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1 ‘hmg-a.r -boving-been' is authentic, o call it repetition.
Martin Hudger Baqg and Time

Orda-mmatuﬁw repetition,..ritwal prdery botl) 'lift’ and ‘art". Sinee rach rgpukdmuompma
n:qm phu in mlqual 4w, repetition swbtends botly saxis or consictoicy aad dymatrisem,
va_iAgwu, African Wn 2 Northern Eox Perppective

2

A ong as ety (b ) and octiny (s oid o hings) o oo s msmally el
mmmnbnﬁrwmbmwg, the sef. Wm:hmmrwﬂmblbdm:dqfabmm:hww
norid nothing bat objert, mmwimwmyhmtmnlﬁmyobubmy Butnbu:.r
the o of the matver: the existmer of mutic s thest catggonier and antithesis in quection

' Victor Zucksrhandl, Man the Musiian

s

Iftb:rrua!a:umtbtbrwd:b@q’lhmwm ny'mlhrm; du:mjtba!uannbn@
contaminated by each oiber, thot there it no longer a Jully autnibthmous ecbt. African cudeare aviling
mmﬁ@bmamﬁww&nu, of awras, no Anmerican avlure withoxt African rwl:).Amd
lba:ua:&wmem:ucml-mbm!mang that the posisrlation of o wnitary Africa mro;umr
a manalithic West— the binaricon of the Self and Otber—is the luﬂgftbc.ﬁb.rbhhbuj&mo&mm
shal o mwst learn to Live withont.

Kenusse Antbony Appiat

v
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THE CONTAMIMATED SPACE

Onc of the most fq.shiomblc iems that a young pemson could war in
reyolutionsary Ethopia was berebass, 2 sandal mude from used tres Geja Sefer, my

neighborhood, was not {ur from the edges of the central market, known as menkate— -

from the Latin merratus, named by the genenls of the Iralizn attmy (who, by the way,
took an interest in the planning of several cities dl.umg dheir 1935-39 invasion of the
country—where such items and coundess others were traded ander open skies or
improvised shade. 1 used to walk for about forty-Gve minutes @ the crowded shoe
market md‘gctmys:_lfa pair of these used-tire sandals, The material for the sandals
was _made"for a strength and Friction beyond the huthan foot, which, i.r;cidmnlly, gives
the pair a fect-life of their own. A sturdy bottom, with two wide laces—he threads
sdll visible from the cross-section of the dre—form an %/ crw:: the foot, while
another, qually wide lace hugs the foot just below the Achilles tendon. Perhaps

wearning u wsed-tirc sandal was an unconscious identification with thc peasant, on

whose behalf the young of Ethiopia called for the retuen of the land to the tiller? The
sandal was ridiculously affordable. What was fashionable to me (though with a tinge
of dags consciousncss) was ofmumenmmy_ 1o the ucban and rurl poor. 1o time,
its appeal wore out, the youngster matured and went onto other things. Except for rwo
events: some two decades after what I might call my ‘osed-tire sandsl pesiod”, I came
upon Kwame Anﬁony_App}.-h's scconnt of Jumes Baldwin’s choice of Yoruba Man
With a Biddc, a sculpture who it very jaunty, very authorimtive {whose] errand mighe

prove to be impassible, [yeq grounded in immediatz reality by the bicycle!! Appish

extends Baldwin's assessment by-saying that the sculptace s produced by someone
who does not cire thar the bicycle is the white man's hvmtion;ir [the sculprure] is
not there 1 be an Other to the Yoruba sclf? _

The other event, Steven Jay Gould's ardcle Crzating the Creatom, is a meditation
on Darwin’s (or our interpretation of Darwin’ thoughts) on evolutionary procesa
Gould claims that, unlike that which we ace lod o believe (i evolation's work as the
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er-refining of oneself and one’s work on the road o progress),
evoluton is characrerized by unpredictbility and- change, which
could not haye been imagined by-sgy.' the orginal event, _p:oduc_‘don

- or performance. Gould puts the mazer this way:

Procie {swlutionizy] adaplation, with each part fincly bosed o
_Wma@naﬁmmnmmmdug ean only Lad to bind allgys, Memﬁ;
and axtinction. In our sorld of radically apd napredictably changing o ——
umhmwmnﬂfwmr@am@mtwowﬂmm
pposie set of attribuses wally deoclved in o cultare: flowiilisy, nof pdasirable
Wd.’ o '

The common thread that | waat to draw out of Yerwba Mun

and the used-tite gandal example is the profound necessity of

xmpmvlszuon in the conduct of our lives and io indispensability -

when it comes o quesdons of, cmlmn: cultural productions, in

particulas. Whether it is the radicel shlﬁ: from a usud Goodyat or

Michelin tre inte a sandal, or the vansforrhation of the lndmoml

Yoruba pecson into what James Baldwin has chmcn:nzu:l 23 2 ‘sort of polyglot..on
his way o confront the city’ where noth.mg looks Like it fits him o well’,$ we are

wimessing a stmtegy—a way of beholdmg the lived word, mdm w.
culmnl ardfacs whose hngﬁgc and :n:m:'ling wrise out of i.mpmvinﬁon. The
M.lchdm of admn-lblr. precision’ o bormw Goulds phmse, mees che md.lc,nl
umgmnon of the sandalmaker—and the humen gestures sldfifully - :
directing the knife’s blade to wem chis po:cnnzlly duposabl: produet
of suenuﬁc culrure into-a ubiguitous, yet linguistically nnd culmnlly
r.ha.rged commodity, In evoluuonnry bBingua, the i unprowsannn of the
sandalmaker is. understood 35 2 ‘quirky shifc and latent pomagal’s
Original purpose, utility and meaning m:'a_igniﬁcd upon by the radical .
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shift of imag'r_\atibn that the sandalmaker brings to the natuce and assigned meaning _

" of of tres, improvisaton thrives within thé space of conmmination, the dynarnic

interaction thar rises-out of formal (and presendy) separated spherea

Tie Mtrfambrg _,6!.1 of the hlumll) mlﬂg Ewropennt cvlrure is its oqgom‘g ’
reeonalintion with biack anityre, Th ngmg sty be that it rovk so loug 2o diseern dw
lerpents of Weck adiare already Biers in latent ﬁrm aud 1o realis thap the .rfpamfm.

" betpern cultret mar prdup: all alowg net éme qf watury, bt orte of) jbfrz.
Jewies A. Snead, Repetition as a Figure of Black Coltare

Improvisations of this kind make sense \lfrhcn onc places these and other
cylrural pmducrs of the contaminated space within s ficld of repetidon. Again, in the

case of repetion, I am not making a case for identical repetition. Rather, Tam

" concerned with what Amid Barska has called ‘the .changing same™ that sense of
belonging w two realms, of tradition and innuvation; of affi miin'é one'y egeative
lineage, but also. knoving that u‘adluom are the inventiogs of consensus. .

1 will fuether interpree the notivn of non-objectivity and ‘deep’ ma.n.lng by
locking at polyphony, whose practice is found mainly in musical productions, but
whose lessons ;night help us envision.. (or sound) potential positions within
nrchitcétuml thoughe. For the momeat, however, let rriémendon' tha the condition vf
operating from within rwo or more cultures, or mcnmlly moving in the contaminared

space {used-tire/sandai; . bicycle/Yoruba man; city/ruml; salcnuﬁc/non-st:l:nnf ic;
literate/oral) and thus cngmd:nng moure than a b:mu'y consciousness has b:cn
foreshadowed (or forcsounded) by the polyphomc/polyrhythlmc music of Afdca.

Thus there are csscntmlly three (m:h.ntcc:uml) phenommn whpch support the
option  of «he  contarhinared space: impruvisation,. reperiion  and
polyphony/polyrhyd'lmy ‘The story tha follows, then, is the working que of these
questions from a number of dlffcmm dxrl:cunns. Our Afsican experiences afe as

polyglot as Yoruba Man, as radically mansformed as the used-tie sandal, as polyphomc

Pl : . WHITE PAPERS, BLACK MARKE
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“P::"': and polyrhythmlc as traditional and con:cmpomry mysic,
Cnre . One is unu.lmng]y humbled by Appiah’s observation that the Yoruba Man

' ot deats. -scalbrure, and by extension a subsmual measure of Africa’s art, %is not thersto bean

Ao Ao
Ocher to the Yoruba [African] self..”? MNor is the ysed-nre sandal endwu:l by the

mak:m and traders Qflt with the kind ofmeamng chat I d:lm for it here. Ir.works both
ways. The mcaupablc condition s that the African, as well a5 the \!Uestemer, is living
ina culrunlly and arnsucally conmmmatad sprace- To funhcr comphcntc tlnngs, we are
educated in the ocular language oF \Vesu:m ar:hlrecmtr, which ms:s two quauons.
one, to what' extear do we nepcl the libeary of Western arclul::cmte. and rwo, how do
we build a ruly polyphonic Afnm libracy which docs not roducc thé architcctures of
A.Encans either to a pr;-colomal satus, or to the dcvclopmcnml box? These ase lasge
questigns which cannor be dedtt-with adequately solely wuhln the context of this essay.
Bur they n:e questions which have ptovqk:d md whxh cootinye to provoke’ rhls
architeer, who cares Eor ‘the conummamd space. Thls essay refleces - my mvn
ronmminated Space: my African upcm:no:s, my major dquhnary raining whos:
historical a.ud theoretical Jud are. of Europe.nn origin, and the affecting presence of .
African and Afican-American sonotous culwres. In recognizing these: crossmgs, I
hopc w0 rnakc a ‘case for an ntdut::rum which will "be’ informed by embaodied,

productive vision as well as the sonorous space of the audible.
Brars uF SILENCE

The most imporant issues of impmﬁéﬁon in Afdcan musical idioms’, John
Chernoff. writes, ‘are maners of repetition and change® As 2 fmmework through
which notions of innovation and change are made possible, repetition is characterized

by the following set of condidons:

