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Abstract

Afro-Brazilian rhythms from the tradition of Candomblé have had a significant
influence on Brazilian secular music. That influence can be found in samba,
choro, Brazilian jazz, and popular music. Although Candomblé and
associated musical practices have been investigated by musicologists and
sociologists, the rhythmic and contemporary performance aspects are poorly
represented in academia. As an Australian musician with a long-time interest
in Brazilian music, it became a natural progression for me to develop an
interest in the rhythms that form the basis of so much Brazilian music. As a
drummer, my research has involved the adaptation of traditional drumming
practices to the modern drum kit, with an emphasis on groove creation and
improvisation. This is a creative research project that combines recordings
with analysis. My processes and outcomes will in part be analysed relative to
Oswaldo de Andrade's Manifesto Antropofigico (the Cannibalist Manifesto) -
where the cultural cannibal seeks to absorb multiple and diverse influences in
order to create something new.
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v P
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1. Introduction

I have been exploring Brazilian music in depth for more than 15 years,
learning about rhythms and styles, instruments and techniques, and the
history of many genres and musicians. As a musician who grew up outside of
the Brazilian tradition, I have sought to understand the roots of the music,
and I found that such research not only helped me perform in a way that
satisfied the requirements of being an ensemble player in different genres and
settings, but it also furthered my development of an idiolect for drum kit.

As I learned more about Brazilian music, it became clear that I would benefit
from an exploration of one of the major folkloric roots of contemporary
Brazilian music - the music of Candomblé. This, along with my desire to
turther develop my idiolect, lead me to this research topic - Candomblé
drumming, and an idiolectic approach to its application on the drum kit.

1.1 Candomblé in Brief

Candomblé is an Afro-Brazilian syncretic religion, largely based on West
African religious practices, and it has a long history in Brazil. It may be seen
as roughly analogous to Cuban Santeria and Haitian voodoo. Candomblé's
roots can be found in the practices of various African peoples, including the
Yoruba, Fon, Jjesha and Ewe, but due to the circumstances of their arrival in
Brazil, ethnic and language groups were frequently mixed to prevent
uprisings and disturbances.! As such, Candomblé is the extension of various
African practices to Brazil, and the variety of African roots is reflected in both
practices and nomenclature. For example, the orixis - spirits - have names
from Yoruba, the drums are named from Fon and Yoruba, and the word
Candomblé is from kikongo, being a combination of nkandu (small drum) and
mbé (an onomatopoeic expression for the sound made when someone beats on
something).?

Although primarily considered syncretic due to the influences of Catholicism,
Gerhard Kubik posits an alternative angle of syncretism in Afro-Brazilian
religion: "If one were to employ the word syncretism anywhere at all, it
would describe the melding of these West African religions with each other
due to an identity established long ago."

L William W. Megenney. Afro-Brazilian Percussion Instruments: Etymologies & Uses. Revista del
CESLA, nim. 9, 2006, pp. 25

2 1bid

3 Gerhard Kubik. Extensions of African Cultures in Brazil. (New York: Diasporic Press, 2013) 127
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Music is central to the practise of Candomblé, with typically antiphonal songs
accompanied by a drumming ensemble. The drumming ensemble consists of
three atabaques, a bell (sometimes a single bell called gan,* other times a two-
bell agogd), and, in some ensembles, the xequere (a bead-covered gourd). The
three atabaques are, from smallest to largest, Ié, rumpi, and rum,® and the
drummers are known as alabé. The repetitive patterns of the ensemble, and
the solo voice of the rum drum are key elements in the ceremony, inducing
hypnotic and trance-like states in the participants being incorporated,® and
communicating with the Candomblé deities (orixas). Specific rhythms are
played for each orixd. Some rhythms may communicate to multiple orixas,
and some orixas have multiple rhythms and songs.

There are three nations within Candomblé - Angola, J§je, and Ketli. Each of
these nations has its own approaches to the drumming. Of particular note is
that in Angola, the atabaques are played with the hands, whereas in Jéje and
Ket(, the drums are played with sticks called agdavis.

Through my research I have developed an understanding of the foundation
rhythms for a selection of the different songs/styles, and have gradually
developed an understanding of the solo parts played on the rum. Mastery of
the rum is a path for the dedicated Ogan Alagbés” who are accorded the title of
master drummer. I am indebted to master drummer Jorge Alabé for his
patience in guiding me through a small part of this language during my
tieldwork in the USA. I have only scratched the surface of this part of
Candomblé, but my small understanding of this language has already
changed my approach to my instrument. A deeper understanding of the solo
language will be an ongoing part of my research and practice after my PhD. I
am also indebted to other Brazilian musicians and scholars of Brazilian music
who helped me during that fieldwork, including Scott Kettner, Richard
Boukas, Kirk Brundage, Dr Philip Gallinsky, and Mauricio Zottarelli.

