during my stay in the Gambia. The material is 
therefore affected by my way of interpreting the whole. 
 
 

3.1 Documentation 
 
The equipment I took to make documentations was a Hi-8 video camera, an MD recorder 
and a small cassette recorder. I was able to make copies of the interviews from the MD 
recorder to the cassette recorder, so that I was able to give the informers cassette copies of 
the interviews. 
 
 

3.1.1 Interviews 
 
I was already in contact with various traditional masters that I got the opportunity to meet 
during my first visit to the Gambia. My aim was to ask traditional masters of different tribes to 
help me to get to know more about the role of the traditional masters and the traditional 
music in the society. I had been in contact with Eva Saether, senior lecturer in music and 
society (at Malmö Academy of Music), who helped me to get in touch with Alagi Mbye. I met 
Alagi over a cup of coffee at a restaurant in Banjul, and we had a discussion where I 
explained my plans for the research and my intentions with it, and I also asked for his help.  
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I was very happy that he was positive to my suggestion, and he told me what he could do to 
help get the information and the facts that I needed for this research. Jali Alagi Mbye made it 
possible for me to meet traditional masters that I would never have met without his help. We 
went to two different villages in the countryside to visit Jali Wondifa Jaowara and Jali Alagi 
Sirif Jeobate, both born Mandinka.  
 
I made interviews with Jali Alagi Mbye (Mandinka), Biran Saine (Wolof), Kara Moko 
Kombasa (Susu), Suleman Jallo (Fula), Jali Wondifa Jaowara (Mandinka) and Jali Alagi Sirif 
Jeobate (Mandinka) .I also made an interview with Ebou Njie (from the Wolof village 
Njawara), who works at the radio station in Kerewan. 
 
During the interviews with Jali Wondifa Jaowara and Jali Alagi Sirif Jeobate, Jali Alagi Mbye 
helped me by interpreting my questions from English to Mandinka. The recorded 
documentation was in Mandinka. Afterwards Jali Alagi Mbye helped me by translating the 
recordings from Mandinka into English, and I wrote it down.  
 
 

3.1.2 Interviews with Jali Alagi Mbye 
 
These interviews are different from the interviews I made with the other informers. Since I 
was following Alagi‟s work, we had many discussions at different times, and I have put 
together the material from different interviews with Alagi Mbye, not only from the main 
questions that I asked the informers, since we had lots of time to discuss, and many different 
discussions concerning different subjects came up along the way.  
Some of the informers I met only for a few hours, and those informers were asked the main 
questions. This made me make two different parts in the presentation of the results: one part 
concerning interviews/conversations with Alagi Mbye, the other concerning the main 
questions that I asked various traditional masters. 
 
At every interview I gave the informer information that I was doing this research through my 
school and that it would be open for anyone to read. I asked the informers if they permitted 
me to use all the information they were giving, and present it in my thesis. All of the informers 
agreed to this. 
 
 

3.1.3 The main questions I asked the informers    
 
-Who taught you the music, and also how? 
-What is the musician‟s role in the village/your society? 
-How important is music in your society? 
-Do you know any female musicians? 
-Do you teach your own children traditional music? 
-Did/do you teach any others traditional music? 
-Do your children go to school? 
-What is your greatest wish for your children as a future occupation? 
-Do you believe that your children would have a good future as traditional musicians? 
-Have you experienced support for traditional music from politicians? 
-Do you think that traditional music is fading away from your society?  
 In that case, why? 
-What can be done to keep the traditional music in your society? 
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3.1.4 Observations 
 
I visited traditional masters in their homes. 
 
I visited Alagi Mbye‟s school Maali‟s Music School in Nema Kunku, where I experienced 
different classes and met the teachers and the students. At that time I got the opportunity to 
listen to kora singing and drum classes. 
 
In Njawara (Wolof village) I visited the cultural camp of E.C.C.O. and observed  the training 
where different groups of students from Europe were given classes in traditional music 
(Wolof, Mandinka, Fula and Susu). 
 
I also made a trip to the village Berefet (Mandinka village), where E.C.C.O. has the other 
camp where groups from Europe come for training, like in Njawara.  
 
 

3.1.5 Information that is not documented 
 
Some information is not easy to present in this research. There are things that were said in 
facial expressions and body language, and also things that were mentioned in discussions 
and daily chatting, which are not recorded or documented in order to be part of the results.  
 
 

3.2 Cultural aspects during the process of the research 
 
During my meetings with the traditional masters and my encounter with West African culture 
many interesting aspects came up along the way. Since I was referring to my own culture 
when I started the research, I soon came to see that the material would absolutely be a result 
of a meeting between cultures. That, as a researcher, in order to be closer to the essence of 
the material, I would have to be as open as possible to the culture I was approaching and not 
be stuck in references from my own culture too extensively.  
 
I tried to find a way to express the fact that as a researcher I am meeting another culture 
than my own, without expressing the two cultures as “I” and “they”, or “us” and “them”. When 
the reader is from a western society he or she refers to his or her own culture; when the 
reader is from a West African society he or she refers to his or her culture. 
 

The concepts of ‟emics‟ and ‟etics‟ have been developed and debated in 
anthropology for many years. For example, Pike, Harris and Headland published 
their landmark book entitled Emics and Etics: The Insider/Outsider Debate in 
1990. This book defines the background of the concepts and describes how they 
have been used. Briefly, the „emic‟ and the „etic‟ represent two contrasting 
descriptions of a phenomenon. The „etic‟ description is the outsider‟s or the 
researcher‟s perspective, which assumes concepts, categories and discourses 
from the researcher‟s own culture. The „emic‟ description, on the other hand, is 
the one given by the members of a culture themselves. The categories, concepts 
and discourses might not all be the same, or even mutually understandable. 
(Saether, 2003, p. 40) 

 

In meeting each other I assume that both persons will be inspired or affected by something in 
the other, and I want to demonstrate what happened along the way in the meeting of 
cultures. I have chosen to use the expressions insider / outsider of a culture in this research, 
as a tool for the reader to follow the putting forward of these aspects. 
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3.2.1 A community addicted to the memory of people 
 
As an outsider I found it quite difficult to navigate in a community addicted to the memory of 
the people, a community that is not based on literary tradition. During my stay in the Gambia 
I experienced the words said, by anyone, as seeming to be of great importance, whether the 
things said were true or false. Like in the spreading of rumours, the words said had a great 
power/value.    
 
 

3.2.2 The outsider‟s way of asking questions    
 
One example from my main questions in the interviews is where I use the term „musicians‟ 
concerning the traditional masters, but I soon realized that a Jali or Griot never uses this term 
to describe the whole contents of his profession. As an insider of any culture you are familiar 
with the hidden meanings and implications (and insinuations) in daily speaking. As an 
outsider approaching another culture than your own, you will find much interesting work to 
learn how to distinguish what is hidden between the lines, to find „the answer behind the 
answer‟. I realized that I formulated the main questions put to the informers referring to my 
own culture.  
 

Mantle Hood (1971), who has written about field methods, often describes it as 
the art of avoiding the question. Behind this description lies the understanding 
that in meetings between cultures, it is often impossible to put direct questions, 
as the outsider has great difficulties in knowing what would be relevant questions 
to the interviewee. 
(Saether, 2003, p. 67)  

 
I soon realized that my way of asking the questions was quite different than if they had been 
asked by an insider of  West African society. When I was in Njawara with the group from 
Ingesund and Örebro, the big question among us students was „where is the first beat?‟ while 
we were trying to learn and understand the Wolof drumming.  
 

It is only after long field periods including developing bi-musicality (Saether, 
1993) and participating observation that it is possible to fully comprehend what 
categorisations would bear meaning. A typical example is the question to the 
West African drummer: „Where is the first beat?‟ By playing with and studying 
from drum masters, the outsider will realise that the ´first beat‟ does not exist as a 
concept in West African musical thinking. 
(Saether, 2003, p. 67)  

 
The way I was asking my questions sometimes created a reaction from the informers that 
was unexpected by me. I often got long answers in the form of stories, even though I 
expected to get a short answer, straight to the point, as I probably would have got if making 
an interview at home. It made me realize that: „This is not the common way to put the 
questions here‟. I tried to understand how to put my questions in a good way without causing 
any misunderstandings, even though misunderstandings also give very interesting aspects.  
 
 

3.2.3 The insider‟s way of answering the questions 
 
The researcher puts the microphone on and starts with her first question, ready with pen and 
paper. The traditional master starts to tell her a long story, and after a short while the 
researcher stops writing and just listens. A very long story comes after every question of the 
interview, and also a lot of chatting comes up, and the interview starts to look like a 
discussion. The paper on the table still contains the 13 main questions, and the start of a 
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written documentation of the first story. The rest is in the chatting between the researcher 
and the informer, and of course in the recording.   
 
The answer I got out of one question was often a very long description, and many things 
were said in these answers. Out of that, many things were said „hidden between the lines‟.  
 
At some points I think that some of the information I got was sometimes the answer that the 
informer thought that I wanted to hear, because I could sometimes get different answers 
concerning the same subject. Some of my questions may have been concerning sensitive 
subjects?  
 

The art of not asking the question is also important for other reasons. In a 
fieldwork, sooner or later the „yes man‟ will appear – the one who is always ready 
to provide an answer even when he or she is not able to provide a sensible 
response. The „yes man‟ has his strategic reasons for wanting to be close to the 
researcher. For example, it could strengthen his or her positions in the local 
community and it could give him money or other advantages. To Hood (1971), 
the art of not asking the question is essential. When the researcher understands 
the significance of this concept, the answers will come in the form of stories, 
sometimes at the most unexpected moments. 
(Saether, 2003, p. 67)  

 
I have spent much time sorting out the meaning of all the information while making a 
summary of the answers. When I look back I realize that I have been given an answer in 
many different ways and at different times. It looks like the informer gave me the answer at 
the right moment for me to receive it and understand it. This is something that I have had 
described to me by two of the informers, and I feel as if the informer takes the role of a 
teacher and that I get the role of the student.   
 
 

3.3 Difficulties 
 
Since some of the interviews were translated from the recordings after the time when the 
interviews took place, I was not able to ask follow up questions directly attached to the given 
answers. However, without my asking for it, Alagi Mbye put in some questions there, during 
the interviews, and that has been a great help and it shows how experienced he is, both as 
an informer and also as a researcher.  
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3.4 Presentation of the informers 

 
Jali Alagi Mbye 
Mandinka 
Interviewed in: Njawara and Nema Kunku 
Headmaster and founder of Maali‟s Music School 
He also teaches at his school. 

 

 
Alagi at Maali‟s Music School 
 

 
Biran Saine 
Wolof 
Interviewed in: Njawara 
Biran is working through E.C.C.O, teaching students from abroad. 

 

 
Biran shows me how to make the drum 
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Jali Wondifa Jaowara  
Mandinka 
Interviewed in: Salikenje 

 

 
Jali Wondifa Jaowara outside his house in Salikenje 

 
 
 
 
Jali Alhagi Sirif Jeobate 
Mandinka 
Interviewed in: 
Banne 

         Jali Alhagi Sirif Jeobate in his house together with Jali Alagi  
                                                    M‟bye and the kora 
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Karamoko Kombasa 
Susu 
Interviewed in: Njawara 

 

 
Here we can see Karamoko to the left 

 
 
The informer‟s children 
 
During my visit to “Maali‟s Music Scool” (Alagi Mbye‟s school in Nema Kunku) I met Alagi‟s 
sons, who played the kora, and one of his daughters, who also played the kora, sang and 
danced. At his home I met his son Buba (around the age of 6), who played the kora. He 
played so nicely that I was deeply moved. I also met Biran Saine‟s sons during my stay, at 
different times, in Njawara. They played the sabarr (Wolof drumming) and danced. To me it 
was a great experience to meet young children that were so close to music. Biran‟s youngest 
son, „Daddy‟, could hardly reach up to play the drum, but he played it! 
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4. Results 
 
Since the collected information from all the interviews is a huge material I have summarized 
the information from the interviews in a short version in Appendix 1 and  
Appendix 2, which gives the interested reader access to more information.  
From Appendix 1 and Appendix 2 I have chosen information that I consider brings out the 
essential meaning of the answers, to present as the results of the interviews. 
 
4.1 contains parts of an interview with Jali Alagi Mbye, in a more coherent text.  
4.2.1 and 4.2.2 show the summary of the results from the main questions, where I have 
quoted from Appendix 1 and Appendix 2. 
In 5.1 and 5.2 the conclusions are presented.   
 

4.1 Parts of an interview with Jali Alagi Mbye 
 
In this part Alagi gives us information concerning the rapid dying out of traditional music, the 
causes of this and some of his ideas of solutions to preserve the music in the society 
 
…I have been travelling all over the country in the Gambia here and I was very sad how I am 
seeing the rapid dying of the traditional music. I can name you some villages in the country.  
Villages that are well known for traditional music, singing, playing, dancing and other cultural 
activities. For example, in the upper river division, around Mbasse area, a village called 
Boraba. Boraba is one of the well-known Jali-stations. Lot of traditional music. Even the 
children were singing. I went there. There was NO kora in the village. It was only one kora. 
The guy playing this kora was Mauretu. A white woman from Swiss, who was here to study 
the kora from him, and they falling in love, and this woman took him AWAY, and the kora is 
totally dead in Boraba. Tough the women there are still singing, but the women from a little 
bit earlier ages are singing. Those women also are not teaching their children.  
From Boraba I went to Bansang. Bansang – One of the BEST kora players is from Bansang. 
He travol to Maali, and he had children in Maali. He‟s name is Sediki Jeobate. Sediki son is 
Tumann Jeobate, who has been playing in Sweden. Tummane is living in Mali. A VERY good 
kora player! But Sediki left for Mali, but he was from a big Jalifamily – a big Jalihome. In that 
best place of music – there is no kora.  
From there I went to Kerewan Djumbokono. When I came there I was nearly crying… Before, 
it has been heavy kora-players in that village. But no… It was ME who start to build koras in 
that village – to return the kora to that village in there homes. Only 2 or 3 of them playing. 
And they don‟t have any kora, and they CANNOT build the kora themselves. I was sad, I 
went to Bansang, I bought skin, calabass, and I working whole day and night – just to see the 
kora in that homes.  
From there I went to Basse. In my research, with Eva Saether, if you read the book. We went 
to Mbasse to meet the two Kanuteh brothers who are heavy historians and they have 52 
children in the compound. In this compound we were doing the conclusion of the research in 
that compound, whereby they were giving us ENOUGH even for the book. But when  the 
interview goes on, and the chatting went on, it is like they trusted me – like a master. They 
were even scared that I know things they don‟t know,  and they gave me a masterstick. A 
professor masterstick, as a trusted professor of the tradition.  
Within these 52 children there is none of that children who knows what the kora is. One of 
the brothers is playing the kora. I pray to god he can live long – cause if he dye now, the kora 
is totally dead in that home.  
These are things that made me, not just thinking of what is happening to the traditional 
music, but to take step of action to be able to try and play my role and do my part of 
defending the music and the tradition from dying. That‟s why the idea of Maali‟s music came 
to my head. ”What can I do to stop this?” and I said; ”Maybe I have to BREAK into some of 
the traditional rules – to be able to do what I want to do. Breaking into the traditional rules, 
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and NONE Jali, somebody who is not a Jali is not allowed to touch the kora! Somebody who 
is not a Jali is not allowed to touch the Balaphone. Women are not playing kora. That is why I 
try to talk to my colleague Eva Saether, to help me to get my research trip financed. Eva was 
so strong, and it is possible for us together with Anders Ahlin, this technician from Malmö 
Conservatory. They came down and we went back to these stations I told you, to see if what 
I have said is true. And this was what was happening.  
I went there with my questions, and Eva came with her questions. Within this I was asking 
them WHY a woman cannot play the kora, and they were very, very frankly to me, and they 
said to me; ”This is just a practical thing that started, and it continued like that, but it is not 
forbidden.” I said; ”WHY can‟t children who are not Jali‟s touch the kora?” They said ”Well, 
Africa has been organized, in a form that everybody respect each other in what they do. WE 
are the musicians, and the people we are playing for should respect us and our instruments, 
but if not, it‟s just instrument.” Questions like that were razed in this research, and the end of 
these questions, the rest was just, I was just playing, some songs that will pull them on the 
right track to talk to me what I am looking for. After this I start to talk to good friends, people 
with great ideas – never mind you are a tubab or Gambian or Malian. I talk to many people. 
How to start a school. African music in a classroom is not very usual. But I try, and now… 
Some good people are ready to pay for children, to come, to that school and learn music and 
culture. But the motives behind the Maali‟s Music School, the idea is to defend the culture 
from dying. To put the children to a concentration.  
Children here are spoiled in lack of concentration and after ordinary schools they have 
notting more to do. They just go around playing. Some of them, if they move to higher 
schools their parents cannot pay for them, they drop out of school and start smoking, 
Marijuana. Start talking bad of governments, and then they start bad things. Some end up in 
jails, some go to beach sides, bumsing the tourists or steeling from them or doing all kinds of 
crazy things. So that place is there to put the children in a concentration where they can have 
a good home to enjoy themselves, and to learn something from this home. 
And the other idea is; Colonialisation is finished in the Africa. And STILL in our schools we 
are singing COLONIAL songs. Children don‟t even know their songs. Some of them know it, 
but the teachers, teaching them, don‟t know their songs. Because, for example, a foreign 
teacher from Sierra Leone or Ghana or Nigeria is teaching in this country, would prefer 
teaching children his culture than the culture of the Gambia. I try to get link with primary 
school‟s to be able to take the children from Mali‟s music school to primary school and sing 
there so that the other children know some songs from them. 
 