(1) repetition prosider o ontipons beaty .
@) by providing a stalde basis of ripétmuic response, rapetitian curife chongiog rhythuvs;
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(3) repetition brings out riytharic tension between ton o more rhythms;
(%) repetition it a key factor which focsses the organization of riythems in an enspmrble;
- (3} mea&arbﬁmmdnak:pwnbk&md@wmhpmﬂwﬂm’

Paraphrasing the sbove five points, one arrives at 2 wrhng definition of this
phenomenon: mpmvldlnga stable chorus of beats and organizing dhythms inco an
ensemble, repetition produces tension zad dauﬁcanon betwera chything while
lllowmg for the emergence ufdynmcnnd open smuctures. Allow me w expand on
what this definition might suggest. The provision of a stable chorus of beats enables

bmldmg of underlying structures, a sort of rhythmic grid of reference ineo which
one weaves other possibilides, The dnmemlons of t}na um-lcdymg structure infuse, as
Kofi Agawu bas demonstrmted, the various mdm&ml and "collective strunds of a
commumtyfmmmlmgg-g: wttssmg,fromludzumnungmdfhncq to ity musical
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and folk-tale performances.!® In a society where there is 2 profound sensibility of -

: rhythuuc dimensions to life, labout and love, the necessity of such an underlying

scrutturc cangot be diminished, 1t is the - ‘Plane of reference, the ficld where
possibilities for a serious play of dlt'fcrcm:c age organized. Without the org:ruzauon of
a structure :hnr allows for repedtion, stasis or’ consistency, the posmbzhty of imagining
and thus Tecognizing. dynzm;c events will be diminished. The power of thythmic
difference can ooly be felt fully whea there i ks a structured background beat. Agawu
righty pointa out that ‘the ovemdmg characteristic of mpedton is a form of unity
produced by the convergence, qr at least mutual existence, of -certain opposod
tendeagies ! The anticipation or invimdon of opposition within _an organized
rlq:lmuc serucouse s bese undersmod in hght of the pringiple of <cross-shythming, In
the pedformance of Afncan tnchnonal dmmmmg, the lead dmmmcru usually seen pa
the orgagizer of rhyr.huu.-Hxs drummmg pomu to thc op:mng where other drumnera
may enter or leave a particular pecformance, The operungs made posaibie by the leul
drummer allow other :hyv.hms to cut across differcnt beats, me this point of view,
‘the African drummer aanccma- himsclf a5 ‘much with the notes he does not play a
with the accgnts he delivers "2 This iy 10 say that silence i5 os much a part of the music
as the sounded beat—having = scuctured beat lhus allows for dyn.nmn: relationships
and open structures, . -~

What we have come across in this characterization of Aftican musical idioms
is a focused, strucoured and i meom.nr tdauonslup between the background bezts and
solos and che space areated by the opening of the’ batkground to give yoice to the solo
drum. Indns.u:nsewch:vcbemawucofmus:cuo:ﬂyoncpmofth:sonamus
consciousness which enables the emergence of other possible vaices. Reo:nt
scholarship has focused far wider actention on the presence of dryrhnuc
consciousness, not only in musical ‘events and productions, buc alse in how the
ordered dtuals of daily life are connected by what the schelacship names a5 the
‘soundscape’. Kofi Agawu's work on thythm’s role in Northern Ewr,, Ghana,isa good

. swrting point for the d.lsr:uss:on of sudm issues
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‘THE GESTURE OF SOUND

- Northern Bwes find n;enning and order in daily ‘rhythmic exertions’, where the
:hyﬂxmloflhedaymdmg.htmdmdedmmmpawd:dmmorhmg
afu:moon lare nfn:mmcv:nmgmght,mdmﬁdlcofmght. The day beging with
ﬂaccoqk:pxedmauwmdpmfmd'l mdmnngmg.bydevoutthnsums of
‘moming devotional’ :onnmpmlcdbydrums, ratles, bells and casanets in the local
" church T‘he mllmg of houschold man ushers in _the moming d:orc:, where after
Brakfut ‘the rhythms of grinding, poundl.ng, l:hoppmg. and fnning combine o
define ont large, smggeted pulse and whcrc_ sometimes, walking in the rural
neighborhoods, according to Agawy, 'you can tell what is being cooked from how the
pou-_mdiné sounds’ Market days offer “the scenc of the greatest rhydumjr. expression’.'?
Because of this profusely thythmic expression, where life in aﬂ its guiscs unfolds in
both motivated and unmotivated dnual, jt is-necessary that the notion of ‘repetition’
" provides a key to understanding [these] fitvals ¥ This is not 1o say that Northern Ewes
do not invite change, mther it means that du.ngc is always understood within the
context of the ritualized thychms of their society, where repetition p:o\nde.s 2 forum
for the creative interpretaton and reinterpretation of cultare” Given 2 set of culrural
cvents, providing a cman'v: interpremtion (or as Northern Ewes would say) ‘ro do
* things acmrdmg w mday’s open eyes’’s means that one is coqfronted with both
muc:pamd and’ nnmncxpm:d conditions of relations. To resolve the conflict of
interpretation igherent in-a given condition calls for i improvisadon. Agawu gived us »
good :n.r'np!e of such lmpmsauon in :he.const.rucl.:ion of form in n song that
exploits repetition as a device for change. - ) ’

A. singer—composer of the village of Mise, Adjei Komi, pﬁfo:ms songs during
funesals and wakes, as well as providing inspirational songs for those going into barde,
or simply for enterminment. He relies, for his improvisations, on a ‘stock of verbal and
musical phrates which he arranges in a pamculn: order to fit 2 particular performance
context’!® We rrught read 'stock’ song material s being the formal and informal
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structuses of understanding thar Adjei Komi shares with his cultural and sodal miliey,
The examples (sec Appcndxx A) bclow were ‘improvised one afternoon in Sepreember
of 1986", and i addition, he. rdncs. .on the conmur of specd'n tones and the rhythm of
lndiv:dun] words? .

While these two songs pmv1d= us with pamcular mmples of the rolc that
rePeunon plays i in the cons:mcuon of an acistic form (and morcover recognize the
insepambility of repetition from lmpmvxsmon), we can further examine the context
of such a song by looking at the larger culnm.l framework of Northeen Ewe thythmic

’ crgmml:on The o mmple.g ure part of a wider thythmic. sn-ucrum thar, according

w fggwru ‘can be analyzed either “mdmmsaomlly" a5 3 succcssmn of beats or
groups of beats, of "duec-dlmmsnomlly" as the projections of a rwo-dimeasional
process into gestural space’ The p:obl:m—on: which Agawu first formulates and
then advances ity pot:m:l.al resolution—is char as soon as we begin o speﬂk of musical
su:ux:tu:cs, weare enmnglcd wn:h mcuphoncal expressions which can only be accessed
through concepts, and. these conceptx in rurn gre available only through language. fn
the end our analysis is :rappcd in.. meuphonu] spacc. Agawu m:ommends that if we
take this metnphonml or ‘governing space’ not as a consb;amt but as an enabling
coudmon theo one can construct ‘degn-.cs -of serniogic tn.nsfcr across the reatms of .
symbolic acdvity!® which, 45 [ have said, exists in the Northern Ewe's thythmic

organization of daily activities or pexformances.
. ‘ ; pek .

For Agaum, the primordial thythmic event is encapsulated in gesture. Geseure
is the physical munifestation of 3 more fundamental commumuvc urfie... [and
beeause of its remporl naure] when deployed within 2 cleady defined context, irs
communicative potential apd intendon canoot be doubred.”? Accordingly Agawus
construction of a conceprual model that would help make the dynamic relationakip
berween the various elements of Nonhcm Ewe :hyrhrmc f:xpms:on begins with
gesturc as the primordial thythmic event zm:l concludu with dance or stylized gesture.
In this model, the spoken word is a unic of normxI, hiesurchically -ordesed language
with aceributes of tone (pitch) and rhy:hm It tzkes place within a twodtm:ns.\bml
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space, and generates vocal music. Voeal mmic'(song), in its autonomous existence as
a self-regulating semiotic system, manifests two thythms: free thythm which is
unmeasured and recitatve-like, more accurately descdbed as ‘speech thythm', while

‘strict shythm is measured and ‘song-like’ ‘and organized into recurring groups

- . .:'-_e_'ﬂ-?_:—e.,.--'_ e RN}

descdbable wuh respect o menr_r.m

Inscumentat music takes over the rhythmic and mna.l auributes of song but
leaves behind the verbal cp_mponent Liles vocal music jostrumental music is m: up
of free rhrythms, where the rhythms and.tonal patterns; of perfopmed.speach or orgtion
{when drums axc used 25 specch surrogares) are replicated. Strict chythm prevails when
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autonomous crr.-.auve process. Dancc music is 2 form of styl.l.zl:d geswre and is
dumclmzed by-its sympathcuc mov:m:m w0 msr.mrnmnl music? The conclusions
l:h.at. Agawu draws from the five g:nmtwc sngcs a.rm:uln:ed in the model are that

/) Rbﬁmrwﬂwmmmgumlnmmmgﬁ{dgum“dmwm
@ Immhldrmng(nwjbal&rwgmmlmgmmdgmm .