Over the course of my research I considered my research in a number of
ways, and key questions arose around that consideration: Where would my
creative outputs position me relative to the tradition I was researching? How
would my creative work relate to a broader idea of Brazilian music? What
new music would emerge from my study? These questions became layers on

4 Also, ga

5 I will use this spelling for consistency, unless quoting directly. Alternative spellings include hunpi
and hun, which reflect the pronunciation for English readers.

& "Incorporate” is used here instead of possessed, to recognise the distinction in experience, whereby
the participants' consciousness is preserved. Gregorio Quieroz. "Umbanda, Music and Music Therapy"
Voices: A World Forum for Music Therapy [Online], Volume 15 Number 1 (17 February 2015)

" Commonly called alabé.
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the central research topic - using the rhythms of Candomblé drumming to
turther develop my idiolect on drum kit.

1.2 Research Methodology

This project has been practice-led research. My engagement with traditional
and non-traditional outputs is shown through the written and recorded
portions of my work, with my academic research and creative practices
supporting each other.

In their book Practice-led Research, Research-led Practice - Towards the Iterative
Cyclic Web, Smith and Dean propose that academic research and creative
practice should not be seen as separate, but rather as an interactive "cyclic
web."® In my research there is a clear path from empirical information, to idea
generation, to selection and extrapolation, and onto artistic output, as
proposed by Smith and Dean.’

The generation of ideas happened following the exploration of the empirical
information, and was then followed by selection and extrapolation. The
selections were based on a number of aesthetic choices. Some selections were
based on a clear ability to connect with acculturated hybrids (for example, the
cabila rhythm which clearly connects with samba), while others required
patience as I explored the process-driven model (for example, the tainibobé!
rhythm). Extrapolation was generally based on processes developed earlier
in my career (see Chapter 1.3).

The empirical information came from:
e existing texts on Candomblé drumming
e the limited number of recordings documenting traditional practices
e recordings of acculturated hybrids
e texts covering other aspects of Brazilian drumming

Idea generation, selection, and extrapolation was further informed by:
e my experiences as an improvising drummer, with a significant
influence from be-bop and post-bop styles of jazz drumming
e general drumming texts, but particularly books covering processes
e my experiences in performance situations as both a drummer and
percussionist

8 Hazel Smith, Roger T. Dean. Practice-led Research, Research-led Practice - Towards the Iterative
Cyclic Web. (Edinburgh University Press, 2009) 19-25

% 1bid, 20

10 Also, arrebate.
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The artistic outputs happened in stages, with recordings being made across
approximately two years. The recordings document examples of the different
creative spaces discussed in Chapter 1.3. The written thesis is therefore a
documentation of the rhythmic language and the manner in which process
developed and changed that language as I moved towards an idiolect.

While this can broadly be depicted as a linear process, my experience became
cyclical - an experience shared by fellow drummer James McLean while
undertaking his PhD research (also practice-lead). McLean suggests:

"...four general processes: theorisation, creative development,
documentation, or analysis of outputs. Furthermore, when viewed
chronologically, these processes followed each other in a regular
order."!

While agreeing with McLean's position, my experience reflected this four-
stage process in a layered manner, whereby different rhythms from
Candomblé would be at different stages of the process. For example, while
working on the creative development of the cabila rhythm, I was at the
analysis stage with agueré. As]I cycled back through the processes
(particularly as new empirical information came to light), the result was a
multi-layered process which continues.

1.3 Situating the Research

Three creative spaces - traditional, Brazilian hybrids, new works in
Australian-Brazilian music

As an Australian artist intersecting with Brazilian culture in different ways, it
is worth considering how the development of my idiolect and my creative
work fits with the different areas of my performance work and research. This
discussion seeks to help position my work relative to three spaces - the Afro-
Brazilian tradition, Brazilian hybrids, and new works in Australian-Brazilian
music.'?