What I want to add is; I‟m not tired. I will NEVER be tired. And I will never give up. And I 
know my colleagues are good musicians, all over the world, will help to see this traditional 
music surviving in ALL corners of the world. And also… I am also advising my colleagues, 
teachers to be able to join hands and help and teach, educate the children, and also; like the 
camp here… These ideas are on the way, so that after all these courses of the white people 
here, they can also be able to teach their children here, because It‟s no need even to come 
to Gambia to learn the djembe. It‟s no need. All the good djembe-players are in Sweden, 
Norway, Denmark, Finland, they are all over the world. All the good musicians are going 
away from us, so it‟s high time for us to start educating children to bring up more musicians, 
more traditional musicians to come up. 
   
 

4.2 Summary (with comments) 
 
The two sections of this chapter are „Summary of the interviews with Jali Alagi Mbye‟ and 
„Summary of the informers‟ answers to the main questions (with comments)‟, with references 
to Appendix 1 and Appendix 2. 
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4.2.1 Summary of the interviews with Jali Alagi Mbye 
 
This is a summary of the information from interviews, taking place at different times, with 
Alagi Mbye. The quotations mostly refer to Appendix 1, but one part refers to Appendix 2.    
 

The lack of teaching in the Jali homes 
 
Alagi Mbye says that it is common that Jalis send their children to school, and that they do 
not force their children to learn music (App.1:1). He also considers that: “…School cannot 
prevent you from doing your culture.” (App.1:2) “It‟s just the parents and the fathers who are 
a bit lazy of teaching them, because you can see a big kora home today and there will be no 
kora in this home. (…) And they always force them to go to school.” (App.1:3)  
 
Concerning why some Jalis send their children to school and do not teach them music at the 
same time, Alagi Mbye considers that: some of them think that “…children might get better 
work if they go to school, because the music now, people are not very much interested in 
traditional music.” (App.1:4) And to that he adds: “(…) I think they should be able to teach the 
children, but this is the way they think. “The children might have good job.” “I want my child to 
become a minister.” “(…)they force them to concentrate on that, instead of their culture.” 
(App.1:6) 
 
"Three out of 100 kora players, for example, can build a kora now." (App.1:64)  
 

Musicians that go to Europe 
 
I ask Alagi Mbye if it is common that young musicians want to go to Europe, and he answers 
that: “(…) Not only the musicians. MANY youngsters in Gambia here. They think that they 
can find better life in Europe. (…)” (App.1:7) Alagi Mbye also adds that:  
“In the end, some of them end up musicians in Europe even, while they have not even 
studied music here.” (App.1:8)  
 
Concerning „rappers‟, this comes up in our discussions at different times since Alagi Mbye 
claims that rapping is very popular in their society and that American culture is promoted on 
television while traditional music gets no room (App. 1:38-41), I ask Alagi: “Do you think it‟s 
because of some dream of going to Europe?”, and he answers that: ”That is one part of it. 
Showing themselves to become popular and be able to get chance to go to Europe.” 
(App.1:46) “One is they feel like they are the Gambi-Americans or adapted to another culture 
of the planet.” (App.1:47) “But the MAIN thing is – Everybody is hunting to go out, to get 
better life abroad. (…)” (App.1:48) But Mbye also adds that: ”We cannot say that rapping is 
not good. But rapping should not kill the traditional music. (…) They should be treated 
equally, if they cannot put the traditional music on top of it. If they cannot do that, but they 
should be treated equally on the television and the air.” (App.1:49) 
 
When I ask if it is common that musicians go abroad to stay for some time, and then come 
back to the Gambia and live on their music, Alagi Mbye‟s answer is: ”THOSE are musicians 
who have studied their culture in their home, and then they have respect for it. Many of those 
kind will never live in Europe. They just go there for work and then they come back. (…) 
(App.1:11) Alagi Mbye says that the contracts abroad are good financially (App.1:11), and 
also that it‟s a good opportunity to meet other musicians and to see other places. (App. 1:12) 
Alagi Mbye describes his own situation like this: “…I‟ve been travelling for eleven years, 
between Gambia and Scandinavia and other countries, but I never think of living in Europe. 
(Laughing) Because I‟m here. If they need me, to do work with them, they send me the ticket 
and I go to the consulate to get my visa and go there. And I have never even overstayed in 
any country. I want to come home. I know my culture and I know I can survive from it HERE.” 
(App.1:13) 
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Politics and protection of the music 
 
I ask Alagi “Why is there nothing to protect the music?” 
The first thing Alagi Mbye mentions is the politicians:” Politicians they should have done a lot 
for the music and the protection of the music. Because they are now representing the old 
kings that have protected this music. Kings that have been having respect for these 
musicians. Taking care of them, clothing them, feeding them. Just to keep them AND their 
music in the society and the ROLE they play in the society.” (App.1:14) “Now things have 
changed to politics (...) and the society is changing with the children of these Jalis. So they 
should also be adapted to this society, by building schools where they can teach the 
traditional music.” (App.1:15) Alagi Mbye goes on to say that: “(…) …they have a cultural 
department in this Gambia for a long time. This has been the Youth‟s Sports and Culture. 
That was the time they join sports and the culture in the same department. And they use this 
name to get funds outside.” (App.1:17) “When these funds come it‟s only used in sports. Not 
culture. It‟s only used in football.” (App.1:18) Mbye goes on to describe an occasion where 
the traditional music was represented: ”So the department of culture is still there (…) the 
present president, in the country. He‟s trying and doing his best to organize a culture festival 
in his home in Kandinlai. Where a lot of cultural people meet there for one week to play 
cultures.” (App.1:19) Alagi considers that this is an occasion where the cultural department 
would be useful to look for artists to work for the country. “So, but they‟re just there and after 
the festival they wait for next year‟s festival.” (App.1:21) 
 
Concerning the lack of protection of the music Alagi Mbye describes an example, that I 
experienced myself during my stay in The Gambia. ”If you walk on the streets. You are 
seeing people with bunches of cassettes, selling them. These are cassettes from musicians 
who don‟t even know those people! They are just collecting them from places and copying 
them, recording them and selling it and these musicians are getting NOTHING from this.” 
(App.1:50) 
 

Sponsoring organisations and corruption 
 
Sponsored projects that failed because of corruption is a subject that comes up during one of 
the interviews and Alagi Mbye emphasizes that: 
”Black man and white people, we have a lot of children together now. (laughing) We have 
very mixed up now. So I think, from my point of view, is colonization, children between us 
can KILL the colonisation inside us.” (App.1:25) Alagi considers that the people that are 
leading projects should be working together with the people of the country where the project 
takes place, to try to establish the project in times of corruption.  
“But they should look very much upon projects that they are sponsoring in the African world. 
Looked into very, very, very much. If you listen to news it‟s ALWAYS projects failed and 
corruption and people following it now, and let them not wait until the project is all failed with 
corruption. Let them work with them! And see that “This is the right, that is, because music 
union has been said over and over in the Gambia, but it cannot be established still.” 
(App.1:26) 
 
During the time before my last visit in The Gambia I contacted different organisations in 
Sweden to find out if there was any sponsoring concerning the traditional music in West 
Africa. The answers I got from different organisations was that there was no sponsoring for 
traditional music in West Africa, but some of them were promoting the traditional music in 
South Africa. I discussed this with Alagi Mbye, and this is the information he gave through 
the discussion: ”Sponsoring South Africa, is very good instead of sponsoring West Africa!” 
(App.1:30)  
Alagi Mbye is a member of ISME (International Society of Music and Education), and he 
describes one situation that he experienced when he went to South Africa through ISME. In 
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this description he points at the differences between a performance by a professor from 
Ghana and a performance by a professor from Zimbabwe. “(…)we are there to present the 
problems of the music in the region you come from. He don‟t even know what is Ghana 
music. He was presenting on the old pianos. And this one (the professor from Zimbabwe) 
was presenting on the Mbira and the marimba. Singing and dancing.” (App.1:30)  
“This is why most of the donors they look into projects before they put their money. And 
South Africa is the well-known African area of culture who are still insisting and trying to 
protect their culture. They have unions of protection of traditional music. They have 
departments of music where ONLY music is taught. There is a children‟s choir from a school 
that comes to this festival.” (App.1:31) “I have never seen a children‟s choir in Gambia or 
Ghana.” (App.1:32) 
 

Traditional music and the media 
 
Concerning traditional music in the media I ask Alagi Mbye: “Who decides what is on the 
television?” And he gives this information: ”These are the television people who are the 
editors and the journalists there. Who are just, they don‟t even know what the traditional 
music and they think it‟s not worth it. (...) They say: “Eee.. Things have changed. Yes. The 
world is changing, because the rapping is popular.” And kill their music for rapping.” 
(App.1:38) ”In the local radio they have special programmes, very little programmes for 
traditional music. The way they use traditional music is: If they do the news, before the other 
news they have 10 min. or 15 min. and they play one traditional song. This is all.” (App.1:42)  
“We have only one television station. And traditional music has THIS (shows me with his 
fingers) little in this. They have a special Saturday programme, which is only rapping they do, 
in this television station is ONLY rapping.” (App.1:29) 
Alagi Mbye describes the Senegalese Radio where they have special programmes with 
traditional music only (App.1:43), and he goes on to say: “(…)They should help us. Give 
chance to the traditional music in the air also. People can be hearing it over and over. And be 
used to their own music. But nowadays people are not even used to their music.” (App.1:43) 
He says that the country people who need the music don‟t have high thoughts about him 
staying in Banjul (the main city). “(…)”He should come and play for us! Why is he in Banjul? 
Nothing is in Banjul.” (…) They want me to go home” (App.1:44) “So people should, if they 
are hearing what‟s in the air, the radio station and the television. They will be happy. This is 
what they know and this is what they understand.” (App.1:45) 
 

The traditional music and ordinary schools 
 
Alagi Mbye describes the contents of music classes in ordinary schools like this: 
”When it comes to Friday singing they have one hour singing in the schools. The children are 
singing “Yippee ai ai”, “Bah, bah black sheep” and English songs. And they have their own 
songs, that the teachers don‟t know. The children don‟t know.” (App.1:56)“But the traditional 
musicians, and the traditional artists?, - no. And they are still in the Gambia. Let them hire 
them and go for the schools and teach the children.” (App.1:57) 
He considers that: “They can have one, two hours teaching of music in the school. But they 
are singing “Bah, bah, black sheep”, “Yippee ai ai” in our schools still! Because the teachers 
they even don‟t know their culture.(…)” (App.1:52) 
 

Reasons why there should be support for the traditional music 
 
From the information given by Alagi Mbye we can assume that his devotion and practical 
work for the traditional music to survive in the society originates in the fact that he considers 
traditional music very important and that it has a great value in many aspects. In one 
quotation from 4.1 Parts of one interview with Alagi Mbye, we can find an example of this: 
“I‟m not tired. I will NEVER be tired. And I will never give up. And I know my colleagues are 
good musicians, all over the world, will help to see this traditional music surviving in ALL 
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corners of the world. And also… I am also advising my colleagues, teachers to be able to join 
hands and help and teach, educate the children (…)” 
  
Concerning that Jalis send their children to school, but do not teach them the traditional 
music, Alagi Mbye considers that they are not thinking the right way. “ (…) Because people 
are surviving of this tradition and they themselves are using this traditional music. And they 
know how worth it is.” (App.1:5) 
 
As already mentioned in the part “Politics and protection of the music”,  
concerning the politicians and that they should have done a lot for the music, Alagi Mbye 
gives reasons why they should protect the traditional music. “ (…) Because they are now 
representing the old kings that have protected  this music. Kings that have been having 
respect for these musicians. Taking care of them, clothing them, feeding them. Just to keep 
them AND their music in the society and the ROLE they play in the society.” (App.1:14)  
 

Concerning what Alagi Mbye considers can be done for traditional music 
 
Concerning the Department of Sports and Culture this is Alagi Mbye‟s opinion:   
”(…) they should have a group that establishing the department that the musicians will see 
that the traditional music is worth it, and they establishing the department and where they 
can also apply to go and these people will be heading them to exchange of ideas for how to 
develop the culture and how to protect the traditional music!” (App.1:22) “And most, maybe 
most of them will come out with schools built, big concert halls that people can watch their 
traditional music.” (App.1:23) “A traditional festival every year, by inviting different traditional 
groups. Yes. Like the president does in Kandinlai. Not only in Kandinlai, but it could be done 
all over the country. ” (App.1:24) 
Concerning the traditional festival in Kandinlai, Alagi Mbye considers that: “This is a place 
where I think the cultural department is useful to be watching and look and hunt for artists 
who will be picked and working for the country. To represent this country, for teaching their 
children and to represent them outside this country for other festivals outside to PRESENT 
Gambian music in a beautiful manner.” (App.1:20) 
 
“And also, government can help by giving chance to the traditional music on the air.” 
(App.1:28) 
 
As already mentioned in the part “Sponsoring organisations and corruption”, Alagi Mbye  
mentions the importance of cooperation in times with corruption. “ (…)…and let them not wait 
until the project is all failed with corruption. Let them work with them! (…)” (App.1:26) 
 
”Another side also to protect that music is to have good people in the office, who will be the 
administration, between the donors and the department of music. Good administration. And 
this. Some of them should be musicians who will be fighting for the rights of the musicians, 
and the rights of the traditional music, to protect it.” (App.1:58) 
 
“If these donors want to sponsor West Africa, I think… They don‟t have to start directly with 
protecting the music. They have to start building a school where children can go and 
traditional teachers will be hired to teach their children. And EVERY year there will be a very 
big concert hall where people can watch, come and watch these children, what they have 
done in the tradition.” (App.1:34) “And then put the eyes of the politicians on what should be 
done.” (App.1:35) “And this children‟s group and the teachers  will be touring the whole 
country to show them that the culture is worth it. If they start with that.” (App.1:36) “Inside that 
recordings that will be done in this, can be released in Sweden to get the protection there, 
before they can establish. For example Sweden or England or anywhere, or any company 
that, before they establish a union, that will be in charge of traditional music.” (App.1:37)  
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“And I think they – the Jalis-  should be able to teach the children (…) (App.1:6) 
 
“(…) the protection they can do is to build schools where these traditional musicians will be 
hired to teach children, and might be these traditional musicians, if they see that there is a 
place built where they can teach other children, maybe they will be VERY much interested to 
bring their own children there also, so that the koras and the balaphones can go back home, 
in their homes again.” (App.1:16)”  
 
“If they want to protect it quickly and they don‟t have enough money to build schools. They 
can easily hire teachers that will be teaching in the ordinary schools. Like other lessons! Why 
teaching English and left your music behind!? There can be a teacher in a school where 
they, he be also teaching music.” (App.1:55) 
 
During the time when Alagi Mbye was helping me with the translation of the main question 
interviews he gave his opinion about traditional groups.  
"(…) TRADITIONAL GROUPS to play traditional music for the people instead of being 
interested in “groups" (with “groups” Alagi is referring to the groups playing non-traditional 
music) This will also help bringing musicians together.(App. 2:118) “The traditional music 
should not die. The traditional musicians should take a step by coming together so that they 
can be able to put the eyes of the politicians and the wealthy people on something important 
to develop.” (App. 2.119) “Musicians who are equipped who they think they are the best it‟s 
just impossible for the best musicians to be heard behind the amplifiers. Some jump with the 
kora and; “I‟m a musician” and they are popular.” (App.2:120) 
 
Concerning the „rappers‟, Alagi Mbye points at the possibility to build a bridge between 
rapping and the traditional music with this statement; 
“(…) IF there is a school where people are studying their traditional instruments. If they start 
rapping with Balaphones and the kora the American world will be surprised. They have not 
seen anything like that. They know nothing like that.” (App.1:40)  
 
I ask Alagi Mbye if he thinks that it is possible to create a library at Maali‟s Music School 
where recordings from all over the country are collected. A library where all people would 
have an opportunity to go there and listen to their traditional music. Concerning establishing 
a library he gives this vision: “Library of music should be established by the Gambian 
government even, for the whole Gambia, whereby people can go and listen, because they 
have a lot of recorded with the heavy masters and these libraries just in the radio, local radio 
station, whereby you don‟t even know where the library is. Some of these cassettes are very 
hard to listen to them.. They are old, and I don‟t know if they are kept good.” (App.1:60) “But 
for our school this is even what we need, and we have two things we need much. We want to 
have a library, a studio and a television screen and a television camera. Where we can go by 
ourselves for excursions, to meet masters and other children from the countryside. Video 
them, they sing, and bring them, and come and play it for other children to see it.” (App.1:61) 
“Also the library would be there for recording masters who people can come and listen to, 
their music and what they have said about us.” (App.1:62)  “This and to be able to have 
some people who can be writing computers and to write something like a booklet for every 
CD that is recorded there, to be able to attach it to it, so that you read something about what 
the master has said, if you come abroad, if you cannot speak Mandinka. These are 
possibilities that we are looking for in the future. (App.1:63) 
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4.2.2 Summary of the informers‟ answers to the main questions (with 
comments) 
 
In this part I have summarized the answers given by four different informers to each of the 
main questions. The quotations will not be presented with the informers‟ names (in this part). 
All the quotations will be referred to in Appendix 2 where the answers from all the informers 
can be found. There you will be able to see who gave the specific answers.  
Some answers that are given to one of the specific questions also contain information 
concerning what I am looking for with other questions.   
 