&) T&bmmgd’&numapo@ﬁumnmmngfmlmgwuk;m

@ hwmdy&rmlhhmqfrbﬁmtmm ;

(ﬂ ) Thmmaﬂ&wy&rmﬂuﬂadaémam

Thcﬁ.rstgllm thc&e:ungofanhccofﬁwcexpmumculmmfox
observadon wlulc the laee i Is che generadon of successive smges' by p:cvmus ones,
The dmchrumaty of the ea:pmslons in the model means thar the gencrzion is alte a

- process, that can be reversed, got anly from the nd, that is from the stylized gesture

bad:mthcﬁntmg:gestum,b\ll&pmmyoncofﬂacmterrned;msngu,gmngba:k !
andfonhbctwcmthemhmncdynmcmmof:hythmapmmnun
reflection of how. easily our bodies—through gestuml aniculation—maove &um
speechmmuuc,&omdancetosong,&omrhythml umlhngtodiyrhmu:sp:cdﬁ-" .

We-have scen in.the two song examples by Adjd Komj that rcpcuuo m o

Northemn Ewe community plays 4 yery significant binding force. But. :hc ozhex
concomitant mlc that repetition plays is the stxess: an improvisation, the crcatm:

sdapuabiljty tbat accompanies, on the -one hand, :h: syccessive lines or merers of
song (the shife o the sequence and content shown in the paradigmadc arrangemcm; of
Adjci Komi's songs), and on the other hand, the. dynamic shift of the thythmic cv:m,
25 seen from the shythmic expression model—from one stage'to another, sometimes
in 9 linear Fashion bue at other fimes bresking away from-this sequegce. We: are also

reminded-how these rhythmic events {and theix- forms)are fandamengally tmmhzed A

events. As duul events, cheir gdd of ap.n:aslon is. huwly ordesed. Rjtuals, howev,éx,- R
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they are n-_m;formed,.ahn.ys speak of dme past, present and future, For Nortbern
Ewes, the past, a5 recreated In ritwal, gives them ‘assucance of the kngwn and the
familiar’; a5 a dtual thatshedshghton the present, it ‘enables them to take stock of
what has been achn:wd and as an mdlﬂuon of future possibilides i lt provids a
forum for crcanvc interprezation and mnt:rp:ennon of culrure! meeddcd within
this i mm:prcmnon of culwre is that order 4 cn-fnn:.:r.s from repetjdon [and d:at] since
each repeated event occupies a uaique place in ontological time, repetition subtends
both stasis or consistency sod dynamism. In other words, reperition overrides
sagnation and aspires towards change snd improvisaton. Transfeanation and
repetidon are close w cach other i :h:mtd:atambl:oxdnemugg out of

:cpeuunn,md thiritis In repetition d:atwc:ppmbcmhmpmmon. Whal:u opcned .

ntthumom:ptuda.eumqmcssofﬂm mmponﬁtyof:epcunon,mplﬁoegrhe
quranual temporplity. of the thythmic individual and sodety. Dom panicipating in the
ﬂuwgh titual entail that repetition is solely 2 re-enactment of past events? Yen, in

the sense-ﬂmwem uhngpmm.emm. amom}”mdﬂmals lhathavcbuqnputof
ouwﬂdpno:mou:commgonmd:ccvmt’s smgc.lhthu’wemgnfnngoumdm
onthemnuuhouschamdutwasmadcupbyoq:mmmhthegmfungon

[__-’:w ouy ntqals mmoswl spam we ofen beheve Lha} we afe x-clm.ug r:playmg

YT e o e

;t atty hl:nﬁ ’ A L, a0 el
re
" Rla

et X

i .n““a‘,‘ﬂ T
mmﬁmnmﬂmdmonsmdthoughm—doadmmnﬂutwe
might approach time¥ possibilidesdn a qn'fuent way? In repeating t:he.pas:.
even the ﬁmhlepuf,ne weiustmq.llipgaby-gonccveﬁr, or are we involved
inan interpretadon of the Ppast within our present frames?

THE DESTINY OF REPETITION .
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Itis rmpcﬂuvc that we ask what Iund of t:mpomhty Is involved when we, along
with Kofi Agaun, say that each repeated event occupies 3 unique place in  ontological
time [and, thag] repennon subtcnds both stasis or consistency and dynmnsm The
conslsr:ncy of d:ungs known is ]omed together with the dynamism of things hoped for
The assurance of familiar even:z bravels together with movemeat of the-future. The
coming mgcthe: of dymmsc and static ev:nu is locn.md in the now, where we are
obliged toac;—mtlu:prcscnr.Does ;Iusmun :ba:d:epast,presentmdﬁuumha.\m
not only a porental; but also a concrete manifestation of being collapsed in this
moment? Or does the fact thac xrpeuunn subtends both stasis 20d dymumsm Ppoirnit to
the existence of rwo temporal Erames, one of which might be called ‘clock’ time and
the n:hcrsomcdung that is very basic in its fundamental unity, ormay cven lie ourside
of ‘clock’ me? Martin Hudeggr_fs conmibution to the undcrsmndmg of the qusuqn
of mmpomhtymm apother reading of repetition which I believe expands our notion

" of the past Hﬂdcggcr's Ereat mslghx is that our mhuoash.lp with the pnr is the

remieving of ‘focmer possibilities and handing them down to the present™ This
preseqtin its ‘authentic’ form is also the * ‘moment of vision...an ecstatic moment.. wn.h
which Dasein is carried away o whatever poss:bl.huu and- circumstances arc
cncountered in the Slmauon 3 posgible ob]nct.s of t:once::ﬂ'23 Thls ecstatic ‘moment
of visioa!, T would. ngu:, is the moment of i irmprovisation, where former postibilites
of ancesmal models are extended, interpreted arid mintupl'etcd in the presear w'be
projected as undesstanding in the furure, If, in n:mporallty, the past, pmsmtmd future
have chamacters of being ﬁmdammmlly united, how do we understand repetition? One
of the fundamental aspeers of mpeunon afier all is the Te-cnacting of the ‘the known
and the farniliar’ through unuls Howdo w:mtcrp:e: our understunding ofn:pcnnon
25 our joining of the soundscape of Sur ancestors? ‘And if repetition is also marked by
change, conflict and dynamism, whar is the mgmﬂcam:e of it in the Tight of temporality
where the past and the ﬂlmmdrudypmﬁgumdmdlewpmung,ﬂm
Hr.ldcggmm ‘now’?

~Tp explogeithese: questipas, we mdmmminq‘hr i

figorthe:
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improvisation in African musical idioms, are matters of repetition and change”

I would like 0 sketch 2 mutual theoretical signifyin(g) between what Heidegger
has c:llq:l ‘the moment of vision' .and what 1. wxl.l name a5 the ‘moment of
hc.a;kc.n.i.ng’—_-dm moment of agentive listening thar is one of the preconditons of
iroprovisatioa in jazz music. What I mean by a ‘moment of mn.ntive lisrening’ is not
only thehn:kcmngmatumqum:dofusasmrydzyhxmbutdmtwhmh also
sdses out .of l:he bearkening of the moment of atentive and creatve mnsu:ul
production. I will cite Heidegger's 'momeat of vision' from Baagmd]"mm order o
provide a badgrouml ‘bear’ within which we might thread our understanding of jazz
music's mumt of hearkening”, That ‘present’ which is held in suthentic tempormlity
(od which thuy is autheatic itself), we call the ‘monieat of visipn'. This term must be
undesstood in the active sense of an ecstasis, It means the resolute rapture with which
Dasein iy carried oy to whatever possibilities and clmunmnem are cocountered in
the S:uunon 29 possible ob;cc:s of concern, but is also a raprure which is held in
resolutencss. The moment of vision is 2 phenokepon which in pnmp!e cannot be
. clarified in tesms of the ‘now”. The ‘now’is a terporal phenomeénon which belongs to
time a5 pezh-tiar-ness; the ‘now’ in which something arises, passes away or is Jpresznt-
dt-dand, ‘In the tmoment of vision' aothing can occur but as an authentic present or
mw, du:‘moment of vizion pesmits us to cacounter for the first time what
can be ‘in 2 tme’ ax resght-band o preseatat-hand 2

'I'he‘en:md cycle’ between jmprovisaton and pmcom;;oaiﬁon is that journey
berween ancestral sites of musical productions and the possibilides in the moment of
creation. Typically, jazz’ musicians define improvisation in two ways, Fn's:ly, it is the
'focus on the produce’s predise rehuonslnp to the original models that mspu:ed thein’.