Ethnomusicologist Larry Crook describes Afro-Brazilian music from the
northeast of Brazil as a baseline for assessing the authenticity of Afro-
Brazilian music across Brazil.”® In his book Music of Northeast Brazil, he says
that "perhaps no musical tradition in Brazil is considered more genuinely

11 James McLean. A New Way of Moving: Developing a Solo Drumset Practice Informed by Embodied
Music Cognition. PhD thesis, Sydney Conservatorium of Music, University of Sydney, 2018. 3-4

12 A fourth space - Australian music with no clear connection to Brazilian music - may be a subject for
future research and consideration.

13 Larry Crook. Music of Northeast Brazil. 24
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African than that associated with... Candomblé."* José Jorge de Carvalho
calls Candomblé and its associated music the dominant matrix for Afro-
Brazilian identity in Brazil.’> But, as Crook continues "racial identity within
Candomblé is not based on biologically or geographically determined
concepts but rather on the aesthetics of participation achieved through
dancing, singing, and drumming."?

Jazz educator John P Murphy, a noted writer on Brazilian music describes
Candomblé as being "practiced by Brazilians of all racial and ethnic
heritages."” So although it may be a central pillar of Afro-Brazilian culture,
its influence goes beyond biological or geographical identity. To go further,
Crook says "popular music composers in Brazil have long drawn on Afro-
Brazilian religious practices for musical and spiritual inspiration."®

On the subject of tradition, Kirk Brundage, author of one of the more
comprehensive books on traditional Candomblé drumming, states that
Candomblé has been noted for its "resistance to outside influences, and for
maintaining a high degree of fidelity to African traditions."” But Larry
Crook, a noted ethnomusicologist specialising in Brazilian music, contests the
idea that African musical traditions have been "frozen in time and
preserved...with little or not change..."’ and goes on to say

"it is probable that Brazilian drummers have passed down, updated, and
elaborated elements...over time. As new rhythms and practices emerged,
elements of the old repertoires were probably lost, forgotten or discarded."!

As an improvising drummer from a different culture, it is clear that my
creative output would not fit into the definitions of "tradition", even allowing
for a generous interpretation.

This leads us to consider the different manifestations of the music of
Candomblé within Brazil. There is Candomblé drumming as it exists in the
tradition - within the terreiros (worship houses). Then there is the spread of
these ideas into secular music.

1% Crook, 24

15 1bid, 66

18 1bid, 24

17 John P Murphy. Music in Brazil. 8

18 Crook, 24

19 Kirk Brundage. Afro-Brazilian Percussion Guide - Candomblé. (Alfred, 2010) 14
20 Crook, 66

2L |bid, 66
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Sometimes this spread into secular music occurs in ways very closely
associated with the terreiros, such as with the afoxé groups. In other instances
some ideas from Candomblé drumming are echoed in the city of Recife's
maracatu parades.”? Scott Kettner states that religion and ceremonies from
Candomblé and Jurema are "what sets the 'traditional' maracatu groups apart
from the percussion groups who play maracatu rhythms."? Kettner also
mentions the trial use of atabaques by the maracatu Nacao Aurora Africana,
and how Mestre Shacon drew inspiration from Candomblé drumming in
developing the rhythmic language for the alfaias?* in Maracatu Porto Rico.?

Meanwhile in Salvador, the rhythms and stylistic markers of Candomblé are
frequently heard in well-known groups including Olodum, Muzenza, and
Timbalada. Tania Torres describes the importance of Afro-Brazilian
spirituality in the music of these groups in her paper on the subject.?

In the world of (Brazilian) jazz, musicians such as Letieres Leite & Orkestra
Rumpilezz are using the drumming of Candomblé extensively.?” The Orkestra
utilises five percussionists, with the Candomblé drumming ensemble used as
the underpinning of the arrangements. The Orkestra's alabés play in an
essentially traditional style - that is, the rhythms are largely true to their
expression in the terreiros.

Elements of Candomblé are also found in popular music, either through
rhythmic or lyrical references, where they are commonly used to evoke Afro-
Brazilian culture.

Following the wide range of manifestations described above, Crook provides
us with a break-down of African music models in Brazil. He categorizes them
as: African traditions transplanted and preserved faithfully, neo-African
music, and acculturated hybrids. Peter Fryer, in his book Rhythms of
Resistance : African Musical Heritage in Brazil, breaks the neo-African into five
categories, but such a distinction serves no purpose at this point in my
discussion.?

22 For the purposes of this paper, "maracatu” refers to the maracatu de baque virado rhythm from
Recife, not the rural maracatu, maracatu de baque solto. For further detail, see Murphy 86-94.