 

“Who taught you music, and also how?” 
 
In the answers to the part of the question concerning who was their teacher in traditional 
music, three of the informers gave the information that their first teacher in traditional music 
was their own father. (App. 2:6, 2:11, 2:15). Of these three informers one says that besides 
his father his teachers were his fathers, mothers and grandfathers. (App.2:1) One of the 
informers gives information about another teacher than his own father. (App.2:12)  
 
Concerning how they were taught music, one of the informers gives us a hint about how he 
learned when giving the information that his father made him a small drum when he was 
young (App. 2:4) and that his father started to teach him the big drums when he was about 6-
7 years old (App. 2:5), and that his father forced him to the music. (App. 2:6) 
One informer gives the information that he started learning kora from his father and that he 
completed his studies with Jali Seane Koyate (App. 2:11). In one of the interviews made in 
Mandinka Alagi Mbye asks the following questions concerning the way of teaching at the 
time when the student was staying with his teacher. 
“I was studying according to the rules of master. In the morning time, after breakfast he used 
to call on me to his house and give me a lesson. I used to practise this lesson for hours and 
hours, and I use to travel with him when he‟s travelling and I use to work for him. This is how 
it is until they realize how good you are, because kora is not an instrument that anyone can 
know everything about, but when they think you are good enough they can release you. They 
start with you with the traditional songs – nothing else but traditional songs. When you are 
good enough you can compose songs by yourself.” (App. 2:13)    
 

 
“What is the musician‟s role in the village/your society?” 
 
Concerning the musician‟s role in the village/society the informers give this information about 
what is included in the role: 
 
Wolof 
- To be a messenger to the villagers, on different occasions. Like a "telephone". (App.2:17) 
- Secondly: To make people aware that there is for example a meeting in the village.  
  (App.2:18) 
- If someone is getting married, the Griot will be a messenger between the lady and the  
  man and also their parents. (App.2:19) 
- Playing music (App.2:20) 
- Travel a lot (App.2:21) 
- Dealing with the culture and this generation. For everyone to remember the culture of  
  yesterday and today. (App.2:23) 
- „To say histories‟. (App.2:25) 
- It's the role of the Giriot to solve problems between people and please them until they will 
  cooperate again. (App.2:26) 
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Mandinka 
- FIRST OF ALL somebody to be thankful with people. What they do for him. (App.2:27) 
- SECOND to make peace between people and to end conflicts. (App.2:28) 
- In married Jali do the necessary communication between the families before marriage.  
  (App.2:29) 
- Also Jalis are entertainers and musicians. (App.2:30) 
- The Jalis are the people who are making people happy. (App.2:32) 
 
Mandinka 
First of all: To make people happy, 
To make peace between people, and to give thanks to people all the time – any small thing 
they did to you. And to narrate the history to the people and their ancestors, and to entertain 
them with it, so that the grandchildren will follow the good deeds of their ancestors.” 
(App.2:33) 
 
Susu 
- Entertainment and making people happy in the society. (App.2:34) 
- Music and artist can say what happened, and what is going to happen. (App.2:35)  
- Musicians can compose songs that people can pick up many useful things out of.  
 (App.2:36) 
 
As we can see here, there are not big differences concerning the role of a traditional master 
of different tribes. 
 
 

“How important is music in your society?” 

 
Concerning the importance of music is in society it's considered by the informers that: 
 
- The music is important because of history (App.2:37) 
- The Jalis are important in the marrying ceremonies. (App.2:38) 
- “The importance of the music started from the musician himself first. (If not important to  
   yourself - not important to people.) (App.2:39) 
- "A musician should look at the tradition as very important to him, so that from his home –  
  his children first will know that this is something very important, so that other people also 
  can see that this is something very important” (App.2:40) 
 
 

“Do you know any female musicians?” 
 
Since none of the informers were women I asked about female musicians. From the answers 
three of the informers also give us information about the ladies‟ role in the tradition. 
 
”Many, many I know.” (App. 2:44) 
 
“Yes I know, because my mother is a Jali and also a musician called Bintunding Jeobate, 
and women of the village will not be happy if she is not there singing and smiling. (App. 2:41) 
 
“I know many female musicians, and their roles are not the same. Some are singing, some 
are playing the Nee (…), or some are singing behind the kora. No female Jali is playing the 
kora." (App. 2:42) "I know some jali mussaus who are good singers. Men only play the kora, 
and the singing is hers. She is singing, the man is answering, yes, that is what happened in 
Mandinka. (…)" (App. 2:43) 
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 “In Africa here, the real, real, during our ancient peoples, ladies, they don‟t play drums. Man, 
they use to play drum. Drums is for man. Ladies is to sing, and to dance, and to clap. That‟s 
for ladies. (…)  (App. 2:45) Concerning how people look at the role nowadays he gives the 
example that he is playing a drum that only the elders used to play in his father‟s generation. 
(App. 2:45) What shows another example of this is when they were playing the drums in the 
village and I met his sister there playing the drum.   
 
 

“Do you teach your own children traditional music?” 
 
One of the informers has got young children. This is the information that he gives: “I have 
three sons, and what I pray to God is, I have a son whom you know that, if I get old, he will 
do my role. He will do my role. Although I will encourage them to go to school, but I REALLY 
like them to do the music. And all of them, I see that they really like music (…) They play 
music, every day. Playing the drums, dancing, doing other things, like how my father was 
treating me.” (App.2:48) “I take the drums, they play.. nice. I think, if they do that every day. 
Tomorrow they will know something to the music. And I always like to encourage them to the 
music also.” (App.2:50) 
 
One of the informers taught one of his children.  
“Only one of my children knows the kora and some stories.” (App.2:51) 
 
One of the informers did not teach any of his children. 
“I have not taught any of the children in kora. I sent all of them to school.” (App.2:52) 
 
One of the informers had taught his children, but stopped doing so.  
”I teach them sometimes but now I stop them, because if not they will not go to school. If the 
music goes inside them very much now they will not think of school anymore.” (App.2:53) 
This informer believes that his children can both go to school and have the music, and he 
emphasizes the importance of going to school, in this case to learn English. 
”(…) It‟s not that I‟m keeping them away from the music. They can do both. For example 
now, in this interview you can see, if you talk I can hear it, but I cannot speak myself. If they 
know something. Such things will be easier for them.” (App.2:54) 
 
 

“Did/do you teach any others traditional music?” 
 
Concerning if the informers ever did or do teach any others traditional music, two of the 
informers were asked, since I already knew that the other informers were teaching European 
students. 
 
One of the informers asked taught students who are not his children. (App.2:55) 
 
One of the informers asked gives the information that nobody was sent to him to be taught, 
(App.2:56) and that he works in the hospital. (His job gives him no time for the kora.) 
(App.2:57) 
 
 

“Do your children go to school?” 
 
Two of the informers were asked, since I knew that two of them had children too young to go 
to school. 
Both the informers‟ children go to school. (App.2:59, 2:61) 
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“What is your greatest wish for your children as a future occupation?” 
 
* One informer wants his children to go to school and to do music. As his own profession is 
music, and he didn‟t go to school himself, he can see the benefit of learning in school, to be 
able to read and write. About his children he says that: ”They born to the music”, and he 
wants his sons to go to school and to do music. (App.2:62-64) 
 
* One informer says that: “If it was me only – I want ALL my children to play the kora, and 
know the history”. He considers that going to school is important. (He didn‟t go to school 
himself.) His kora students are all surviving from the kora, and he considers that his sons can 
survive from the kora. (App.2:65)  
 
* One of the informers wants his children to have a good future, and he considers that with 
the education in school they can plan a good future “But I would be more happy if they have 
done the education together with the kora, so that they can do the translation to people who 
don‟t know the Mandinka. But with that education in school they can plan a good future. I 
don‟t know what they want to be. Police or doctor – I cannot decide for them.” 
(App.2:66) 
 
* One of the informers sees that the children will have great chance if they can study in 
school, so that they can communicate with the world and at the same time continue with the 
traditional music. He himself didn‟t go to school, and cannot speak English. He doesn‟t want 
this to happen to his children. (App.2:67-68) This is the same informer that taught his 
children sometimes, but stopped it, so that they can think of school. (App. 2:53) 
 
From these answers it can be seen that something has changed in the way of looking at the 
children‟s future. The informers were „forced to the music‟, due to the tradition of handing 
down knowledge through the generations. The children of today are not „forced to the music‟. 
The informers consider that the children will have to decide for themselves what they want to 
do in their future. (That can also be seen in App. 2:69-2:70, which is material from the 
answer to the question: “Do you believe that your children would have a good future as 
traditional musicians?”) This might be the cause that the traditional masters leave their „duty‟ 
to pass down their knowledge to their children.   
 
 

“Do you believe that your children would have a good future as traditional 
musicians?” 
 
All of the informers consider that their children would be able to have a good future as 
traditional musicians.   
 
* One of the informers says that; “Yeah.. If God bless, if they are trying. Because, you cannot 
see somebody, a small child, and say that; “This child will be this tomorrow.” (App. 2:69)  
“My wishes is, they learn, my wishes is, they do my professional, that is the music. But I don‟t 
know what God will create.” (App. 2:70). He believes that they would have a good future with 
the traditional music „if they are trying‟, which I assume means that he is not forcing his 
children to the music. 
 
* One of the informers says that; “Yes. I like it like that, that‟s why I try to convince my son to 
play, so if I die the music will still continue.” (App.2:72) From the information he gave in 
answer to an earlier question we can see that; ”No, they are not playing kora. The first son is 
a businessman, next to him is working for the police, but the one who is playing the kora is 
staying home, but he is also a driver.” (App.2:60)  
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* One of the informers considers that: “Yes, they can survive from traditional music, because 
me, before I was working at the hospital, I was surviving from the traditional music. And this 
is what I was doing to pay their school fees and all their needs until they grow up.” (App.2:74) 
This informer refers to the fact that he „was surviving from the traditional music‟, so his 
children would also be able to survive from it. 
 
* One of the informers says that; ”Yes. I think if they have done the music they can survive 
from it, because this is what I am surviving from and this is what I am paying their schools. 
(...) they can survive from the music.” (App.2:76) Here the „if they have done the music‟ is 
also pointing at that the children are not forced to the music. Like the informer above he is 
referring to the fact that he himself is surviving from his profession.  
 
 

“Have you experience support for traditional music from politicians?” 
 
All the informers consider that there is no support from politicians.  
 
* One of the informers gives the information that: “We have very good artists in Gambia. But 
the government, they don‟t have support for the artists.” (App.2:77) 
 
* One informer gives the information that: “We have no support from any politician…” 
(App.2:79), but he also gives the information that:  “...the present president was trying by 
organising big festivals at his village where other traditional musicians are invited from other 
countries to meet us and show what we know, and people can watch us. That is a very big 
support.” (App.2:80)  “The money we got there goes to our pockets, not for support for the 
whole thing. But I think his aim is to bring back the past things and the Jalis up. (…)” 
(App.2:81)  
 

* One of the informers gives this information: “No, I have never experienced any sponsoring 
from any politician for the traditional music. (App.2:82) ”If they support – that will be individual 
support.” (App.2:84) 
 
* One of the informers gives this information: “Politicians are just using musicians, but not 
supporting them, and the musicians is for everybody. (App.2:85) And he goes on to say: ”(…) 
the politicians want to support  musicians who are following them, playing them, gathering 
people for them and singing them and making them hear us. These are the people they look 
at to support. Not for support directly to the traditional music.” (App.2:86) 
 
From the last three examples we can see that if there is any support from  politicians it will be 
individually, not for traditional music in whole.  
 
 

“Do you think that traditional music is fading away from your society? In that 
case; why?” 
 
All of the informers consider that the music is „dying‟.  
This is the information they give on the subject: 
 
* One informer says that the traditional music is fading away in the society, and he gives 
what he considers is the reason for it: ”Many peoples use to say we are in last generation 
now. Because I can see that, me, how my father teach me to the music, I cannot do that to 
my son. Because me, my father beat me to the music. If I do something wrong, he beat me. 
But me, I don‟t do that to my son. I teach him, if he don‟t want to play, I apologize, till he 
understand. But not that I treat him as how my father treat me, to the music.” (App.2:89) “…In 
Africa many peoples they leave the music. That‟s why is destroyed. Because, many like us, 
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our parents has died. All our parents has died. It‟s only we, the youths. If I told we don‟t 
follow them to the music, the music will be mess. Yes, nobody will do music. … (App.2:90) 
When I go on to ask if he thinks that many musicians go abroad and stay abroad, and if the 
music is taken out of the country, he adds that: “…there are many peoples now in Africa, 
they use to go to abroad and destroy the music. Because they will see people starting doing 
music, and they cannot even play the correct music.(...)” (App.2:93) 
 
* One of the informers gives this information: “The traditional music is fading even in the 
Jali‟s homes it‟s dying, but there are other people interested in it, who are coming a LONG 
way to study it. It‟s the Tubabos (white men). Some tubabs (white men) are study in the 
instruments and some in the stories, and then it benefits them. Then it‟s dying in one part, 
and going to another place. …(App.2:97) “The Tubabs are thinking of something that will 
last.” (App.2:98)  
  
* One of the informers says that: “Yes, it‟s dying and dying in many ways.” (App.2:99) He 
considers one reason as: “First the Jalis are now interested in bands instead of singing 
individually.” (App.2:100) He gives an example from his own village: “Here in Salikenje it has 
been four strong traditional music compounds, but none of them are existing anymore.” 
(App.2:101) 
 
* One of the informers considers that: ”Yes, it‟s dying.” (App.2:104) ”…but the first reason is: 
The musicians should love each other (…) No matter a musician from Guinea or a musician 
from any other tribe: (…) Musicians should be able to meet together and share the ideas they 
have that will defend us from the killing of the tradition.” (App.2:105) 
 
 

“What can be done to keep the traditional music in your society?” 
 