The musician approaches the odginal mqual models 25 ‘theoretical materials and

vocabulary paterns’. Secondly, it is the coming together of ‘dynamic condijtions and
processes undedying the transforimation Jof the. orginal model’s theoretical and
' vocabulacy pamems) and creation™ of new ideas and performagces, '

In csmblishing s precise relationship. hemween ‘oz odgioal. models -acd
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u-npm\nsauon, the improvisor is theown in the path of repetition and revision where
the past R)zvmg been-aess] i i5. brought forward (retrieved) to che present—aor for ity
past -material  but for its pos&blhhts. In the dynamic condjtions and ptrocesscs that the
-lmptovxsor mgcndus within 2 musical pcrfornnnc:, the i memv:sor is m.merl away
to. whatever possibilities -and dircumstnces ar¢ encountered jn the Sitation as
possihle objeces. of concarn’, The pcrformuve Sm.uuon, having been mfonnnd by the
theoretical possxbdm:s of the past, leads to 'dcvdopmg petsona] sougds, expanding
Tepertories, cmanng mdodlmdm and expetimenting with varied applications in solo
oonstrucnons, [whue] n:nprowsc:s live ac the threshold of new possibilities for
: inve nrtion,

_possibiliﬁcs that

€ex pand

“dramatically with

cvery discovery™

The moment of

‘discovery  and

=xpangion of ‘new

pousibilities arising

out of the mastery
of the potentials
of baving-ben-ness
is pushr.d towards 2 zone of vision that ‘permirs us to encounter for the frst-time what
can be “in 2 ime" a Wo:pmmw-&md What is coucial in this * moment of
hearkening’ is the eacounter fos the frst time with pbar can be. When I say ‘for thc firs
time’, I do not mean the kind ofxeoord xcakmg feat associared with a number or
certuin quantity, bue racher the d.lscovery and realization of the pomnunl, on rhe one
hmd of ancemmal phrases, licks ideas and arrangements, and on the other hand, of the
possibilities of that d.lscwcry as it Bouzishes in'the improvisor’s cyrrant interpretation.
This azpebe-neus in -the* first-time encounter. is Jthe. unpredjcuble‘mmhty. of the-band’s
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nature of temporality, understood as an existential wcroporality. Let me invoke
Heidegger's definidon of what constitutes prescat, past and funure. The primary
concept of the faure is our ‘pecaliar capacity t be..[that is]  be expecmar’ lo
expecting; we are shead of oursdvcs, and &om this point thu is-ahead of onrsdvr_s,

wx:comcbu:kto oursdves.Thl.s cmmngmwz:ds mdf[dngmm} -from one’s most

peculiar possibility, a conupg—towud which is implicit in the Darairk existence and of
which all xpecting s 2 specific mode, is the primary concepr of the futare The past,
or Mwn;ss, is characterized by modes of ‘resining, forgerting, repressing, 2nd
suppressing’ Hud:gg:r is cmphau.c abour our mistaken atfirede. du; the paq: is
sométhing: ofa by-gone:

That wibich we are as baving-boen (past] bas wot gor by, passed vy, in the sense in wbich me
say that e cowld sbugfle offosr past ik a garmens. The Doasein can at lile get id of its [past
as] bygone-ness ay eseape its deat. megi:mr_m&'q&g'mmqﬁévgwbwhnirm
ssential datermination of ur existene...1 soslf s rgy oo having-besn-nei..it (Dasein] an bo
as b:m".-rg-bm ondy ar it ocity 7 ‘ ' T

l:.ust:nmlly‘ the presmtl.s not the same as presence or a5 exmntness, We are

surrounded, as chgs. byodler beings of the word. The wodd thart is exant around

" usisthe Farniture of our existence, Only as en-prescaring, ‘the comportment of myself
toward... something pr;:scnt [lt.h',uld] which is in n;y_ present’, do I make my presence
s er-presencing, .

Heidegger's conclusion is that ‘the fature, the past [bosing-berm-ncess] and
present, in 2 more odginal (existential) sense...are cmploymg these three
dererminadons in a significagon that lies I.q-'l.dVl.nc: of common fime’ Here is the
crucial difference bctwem on the onc hand, the existential n:mpomhl;y of I:h: fature

55 eapacityfo-be, the past as baving-been-ness, and the present as er-presence md on the
" other hand, common time, as then, ax-drmn and present respectively. “The latrer dime
dg:grminadons',.'l_-lgidgggu says, 'are Whn%'they ore o_n.ly. by.oﬁgimdng in remporality’,
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which is t.hc formec The common fimes are thr. cxprcsuons of temporaliry,
Expccung, the fatuge, fetining the page, and az-prcse.nung the preseat-—all of thusc
cxprl:ss themgelves by means of thc now thien, md d—ch—f-'m;’a The ﬁmdzments,l
constitution of temporality, du:u, '18 that ‘the fu:urc hes i mwyowrd-omn# that the
past- {bmg—bm-m.ﬂ lies mgm;-m-:o and that of the preseatin “staping-with, ’ dwvedling.
pith, baag-mnb?’ But these constituents of temporality seem to stand apact a5 we jyst
put thero. Not so. Thu: coming togethec as belonging in an ongma.[ tempors) momeut
is in the condmon where Da.rm: is determined by the “tgward, bﬂt&-ﬂp qnd mtb’ of
temporality, a0d that this u:mpom].u:y as the odginator of future, past and pregent
(understood as common time) ‘stands outside usdf.,...[and] Is .camed away within
imelf30 .

- What does the followiog phmse miean—that temporality ‘stands outeide

.mdf...[md] lsmnednwagrwilhinimdf’? 'Akﬁamxe,.d:cDmu curmicd suy o is

past, [bu-&mx] :qmay-mbe' as past [bmqg-&m],n-xs cazied away to its Aaping-beerneas;

. and as r-presenting, itis umadmywsomc,othubungmbemga.‘rmapunlim

the vniry of fumre, past and present docs not wry‘thcpm awray—fust at fines aoq
ocmmmﬂy.lnsuad,umwnhmnumdfdleodmnlwm-&tﬁ'm outsidaitrelf-
ness of emponlity we calk ekstatibon, of the ‘ccstatic character of time 3 In calling the
fumqpas:mdpmcm'daenhxwmmesofwnpo‘ubty mdm:h.e.lr‘bclong['mg]

_ together inwdnsically with co-equal originality, Hcldegg:r opens another. -possibility

whu:wcmghrmmdenhempeuumof&heput[ofbm-&wpness},ofpmupmng
in eveats tbnthavcqupartofourmcesmlhouzpnasbclongmgw:l:hoo—oqun,l.
originality with the present and the furure, For the moment Il:‘t us recall Ag:wu's‘
definition of repetition: repequon suhtend.s both srasis or consistency and dynamism’;
ot his identification that ‘the ovu-nd.mg chanactedisic order that grows out of
repedtion is 2 form of umty produced by the convergence, or at least munyal existence,
of cermin opppsod u:ndcncm. Lt us remember that Adjﬂ. Koui, in performing his -
songs ‘relies on g ,'.tock of vexbal ph:ascs on his way o unpmvlsauon rhl:ougi;
m?cuuon. Let.lus beed Joho Checnoff’s ‘temark: that ‘the most n_nporgan: issues of
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_ tnusical ncg_otial:ipns..' And s 2 fundameatal ingredient in every performance’, this

‘moinent of hearkening’ is ‘the product of all chat players have experienced’ and where
‘musical decisions_that rake place during improvisations are made. instandy’® This
action of mzhng decisions does not depend on the mak.mg something out of nothing’
(that popular pc:co:puon of unprmqsanon) but is in fact the’ reham:e on :hmk::s

having absorbed 2 brozd base of muslcnl knowledge, mcludmg ‘myrisd comventions ‘

that conu:bur.e to formuhu.ng ld:a.-s logjcally, cogendy, and expr:sswdy’“

. On thc one sncj:, there exist conventions and on the oMM&Mm of .
musical ideas whose ‘moment of vision' and ‘moment of heackening' is - always

informed by the formal possibilities presented by bouses of maditions. This is o say

" that there are conversations {or as musidians prefer to say, ‘musical convemations’),

betwzen the past and the presear, but also in the moment of improvisation with
various other sources who wil'contribute to the prodyction. In forming the outcome

of a particular p::formmm, Pzul Berliner wlls us that ‘the improvisor entess [ia -

muald.l oonm:mnon] on many dx&'uen:.'iu;h mnnlumously Somc of the
consttuents of these multiple conversations thir we read fmm Besdiner are:

! Thmﬂ&MWﬁ.thmmM
plyer cvmoerses ith prdcesors widin he ey, icition; .
@) A comversationt with seff sdere b jnr: disogus by wbich indiida band soeers deselep
s logic of thcir com pucfic part; '
(&) Mp@vmuﬁhwmt, b&mb.ﬁmm;::hpdb
idionratis featiires of playing tedhniqus, or by idiayncratic feature of an' imstrucnent’
. (4} The musidan alig enters 140 a personal bistorical comersation sbere the player’s unfoiding

ideas gromy mommnt by mevens, out of @ cumultive Hetims of performane and musial

thinking;
T (5] Thmm&nmgwmbmmmhmmgw?mmﬁmndﬁm&-
(6) The comversation 1bat talkes plows betwisn the asdieave and tbe individual as well as the group
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of improiarsD

If all thm mu.uca.l cnnvusauons lead 1o 2 succasful lnn::prcunon of rmmcal
ideas through rhz masterful woa:kmgs of § unprovmnon, then, an cxmord,muﬂy
traascendental cxpcnence nka place in which the phyczs feel, if only mom:ntanly,
“in touch wuh the blg pncnu:c" where their “moment of hﬁrkemng’ becomes
“timeless, pe:ceful, yer eaergizing and euphoric™ % '