23 Scott Kettner, Maracatu for Drumset and Percussion. (Hal Leonard, 2013) 10

24 Alfaias are the "bass drums" of maracatu.

2 |bid, 12

%6 Tania M.L Torres. Afro-Brazilian Music and the Expression of Afro-Brazilian Spirituality.
Hermenéutica, Volume 10, N.2, 37-52

27 Juan Diego Diaz Meneses. Orkestra Rumpilezz: Reinventing the Bahian Percussion Universe. The
University of British Colombia, 2014.

28 peter Fryer. Rhythms of Resistance : African Musical Heritage in Brazil. (London: Pluto Press, 2000)
9
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My performance experiences with Brazilian music and musicians largely fall
into the third of Crook's categories - acculturated hybrids. These are styles
created in Brazil that blend African, European, and occasionally Amerindian
elements. A small part of my experience is closer to the idea of neo-African
music, but as with all of this categorization, the edges are blurred. For the
purposes of this research, I have focused on acculturated hybrids. To deal
with neo-African concepts would require me to address many other social
and cultural issues, and although I have personally considered these issues,
they fall outside of the limits of this research.

These ideas across application and categorization became a starting point for
my understanding of the ways in which this culture and rhythmic language is
already used in Brazil, as well as giving pointers as to where it may be taken.

The tradition has been my primary source of material, but the aim with this
research was not to recreate traditional approaches note-for-note. Nor was
the aim to recreate the songs of Candomblé with a drum kit replacing the
Candomblé ensemble. Rather, the focus has been on identifying key elements
from the tradition to help further develop my idiolect.

As my creative outputs would not be so closely related to the tradition, I came
to two other paths: firstly, the acculturated hybrids, where I would often be
adding what could be described as an extra layer of hybridity, and secondly,
new works, either composed or improvised.

I was already performing regularly with ensembles that were performing
music that could be classed as acculturated hybrids. This included major
Brazilian styles such as samba, choro, bossa nova, MPB, and forré. A large
part of my creative research then involved examining ways for Candomblé
rhythms and devices to be applied to drum kit in order for that language to be
used in existing acculturated hybrids. I aimed to bring an extra element to
styles that were already hybrids in themselves. This required me to have a
thorough understanding of two sets of rhythmic language, and then to
explore ways for those languages to co-exist. One of the key things I looked
for in these instances was timeline figures that were compatible across two (or
more) rhythms. For example, I found the bell pattern from cabila to be
compatible with samba, and that lead to a blending of cabila elements with
my current understanding of samba.

The third space, after the tradition and acculturated hybrids, is the area of
new works in Australian-Brazilian music. For this research, the area of new
works centres on the compositions in Chant/Call: Stories of the Gods. In this
instance, the compositions are serving as vehicles for the discussion of my use
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of this idiolect, particularly for the Candomblé rhythms which have been less
prominent in existing acculturated hybrids. There is some correlation here
with the emergent ideas discussed below in Chapter 1.4.

I am using Oswaldo de Andrade’s Manifesto Antropofigico (the Cannibalist
Manifesto)® as a framework to discuss this hybridity (Chapter 8). Isee
Andrade’s work as appropriate here because of its Brazilian origins, as well as
its value as a framework for the discussion of hybridity. Carlos Jauregui, in
the Dictionary of Latin American Cultural Studies, provides a good starting
point for the understanding of cannibalism in my creative work.

"...the metaphor of cannibalism has been not just a paradigm of
otherness but also a trope of self-recognition, a model for the
incorporation of difference, and a central concept in the
definition of Latin American identities."

Through the recordings and written work that comprise this thesis, I aim to
show self-recognition, explain the processes for incorporating difference, and
demonstrate the application of those elements in creative works.

1.4 Practice Methods and Methodology

Practice methods and methodology are an important consideration in the
development of an idiolect.3! If I were to divorce the rhythmic language and
style from its Brazilian-ness, I would not be true to the musical contexts that
account for the majority of my current performance work. On the other hand,
if I were to interpret the traditional rhythms as literally as possible in the
transfer to drum kit, I may well fail in the attempt to create an idiolect (while
not necessarily functioning well in the acculturated hybrid contexts I
frequently find myself in either).

As such, my outputs range from emergent ideas, that may be described as
"process driven" and driven towards an unseen goal,** through to goals that
fit within established practices. Considering the nature of my professional
performances, my practice had to lead me to a place where I could create

29 Oswaldo de Andrade and Leslie Bary. Cannibalist Manifesto. Latin American Literary Review, Vol
19, No 38 (Jul-Dec, 1991), pp 38-47

30 Carlos Jauregui. A