* One of the informers considers that  “What can be done is:Always remember that culture is 
culture. Always, as you are planning for peoples to remember about culture. You will go to 
them, chatting with them about culture. The same time you play culture also, because, here 
you can play culture, you can play today, as I tell you: That we play culture, we play today. 
How we play culture today is different, but still we play culture. The villagers will know that 
this is real culture, they dance. We organize also a wrestling contest. This is wrestling. The 
drums also is real culture that was since ancient peoples. And till now we are doing that.” 
(App.2:106) He continues with information that also points at the reason why the music is 
„dying‟ and at the fact that things have changed in this generation: “...to encourage peoples 
now, about culture, I know is very hard. Because we are in a very, very hard generation. 
Peoples get changed, You‟ll talk, talk, talk, talk, peoples will not listen to you. Even your son 
now, to control him is a problem. This generation, you cannot beat. You cannot advise, he 
decides for himself. That‟s why, always, as a Griot, we have problem, talking with people, 
how to manage with people, How can you do – till people remember culture.” (App.2:107) 
“Sometimes we play concerts. Yes. Like these concerts, to remember the peoples about 
culture. Sometimes also, we sit, we see that the village is in a mess, we start showing culture 
to the villagers. They see that we‟re doing culture. You will see that if that will happen, people 
will think, people will not forget, culture. Yes, like that, But many peoples, they are leaving the 
culture now.” (App.2:108) 
 
* One of the informers says that: “To prevent this traditional music from dying we have to 
build up societies that we can teach and educate people who are interested in it.” 
(App.2:109)  
In the interview Jali Alagi Mbye goes on to ask:   
- “For example, here in this compound you are the only one playing. What can you do now to 
stop the kora dying in this compound?”, and the informer answers: 
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- “That is why I try to convince one of my children to play, so that the kora will not die totally 
here, but some of our children are interested in having a Tubab and do something else, and 
the Tubabs will never forget their tradition. Going to school cannot prevent you from doing 
your tradition, it makes it possible to write their stories also, that I cannot do. The best thing is 
to teach our children back to the tradition and advise them not only to think of having a 
Tubab. If you have a Tubab child, that child will not be interested in traditional music.” 
(App.2:110)  
Jali Alagi Mbye goes on to ask: 
- “There are many projects agriculture, IOGT (International Order of Good Templars) and 
many others that government are doing here, but what do you think about a school with 
culture also?” The informer considers that: 
- “This is a place where even me I can be a teacher there. This is a great prevention to help 
us stopping the cultural music to dying if the government can do that.” (App.2:111) 
 
* One of the informers considers that: “All we have to try is to pull our children back to the 
tradition – and teach them. Because in our time the first thing they make the child realize is: 
„This tradition is what you are born to. You belong to this tradition and you have to do it.‟ 
Other things comes next, but the first thing is our culture.” (App.2:112)  
“If we start with them by encourage them the same thing when they are young – then they 
will know something about it.” (App.2:113) 
“If leaders and wealthy people are helping us to build places for us where we can meet, 
discuss and teach the music. That would be a great defence. Places like that will not help 
only the children, but teachers themselves can learn from each other. Then the international 
world would be happy for us and maybe some join and helping us. These are places also 
where we can present different workshops like building a kora, like how a student is finished 
and released, and the ceremonies…” (App.2:114) “Still there are many kora players that 
cannot build the kora.” (App.2:115)  
 
This interview was made in Mandinka and the informer gave this answer addressed to Alagi 
Mbye: 
“The leaders can help us with equipment also, teaching materials so that we can also 
contribute to the development of the country. If we are well equipped and people like you, 
Alagi Mbye, are asked to select a group that will represent Gambia in traditional music – it 
would be a good one if we play in Salikenje here with that equipment people from other 
villages will know that there is something happening in Salikenje. (App.2:117) 
  
* One of the informers gives information about a group of people who call their group 
„Kambia‟, that is working with traditional music. This informer is a member of this group.  
"They (Kambia) are even trying to put people together, and this name of this ”Kambenka fo” 
which means come together as one. And every month they make a contribution of 25 Dalasis 
each. And this money they keep it to help others who have problems, so that they can stay 
with the music." (App.2:122) 
 
 

5 Conclusions 
 
In Part 5.1 the conclusions I have made from interviews with Jali Alagi Mbye are presented. 
In Part 5.2 the conclusions I have made from interviews with the four informers are 
presented. To show what I have found concerning if the informers consider that the 
traditional music is fading away from the society, if any actions are taken to preserve the 
tradition, if anything can be done to help that preservation, I have made the subheadings 
according to those questions. 
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5.1 Conclusions from the interviews with Jali Alagi Mbye  
 

5.1.1 The rapid dying out of traditional music 
 
- There is a rapid „dying‟ of traditional music – even in the villages that are well known  
  Jali-stations.  
- You can see a big kora-home today and there will be no kora in this home. 
- Very few kora players today know how to build the Kora.   
 
The lack of teaching in the jali homes 
- It is common that traditional masters do not teach their own children the traditional music. 
- It seems common that the traditional masters make their children concentrate on school 
   instead of culture.  
- There is a lack among the traditional masters of trying to give the children both school and     
   the traditional music.  
- It is common that the traditional masters consider that the child will be able to find a better  
  job, and it seems like people are not much interested in traditional music now. 
 
Musicians that go to Europe 
- Many practitioners of traditional music go abroad to stay there. 
- Most of the good musicians are leaving the country for Europe. 
- Many young people, among them musicians, think that they can find a better life in Europe 
  and this is why they are trying to get there. 
- Some people, even though they didn‟t study music in The Gambia, go to Europe and 
  become musicians there.  
 
 Politics and protection of the music 
- It seems like there is no support for traditional music from politicians. 
- At the cultural department for youth‟s sports and culture, sports have been supported 
  but not traditional music. 
- There is no protection for music in the country.  
 
Sponsoring organisations and corruption 
- The organisations sponsor South Africa, because it is a well known area of culture, but do 
  not sponsor West Africa.  
- Sponsored projects often fail because of corruption. 
 
Traditional music and the media 
- Traditional music is not represented on television. 
- On the radio  traditional music is presented to a very small extent compared to „rapping‟,  
  which is often presented.  
 
Traditional music and ordinary schools 
- There is a lack of traditional music in ordinary schools in the Gambia.  
- They teach the children English songs in school, but no traditional songs, and some 
   teachers are not familiar with the traditional songs of the Gambia, as  they are   
   sometimes from another country.  
 
The way people look at music in the country today 
- Rapping seems to be more popular than traditional music. 
- There seems to be a lack of interest in traditional music in the country. 
- Many traditional musicians are more interested in „groups‟ of modern music instead of 
  traditional music. 
- Youths consider that „rapping‟ may make them popular and will give them a chance to get 
  to Europe. 
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- People on the whole are not used to their traditional music like before.  
- The country people are still used to traditional music and still feel a „need‟ for it.   
 
 

5.1.2 Reasons why something should be done for traditional music 
 
- Politicians should do something to protect traditional music, since the politicians now  
  represent the old kings, who protected the music and had respect for the traditional  
  musicians. 
- Some people are surviving on the tradition and they know how valuable it is. 
 
 

5.1.3 What has been done for traditional music 
 
- In the research that Jali Alagi Mbye did together with Eva Saether they discussed the old 

rules (someone who is not a Jali is not allowed to touch the kora, women do not play the 
kora) with the traditional masters, and found ways to look at the rules that would open up 
for new possibilities in teaching  traditional music. This resulted in: 

  
- Maali‟s Music School, where children learn traditional music and the content of the tradition, 

no matter what their gender or if they were born Wolof, Mandinka, in a Jali-/Griot-family or 
not.   

 
- The present president of the country  organized a culture festival in Kandinlai where a lot of 

cultural people gathered for one week to play cultural music. 
 
- On the local radio, when they do the news, one traditional song is played.   
 
 

5.1.4 What can be done for traditional music 
 
Concerning what the traditional masters could do  
- The jails should be able to teach their children. 
- Traditional masters could both let their children go to school and teach them their culture.  
- The traditional musicians should take a step by coming together and making traditional 

group, so that they put the eyes of the politicians and the wealthy people on something 
important to develop. 

 
Concerning ordinary school 
- Hire traditional masters to teach traditional music in ordinary schools. 
 
Concerning schools of traditional music 
- Build schools for traditional music where the traditional masters could teach. 
- Be able to make recordings and documentations in the traditional music schools.  
- The teachers and the students could go for excursions, to meet masters and other children 
  from the countryside. There could be documentations and also presentations of material. 
- Work for protection of the recordings. 
 
Concerning ways to promote the appreciation of traditional music in society 
- Build concert halls where people can listen to their traditional music.  
- Children from a school of traditional music could show at the concert hall what they have 
  been working with about traditional music every year.  
- Have a cultural festival every year, with different traditional groups.  
- During a yearly cultural festival the cultural department could look for artists who will be 
  picked to work for the country, to represent Gambia ant the traditional music of Gambia at   
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  other festivals. 
- Teachers and children from the schools of traditional music could tour around the country.  
- Have programmes with traditional music on the radio. 
- Rapping and traditional music could be treated equally in the media. 
 
Concerning a department of culture 
- There could be an established department where people can exchange ideas on how to 
  develop the culture and the protection of  traditional music. 
- The department of sports and culture should have a group that will establish the 

department, so that musicians will see that the traditional music is worth it.  
- Some of the people in the office of the department should be musicians who will see to the 
  rights of  traditional music and protect it. 
 
Concerning protection of the music 
- Recordings could be made which could be released in Sweden, England or anywhere to try 
  to get protection there 
 
Concerning sponsoring projects 
- There should be good cooperation and good administration between donors and the 

department of music, and also good people in the office where some of them should be 
musicians. 

 
Concerning a library of music 
- A library of music should be established by the Gambian Government, for the whole of 

Gambia, where people can come and listen.  
- The work with the library could also include active work with making documentation of 
  recordings and information about the tradition. 
 
 

5.2 Conclusions from the main questions 

 

5.2.1 The rapid dying out of traditional music  
 
- All the informers consider that traditional music is dying, though one of them gives the 

perspective  that  the music is „dying in one part, and going to another place‟, abroad, as 
some people from a broad are interested in the music.  

 
Concerning traditional music in the Jali/Griot homes 
- Traditional music is even fading in the Jali homes. 
- Many kora players today cannot build the kora. 
- In villages known for traditional music where there used to be strong music compounds,  
  it can be seen that traditional music does not exist in those compounds anymore. 
 
Concerning „handing down the tradition‟ 
- There seems to be a lack among traditional masters of this generation of handing down the 

tradition to their own children.  
- The traditional masters wish that their children would want to follow the tradition, but they 

are not „forcing them‟ to it, as they were „forced‟ to it. 
 
Concerning the future occupation of the children of today 
- It seems like the traditional masters see it as the children‟s own responsibility to find out 
  what they want work with in the future. 
- Some jali-children in this generation are interested in „having a Tubab‟ and to do something 
  else than their tradition.  
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Concerning the way people look at traditional music today 

- It seems that some traditional masters find it hard to encourage people about the culture,  
  since people are not very interested in listening to it.   
- It seems common that many people leave traditional music these days.  
- It is considered that when people of the older generation die, the music lies in the hands of  
  today‟s traditional musicians, and if these will not continue with the tradition, traditional   
  music will die. 
- It is considered that Jalis are now interested in bands instead of singing individually. 
 
Concerning musicians that go to Europe 
- It seems that some people go abroad and start with music there, when they see the benefit 
  of the music, even if they didn‟t learn the music in the Gambia.   
 
Concerning that the tradition is going to another place 
- It is considered by one of the informers that; as the white men are interested in the tradition, 

it‟s dying in one part, and going to another place. 
 
Concerning politics and protection of the music 
- It seems that there is no protection for traditional music. If there is any support it is 

individual support for the artists, not for traditional music as a whole. 
 
 

5.2.2 Reasons why something should be done for traditional music 
 
A wish for the tradition to continue 
- The informers‟ wish is that their children will follow the tradition. 
- The informers consider that their children would have a good future as traditional 

musicians. 
 
Traditional music and storytelling 
- Traditional music and storytelling are important because of history, and are things that keep 

their history in the memory of the people. 
 
The importance of the role of a Jali/Griot in society 
- The role of the jali is to solve problems between people and to end conflicts. 
- To compose songs that people can pick up useful things from. 
- The role of a traditional master is important for everyone to remember the culture of 
  yesterday and today. 
- The role of a traditional master is considered important in ceremonies. 
 
 

5.2.3 What has been done for traditional music 
 
Concerning new aspects of the „old rules‟ 
- New aspects of the old „rules‟ have for example opened up for a woman to play the drum. 
- One informer considers that how he and his friends are playing culture today is different, 

but it is still culture. 
 
Concerning teaching other students than their own children 
- One of the informers taught another student than his own child (according to the tradition).  
 
Concerning the interest in this culture among white people 
- It is considered that white people study this traditional music and stories, and that they 

„think of something that will last‟. (“Then it is dying in one part and going to another place.”) 
- Two of the traditional masters teach European students traditional music. 
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Concerning practising traditional music 
- One of the informers gives information about a wrestling contest where they practise 

traditional drumming.  
- Another example is concerts given to remind people about the culture. 
- One of the informers is a member of a traditional group called “Kambia”. 
 
Concerning convincing children to play the music  
- Trying to convince one of my children to play, so that the kora will not totally die here. 
- One of the informers tries to convince his son to play. 
 
 

5.2.4 What can be done for traditional music 
 

Concerning what the traditional masters could do  
- Two informers consider that the best thing is to teach their own children back to the 

tradition.  
- Traditional musicians should be able to meet together and share the ideas they have that 

will defend us from the killing of the tradition. 
- One informer considers that the traditional master always should plan for how to make 

people remember about culture, chatting with them about culture, and also playing culture. 
 
Concerning going to ordinary school and following the tradition  
- It is considered that going to school should not prevent you from following your tradition. 

Going to school makes it possible to be able to write the traditional stories also.  
- Since the informers did not go to school they see it as a great possibility for the child to use 

what they learn in school together with following the tradition. 
 
Concerning schools of traditional music 
- One of the informers considers that if the government would build a school for culture, then 

that is a place where he could be a teacher, and that the school would be a great help to 
stop the traditional music from „dying‟.  

- One of the informers considers that if leaders and wealthy people would help by building 
places where the traditional masters can meet, discuss and teach the music, that would be 
a great defence. The teachers would be able to learn from each other, like how the students 
are finished and released, the ceremonies, to present different workshops, like how to build 
a kora. 

- The same informer goes on to say that the leaders could help with equipment and teaching 
materials and someone could be asked to select a group that will represent Gambia in 
traditional music, the group could play in e.g. Salikenje and people from other villages will 
know that there is something happening in Salikenje. 

- One informer considers that to prevent this traditional music from dying there should be 
societies formed for teaching and educating people who are interested in it. 
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6. Discussion 
 
 

6.1 Approaching another culture 
 
I found many interesting things in the meetings with the informers and by approaching West 
African culture. With my own illustration below I want to show my impression of what I 
believe is happening in a meeting between two people. 
 

 
 
As the insider and the outsider refer to their own culture they will express themselves 
according to their own „reality‟ (1. & 2.). Both will also get influences from the other, and 
probably they will do their best to find „a good way‟ to make themselves understood by the 
other, and try to fully understand the other.  
 
As the insider is at home, and in his/her ordinary situation of living, the new experience to 
him is the outsider who comes as a visitor, asking questions. As the outsider is a visitor in the 
insider‟s home, he/she will have new experiences of the insider, but also the surroundings 
and the culture he/she is approaching.  
 
The illustration shows that the result of the expressions and impressions do not bring a result 
of a constant fact that will be a „specific truth‟. There will always be as many different results 
as there are people with different impressions of the meeting or the discussion (3.&4.). To 
present the results of expressions and impressions (5.) as reliable facts and as „the truth‟ 
would then be impossible. This work therefore will inevitably show the outsider‟s impression 
of the outcome of the meeting, as the author has got this outside perspective.  
 
 

6.1.1 Influenced by West African culture  
 
When I approached West African culture many things affected me personally.  
During the first trip, when I was with the group from Ingesund and Örebro, all the 
impressions, every day, every minute, were quite different from my experiences at home.  
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To place all the impressions into a context was not easy, since nothing could be taken for 
granted or be self-evident as to its meaning.  
As I had very few things to refer to in the society in which I was a visitor, many questions and 
discussions came up along the way. As I tried to be as open as possible to learn more about 
life and culture in the Gambia, I found that referring to my own culture was not always of help 
to get closer to this culture. In a way I tried to leave all my presuppositions to be able to see 
new things without preconceived opinions. One thing I found out was that as I was trying to 
be as open as possible to learn music of a different structure than the music I was studying 
at home, this made it possible for me to be more open to the music that I was studying at 
home. This affected my relation to music in a way that made me experience music in a wider 
scope, and so that I felt I got more tools for working with music. I soon got the feeling that I 
had found something with the people I met and with their culture that had been missing in my 
ordinary life and in my own culture. This feeling became very strong and I started to plan a 
second visit to the Gambia.  
It was quite a shock to come back to Sweden. One example of this is when I got home to my 
apartment and saw all the things in my home. The things seemed so unimportant to me, and 
I called a helping hand to take things away. I put my watch on my arm again, already unused 
to being a time addict. Finally back at school it took quite a while before I got used to the 
„normal‟ structure again.  
 