The moment of timeless producton and being :ngulfcd by its energy, ¥
supgesr, is that kind ofnme which Heidegger has. called the ‘moment of vision', r.!m
‘Phenomenon which, in pnncxplc, cannot be clarified jn terms of the ‘now’, but is “an
understanding...existiog in the pmamlzg-ﬁﬁw whaise temponhzanon ‘is,

_ determined with equal pamonrdiality by lumng—been and by the pnscnr.'” We have
_nlsosnldl‘hal:tlus monmntpfhmbmng’ mbcmg czmcdmymwhnm:r

possnluhncs and cuv:um.sunm ﬂ:nt~m :ncoumucd in d:c Sinwdon as possible
objects of ‘concert’, “and in it pm;ecnon of Its potmuals is intmautely. ded with
ancestral models; and urses out. oF.the mastery of: the model’ conventions. The
mom:mofheuk:mng’tnd sbove ail Ihcmastzry oEmnvenunns takes place through
repetition. But does this mean ﬂntrepeunonu:hz r:-enacunmt of past conventions? *
Howmnmcﬂmdmpﬂungﬂt:pastmmpenmn?\ ' o

Thcmswerma&hthemourcotmdmuon cfmpﬁmon oot 32 the inheritance
of du actual past, - but 23 2 'way of secking the potentialities of the past. Heidegger
sugpests that we undumnd repenuonm ﬂlcfoﬂqmngt:rm o

m&h&ﬂﬂ@ﬁ@amﬂvﬁ?@%gﬁmﬁ@%ﬂdaﬂnﬂhh@lf&w '
of sotbing by wbet . st} st i ol thet 8, a sometbing wbich was formery acis,may
ermmmpm.wmmamrm&mmb@qwmam
bru-hm-m Mlﬁm:ﬂtawum&taﬁupmhbgmarmhmn & i mwads i

a nowvent of vison 0
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" Tathe ::up:omuw :cjomdcr thar one proffen to the past, we reaffirm tha the
improvisor is sc:kmg Dot to repeat the past, byt w extznd its possibilities. The
improvisor, in repeating the work of ancestrnl moodds, is pot replicating the past, but

affirming its potential. With their uniqu: remporal character which subtends the stadc -

and‘:hc dynamic, and arising out of momenis of repetition, the ‘moment of vision' and
the ‘moment of hearkening’ are the de:p spaces of improvisation for the

trensformadons of creative works.

THE AUDIBLE SeaTiALITY oF HOoMO Musicus

In that society where music cannot be thought of as scparate from words,
where poets chanted and a-ung their verses, the father of Western philosophy, Socmtes,
finds himself desidng one thing: tomzkcmuuc'rhutvnng:nfconsuznc:,thls
hesitadon as to whether one has lived one% hfe © the fullest, makes mdf felt as

Socrates spends the last days of his condenned life in the confines of a prison cell, His

friends ask him about 2 current rumour in Athens: that he hes turned his great

imcllectlua.ll pow:r 10 the composition of verses, ThroughouF his life, - Socrares

confesses, he had been insmucted ll‘l:-ough dreams to ‘cultivate and _imk: music’
The great didloguies of Socrates, the logic of arguments that he taught his
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. ::?l': Athenian students, and for which he stood accused ad condemned to die by poison,
Tneangeseat were not enough for the philosopher. To the end, he tfemained A scrupuloys
reiorced ph:losophcr In his last-hours, he realized that his life-long quest of logical reasoning
#asts A lone had failed ro  provide lnslghtmto Lhcrcasons of the heart. He tums to a dream,
to & series of mumanons in d.rl:lms to rcason wheth:r h: has not Eulﬁllud one
sxgmﬁcanr.pnnafbemga himan: that of being nlnmmumx His wotds should have
been chanlni and sung. He wanted to cxplore, at long last, the validjty ofoonstmcung
a sonorous being alongzide the logiul man, Victor Zuckerkandl, the philosopher of
music, akes this occasion of Socratic doubt .as 2 mewaphor for Western, man's
' A represgion of his musicality, his
snnunty Among the vadous issues.
- thay Zud:ulmndl explores, in his
mna.rhlblc two-valime work, is the
in:cl;u_'io_h‘ of what he called ‘the order
of “auditpry space’ as being the
' counterpart  of ‘the order ;)f
* visual-goomicwico hnpl:u: space. In
. Zudu:rhndla ‘account, music is an -
avenue {0 & non-conceptual, non-:efct:nual mode of knowing the external world, and
wccannotaffordnot:onﬂcwmuslahtytoaffectou:pmddecuonforgmdmccby
scientific conceptions of space. The order of auditory space emesging out of the topes
themselves and progressing to fotm chords finds its ﬁlﬂqt expression in the cnsemble.
The simulancous motion of toncs in the ensemble, in the polyphony, sceording w
Zuckerkandl, is the greatest demonstration of the order of the audible space.

'i'hOugh spoken from within European musical dlc;ught, polyphony is also one
of the major outcomes of musical organizaton ia the music of sub-Saharan ‘Africa,
Polyphony, according to Simha Arom's stady of Central Afdcan Republic music, is a
procedure that has four basic elements to it frst, it is ‘muld-pare, ic _m;ade up of
several (at least two) melodic or chythmic lines that are diffcrent and supedmposed;’
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second lt is samulmneous, thae is, it happms in thc same spm:: and time; third,
hemorhythmlc. where there l.s rhydumc amculauon [thay] is differege for ezch
separate part’; and foyrth, the pms of the music age non-paml.lel, bmus: of the

independent development of each part vis-a-vis the, others, when: both’ conmry or

divergent move:menu occur; as ‘opposed to parallel. movcments.‘a These four
elements, thén, are the constituents of the auditory space whose ramificadions we
would like o undesstand fo: architectuzal thought_

One of the best- cxamples ofz polyphomc music, or 45 Zudm:kmdl puts ic, ‘2
type, with almost epigrammatic pomtr.dness, {which] u:mphﬁes “how, whcn tones
sound, we' enter 2 different order in thc "whmcc of encounm' and the whcre of
relation, is the quartet in Act I of Verdl's Otbells, The point with which Verdi
assembles the muldple voices of Dcsd:mom, Iago, Othello ind Emilfa through the

r.cturn of chaos’ symbohzed by the handkerchief which is the vd:uclc of. their tangled

web of love, Enr.ndsh:p. power and  betraydl, Shakespeare composes his licerary spaces
and dlﬂ]ogucs in "the sctne between Desdnmona and Othelio, thc conversation
between Emilia and lago, which Verdi has brought togethec' The literary form itsclf
obhg:s the writer to follow the lineac unfolding of evear. In Verdiy production ‘the
four voices sre to sound simultaneously; the. four mdodu: lincs are w0 be woven
together o one texture” Yerdi's intention, though ansmg qut of the articulated and
clear voices of the foiur chamérers ‘each obeymgns own urgency’, is the ‘combination
of the lmcs, the wonal unity thar pmce:ds from. their union ‘fwhich makns possible]
what is happemng bcnvcﬂ'l these people and ro them, what is abour them and above

Photo
T credls:
Poyes 260265

Croor; model

them."3 Vud: makes the zctors not speak but sing “the ungle fatc rwisted from four

life chreads”. Polyphony mukes the efficacy of simultancous

] slngng, sn‘r_wl_uneous {nu.uc mniqr.lg..sltm.l_lun:ous musical
sonversations preferablé m -simulmocous speech. For in
’ ’ . 'si)cech what comes out -is disordcr—the
‘nppsease, of four vaices. We will m:h: perfect scnse out gf
indlisidual :pcechzs but only 1s long as they remain
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- sepatute. The space of the foyr.voices spcalung sumu.luneousl); thoqgh belongmg w0

the wodd of the auduory, 'dom Aot e shut in the specific on:l:: “of the audltory
spacs’ Thcy cn stand and make.sens: mdmdually. but r.hcy will no: bpmmlgﬁxt;-

once thc vo:c:s are quk:n slmulnneously ’l"hr. cese dnnges, dramaucaliy, when thc -

Y o

\mctsuopspcakmgmd begmsmgmg, - . Tl :

The cn:d:r of audnory spncr. for :he four smgmg voices B wad norm this
sepagate but in their umﬁed states, A umﬁad state doe.s 0ot lmply tﬁaf da:: fr.mr vo,xm :
(actors) sing in the same ton:. 'I‘hcu roncs may be, d.lffemnr. bm: thm hﬁppamng
:ogtdm: is what makes the order of the polyphomc space. in o:hc:r. v::n_-n-ds,r it is the
preseatation. of four dJﬁ'::ent positions; four, differen mr.:q;mmnons of ® gwen
condmon, but soupded in sr.rnulmneous space and umc, and producing the Po,!jphaﬁfc -
easemble that speaks, of 2 dnffemnt ordcrcﬁpuc, Smn from-here, mi’g!m wcmnaéct
thar Socrates’s pomtmthuhc dxdnot fullygnsp phemcmngofdm emr{naiwdd .
the objecrivity of the wod,d tl‘uwgh the speech of phﬂosuphy? Could his dlaipgues, fe or
all thieir sophmncmon in Jogacal vonstrucdons of ‘why dungs aze thie way they are” have
beeh sorely teseed by the segum a€fhe dream that bosecched Kim Wl alimg—eo sivg,
o put tones 1o his words? Whn:du the i mﬁs that are put w wqrds ndicare? Thc foun
voices of Verdi's Otbcﬂa msmgmgthcmds ofShmkcspgm’admnum Imcpu:
wncs together with \von:ls and’ tnnsfomned theny into.umified polyphomc mwnems
of ‘what is happemng between these pcoplc and to tl:t:m"s Loes this mesa that the
tones point'to somnhmg that, cxms oumdc of the innct world of the singers?

As Zuclu:rk:ndl puts it, it was, H:gd, among all modetn phslosophc:; who
tricd to seal music’s fate as bdong;ng to the inner wo:!d of the slngu- s a

g ph:nomemn that is rurned ‘inward",

me;, mmxﬁm&ﬂkahwq’mlfm For e prusical
mm, only the wmly'cgﬂbemldm:rmlgdcmdgfm
olect. .4 appropriaie... -tb¢ fendaioeatal tok of music mitl

M&Mnmm@m‘mrm:owigﬁl itr ordjnary’
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" mateial sense, but o tbe node and soodifications under vbich the wst
'Mmakmj’ty'tbc:ui.ﬁuu&pantq'mﬂérm@imdm@;
mumm@mmd Aﬂumwmmmdmhéplb:qﬂbcm% sdich
are l.bm:}; J‘a{d spon’ in thar ideal nhtance, and swffused Wwith

eavotion.it is precisely tbis sphers, tha infimacy of soul-Bife, the abstred -

appropriasion of ic owm reality, which i gresped by wowsic 46

Hegel’s words were composed at a time ‘when [Western] music had moved very
far from its origins and was within sighe of irs supreme achievement in Beethoven.”
This is to say thirt the chasm between sung words and musical tones had never been
greater than st this ime. It was a time when ‘vast structures consisring of nothing but
IOI‘;GS, overvhelming mnmfesmnons of encrgy divorced from maue, capable of
arousing the highest adm:n.non and the decpest emotions had become faces of
musical life 7 With music’s reliance on the usworded tonc, this ate phase of Western
“musi¢ seems o completaly engulf the wodd of sub;ecrm:)u As far as the word refers
to an objéctivity (to things thar e outgide the naming subject), the d.\smantlmg of the
union between word and tones in the sung word will ammphsh the severance of the
_ external world Erom the ‘inwardaess’ of the subject, words and tones sqcm to have
been on collision course. 'Words, naming things, referring to ob]u:Ix, turncd outward;
tonies expr:ssmg l:he life of du: soul wholly devoid of objects, ret’emng o the purcly
subjective, tumed invard M0 If the divorce between tones and words were 0 sustain
irself as a rrue picrure of the world, a number of things, ch.lef woong them the

vernacular accent chat folks put on their music, would not have been possible. Nor

would such veenaculatizing of musical pheaomena point to somerhing other than

“pure subjecdvity’. Zuckerkand! considers folk song as a clue, not to the opposidon, or
their sepamtion, but to the imim;.cy between word and tone. The crucial factor in this
intimacy is thar the tones point © something more than the object the word points to.
Zuckerkandl puts across his poinc this way:
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The :Ietpc.:njng of the wmd's meaning js ;uricd if we nodce that ‘somiedmes,
usually ac the end of a line, 9r a smaza, the tones dewch-themselves fxom the words
and the melodic movement continues freely on its cwn, but the wordlss tones never
mdimbncksondicwnrd;pmmdmgdum on the conerary, :hcyscrvctouplote
and savor their [dae words). meaniogs ‘more decply‘W The deép spice intw whose
caverns the ooes rezch beyond the word.is the space of ‘non-objective’ tone. The
tones point, not ml-legd': ‘sonl’ whue ‘the most mnman: sdfof the spul ‘from the
point of its subjective life and ld:nuty, is essenunlly aioved' but o' non~ob|ecuv1ty
behind the objecs™ To illustrate. the point that tones point to an existence in the
world, Zuckezkandl chogses two words, Bevnare' and ‘Rejoice’. Hc asserts the
iménn:s&bili:y of the difference beoween the sung Beware’ as conveying more of a
warning, and the sung Rejoice’ more of a rejoicing than its spoken counterpart. Where
is he going with this distinction? “When the song resounds, when we béar the words
“Bewarc” and “Rejoice” and words speaking of resignation and defiance, of resping
and flling’ Zuckerkaridl asks, "whosc inner life is geasped here? Is it the singes, the
composer who is warning, rejolcing, resigning himself wo his fate, mbe]hng, rupmg,
falling?*32 The answer: no. It s not the composers ot the
singer’s soul- hfe, bue ‘the inner life of wa.:m.ng and rjoicing,
of resignadon “and defiance’, The dlmenﬂon thac is toudm:l '
disclosed by the sung ‘Beware’ and. the sung “Rejoice’
cncompa;s.ingas it were the non:objective beyond of Beware’
and Rejoice”. This state is not the inwardness of Hc_gciiln
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subjectivity as oppqscd to the ob;ecr, w somcdung of the c:n:mal wodd, bur the inner
h.feofdungs in thcworld Tlmumerhfeofmncs bdongm the extecnal world &5 much
as to rhcsmgc: Il:la the quality of being that is shared at thcsame time by the inaer
life of the self and th; inner life of the. lhmgm the world, When a singer sings the ‘the
inner life of warmng and rejoicing, of resignadion and dcﬁa.no: he or she shnn-.r. ‘with
the world of things t.hosc qun].ims of b:lng, oot s mmﬂung that stands agnms: him
or her, but to whom he or she belongs, A

What does chis position augur for us? Does it mean the :dxpﬁ:g of the
dividing hne between the external world of things and ob;ccrs md of our body and the
mt:nor of our selves? Is this the caregodical re)cctmn of exteriority and mc;noury’
Zud::rhndl suggests that we devise another way of loolung at the division between
the suh)ecuvuy of our existence and the ob,ectm:y of the external world.. According

nohlm,thenew musuhtyofouxc:uu:ncewﬂl djctate that ‘the aneithesis of “inside” -

and “outside” is not.aboh:hnd but it is, 50 to speak, tumed on it side: the vertical
[intetlectual post that we set up for the dmsmn] Benoms the horizonal The wall
scparating the self from the world now runs gtraight across “everything, becomes a

bridge jolniog the twa} Thaoks-to the delayed tone that runs after the word has been

spoken, thanks to the tone that dings t the melody after the word has been
pmnonnced.wccamemparnkzinthcinncrlifeofrhingsmnndmmdmposiﬁon
ﬁlebldvcrﬁcalbanierdmsepnnmdthcsdf&omthccxtem:lwnd¢ma:wo-way
hornzontal hndge that connects us to the world of thmga behind, before, on the sndcs,
and beyond our bodies.

THE E)u’:fass OF My VISION IS THE LIMIT OF MY ARCHITECTURE

By ardcularing the interpenetration of the
inner lives of the singing subject and the
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external wo:ld Zud::dr.mdl SUgEests that the dmslon hr.twccn sub]ez:t md obje:t is
henccforth m.aﬂ!nd' not by 1 verucal post but by 4 horizontal bridge that r,onqec:s the
self with the wodd Th:s houzonml axis is not the X' axs of Cartesian logic where

" there is’the atways almdy u:nphed msr:nee of the vestical ¥ axis. Rather it is the

bndgc of undecstanding which will speu.l: of a.different position of vuuz.hung (orif I
may be n.llowod o mdulg: in my own locuuon, of mwmdrrg) the :onnecu:dncss of self
and wodd, of' subjcc: and ob]ecr. _ . : :

But we know that we h.wc been nﬂhcted s.nce thc saccndance of descrptive
geomewry, by this condidon of grid, “of being Iocntzd at the intersecdon of
insoumentally mathcmau.zed honzons, secmingly forever under the gaze of the
begemonic rcuna. The quesnon is—in the light of what,we have l:amed about the
deepening of mcmmg made posubl'c by the mne and i lmphauon for e
redefinidon of our conn.ecuon to and apprdmuslon ot‘ chc external wodd—where
does such :hought lead ‘architectuce? What is the stz of architecourt’s discourse
regarding irs cm.beddedm:ss within the oculasity of pm,ectud methods, albelt their
technolog;,c.al sophlsﬁcll:lon?

In 3 1992 cssay entitled Vision’ Unfolding: Archirecture in the Age of
Elecronic Media™ Peter Bisenman, an eminent architace of the late mﬂ, centyry,
posss a u.nt:.hzmg possibxhty for u\:lutu:tunl t.hquﬁhr_ Among the vadous strands of
thought bunud ins this cather short and pmvoczuve essay is the nodion of eazw, and its
bemg 4 necessary condition for the msfol:mauon of mere ‘bmld.mg’ intp
‘architecture, .

Eisenman senses |:h: shoncommgs of oyr oculatity, our way of responding o

. the challeoges of the ‘e.lccuomc pmdlgm The dectromc paradigm is contrasted wuh

the mechanical paradigm, “the- sini gua nan of iu‘d:uw:m:e. -the visible manifesation Qf
the overcoming of natural forces such as gnv:ty and weather by mechanical means’
within which architecture had been opcn:l.ng for s0 long, and contipyes 1o do so
today The clectronic pamdigm,: -acconding to Eisenman, directsca powerful challengs

to, ‘ll:l:h.l.tl:cmrc because-it defings- :qahr.)mp JYerms. of mgcha and .sunﬁhuqn,.u.yaluos .