During my stay in the Gambia, at different times, I started to feel that „this is my second 
home‟. I was a visitor who in time also became a „family member‟. I had the feeling that I 
could easily leave my life back in Sweden to stay in the Gambia. At that time I didn‟t even 
know how to continue living in Sweden. There were so many things that seemed unimportant 
in everyday life back at home. I also got the feeling: “The only thing that is of importance is 
the people you love”. So there I was, with people I love in two different parts of the world… I 
was then, and still am in a process caused by the meeting with the people in the Gambia, 
and the experiences that affected me. Every time I got home to Sweden after staying for 
some time in the Gambia I was quite shocked. When I started to work with the material from 
the interviews I was so much into the way of thinking as back in the Gambia. To define the 
material for the people at home was quite confusing. I automatically wrote about things with a 
West African perspective. And when I asked friends to read what I had written there were 
many things that they didn‟t understand the meaning of. The funniest thing about this was 
that I was surprised how there could be any questioning about those things. It was as if I was 
in a state which made it difficult to express myself in the Western way while working with the 
material that contained so much of the West African ways.  
I found myself in a gap in between two different cultures, since my family and friends back 
home would never be able to fully understand what I experienced, as long as they didn‟t go 
there themselves.  
 
To work over the material from the interviews and to report it took me a long time. How could 
I report this material in a clear way? What is a „clear‟ way anyway? To whom is it clear? As I 
assume that both people from Western society and from West African society will read this 
material, I asked myself while working on the results: “How do I put the material together in a 
western way, so that the information will be clear to the reader, when he/she is from a 
western society?” and “How do I put the material together in a West African way, so that the 
information will be clear to the reader from a West African society?” I was influenced by West 
African culture but decided to write this work from a Western perspective as the only option 
for me as a westerner. 
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6.1.2 Perspectives in reporting the material 
 
In meeting with the informants I experienced that „saying it without saying it‟, „answering 
without giving straight answers‟, using insinuations, „speaking between the lines‟ and 
answers expressed in the form of stories were often at hand. Reflecting on my own social 
culture, I realized that also in Sweden we have a tradition of speaking with different hidden 
meanings that any insider of the culture would understand. Those hidden meanings would 
probably be diffuse to an outsider of the culture. As I got some experience of the social 
culture and daily speaking in the Gambia I became a bit more able to get some 
interpretations out of the informer‟s answers that I think would be quite difficult to get for 
someone that had never experienced West African culture.  
 
Since this material is based on interviews where the answers of the informers have hidden 
meanings, it has been a challenge to interpret for someone who has not been in contact with 
West African culture. Parts of the answers are not direct, if looking at the answers from a 
Western point of view. Therefore I have chosen to keep parts of the material that contain 
stories and insinuations outside the work, and chosen to include material that in a more 
precise way points to a subject or an answer from a Western point of view, as I chose to, and 
had to write from a Western perspective.  
Reporting a conclusion of the material I at first felt „expected‟ to express the conclusion 
directly with words pointing at what would be „the exact contents‟ of the answers of the 
interviews in a “Western way”. That was my feeling. When I analysed and concluded that 
way I felt as if I was giving the reader a rough meaning of a beautiful and tender poem, which 
could better have spoken for it self.  
Working with the material has been a great challenge, and if I would get more time in the 
milieu and with West African culture, I would be able to get closer to the meaning of what is 
said, then this work would probably be quite different from today. During the interviews I had 
to depart from my point of view in my questions, and I cannot overlook the fact that I am also 
doing that when working through the material.  
 

 

6.1.3 The questions and the meaning of the answers 
 
Since my questions were direct questions concerning a subject as part of a whole content, I 
feel as if the material has missing parts. One example is that I used  the term “musicians” in 
my questions about Jalis/Griots, but „musician‟ is only one part of the meaning of the Jalis 
role where a „musician‟ is someone who makes music, and not equal to the whole contents 
of the role of a Jali. The meaning of my questions could be seen in two different ways. I am 
asking about the traditional masters using the term “musicians”. The answers are probably 
adjusted to my questions. It is interesting to look at the answers through the aspect of what 
the informers catch in the questions. The aspects of that may be what I intend to ask, how 
the informer in fact interprets the question and what the informer thinks that I want to hear.   
 
If I get an answer that depends on what the informer expects that I want to hear, or what the 
informer thinks that I am looking for with my question (which I felt was the situation 
sometimes during the interviews) I feel that the „missing parts‟ would be that the answer is 
different or constructed according to outside influences. Another example that shows 
something about that phenomenon is when I am going to stay my first evening in the hut in 
Njawara. I have a visitor and while we are chatting I discover a spider sitting on the wall. I 
have never seen a spider like that before and therefore I ask;  
- ”Is it dangerous?” The answer I get is: 
- ”No.” I decide to let the spider stay there, and the next day the same person comes to visit 

in my hut. The spider still sits on the wall, and the visitor seems to be surprised. He says:  
- “Oh, but you should take away that spider, Helena.” I had no plan to take it away, so I said; 
- “No. Why? It is not dangerous, is it?” I am quite surprised when the answer I get is:  
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- “ Yes, it is dangerous” I go on to ask:  
- “But you said it was not dangerous when I asked you the first time. Why did you not tell 

me?” The answer I get is: 
- “But now you ask me again, I tell you it is dangerous.”  
 
Some answers are hard for me to define. Like the example where one of the informers gives 
an answer to the question: “Do you teach your own children traditional music?” When I look 
at the answer (App.2.48) I feel that the informer tells me his wish for his children and that he 
would like them to do the music. Is the meaning teaching or not teaching his children, the 
result of that answer? As I was filled with impressions during the interview I did not reflect the 
answer as hard to define, and I didn‟t ask a follow-up question on the subject.   
 
While making interviews that were directly translated into Mandinka by Alagi Mbye I was not 
able to ask follow-up questions, but Alagi knew what I was looking for with my questions, so 
he put some questions there to „get back on track‟ to what he felt that I was eager to know. 
One thing that makes Alagi stand out from the other informers is that he has been in contact 
with Western culture and has got an insight into both cultures. He became like a bridge in 
this research, and he helped me to understand more. I was not alone in „the gap between 
two cultures‟. Alagi was very openhearted and he invited me to ask him anything, anytime. 
This was really of great help. 
 
I asked my questions in a certain order and in the beginning I expected to get a form with the 
material in this order, just like I would have got if doing similar research at home. One answer 
given to one of my questions was usually a long description where many things were said, 
and it often contained information concerning things that I was looking for with other 
questions.  
 
Two of the informers explained to me at different times that when they saw that I understood 
the contents of information they had given earlier, they added deeper information about the 
subject. It was not unusual that I got an answer to an earlier question at a later moment, 
when sitting and chatting. (This information is not documented.) Eva Saether points at this, 
referring to Hood: “To Hood (1971), the art of not asking the question is essential. When the 
researcher understands the significance of this concept, the answers will come in the form of 
stories, sometimes at the most unexpected moments.” (Saether, 2003, p. 67) I experienced it 
as if the informer was „a teacher‟ teaching me with his stories, and that the informer wanted 
me to get time to think and learn from the chatting. According to that perspective it seems to 
me that if the informer had given straight answers the main idea with learning would have 
been gone.  
 

 

6.2 Handling the material 
 
When I had written down all the recorded material I had a huge material in front of me. An 
answer to one of my questions could result in many written pages of information. The 
material also tended to grow larger and larger every time I wrote. At different times it nearly 
grew out of my hands, and I realized that I had to make a limitation, without leaving behind 
too much of the information. It took time before I felt that I came close to an essence I could 
handle and it took time for me to get close to an end of the work. In February 2004 I started 
studying the material and I have been working at it in periods for nearly four years now. 
 
The research question changed along the way while writing. When I was presupposing that 
the traditional music is „dying‟ I was stuck in the way of looking at this as a constant fact. My 
first example of the research question was: „What can be done to prevent traditional music 
from dying in the Gambia‟. To be more open to the material I had to look at the „facts‟ as 
information given by a few informers who present their way of looking at tradition and society. 
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I therefore changed the research question to „How do the traditional masters in the Gambia 
consider their role as traditional masters in a modern society?‟ This gave another perspective 
in navigating through the information given.  
I get the feeling that the conclusion is closer to giving an answer to: „What do the traditional 
masters consider would be a good ways to preserve the tradition?‟, „Do the traditional 
masters still consider that it is their duty to hand down the tradition to their children?   
 
In the complete long version of the information given there were answers that concerned 
political structure, opinions about different organisations and a few other things that I 
considered as delicate. I made sure during the time of the interviews that the informer agreed 
to the  information given being open for anyone to read, and I made sure that the material 
given is accepted by the informer for me to use in this work.  
While working through the material I asked myself how much of that „delicate information‟ I 
would save in this work, and how important the information would be for the conclusion. 
Since some of the informers are people that I personally keep close to my heart, and the 
material is about things of great value in a social perspective, due to the „community addicted 
to the memory of the people‟. I have worked hard not to put my conclusions in a wrong 
manner.  
 
I decided to present the informers by their names in this work. I assume that it will be of great 
value to the informers to get the documentation of the information they have given. As 
mentioned earlier in this work, people from abroad that are interested in West African culture 
often make recordings and documentations, but the informers or the Jali‟s/Griot‟s may never 
get a copy for themselves. The informers have been very openhearted and sharing so much 
information with me, and the least I can do for them is to give them the material back in their 
hands.  
 
 

6.3 Discussing the conclusions 
 

6.3.1 New perspectives on the „old rules‟ 
 
Concerning the duty of Jalis/Griots to pass down their knowledge to their children we can see 
in the Sonko-Godwin quotation that the description of this „duty‟ is written in the past tense: „It 
was the duty of the griots to pass their knowledge and the traditions down to their children.‟ 
If the tradition was still handed down from every traditional master to his children, why would 
the author write about the subject in the past tense? This opens up for questions about how 
the traditional masters consider those „duties‟ nowadays, and if they consider the tradition to 
be changing.  
 
When Nettl writes that in a nonliterate culture a song must be sung, remembered, and taught 
by one generation to the next, and that if this does not happen, it dies and is lost forever, he 
touches directly on the point of the consequences when there is a lack of handing down the 
knowledge and the tradition to the children. 
 
I found that the informers consider that the traditional music is on in the process of „dying‟ in 
their society, and that they consider their role as Jalis/Griots as important. I also found that 
some of them are not „forcing‟ their children to become traditional masters, according to 
earlier generations when it was a duty to teach their children to do the profession of a 
Jali/Griot. In Chapter 4.2.2 (Summary of the information from the main questions (with 
comments)) under the heading “Do you think that  traditional music is fading away from your 
society? In that case; why?”, one of the informers expresses his opinion about the way of 
teaching children today: “Many people use to say we are in the last generation now. (…) how 
my father teach me to the music, I cannot do that to my son (…)” (App.2:89) He is not the 
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only one of the informers that points at a difference in how to look at the „duty‟ of handing 
down the knowledge today according to earlier generations. 
It seems that there are new perspectives on the „rules‟. The way of looking at teaching 
children their tradition today seems to be different from earlier generations, when the children 
were „forced to the music‟. It seems that nowadays people and the Jalis/Griots depart from 
what the children wants themselves.     
 
Concerning other rules that have got new perspectives we have the example with Alagi Mbye 
and Maali‟s Music School. Alagi has discussed the „old rules‟ with traditional masters and 
found a way to look at the „old rules‟ so that new perspectives open up for ladies to play the 
kora, and for teaching children from non-jali families the tradition and he gives the 
information that the motives behind Maali‟s Music School is to defend the culture from dying. 
(4.1 Parts of an interview with Jali Alagi Mbye) It is interesting how he changes the tradition 

to keep the tradition alive.  
 
At my visit in the Gambia I studied instruments that according to the „old rules‟ may not have 
been accepted. I found that some people in the village where I stayed found it a little bit 
strange that I was a tubab-lady learning Wolof drumming, but no one accused me of 
anything. They just seemed to find it quite funny. The new perspectives on the „old rules‟ of 
who is allowed to touch different instruments seem to open up for any interested person to 
learn the tradition, and for the tradition to continue.    
 

Reasons why something should be done 
The material under this heading is a bit weak in direct information. This is due to the fact that 
I never asked the question: “Why is it of importance to preserve traditional music?” In my 
interviews I take it for granted that the informers consider the tradition important. I think that 
the answers to other questions in the interviews show that they find it “worth it!” and that they 
have a wish that their children, or as one informer says; at least one of their children, would 
be a traditional master.   
  
At different times I heard from the informers that there are schools for traditional music in 
Senegal, I have also listened to Radio Senegal when the programme for traditional music 
was on the air. From the information I got from the informers I heard that there is no 
programme for traditional music in the Gambia. This opens up for questioning about what is 
the cause of or what makes the difference between the interest in traditional music in the 
Gambia compared to that in Senegal? 
 

6.3.2 To preserve or to develop? 
 
When I formulated the questions that all the informers were asked, my point of view was that: 
“Traditional music is dying and it is important to preserve traditional music in society!” During 
my writing I have asked myself if the most important thing is to preserve traditional music. 
One of the informers gives a way of looking at the culture that I really like. He describes it like 
this: “How we play culture today is different, but still we play culture.” The essence of those 
words brings other questions: How do you practise traditional music today? Is the music 
something constant that should be kept in its „original way‟, or is it a tool that is considered as 
free for us to form as we feel like? We are human beings and many of us enjoy creating 
things. Isn‟t music one of the greatest tools for our own and general expression!? Music is 
coloured by the person who expresses it, and traditional music speaks of people today and 
people and stories from the past. 
 
If we look at the 17th and 18th centuries in Sweden there is not much of the folk music 
preserved, and we do not have much knowledge about it these days. It is an example of the 
fact that music dies and is lost forever. In the Summary part of this work one of the informers 
expresses the impression that: ”Tubabs is thinking of something that will last”. (App.2:98) 
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Maybe people that feel that they have lost parts of their own tradition find a great value in 
trying to preserve. I at least feel the importance of preservation. Not that music should be 
static, but to have material to go back to and to go through to learn more about the past and 
our culture.  People in western countries are used to studying written material, rather than 
learning by heart. At the time of writing I am studying Swedish folk music and without any 
documentation the material I am studying would be smaller. During the seventies some 
people travelled round Sweden, making documentations of traditional music, which is very 
useful for people today who are interested in studying it, and this information is available 
here in Sweden. The same informer as above gives the information that traditional music is 
fading even in the Jali homes, but that some white men are interested in the music and the 
stories and that they come there to study it. “Then it‟s dying in one part, and going to another 
place.” (App.2:97) This shows that some other people are interested in learning about the 
music and stories, and that these are probably documented, but not necessarily available in 
the Gambia.   
 
 

6.3.3 Searching for the ‟truth‟ 
 
I have entertained thoughts and questions like these: Have I found a pure reality, or have I 
found answers to questions? What kind of reality is it that I have seen and experienced?  
What is a ‟reality‟ and how do I put forward the ‟reality‟ that I have experienced? 
I believe that there are as many „realities‟ as there are people in the world, and that it would 
be  impossible to create a material that represents ‟the truth‟. As in meetings with people or 
meetings with cultures both parts will be affected, and as this material was taking form, 
different perspectives have showed up along the way. My interpretation of the material is a 
mix of many factors. I am formed by Western society, and I have been influenced by the 
culture I was approaching in West Africa. This present work has been in progress for four 
years now, and I guess the interpretation of the material would probably have different 
perspectives depending on when or even where it is finished.  
It seems like the closest I can get to „the truth‟ (if something like that is really needed) is to 
give the information of what happened along the way, and the questions that popped up 
along the way. During the research and in the meetings with people there were sometimes 
misunderstandings, but people were always very eager to understand, as was I from another 
culture. Misunderstandings have natural causes.  
Those questions and misunderstandings open up for future research. I guess people will 
always find interest in approaching the meaning of things, different societies, subjects or 
philosophies, and that the search for „the truth‟, the answers or the results, will go on forever. 
There will always show up new questions or points of view, and for this I guess we should be 
thankful. Life will always have something new and exciting to approach.     
 