Wi |';§;F,4_g‘gasr--mc)t'umis._ . sy
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w over xistence, sbaf can be st ower a7 (emphasis added). Whar makkes
misvduéqfappmnmmeﬂstmachnﬂmgcmudﬁmme,ﬁsmmm tells us,
Is ‘the mutal devalustion of both original and copy' where foxmctly with the
pmsennnonof the odiginal ‘the humen subject. retains irs fanction as mmpn:t:r 232

discursive Ranction’ while in the case of the copy, “the subject is oo lvongr.t called to |

interpret’, %

Lt is arguable whether, in this age of mcchamu.l rcpmducnon th: sublcct has
given up on its mccrpreuve agency. But more than dhis <contentjon, it is Elsenmans
ambiguous gesmure towards overcoming the pre-emiinence of sight in. udutzcmn.l
ordering that I would like to examine. Eisenman co:rec:ly identifics. the ahom:ormngs
of thc discipline when hc says that

mwwmdﬁugmnﬂkmb@mfwwm:uw&mm
WWMMJJMWQ‘WQWM&I&IMW

architecture bar been daminated by the mechartics of bisicn...fand that] it is prevively this traditional

concept of right that the deciohic paradigm quurtioned

If the clectonic. paradigm has been responsible for such questioning, thea
Eiseamans choice of the fax as the image of such challenge iy a poor one. The gmund
to test the viahility of the challenge of the electronic pamadigm to the hegemony of
vision in architerure would have been to look ar the complex and sophisticated ways
of archimecrural represenaation made instrumentsd by design software, That the

electronic pandigm prefers the appearance of things over their existence, maps .

Eiseaman’s bmpcaition that the clectronic pasadigm offers a challenge to archivectural
: n:pr:scnuuon wlthm the web of the ocular, despite his wish o dismace himself &om
his mechanical cousing, architects of the modetn & and before. -

Eisenman also proposes to make m:hxmn: look’beck at the subject, instead
of the aub;cct looking ar a:chnectm:c, thus setting in motion the vaiversalizing gaze of
the: subject. Eisenman suggests two steps towards the possible rcversal of the

,. . . ASGEDOM
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n'lbj:cr;fobject dicbommy The first, is ‘o’ detach what orie sces-from what onc
koows-—the eye from the mmd' and che second, ‘o insceibe space in such a2 way as to
endow it wu.h the poss.lbxhty of looking back a the subject” He does not elaborate on
the first | posluon, bu: offers, in the sccond cnsc, the possibility to ‘rethink the idea of
u'uir.rnptmn”'l in architecture. For Eiseamea, ur.h.ltccnug is the embpdiment of
mscnpuon-—smce we cannot t}unk of the wmdow, rhe dgor, the wall, the axis, without
their corrcspondmg idea ofwmdow, door, wall and axis Cidng rhc anomaloys calymn
at San Vitale and the columa hanglng abom: the saircase in his own Pl‘DjOC!. Wexner
Center, the idea of excess that is oot rm.ndated by funcron becomes for Fiseamnan a
possibility ofxcdnnhng the ides of inscription in architecrure. . |

Eisenman wonders how the tnnslanbmty into architectural space of such an
inscription that is “the result of an oumdc rexe which is neither overly determined by
design expression or fugcton® could become pomblc. His n'.spome uses Gilles
Deleuze’s ides of thc fold, or more com:cdy the folded space, chat ‘articulates a new
r:lanon.shlp between verucal and honzonml.ﬁgu:e -nd ground, inside and cur” The
fold, a5 theorized by Deleuze and
extended into  architecrural _
theory, possibility by Eisenman,
contzins no narradve, lincar sequencesic ‘ _ ]
considered w be effecive; it _  Ra
aesthetic. Folding also consttutes a gy ,, oy  spave pmuy 13 L
another subject expressionizm, a pmmmcmty, but n:hcr unﬁalds in space along side of
its functioning and its meaning in spu:e--x;.'hn whnr,nugn be called aa exceasive
coadition or affect.s8 v
' Though the condition of the fold is stll thought of within the purview of
vision, Eisenman ends his essay with the following stamment, suggesting thar he is
open w other ideas of insedption that have the pot.cnu'nl to discngage us from the
hegemonic vision, the monocular vision that ‘atraches secing to thinking, the eye to
the mind:, Architectare will continue to sand-up, 1o, dezl with. graviry, to have ‘four
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walls’ But these four walls no longer need be expressive of the mechanical paradigm.
Rather they could deal with the possibility of these other discourses, the other affective
senses of sound, touch and of that light sithin the darkness (emphasis added).5

U mentioned caddier that these is the real possibility of p:m.k.mgm the inner life
of chings in the external world because of the deep meaning thar tones lead to our
words in the act of singing. Making music, not jnst as a subjective expression, but a5

* participation by the subject in the objective world of things has helped us, according

1o Zuckerkandl, to reposition the former vertical division berween subject and object

into a horizonual bridge whose result would be the i interpenetraton of the.subject and

object, the expression of the inner states of things through the subject’s expression.

This transformation of the indmacy between subject and object has been made

possible because the sonorous humnan being 25 a music maker, 23 homo musicus, has

mvealed hemelf or himsef to the

intimacy of toney "with words. It is an

" which, when thc word

: expltc.s, carries and dc:pcns its

meaning - through tone. The tone's

longevity of expression does not

occlude the functionality of wonds,

but transports them into 2 non-

objective space  where meaning

deepens. We saw how the words

’I_l:i;ic'e'- and ‘Beware” sdll remain

functional, sll hold on to their

mening and in addition decpen and strengthen their meaning as the tone s allowed
to exceed the space of the funcgonal and point to the beyond, to the non-objective.

While Eisenman’s intimation of extending the effectve functional space of

architecrure by an excessive condition of affect’ is embraced through the Deleuzeian

foid, I suggest. that the excess "dut words acquire through tone analogously
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accomplishes the potcnna] exiension of the effectve iato affective architecture,
Though the electronic pmdlgm. propedy understood, might be grounds o question
the visualiy of ud-unecturc s reliance on the ‘eyc as the mind’, its embeddedness within
the dlgitﬂj world of bits (whose loca!zzzuon afiee QVcryr.h.mg is said and done, is sall
eameshed within the croiss of'X’ Y and ‘Z’ cOO!d.l.DaltS) seems to make i it stll part
of the world that we wuh o ovr.mnm Nor wuuld the Deleuzcian space. of c curvanue
have much o do wnh the c.[ecrmmc age. Its concepiual vahduy seems to rest in its
folding and unfoldmg,mm cscapmgfmm rhenglduy nfDunnd'sgnd in its power
of lying in the fuidity of its.curvarure which annot be normalized by the verticality
and horizontality of Biscaman's ‘mechanical age”. A

I£, as Eisenman suggests, ‘1o dislocace vision might require an inseription which
is the result of dn outside text which is neither overdy deermined by design expression
or funcdon,'® then the world of spaority is that outside xt which cannot be ovedy
determined, cither by the mechanical, or by the elecmonic age of architecture, ‘Ihe
question is oot one of overcoming the mechanical in favor of the clectronic, but one
of breaking away from the equivalence of the visual, that coanecdon of the cye 10 the
mind with the architectural. And [ argue that senosity offeﬂs_a producnvc mode of
thought analogous to an’ architecnure of excess which, hnvmg Fulflled its effective
functionality goes further, 1o mduw the bulldmgudd'x is affecdve n.on-ob;ucumly—sg
that it becomes architecture. By non—ob]r.cuv:, I am ref:mng to its Heideggeran sense
of the full medley of :he ‘angible’ and the pu:epubl: ‘the ever ‘non-objecdve o
which we are sub]ects as well as the ‘objecdve’ The ‘world’ is the many ‘path(s] of
birth and deadh, b!easmg and curse’ that we transport purselves into Being, The ‘would’
is the smage upon which our historical decisions ace made. The ‘worid’ is where we
inquire about our. discoveres, and our abandonment.” Though pon-objective, the
'world” ncvertheless gives an object its 'guiding measures” In 4 typical Heideggeran
expression, the world means ‘all things (which] gain thei lingering and hastening, theiz
remoteness and pearness, th_ci:.s.cépc and Eimits’$! The ever non-objective space o
which the ne points to aftes the word has fulfilled it effectivity or funcdonality, is
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the space of affective acchitecture whose non-obioccivity is measured through che
excess or decp meaning inscribed into it The scopc and limit of such an architecnure

- will lie beyond jts ﬁancuonahr.y and pou-ns to its consttution as excess. Its mesning is
deep because, like tone, it 'is the result of an ourside text which is neither ovirly
detezmined by design expression or foncton? The architecrire of excess that is
awae of its sonority s neither of the ma:hamca], 0oz of the electranic age, but mather
in its condition’ of excess—in its musmhly. it speaks of the possibility of overcoming

'qpummolog:cal vision in favor of an ‘ontological vision of archirecture. Tt wxﬂ be
mforrned by an ‘outside text’ whose voice s doubled by a vision so that the. cﬂ'ecuve
{the funcmnzl and the ob]ecuvc) together with the affectve (the excess and the non-
objective) gspcm of its creative production will inform cach other