 

6.4 For future research 
 

Working with the material back in Sweden, many new questions and points of view came to 
me, and it would be interesting to see what the research would look like if doing it with other 
perspectives. If I should start a new research, like this one, today, I would start in a different 
way.  
 

6.4.1 Reflections concerning future research 
 

Since I was filled with impressions every day and during every interview, I can see that I was 
a bit limited to receive the whole contents of the information of the answers I got there and 
then. I was still in the process of trying to understand how things worked, what people said 
„between the lines‟, what they were really saying. This affects the results as I did not ask 
follow-up questions that I would have asked if doing the research with a bit more 
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understanding of the culture. I was not fully able to see if I really got an answer to my 
question, or if the answer was “hidden”.  
 

The first thing is that I would have tried another way of asking: 
If the answer to the same question, asked at different times, is a way of being nice as part of 
the social culture, then I may expect to get different answers to the same question if I ask it 
more than twice. And this makes the material a bit more ambiguous, and not very „precise‟ 
from a western point of view. What answers would come up if I asked the questions more 
than once? What answers would have come up if I asked my question more widely, like: 
“Would you like to tell me more about (…)?” If the answer I would get came in the form of a 
story told, not from asking a precise question, I assume that the answer, or the story, would 
have been more precise in a way. Like the Mantle Hood quotation concerning „the art of 
avoiding the question‟ in (3.2.2 The outsider‟s way of asking questions) where he describes 
that it is often impossible for the outsider to put direct questions, during field methods in 
meetings between cultures, as the outsider has great difficulties in knowing what would be 
relevant questions to the interviewee. So, by asking direct questions it seems that I get wider 
answers than I may have got if I had asked for a wider view and story, and also that the 
direct questions represent much of what I think are relevant questions. This may close doors 
to prevent me from getting closer to the essence of what is relevant to an insider‟s 
perspective.   
So, if I had done this research again I would probably have asked the informers to tell me 
something about different subjects, and I would not ask direct questions concerning a small 
part of a whole content to the extent I did in this work.  
The question that comes to me concerning that is: How would I work with that kind of 
material? It would have fewer limitations. Probably it would be material for a book and not for 
an essay… 
 

If I had done a new research and still used direct questions, I would have tried to free myself 
from presupposed opinions, and tried to come closer to what the informer thinks and how 
he/she looks at the tradition. I may have asked questions like: “Do you consider traditional 
music and the role of a Jali/Griot as important in society today?” “Is it of importance to 
preserve traditional music?” “Why would it be of importance?” ”Why would it be 
unimportant?” ”How do you look at tradition in society today?” “How do you experience the 
view of tradition among other people today?” “Are there changes to tradition these days?” 
”What is changing in tradition?” ”What do you consider as the good things and also the bad 
things with a tradition in change?” “If you would give advice to the Jalis/Griots of the after-
world, what advice would that be?” “What would you consider the greatest way to live with 
tradition today?”  
 

I would find it interesting also to search for the possibilities to gather documented material 
about the traditional music and storytelling of the Gambia that is now located in other 
countries. And look for the possibilities to bring the material in some form to the Gambia, to 
be collected somewhere where people can study it, or to be given to the informers or the 
relatives of the informers.    
 

To search for possibilities for protection of the music, so that the creators of music will get 
paid when their music is used.  
 

To do research about what is making the changes from one generation to the next 
generation. And how people that are not from a Jali/Griot-family look at the tradition today. 
  
To see if there are differences in the interest in tradition and traditional music in Senegal, 
compared to the Gambia, and if so, what is the cause of the differences, is it because of 
support from the government, is it because of attitudes towards tradition? 
 

How do young people look at their tradition? What do they dream of their future occupation? 
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Wordlist 
 
 
Alkalo: The leader of a village 
Attaya: Green tea 
Balaphone:  West African xylophone with gourd resonators 
Bansang: A village on the south bank of the Gambia 
Berefet: A Mandinka village on the southern bank of the Gambia 
Boraba: A village on the south bank of the Gambia  
E.C.C.O: Education through Communication and Culture Organisation. A non-governmental 
                  organisation interested in the promotion and preservation of local cultures. 
Fulani/Fula: A tribe 
Griot/Giriol: An oral historian 
Gewel: Wolof expression for oral historian 
Jali: Mandinka expression for oral historian 
Kerewan: A village on the northern bank of the Gambia 
Kora: 21-stringed lute, Mandinka tradition  
Maali‟s Music school: Alagi Mbye‟s school where children from different tribes and families 
are able to study tradition and traditional music.   
Manding/Mandinka: A tribe and a language 
Ndemban: A village on the south bank of the Gambia 
Nema Kunku: The village where Maali‟s Music School is located. 
Njawara: A Wolof village on the north bank of the Gambia 
Sabarr: The Wolof drums 
Susu: A tribe 
Tubab/Tubabo: White people  
Wolof: A tribe and a language  
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Appendix 1 
 
Information from interviews with Jali Alagi Mbye 
 
This information has been put together from different interviews at different times 
 
This is what came out when we discussed the lack of teaching in the Jali homes and  the 
fact that it is common that Jalis send  their children to school, but they don‟t “put 
them to the music”: 
 
1:1 “That is very common now… (that Jalis‟  children go to school, but are not forced to the 
music) And that is also affecting very much. That is helping quickly killing the tradition,  
1:2 because, first of all: In the old days, that is not long ago even, children are forced to do 
their culture, when they come home from school. School cannot prevent you from doing your 
culture.”  
1:3 “It‟s just the parents and the fathers who are a bit lazy of teaching them, because you can 
see a big kora home today and there will be no kora in this home. There will be nobody 
playing, or there will be only one playing. And the children they come, they don‟t show them 
and then the put them to the kora. And they always force them to go to school.”  
 
I ask Alagi why it is like that, and if it is because the parents think that their children 
would have “better work” if they go to school than if they do the music. 
 
1:4 ”Yes, some of them are thinking like that. That children might get better work if they go to 
school, because the music now, people are not very much interested in traditional music.” 
1:5 “But this is a question that is; They don‟t think the right way. Because people are 
surviving of this tradition and they themselves are using this traditional music. And they know 
how worth it is.”  
1:6 “And I think they should be able to teach the children, but this is the way they think. “The 
children might have  good job.” “I want my child to become a minister.” Or… something like 
that. Everybody‟s expecting that from their children and then they keep them… they force 
them to concentrate on that, instead of their culture.” 
 
“Is it common that young musicians want to go to Europe?” 
 
1:7 ”Yes, as I told you earlier. Not only the musicians. MANY youngsters in Gambia here. 
They think that they can find better life in Europe. Not only musicians, because we are now 
talking about the facts what‟s happening, and they think of going to Europe.”  
1:8 “In the end, some of them end up musicians in Europe even, while they have not even 
studied music here.”  
1:9 “I have seen a lot of them. Then if they go out they see that their culture and the African 
music is worth it, and then they call themselves musicians. Form themselves in a group, 
trying to.”  
1:10 “I even found a group in Sweden which  none of these members of this group has 
EVER been a musician from here. ” 
 
I go on to ask  if it is common that musicians go abroad to stay for some time, and then 
come back to The Gambia and survive from their music. 
 
1:11 ”THOSE are musicians who have studied their culture in their home, and then they have 
respect for it. Many of those kind will never live in Europe. They just go there for work and 
then they come back. And then they look for another contract. Contracts in Europe are good 
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for them. Because it‟s more, they earn more from there then staying here. They earn very 
little here.”  
1:12 “But having contacts abroad also is good for them by meeting other musicians and 
going other places, but THOSE kind of musicians are professional musicians who have taken 
music seriously and now they know the value of it and they look for contacts abroad. Those 
they never live in Europe.”  
1:13 ”…like me. I‟ve been travelling for eleven years, between Gambia and Scandinavia and 
other countries, but I never think of living in Europe. (Laughing) Because I‟m here. If they 
need me, to do work with them, they send me the ticket and I go to the consulate to get my 
visa and go there. And I have never even overstayed in any country. I want to come home.  
I know my culture and I know I can survive from it HERE.” 
 
“Why is there nothing to protect the music?” 
 
1:14 ” Politicians they should have done a lot for the music and the protection of the music. 
Because they are now representing the old kings that have protected  this music. Kings that 
have been having respect for these musicians. Taking care of them, clothing them, feeding 
them. Just to keep them AND their music in the society and the ROLE they play in the 
society.”  
1:15 “Now things have changed to politics (...) and the society is changing with the children 
of these Jalis. So they should also be adapted to this society, by building schools where they 
can teach the traditional music.”  
 
1:16 ”But the protection they can do is to build schools where these traditional musicians will 
be hired to teach children, and might be these traditional musicians, if they see that there is a 
place built where they can teach other children, maybe they will be VERY much interested to 
bring their own children there also, so that the koras and the balaphones can go back home, 
in their homes again.”  
1:17 “But I don‟t even know why they are not doing it, because they have a cultural 
department in this Gambia for a long time. This has been the Youth‟s Sports and Culture. 
That was the time they join sports and the culture in the same department. And they use this 
name to get funds outside.”  
1:18 “When these funds come it‟s only used in sports. Not culture. It‟s only used in football.”  
 
1:19 ”So the department of culture is still there(…) the present president, in the country. He‟s 
trying and doing his best to organize a culture festival in his home in Kandinlai. Where a lot of 
cultural people meet there for one week to play cultures.”  
1:20 “This is a place where I think the cultural department is useful to be watching and look 
and hunt for artists who will be picked and working for the country. To represent this country, 
for teaching their children and to represent them outside this country for other festivals 
outside to PRESENT Gambian music in a beautiful manner.”  
1:21 “So, but they‟re just there and after the festival they wait for next year‟s festival.” 
 
1:22 ”So they should have a group that establishing the department that the musicians will 
see that the traditional music is worth it, and they establishing the department and where 
they can also apply to go and these people will be heading them to exchange of ideas for 
how to develop the culture and how to protect the traditional music!”  
1:23 “And most, maybe most of them will come out with schools built, big concert halls that 
people can watch their traditional music.”  
1:24 “A traditional festival every year, by inviting different traditional groups. Yes. Like the 
president does in Kandinlai. Not only in Kandinlai, but it could be done all over the country. ” 
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Concerning sponsoring organisations and corruption... 
 
1:25 ”Black man and white people, we have a lot of children together now. (laughing) We 
have very mixed up now. So I think, from my point of view, is colonisation, children between 
us can KILL the colonization inside us.”  
1:26 “But they should look very much upon projects that they are sponsoring in the African 
world. Looked into very, very, very much. If you listen to news it‟s ALWAYS projects failed 
and corruption and people following it now, and let them not wait until the project is all failed 
with corruption. Let them work with them! And see that “This is the right, that is, because 
music union has been said over and over in the Gambia, but it cannot be established still.” 
1:27 “They have said it many times and there are good musicians, good artists. Educated 
ones who can handle that project and protect the right of musicians and the traditional 
music.”  
1:28 “And also, government can help by giving chance to the traditional music on the air.”  
1:29 “We have only one television station. And traditional music has THIS (shows me with 
his fingers) little in this. They have a special Saturday programme, which is only rapping they 
do, in this television station is ONLY rapping.”  
 
Criticism of politics and the academic from Ghana who doesn‟t know much about his 
own culture:  
 
1:30 ”Sponsoring South Africa, is very good instead of sponsoring West Africa!” Why? 
”Because I have been in the South Africa. I am a member of the ISME. ISME is International 
Society of Music Education. Can you compare that professor (the academic from Ghana) to 
the professor from Zimbabwe, who is presenting on the traditional Mbira and singing 
traditional songs? You cannot compare them. Because we are there to present the problems 
of the music in the region you come from. He don‟t even know what is Ghana music. He was 
presenting on the old pianos. And this one was presenting on the Mbira and the marimba. 
Singing and dancing.”  
1:31 “This is why most of the donors they look into projects before they put their money. And 
South Africa is the well-known African area of culture who are still insisting and trying to 
protect their culture. They have unions of protection of traditional music. They have 
departments of music where ONLY music is taught. There is a children‟s choir from a school 
that comes to this festival.”  
1:32 “I have never seen a children‟s choir in Gambia or Ghana.”  
1:33 “They are schoolchildren but they know their culture. (South Africa) They sing, you cry. 
They teach them!”  
1:34 “If these donors want to sponsor West Africa, I think… They don‟t have to start directly 
with protecting the music. They have to start building a school where children can go and 
traditional teachers will be hired to teach their children. And EVERY year there will be a very 
big concert hall where people can watch, come and watch these children, what they have 
done in the tradition.”  
1:35 “And then put the eyes of the politicians on what should be done.”  
1:36 “And this children‟s group and the teachers  will be touring the whole country to show 
them that the culture is worth it. If they start with that.”  
1:37 “Inside that recordings that will be done in this, can be released in Sweden to get the 
protection there, before they can establish. For example Sweden or England or anywhere, or 
any company that, before they establish a union, that will be in charge of traditional music.” 
 
Concerning traditional music and media: 
 
“Who decides what is in the television?” 
 
1:38 ”These are the television people who are the editors and the journalists there. Who are 
just, they don‟t even know what the traditional music and they think it‟s not worth it. (...) They 
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say: “Eee.. Things have changed. Yes. The world is changing, because the rapping is 
popular.” And kill their music for rapping.” 
 
1:39  ”...And they (the rappers) are killing our culture, by dressing themselves like Americans, 
speaking English like Americans, jumping like Americans. How can they surprise the rapping 
world?”  
1:40 “But IF there is a school where people are studying their traditional instruments. If they 
start rapping with Balaphones and the kora the American world will be surprised. They have 
not seen anything like that. They know nothing like that.”  
1:41 “But they are still promoting Americans. They don‟t know. Killing our own culture and 
they promote the American culture.”  
 
1:42 ”In the local radio they have special programmes, very little programmes for traditional 
music. The way they use traditional music is: If they do the news, before the other news they 
have 10 min. or 15 min. and they play one traditional song. This is all.”  
1:43 “In the Senegalese radio – Radio Seagal Show - Radio Senegal, they came to me 
asking me traditional questions and songs, how they are found. They have been here in the 
Gambia for one week, just for me. And I have given information, because they have three 
days. Every day 30 min programme for traditional music only. Questions, answers and the 
history. They have that in the Senegalese radio, and they have it in Seagal Show.” “WHY 
can‟t they have it in the Gambia here, in the local radio? They should help us. Give chance to 
the traditional music in the air also. People can be hearing it over and over. And be used to 
their own music. But nowadays people are not even used to their music.”  
1:44 “Only the countryside people who need the music, are even sending people to tell “Alagi 
Mbye. Why is he not coming to us now? He‟s living in Banjul. He is SPOILED.” And they 
send BAD words to me, so that I can go and visit them and play the music for them. “He 
should come and play for us! Why is he in Banjul? Nothing is in Banjul. Why is he doing 
there?” They want me to go home.”  
1:45 “So people should, if they are hearing what‟s in the air, the radio station and the 
television. They will be happy. This is what they know and this is what they understand.” 
 
Concerning the dream of going to Europe 
 

This question is asked concerning ”the rappers”: 
”Do you think it‟s because of some dream of going to Europe?”  
1:46 ”That is one part of it. Showing themselves to become popular and be able to get 
chance to go to Europe.”  
1:47 “One is they feel like they are the Gambi-Americans or adapted to another culture of the 
planet.”  
1:48 “But the MAIN thing is – Everybody is hunting to go out, to get better life abroad. This is 
what they think.” 
 
1:49 ”We cannot say that rapping is not good. But rapping should not kill the traditional 
music. It should not kill it. They should be treated equally, if they can not put the traditional 
music on top of it. If they cannot do that, but they should be treated equally - on the television 
and the air.” 
 
Concerning that there is no protection for the music 
 
1:50 ”If you walk on the streets. You are seeing people with bunches of cassettes, selling 
them. These are cassettes from musicians who don‟t even know those people! They are just 
collecting them from places and copying them, recording them and selling it and these 
musicians are getting NOTHING from this.” 
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Concerning the music in the ordinary schools and what Alagi Mbye consider can be 
done to protect the music 
 
1:51 ”If they cannot build schools. Why can‟t they hire traditional teachers to ordinary schools 
and have a teaching syllabus of music in the school? They can teach like other teachers are 
teaching at the school there. They can also teach,”  
1:52 “They can have one, two hours teaching of music in the school. But they are singing 
“Bah, bah, black sheep”, “Yippee ai ai” in our schools still! Because the teachers they even 
don‟t know their culture. They cannot even teach the children.”  
1:53 “Traditional musicians who can teach them are looked very low up on in this country 
and they are nothing to them.”  
1:54 “But we are very big. And some of us will NEVER give up! And this traditional music will 
survive a day.”  
1:55 “If they want to protect it quickly and they don‟t have enough money to build schools. 
They can easily hire teachers that will be teaching in the ordinary schools. Like other 
lessons! Why teaching English and left your music behind!? There can be a teacher in a 
school where they, he be also teaching music.”  
 
1:56 ”When it comes to Friday singing they have one hour singing in the schools. The 
children are singing “Yippee ai ai”, “Bah, bah black sheep” and English songs. And they have 
their own songs, that the teachers don‟t know. The children don‟t know.”  
1:57 “But the traditional musicians, and the traditional artists?, - no. And they are still in the 
Gambia. Let them hire them and go for the schools and teach the children.”  
 
1:58 ”Another side also to protect that music is to have good people in the office, who will be 
the administration, between the donors and the department of music. Good administration. 
And this. Some of them should be musicians who will be fighting for the rights of the 
musicians, and the rights of the traditional music, to protect it.” 
 
“Your school… Is it possible to create a music library there, where recordings from all 
over the country is collected and that maybe all of the people can be allowed to come 
and listen to this?”  
 
1:59 ”Yes. I think not only the Maali‟s music school.”  
1:60 “Library of music should be established by the Gambian government even, for the whole 
Gambia, whereby people can go and listen, because they have a lot of recorded with the 
heavy masters and these libraries just in the radio, local radio station, whereby you don‟t 
even know where the library is. Some of these cassettes are very hard to listen to them.. 
They are old, and I don‟t know if they are kept good.”  
1:61 “But for our school this is even what we need, and we have two things we need much. 
We want to have a library, a studio and a television screen and a television camera. Where 
we can go by ourselves for excursions, to meet masters and other children from the 
countryside. Video them, they sing, and bring them, and come and play it for other children to 
see it.”  
1:62 “Also the library would be there for recording masters who people can come and listen 
to, their music and what they have said about us.”  
1:63 “This and to be able to have some people who can be writing computers and to write 
something like a booklet for every CD that is recorded there, to be able to attach it to it, so 
that you read something about what the master has said, if you come abroad, if you cannot 
speak mandinka. These are possibilities that we are looking for in the future. 
 
Concerning the lack of knowledge about building traditional instruments 
 
1:64 “Three out of 100 Cora players, for example, can build a kora now.” 
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Appendix 2 
 
Information from the main questions 
 
“Who taught you music, and also how?”  
 
2:1 “My father name is Ebou Saine. For me I meet my grandfathers, my fathers and my 
mothers to the music.”  
2:2 “My mother was a very, very, very good singer (...) Her mother was singing also. His 
father was playing drum also.”  
2:3 “Then it looks like I‟m born to the music. Not that I just feel the music, I go and learn it 
and play. I born, and meet all my family doing music. That‟s why many of us don‟t been to 
school. We can speak English because of I working with white men for long time, about 
eleven good years. Sometimes we sit together, I speak English, they laughing me, that is fine 
with me, showing me way, till I am trying now to speak small, small.” 
2:4 “Then this music, although I born to the music, but I love music too, because me all my 
life is the music. How I learn the music. When I was very, very, very, very young, about four 
years to five years my father make small drum for me. Small one. That I can carry. This is the 
small drums. Anytime if I am going to town or going to job with people, I take my drums start 
doing the small things you know.”  
2:5 “Sometimes, if the drum spoils my father make it. Till I get old small, coming big small like 
six years to seven years, then he start teaching me this big drums. That is the drums we are 
using.” 
2:6 “And for me, my father he forced me to do the music. That is by and force, because he 
have only me.”  
2:7 “The lefts is the ladies, because we are three in number. Me and my two sisters. My 
other sister also, she use to sing in the group.” 
2:8 “When I was alive with my father, he always advice me to the music. He always 
encouraged me to the music. He always force me to do the music. That‟s why I‟m doing the 
music (...) My work is the music. Still now I am doing the music.” 
2:9 “By that time my father and professor Ebou Secka they use to play together. But my 
father die soon. When my father die, by that time I was having eight years. Then I start 
playing together with Ebou Secka and others. Sometimes, if I mistake, Ebou Secka will show 
me that no, this is this, this is this, till I able the music. Till to this position I am now. And still 
my profession is music.”  
2:10 “Every day, if we wake up, we think about music. If we have programmes, we go and 
play. If we don‟t have programme we come back home, we sit together, discuss about the 
music, we drink attaya and enjoy. We train too. Because music, every year you see new 
things. That‟s why it have no end. Music is very big, and very open. Yes, although, nobody 
can end music. You just try, try, but nobody can end music. Yes, but for me, music is my 
heart. Yes, and I know that, I will die to the music, because it‟s my professional, and I like it 
too. Yes.”  
(Biran Saine) 
 
2:11 "I started the kora with my father Kemo Jeobate. His father is Ansomana Jeobate and 
his father is Karonka Jeobate. (   ) …but I completed my studies with Jali Seane Koyate.” 
(Jali Alhagi Sirif Jeobate)  
 
2:12 “My teacher in the kora is Mamadou Fall Suso, and his father is Jali Borama Suso. 
Originally I‟m from Jara Baro Kunda  (Elephant Island). That‟s where I‟m born myself. My 
father Jamanti Fili sent me to Salikenje Mamadou Fall to study the kora. I was a honest 
student to him, and he was also a honest master to me, until he don‟t want me to go back 
again (stay with him) he give me a wife (granddaughter) this is how I settled in Salikenje.” 
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Alagi Mbye asks Jali Wondifa Jaowara the following questions concerning the way of 
teaching at that time, and the fact that the student stayed with his teacher; 
"You said this master trusted you, but what are you doing to him, since he don’t 
wanted you to go back home?" (Jali Alagi Mbye) 
2:13 “I was studying according to the rules of master. In the morning time, after breakfast he 
used to call on me to his house and give me a lesson. I used to practise this lesson for hours 
and hours, and I use to travel with him when he‟s travelling and I use to work for him. This is 
how it is until they realize how good you are, because kora is not an instrument that anyone 
can know everything about, but when they think you are good enough they can release you. 
They start with you with the traditional songs – nothing else but traditional songs. When you 
are good enough you can compose songs by yourself.” (Jali Wondifa Jaowara) 
"Are you forced to do it when they give you a lesson?" (Jali Alagi Mbye) 
2:14 “It‟s not forcing you, but they said to you; “I want you to know it until you can do it right, 
and then you can go and do it to your friends (play football)”, but also the master knows 
when you are tired; “Ok, now you can go.” When your head is full, you cannot do more to the 
music.” 
(Jali Wondifa Jaowara) 
 
2:15 ”My father teached me. I was very young. I was so little, started when I was very little. 
Because; what I can remember is my mother used to carry me on the back when they are 
going to dancing.” 
(Karamoko Kombasa) 
 
"What is the musician‟s role in the village/your society?" 
 
2:16 ”You know, if we say musicians, sometimes you can say musicians – somebody who is 
doing music, but as I tell you ; We are Giriol. If you know Giriol is the real one. Giriol have a 
big, big, big, big responsibility and a big thing to do.”  
2:17 “Like, we the Giriols in the village, if we have a sad thing, by that time there was no 
telephone, there was nothing. Now, we are having telephones small, small, but by that time 
there was no telephone. If we have sad thing the Alkalo will go to the Giriol and tell him that 
something is happening and is this, this, this. I want you to go to the village, you tell to them. 
Then it‟s the role of the Giriot to pick his drum. Every start rounding the village every end he 
stop there with the drum, he beat the drum. All people will know; This is announcing 
something. Then all people will quiet and listen what he is saying. He say that the Alkalo 
saying this, this, this and that, and that. Number one.”  
2:18 “And secondly; If we have meeting in town. You go to the Giriol also. You tell him that 
“Today we‟ll have meeting by this time, by this time. I want you to tell it to the villagers. The 
Giriol will take his drum or his talking drum. He informing the villagers, till everybody will hear, 
or everybody will know that definitely something is happening to the village or this.”  
2:19 “And also not only that. A real Giriot, if somebody is getting to married, they use to go to 
the Giriot. The Giriot will go to the lady. The lady the brother like. Chatting with her, with the 
husband, explaining to things. After also, the Giriol can go to the parents, working, between 
the boy and the woman. Start working between them and them, so that they can cooperate 
and do everything.”  
2:20 “And still many things is there also… And also… you know, I just tell you that Giriot is 
just like a telephone. And the same time we play music too. The same time we play again. 
The what we are playing, not that we just play and enjoy, no. We play for the public, we play 
for youths, we play for old ladies, we play for old mans, we play for many people, many 
people…”  
2:21 “…we travel a lot also. Going to different villages, different countries doing music, 
and…”  
2:22 “…number one to say is: Everybody have to remember culture. What is culture? That is 
yesterday. This generation, many peoples they are leaving culture. That‟s why, many 
cultures has disappeared now…”  
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2:23 “…but we in Njawara, in Africa here, every day we are dealing with the culture and this 
generation. We are working with culture, we working with generation, to remember our 
culture, yesterday. Today also: We play today, we play tomorrow, we play yesterday also. 
That is life, because… how I learn the music, I learn yesterday first. Then I come to toady. 
That‟s why I learn both. I play culture, I play this generation.”  
2:24 ”...Because, a human being: When learning something – learn both, so that in case of 
tomorrow, you can play both. Is very, very good, but if you base on one instrument. 
Tomorrow, if you travel, or you don‟t have time, and we get programme, and nobody play 
that instrument.”  
2:25 ”We all born to learn. Although we born to the music, but we learning, because, when 
we say culture, culture is very big. Very, very big. And although, not that we only play the 
music, also we use to say histories. We talk about histories.”  
2:26 “You see sometimes two friends they have problem. Is the role of the Giriot to go and 
please them till they cooperate again. Yes. That‟s Africa. Not that you only do the music you 
play.” 
(Biran Saine)  
 
2:27 “A role of a Jali in the society is FIRST OF ALL somebody to be thankful with people. 
What they do for him.”  
2:28 “SECOND to make peace between people and to end conflicts. Even two kings if they 
fight – the Jalis have to do everything to end the fights. They practise this in their homes first 
before they go out, that‟s why Mandinkas use to say; “Jalikunda Sonko quarrelling in the 
Jali‟s home is never a long quarrelling.”, so that people can take the picture of them. Fighting 
can not end fighting.”  
2:29 “Even in married Jali do the necessary communication between the families before 
marriage.”  
2:30 “Also Jalis are entertainers and musicians.”  
2:31 “Musicians is the last word for Jalis.” (Musician asks Jali before he can sing)  
2:32 “If it‟s not jails the world will be boring. Because these are the people making us happy.” 
(Jali Alhagi Sirif Jeobate) 
 
2:33 “There are many roles of a Jali in the society.   
First of all: To make people happy, To make peace between people, and to give thanks to 
people all the time – any small thing they did to you. And to narrate the history to the people 
and their ancestors, and to entertain them with it, so that the grandchildren will follow the 
good deeds of their ancestors.” 
(Jali Wondifa Jaowara) 
 
2:34 ”Musicians role in the society is many things. Even, musicians can develop the country, 
if they are helped, so... musicians role is so many things. Entertainment and making people 
happy in the society. That‟s why, in Guinea, musicians are like presidents to the eyes of the 
people, because anywhere the president goes, musicians have to be there.” 
2:35 ”Music and artist are important, because they can say what happened, and what is 
going to happen. In their songs for example.”  
2:36 “Musicians can compose songs, that people can think of it and pick out many useful 
things from their songs and that is why musicians are VERY important.” 
(Karamoko Kombasa) 
 
"How important is music in your society?" 
 
2:37 “They (the musicians) are very important in front of the people because history. 
Because the world is running with history.  
2:38 "Before the music has been very important. People are farming for these musicians, 
giving cloth to them, feeding them. Even the wimen-jalis are important, because if any of the 
women of the village are getting married they must give cloth to Jali Mossou (woman) for the 
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respect of music. If the bride is going, the jali have to follow her to the husband‟s compound. 
Family will welcome them. Even if they kill a sheep or goat, they will take out or call Jali to 
come and take his meat (not as much now as before) If the villagers do their farming, no 
matter if they have a house full of rice and groundnut (and the Jali also have the same) even 
every compound have to give something to the Jali. There are still some people who are still 
trying to maintain this tradition, still asking me to be in their marriage.” 
(Jali Alhagi Sirif Jeobate) 
 
2:39 “The importance of the music started from the musician himself first. (If not important to 
yourself - not important to people.)"  
2:40 "A musician should look at the tradition as very important to him, so that from his home 
– his children first will know that this is something very important, so that other people also 
can see that this is something very important" 
(Jali Wondifa Jaowara) 
 
"Do you know any female musicians?" 
 
2:41 “Yes I know, because my mother is a Jali and also a musician called Bintunding 
Jeobate, and women of the village will not be happy if she is not there singing and smiling.  
(It important that you are happy when you are playing. Then you can make people happy.)“ 
(Jali Alhagi Sirif Jeobate) 
 
2:42 “I know many female musicians, and their roles are not the same. Some are singing, 
some are playing the Nee (The first instrument, in Jali Mussau instruments  that is played in 
the house of Sunja Keta. After one week newborn baby this instrument is played to relate the 
baby to Sunjatta. Today in all Mandinka homes.), or some are singing behind the kora. No 
female Jali is playing the kora." 
2:43 "I know some jali mussaus who are good singers. Men only play the kora, and the 
singing is hers. She is singing, the man is answering, yes, that is what happened in 
Mandinka. He is answering…"  
(Jali Wondifa Jaowara) 
 
2:44 ”Many, many I know.” (Karamoko Kombasa) 
 
2:45 “In Africa here, the real, real, during our ancient peoples, ladies, they don‟t play drums. 
Man, they use to play drum. Drums is for man. Ladies is to sing, and to dance, and to clap. 
That‟s for ladies. But… as we tell you. That this generation, people is getting wise. Because, 
if you can see. There was time, during my father‟s time. By that time, a small boy don‟t use to 
play the talking drum. The big elder, will play with the talking drum. But you can see this 
generation, me, I‟m a young boy, I play talking drum. Is my professional, because, I don‟t 
have that believing. You can see, because music is for everybody. Yes, That‟s why, I tell you 
this. Yes. That one is there. 
 
 
"Do you teach your own children traditional music?" 
 
2:46 “O, yes, thank you. I think you your self if you can see, me I have tree childrens. All of 
them they are boys. (…) My first son now is about five years, the brother follow him is about 
three years, my last son is about two years three months. That is Father Ebou (“daddy”). My 
this son.”  
2:47 “You can see, my son, all my sons they like playing. Every day they take the drums, 
playing, playing, playing, their friends they come to the house, they play together, sometimes 
I take the drums outside for them, they play. In case of tomorrow.” 
2:48 “I have three sons, and what I pray to God is, I have a son whom you know that, if I get 
old, he will do my role. He will do my role. Although I will encourage them to go to school, but 
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I REALLY like them to do the music. And all of them, I see that they really like music (…) 
They play music, every day. Playing the drums, dancing, doing other things, like how my 
father was treating me.”  
2:49 “My two sons, I don‟t stay with them in one compound. I‟m staying with my last son 
here. But my that two sons, every day they are in my compound here. You can see them. 
Early in the morning, they just come. “Father we like drumming, where is the drums?”  
2:50 “I take the drums, they play.. nice. I think, if they do that every day. Tomorrow they will 
know something to the music. And I always like to encourage them to the music also.”  
(Biran Saine) 
 
2:51 “Only one of my children knows the kora and some stories.” 
(Jali Alhagi Sirif Jeobate) 
 
2:52 “I have not taught any of the children in kora. I sent all of them to school.” 
(Jali Wondifa Jaowara) 
 
2:53 ”I teach them sometimes but now I stop them, because if not they will not go to school. 
If the music goes inside them very much now they will not think of school anymore.”  
(Karamoko Kombasa) 
”Do you think it‟s possible that your children can both go to school and have the 
music?” (Jali Alagi Mbye) 
2:54 ”Yes. It‟s not that I‟m keeping them away from the music. They can do both. For 
example now, in this interview you can see, if you talk I can hear it, but I cannot speak 
myself. If they know something. Such things will be easier for them.” 
(Karamoko Kombasa) 
 
"Did/do you teach any others traditional music?" 
(Biran Saine and Karamoko Kombasa teach European students in E.C.C.O. They were not 
asked this question.) 
  