‘THE TONE OF ARCHITECTURAL VISION
" The key theoredcal threads that I wish to dmaw out of the preceding discussion
are: firsf, the importance of fepetition; seand, the strategy of improvisation; i, the
significance of non-objectvity which would deepen the meaning of architsctue; and
Joarth, the openness to and necessity of culwral contamination for creativity:
OF REPETITION
Repetiton can be approached from:
fa) rpetition ar baving-been-necs’s
(8)  rapetivion as the artipuiation of the ‘hanging samt’, and

] Prpelitian ar acupying a unigus ontoligical femporality

Repetition as ‘having-been:neas’ is the considemtion of the past pot as a static
event, not 15 1 chronologically fixed date which we can Bl:ingto our own age by mere
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visual or formal imvocation, but one of searching the possibilities thar would have been
in the creatve work of our ancesrors. We are =ppmodung the model, not for jts
mau:unl, bur for what ic m:ght suggest, and spcclﬁca.lly suggest possibilities of its own
incompleteness, In its second sense, rcpcuqon Is the recogpition that when we
participate in the act of creatiori lhmug:. r:peunon we are rcpcan.ng oot the thing
itself but, 2 repeumn whose difference can be mmumd qnalmnve.!y—d:c same’
rhu'lg,but:tthcsamgnmedlﬂ'en:nl’. 'n-mﬂmchancmrofdle cbangngsnmr_ is a
quality inherent in repedtion ajso means that repedtion puuupqt:s, in its third form,
in two different horizons of wmpolity, tcimporalities of ime past, and temporslitics
ofnmeprucm.P;mhngmd_nnanmcd:mmnwm;kognqﬂmmmumsﬁ:
continuity of former posslbiliies aad the fumilasity of the ‘usabe pase. In thisit mighs
scem 10 stand wiill, o reafficm its own stability. But within-its changiog side of the
same, the work pmicipu:s in the 'inn:tpt_:i'atioq of i own possibitices. Thus
rcpcunon comes to aubte_nd both the dymumsm of its -pn:s.cnt unsmble world, as it
makes sure that it is Aot cut off from its productive put. :

OF IMPROVISATION
Musical improvisation holds three fundameneal notions of creadvity that an

udﬁl:cmn: of improvisation lnr;ls from: the ficst is that creadve work is made

posmble because i mpmwsanon |s 1 sunulmncous engagcment of both moment-to-

-moment compositon and pmcomposnnon. SeCOnd that practising imprpvisation is

enlistng mu.lupl: conversaons within the spectrum of possibilities that, on the onc
hand, wadidon bestows upoa'us, and on the odmr,. of opening ourselves to the
pnscr;ce of, what Heidegger has 'i&g:ndﬁed as the ‘possibilides and
circumsrances...encountered in the Siruation as possible gbjects of concem.’ Third, it
will mea.n that the architect converses with the tools of th.c discipline, the matcdalicy
of architecture, and the craft of its constructve logic

" WHITE PAPERS, BLACK MARKS 271



) —h

ASGEDOM

OrF Non-Opjecmiviry -

One could perhaps speculate thae one of the rewsons for the difference
bctwcl:nabuddmgandanudutccmmts the preserice urabsenccofdccp meanings in
the building, For an architecture of improvisaton decp mc:nmgs arise out of a set of
commimments w!uch privilege the nc:cssuy excess in order to move the project from
its smte of b:mg an effective building to an effective and affecve a.rchlwc:um This
means that a bu.lld.mgs cffecuvencss Is not the anly measure of its ma.mngﬁ.ﬂness—-
racher like the besr moments in Western and non-Western udma:tmal traditions, ir is
the inscription, the embodiment of non-quandfiable meantings in the ard:utectuxc,
which holds. To put it in another way, the dlf}'u:nce berween a bmldmg and an
architecture can bc analogous to the difference berwesn a spcech and 2 sang
respecrvely.

OF CONTAMINATION

Despire the cultural wall that nadons and culures continually build in arder 10
‘protect’ the purity of their own cultural imaginations and products, and the, denial by
dominant institutions of art and culture to the contribution :hucmargmnl culru:cs have
made 1o their fundzmental mnsformauon, culrasal contamination has been gomg on
far wider and longer than we would like toadmxt.'l'lus is not to deny that cultural
conmmination has been neither consensual, nor the mannes of its mfuence and the
degree of its impact beea benign. The complexity of the contmunatod space and our
desire to neatly divide in a binary fashion the world of the Same from the Other will
pechaps continue to be the disputed territory '.;mong culure, Indeed there is 3
mm;ming fecling that the neat division of the margin from what is assumed to be the
Institudonal is another misreading of the interdependence of origin and ab-origia.
What 1 arempred to say at the outser of this essay about the used-tire sandal affuir 20d
the Yeruba Man with a Bigyle sculpeue and its atrendant commentary by Baldwin seem
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t© me to be good examples of the contamination of culturés. Kuame Anthony
Applah the Ghanajin phdusoph:r put this condmon wel.l when he observed ther

[]]dmuakummﬂbebrmd:bap:d’t&nm&kmqulh(m;dume_bwd '
b are already eontaminated by cadh other, Mﬁmuwb@raﬁl_{yuwlbmn
cchtAﬁvmnm&wemmgmm&wbwrmﬂfmalbmq of ourzg, ao
Anserican, audure Wbam‘Aﬁmn roots). And there is a tdear sense in soive oss
colomial writing that the postulation of a unitary . Afica oy agam‘ a smonolithic
Wert—tbe binarics of the Seif and Otber—is the last of the ihibboliths of the
wodermizers that we syuit learn fo five withour®®

Appiah’s doqutnt assessment uf t.hc condiion of culrural conmmination holds
2 great deal of truth about the state of our dxscxpllne. o say that there is 'no longcr a
fully aumch:honous ubl-Afnczn culru.n: Awaiting our sa!vag: by our artists’ is to speak
of the complcx interpretive work demanded of the n-uly conscious African architect.
This demanding work, as 1 have argued rhroughout this chnpter is one of a
contaminated sensibility where ‘the sonority of black cultres-must be brought
together with the habit of ordcung ardutc:mml thought from vnr]:u.n Euro-and-
ocular-cenaic philosophical, artistic and archnecmrz.l ‘traditions, The udnt:cmre of
mpmmauon s an actempt to dpen ourselves to the sonority of being and thinking
\mhout relinquishing the constructive aspect of our cmbodled vision, Itjs a worle that
pomu towards the potential ovcrconung of the bmznsm of the architecoural Self and

Other in favor of an architccrure of a sonocous vision,

APPENDIX A

The text for the songs performed by Adici Kooi and as manscebed gad
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nmlyzed by Agavru in African Rbnbar A Northern Eur Perspective, Cambndgc Uruveml:y
Press, Cambndge, UK 1995, p74—6 is as follows:

evd kpataka
Okaxi kpataks e
" Ol kpatoks, ude mfoa gl 5, eto edsghe
Ok Apatoks, ade meogle o, i medghe

" Viotste, atrghieme batix
Okakofe na, kpokutiibu kple agbetia ghe e
Okikofe no, Apokutsika kpie agbetsia ghe oo

Samama nu diy doto madi, o e di o, gao aue die o, ghagha
JWM#N&MM vue-nst df o g0 me di o, dyo 0
' Hais, baip, baiy, beio
Ne mswo nu dip do torre
Nemw:d’oymd’&d@”

MO N Bk B\ Ry

e . T ]
A o~

PARADIGMATIC ARRANGEMENT:

4 56
78
2101
12

Agawu provides a good analysis of the song’s reliance on repedton, and we
nced to listen u_:'h.im in its entirety. Adjei Komi starts off with an idea (7), repeats it
by adding a litde suffix (2), extends it further by adding several more words {3), and
then repears the extended version (¢). Although an additive or developmental process
may be observed across units 74, the units are gravped rogether under the same
paradigmatic class because of their identical points of departure. Adjei Komi then

74 ‘WHITE PAPERS, BLACK MARKS 1

. i ASGEDOM

introduces a new idea (), and, without rcpcaung ir chis nme moves to another idea
(8), which is immedazely tepeated (7). Then comes yeranother ides (3) which is also

immediately n:pcawd (9) Thc pateern of repetition is :mc:rupwd by 2 fourfold |

repetition ofa smglc song wutd baio (10); Ad;c( Komi seems to be ‘killing dime’ here,
taking a breath as he pJans his next move. Then comcs # new idea (17), followed by 2
close musical variant (72). The av:nll narrative process consists of a gradual aceretion

of ‘new! units a]u:rnanng with repetitions of ‘ald” units.

The text of the second song reads:

7 Kpakpra ne xo madzs do e
2 Kpakpra.ne xo madif dyi e
3 Madzi drui ade digp mady gbe, ghogba
4 Kpakpra ne xo madyi &f et
5 Madyi drui ade dgv mad’o 2bw, baie
G _ Hary, baio, baio
7 Kpakpra ne xo madyi dyi ee
8 Madzi drui ade dip mado ghe, ghagha
g2 Aff .v}dgbc .&a'h 2o
10 Aff maghe keale gho
1" AR maghe kealy &0
i2 Aff eraghe kale gho

17 Afi magbe kals gho

14 Kak de pyo vivie menya woa, dyo me nu ¢
15 Amhkrmv@i:mé\émmd{umun&

PARADIGMATIC ARRANGEMENT:
H
23
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