2:55 “Yes, I taught some students who are not my children.” 
(Jali Alhagi Sirif Jeobate) 
 
2:56 “Nobody was sent to me to be teached.”  
2:57 “Right now my kora is just to the corner, cause I started a hospital job, and this takes a 
lot of time. No time for the kora. And I have been working with this job for 20 years."  
2:58 "…but still my role as a Jali – to bring peace between people (…) Because still I am the 
only one in the village here, and necessary traditional occasions I have to be there. If some 
people are having a quarrel I try to discuss them to peace.” 
(Jali Wondifa Jaowara) 
 
"Do your children go to school?" 
 
2:59 “Yes, my children are going to school. I send two of them to school, but still the 
youngest one are going to school.” (Jali Alhagi Sirif Jeobate) 
“Do they play kora?” (Jali Alagi Mbye) 
2:60 ”No, they are not playing kora. The first son is a businessman, next to him is working for 
the police, but the one who is playing the kora is staying home, but he is also a driver.” 
(Jali Alhagi Sirif Jeobate) 
 
2:61 “Yes, they go to school, some have even finished the school now.” 
(Jali Wondifa Jaowara) 
 
"What is your greatest wish for your children as a future occupation?” 
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2:62 “My greatest wish to my children is… they learn to in school. I really love that. Because, 
now  I did see the benefit of learning in school. Today, my professional is music, but I  cannot 
read, and I cannot write. That‟s why.. sometimes if I think about that, I regret. This generation 
or the position I am now. If I told I can write, it will help me to many things, or I can read. If 
you write me a letter. Instead I give it to people to read it for me, I will read it for myself. 
That‟s why, I don‟t like that happens to my son, my sons.”  
2:63 “First to force I think is, although every day they are doing music, they born to the 
music, and everything, but if they get old, because in Africa here, we use to take our 
childrens in school when they have seven years. You know I tell you that, I, my first son is 
five years. If he gets seven years I will try I take him to the school. He start learning there.” 
2:64 “After school, he can do the music. Yes, like that. So that, in case, you will see that, if he 
learn,  he will able to write, he will able to read, and the same time that, he will do the music. 
You will see that, if he have no problem, to write or to read, yes, like that. That is my wishes. 
Yes. Because today I see the benefit of learning.”  
(Biran Saine) 
 
2:65 “If it was me only – I want ALL my children to play the kora, and know the history. Going 
to school also is important because I myself I have been trying to write things, but I don‟t 
have the education. Because the students I taught are all surviving from the kora and the 
history, and also my son can survive from the kora.” 
(Jali Alhagi Sirif Jeobate) 
 
2:66 “The aim I have for my children is good future, but you never know what Allah will do. 
It‟s left to God, because everybody wants your child to be the best. But I would be more 
happy if they have done the education together with the kora, so that they can do the 
translation to people who don‟t know the mandinka. But with that education in school they 
can plan a good future. I don‟t know what they want to be. Police or doctor – I cannot decide 
for them.” 
(Jali Wondifa Jaowara) 
 
2:67 ”They have great chance, they can study in school, so that they can communicate with 
the whole world, because this music is travelling fast, and at the same time they can continue 
with the traditional music,”  
2:68 “…because right now, I have many things that I want to explain about the music, but I 
can not speak English, I can not speak any other language, because I have never been to 
school, so... witch means I can not, you know... analyse everything on the Djembe by my 
self, until people help me. This is what I don‟t want to happen to them, but I know they will 
play the music.” 
(Karamoko Kombasa) 
 
"Do you believe that your children would have a good future as traditional 
musicians?” 
 
2:69 “Yeah.. If God bless, if they are trying. Because, you cannot see somebody, a small 
child, and say that: “This child will be this tomorrow.” Because this generation, we are in a 
very, very, very hard generation. Although, my wish is for them to good.”  
2:70 “My wishes is, they learn, my wishes is, they do my professional, that is the music. But I 
don‟t know what God will create.”  
2:71 “But how I see them, I really see that, they like the music. And how I see in them, even if 
they get old, to go to school will disturb them, because they love the music more than 
learning. Yes, I‟ve see that in them.” 
(Biran Saine) 
 
2:72 “Yes. I like it like that, that‟s why I try to convince my son to play, so if I dye the music 
will still continue.”  
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2:73 “The kora is something that should not die. Kora is carrying the history of Africa before 
reading and writing. Kora is instrument witch is VERY respectful – all over the world, 
because of what it carries.” 
(Jali Alhagi Sirif Jeobate) 
 
2:74 “Yes, they can survive from traditional music, because me, before I was working at the 
hospital, I was surviving from the traditional music. And this is what I was doing to pay their 
school fees and all their needs until they grow up.”  
2:75 “But things come in life that you are stuck with and you cannot give yourself out of it. 
“Killing for your children” But still I feel that I have both things, but I feel that I can have 
function as a Jali and also work little with the hospital.” 
(Jali Wondifa Jaowara) 
 
2:76 ”Yes. I think if they have done the music they can survive from it, because this is what I 
am surviving from and this is what I am paying their schools, Tough I am looking for friends, 
who can help me to sponsor the children, for their school, because this music I am taking 
care of the family problems with their food, clothing and at the same time their school, and 
my salary is not much that I know, but, they can survive from the music.” 
(Karamoko Kombasa) 
 
"Have you experienced support for traditional music from politicians?” 
 
2:77 “You know, in Gambia. We have very good artists in Gambia. But the government, they 
don‟t have support for the artists. They don‟t support the artists.”  
2:78 “That‟s why Senegal is more develop than Gambia. Because in Senegal they have 
music school. In Senegal, they see that you are a good artist, you can play, and they will 
know that if they help you, you will be something to the music. You see somebody who is 
having money, he invite you, helping you till you develop, But in Gambia we don‟t do that.”  
(Biran Saine) 
 
2:79 “We have no support from any politician…”  
2:80 “…but the present president was trying by organising big festivals at his village where 
other traditional musicians are invited from other countries to meet us and show what we 
know, and people can watch us. That is a very big support.”  
(He shows us his certificate and the medal that he was given by the president.)   
(2:81)The money we got there goes to our pockets, not for support for the whole thing. But I 
think his aim is to bring back the past things and the Jalis up. This Jalis should be taken care 
of – even from Tubabs or black people, because if you know something about it, it can be 
very useful to you.” 
(Jali Alhagi Sirif Jeobate) 
 
2:82 “No, I have never experienced any sponsoring from any politician for the traditional 
music,” 2:83 “but we always fulfil our duties. We are following them and relating them to the 
old kings, because there are no kings anymore, so the politicians are the present rulers.”  
2:84 “If they support – that will be individual support” (Not for ex. schools and for everyone to 
go there…).  
(Jali Wondifa Jaowara) 
 
2:85 ”If you are a good artist – a good musician, you should NOT involve yourself in politics. 
Politicians are just using musicians, but not supporting them, and the musicians is for 
everybody. Tubab, black people, wimen and children.”  
2:86 “You are for everybody and the only support musician, the politicians want to support 
musicians who are following them, playing them, gathering people for them and singing them 
and making them hear us. These are the people they look at to support. Not for support 
directly to the traditional music." 
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(Karamoko Kombasa) 
 
"Do you think that traditional music is fading away from your society? In that case; 
why?”  
 
2:87 “Yes.” 

“Do you know why?” 

2:88 “Is because of development. You know.. you can see. A human being, you have to 
think, as far as God give you thinking capacity.”  
2:89 “Many peoples use to say that we are in last generation now. Because I can see that, 
me, how my father teach me to the music, I cannot do that to my son. Because me, my father 
beat me to the music. If I do something wrong, he beat me. But me, I don‟t do that to my son. 
I teach him, if he don‟t want to play, I apologize, till he understand. But not that I treat him as 
how my father treat me, to the music."  
2:90 “Secondly, In Africa many peoples they leave the music. That‟s why is destroyed. 
Because, many like us, our parents has died. All our parents has died. It‟s only we, the 
youths. If I told we don‟t follow them to the music, the music will be mess. Yes, nobody will 
do music. That‟s why, you yourself you can see, me in my compound, always about music, 
you can see.”  
“Do you think also that many musicians go abroad, and stay abroad. And that the 
music that way also is going out of the country. Is that common do you think?” 
2:91 “OK…! This question, I am very happy for this question.”  
2:92 “Hyenas compound is very dirty, is very smell, but that is the place he lived.”  
2:93 “I see one thing. That there are many peoples now in Africa, they use to go to abroad 
and destroy the music. Because they will see people starting doing music, and they cannot 
even play the correct music. They go to abroad, they see that the music is benefit. You see, 
they start having small class, till they can able small, they start doing the music.” 
“Are the female musicians used to sing only? Or.. I know your sister sometimes she 
plays the Sabarr...” 
2:94 “Yes.” 

“Is that common?” 

2:95 “Very good. In Africa here, the real, real, during our ancient peoples, ladies, they don‟t 
play drums. Man, they use to play drum. Drums is for man. Ladies is to sing, and to dance, 
and to clap. That‟s for ladies.”  
2:96 “But… as we tell you. That this generation, people is getting wise. Because, if you can 
see. There was time, during my fathers time. By that time, a small boy don‟t use to play the 
talking drum. The big elder, will play with the talking drum. But you can see this generation, 
me, I‟m a young boy, I play talking drum. Is my professional, because, I don‟t have that 
believing. You can see, because music is for everybody. Yes, That‟s why, I tell you this. Yes. 
That one is there.” 
(Biran Saine) 
 
2:97 “The traditional music is fading even in the Jali‟s homes it‟s dying, but there are other 
people interested in it, who are coming a LONG way to study it. It‟s the Tubabos. Some 
tubabs are study in the instruments and some in the stories, and then it benefits them. Then 
it‟s dying in one part, and going to another place. I was among invited Jalis to talk history at 
the hotels – and I have been giving a lot.”  
2:98 “The Tubabs are thinking of something that will last.” 
(Jali Alhagi Sirif Jeobate) 
 
2:99 “Yes, it‟s dying and dying in many ways.”  
2:100 “First the Jalis are now interested in bands instead of singing individually.”  
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2:101 “Here in Salikenje it has been four strong traditional music compounds, but none of 
them are existing anymore.”  
2:102 “These four compounds are all traditional musicians, but representing different roles in 
the Mandinka music. Some are playing kora, some are singers, some are playing Daba 
(base drum), and some are playing Bolong Bata, and we were living very peacefully 
together.”  
2:103 “One day there was one baby name giving, and we all come together and play. The 
little we get – we chare it. And we also sing individually by ourselves.” 
(Jali Wondifa Jaowara) 
 
2:104 ”Yes, it‟s dying,”  
2:105 “…but the first reason is: The musicians should love each other, should have greatest 
love for each other. No matter a musician from Guinea or a musician from any other tribe: 
Wolof, Mandinka, Fula or Jola or any other tribe. Musicians should be able to meet together 
and share the ideas they have that will defend us from the killing of the tradition.” 
(Karamoko Kombasa) 
 
"What can be done to keep the traditional music in your society?" 
 
2:106 “What can be done is: Always remember that culture is culture. Always, as you are 
planning for peoples to remember about culture. You will go to them, chatting with them 
about culture. The same time you play culture also, because, here you can play culture, you 
can play today, as I tell you: That we play culture, we play today. How we play culture today 
is different, but still we play culture. The villagers will know that this is real culture, they 
dance. We organize also a wrestling contest. This is wrestling. The drums also is real culture 
that was since ancient peoples. And till now we are doing that.”  
2:107 “(...) to encourage peoples now, about culture, I know is very hard. Because we are in 
a very, very hard generation. Peoples get changed, You‟ll talk, talk, talk, talk, peoples will not 
listen to you. Even your son now, to control him is a problem. This generation, you cannot 
beat. You cannot advise, he decides for himself. That‟s why, always, as a Griot, we have 
problem, talking with people, how to manage with people, How can you do – till people 
remember culture.”  
2:108 “Sometimes we play concerts. Yes. Like these concerts, to remember the peoples 
about culture. Sometimes also, we sit, we see that the village is in a mess, we start showing 
culture to the villagers. They see that we‟re doing culture. You will see that if that will happen, 
people will think, people will not forget, culture. Yes, like that, But many peoples, they are 
leaving the culture now.” 
(Biran Saine) 
 
2:109 “To prevent this traditional music from dying we have to build up societies that we can 
teach and educate people who are interested in it.” (Alhagi Sirif Jeobate) 
“For example, here in this compound you are the only one playing. What can you do 
now to stop the kora dying in this compound?” (Jali Alagi Mbye) 
2:110 “That is why I try to convince one of my children to play, so that the kora will not die 
totally here, but some of our children are interested in having a Tubab and do something 
else, and the Tubabs will never forget their tradition. Going to school cannot prevent you 
from doing your tradition, it makes it possible to write their stories also, that I cannot do. The 
best thing is to teach our children back to the tradition and advise them not only to think of 
having a Tubab. If you have a Tubab child, that child will not be interested in traditional 
music.” (Alhagi Sirif Jeobate) 
“There are many projects agriculture, IOGT (International Order of Good Templars) 
and many others that government are doing here, but what do you think about a 
school with culture also?” (Jali Alagi Mbye) 
2:111 “This is a place where even me I can be a teacher there. This is a great prevention to 
help us stopping the cultural music to dying if the government can do that.” 



 62 

(Jali Alhagi Sirif Jeobate) 
 
2:112 “All we have to try is to pull our children back to the tradition – and teach them. 
Because in our time the first thing they make the child realize is: “This tradition is what you 
are born to. You belong to this tradition and you have to do it.‟ Other things comes next, but 
the first thing is our culture.”  
2:113 “If we start with them by encourage them the same thing when they are young – then 
they will know something about it.”  
2:114 “If leaders and wealthy people are helping us to build places for us where we can 
meet, discuss and teach the music. That would be a great defence. Places like that will not 
help only the children, but teachers themselves can learn from each other. Then the 
international world would be happy for us and maybe some join and helping us. These are 
places also where we can present different workshops like building a kora, like how a student 
is finished and released, and the ceremonies…”  
2:115 “Still there are many kora players that cannot build the kora.” 
2:116 “This is very important having a place where people can meet and discuss, because 
there are many traditional things dying, not only the traditional music.”  
2:117 “The leaders can help us with equipment also, teaching materials so that we can also 
contribute to the development of the country. If we are well equipped and people like you, 
Alagi Mbye, are asked to select a group that will represent Gambia in traditional music – it 
would be a good one if we play in Salikenje here with that equipment people from other 
villages will know that there is something happening in Salikenje.  
(Jali Wondifa Jaowara)  
 
When Alagi Mbye was helping me with the translation of the interview with Jali Wondifa 
Jaowara he also gave me his opinion about traditional groups;  
 
2:118 "(…) TRADITIONAL GROUPS to play traditional music for the people instead of being 
interested in “groups" This will also help bringing musicians together.”  
2:119 “The traditional music should not die. The traditional musicians should take a step by 
coming together so that they can be able to put the eyes of the politicians and the wealthy 
people on something important to develop.”  
2:120 “Musicians who are equipped who they think they are the best it‟s just impossible for 
the best musicians to be heard behind the amplifiers. Some jump with the kora and; “I‟m a 
musician” and they are popular.” 
(Jali Alagi Mbye) 
 

Karamoko Kombasa tells us about a group of people (the name of the group is "Kambia") 
that are working with traditional music; 
 

2:121 ”Kambia - which is; Come together as one." 
(Karamoko Kombasa) 
 
2:122 " They (Kambia) are even trying to put people together, and this name of this 
”Kambenka fo” which means come together as one. And every month they make a  
contribution of 25 Dalasis each. And this money they keep it to help others who have 
problems, so that they can stay with the music." 
(Karamoko Kombasa) 
 

 

 

 

 


