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ABSTRACT

The Yaa Amponsah guitar riff has been described as the lingua franca indigenous
Ghanaian guitar play (Collins, 2006). Researches like (Adum-Attah, 1997
Collins, 1989, 2006, 2018) provide a brief history of Yaa Amponsah focusing on
her identity, but there is no analysis based on the lyrics of the recorded versions
the song. Sprigge (1961), analysed the rhythm used in Yaa Amponsah and found
similarities with Akan ensembles like sikyi, apart from this there is little to no
analysis of the guitar riffs used in the recorded versions of the Yaa Amponsah
song. This research sought to analyse guitar riffs used in five recorded versions
of the Yaa Amponsah song and also.tell a narrative about the Yaa Amponsah
song. Using the qualitative research, discourse analysis methodand key informant
interviews, I'sought to fill the lacuna identified. Analysis of the data pointed out
that'the Yaa Amponsah originated from the seperewa musi¢, however, the guitar
riff becameypopular as a result of the National danee band competition held in
1972 with“the riff built on the chord I, 1\, progression. Analysis of the song
text:brought abeut the narrative about Sam refusing to give up‘on lost love and his
inability to act on his‘feelings for Yaa Amponsah. The findings revealed that there
are inconsistencies in the narrative of the recorded versions that | analysed. The
inconsistencies could have.arisen-from-the fact that'the underpinning motives of
the original and the subsequent ones were not identical. It stands to reason that
whereas Sam’s version was targeted at winning a loved one back, the subsequent

artists who recorded intended it to serve a more hedonic and aesthetic function.
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CHAPTER ONE
INTRODUCTION
Background to the Study

The first time | came into contact with the Yaa Amponsah guitar riff was in the
church of Pentecost at an early age. This particular guitar riff accompanied a lot
of songs in the church. So, when | had the opportunity to learn the guitar at
church, the first riff | learned was the Yaa Amponsah riff without knowing any
history about the song. When | gained admission into the University of Cape
Coast to pursue music, | picked the guitar as one of my instruments to play
because | had some background experience through the church. Upon meeting my
guitar instructor, the first thing he asked me to play was Yaa Amponsah. He said
that “as a Ghanaian guitarist, you need to know how to play Yaa Amponsah, and
if you.do not know how to play it, then you are not a guitarist.”sI played what I
thought ‘was Yaa. Amponsah, which looking back to that time, was»a simple
version of the riffI'had heard. He pickeda guitar and played a complex version of
the style; after that,.hestold me what | played. had the basic requirements of Yaa
Amponsah,.what he called the mainlinesin Yaa Amponsah; but reiterated that my
version 'was simple. Looking back to that time, | realized that | had not listened to
the earliest recording of the riff by the Kumasi trio but was playing what | had
heard people play during my time at church. | agreed to his assertion that what |
played, even though it sounded like Amponsah, was too simple and light in
texture. Upon further research, | found out that there are many variations of the

Yaa Amponsah. My research made me aware of the lack of analysis in terms of
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lyrics, history and the composition of various recorded versions of Yaa

Amponsah.

Statement of the Problem

in_investigating any

] seven gaps in
, methodological
ave identified a

ons of the Yaa

lins, 1989, 2006,
ing on her identity,

> recorded versions.
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ons of the Yaa
N . song through the

analysis of the S Usec ions of the song, the study is

warranted.
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Purpose of the Study

The purpose of this study was to analyse the guitar riffs and lyrics in recorded

versions of the Yaa Amponsah.
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Limitation

Due to Covid 19 pandemic and its repercussions it was impossible to schedule

interviews with Ebo Taylor and Nana Kwame Ampadu.

eristics that arise
on plans made in
is and the guitar
song named Yaa

ents used in the

has the results and discussion after analysing the data in chapter three. Chapter
five has the summary, conclusions, a recommendation, and a suggestion for

further research.
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CHAPTER TWO

LITERATURE REVIEW

Overview

ecorded renditions of

ponsah song by
searchers that are
of literature to

ies to validate or

separated in this
works by other
e seperewa and the

oncludes the

Urdu and Bengali as well as
those from centra dern Persia. After analysing numbers
involved in the Sanskrit and Persian language Alves (2015), revealed several
instruments had a connection with tar which means string. These instruments

derived their names by adding an adjunct to specify the number of strings on the
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instrument. Therefore, the words dvi(do), tri(se), chatur (char), and pancha(panj)
in Sanskrit became linked with the numbers two, three, four, and five. The word
quitarra bears a striking resemblance to the Greek word kitharas, and Kasha
(1968), posits that because the kitharas and lyres had the same number of strings
(4), there could be a similarity. The etymological similarity between the words
kithara and guitar has prompted some scholars, such as Bessaraboff (1941), to
speculate that the guitar arose from the kithara, a theory that has been debunked
by others, such as Kasha (1968). Kasha's essay mentions four postulates that have
been created and tested against archaeological and literary evidence: accordatura,
morpholegy, complexity, and._geographical continuity.=Alves: (2015) uses two
postulates developed by Kasha to counter the idea of the guitar having originated
from the kithara. Alves posits the number of strings.tends to increase with time,
based on“the complexity postulate. With this'in mind, the kithara, which had
seven toseleven strings, is unlikely to have evolved into.a four-course instrument
throughout the Middle Ages. The fact that.the kithara had up to twenty strings
before it became obsolete adds.to the credibility of this theory. According to
Alves, the morphological hypothesis, which he defines. as an instrument's
evolution process;. can bewtracked.to its origins by monitoring very minute
changes over extended periods of time. Prior to Kasha's presentation of these
hypotheses, researchers such ‘as Chase (1959), explored for alternate answers to
the topic of the guitar's forebears, because the kithara's lack of a neck was a
certain justification for its rejection as a forerunner. Lutes with long necks were

discovered along the Tigris and Euphrates rivers (early Mesopotamia and
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Anatolia), lutes from Uzbekistan (dating from the first century), and Egyptian
bas-reliefs from the Eleventh and Twelfth Dynasties (3762-3703 B.C) are all
possible antecedents, according to Chase (1959). Tyler (1980), debunks

historians' misinterpretations of the terms guitarra, guiterne, chitarra, and gittern,

ed to the guitar.
instruments, but
guitar is that is it
Arabs from about
] as having been
gestry of the guitar
S played with the

this hypothesis is

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

postulate. Tyler & Spark

evolve from instruments with single neck. Paying close attention to the fretted id,
the lute, Alves (2015) & Jahnel (2000) points out that one central aspect of

classification during that time was the length of the neck which is connected to
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the function and type of music that each instrument performs. Short lutes used
numerous strings in series to transmit melodic sections without requiring
extensive stretching of the hands by utilizing the instrument's first few places,
obviating the requirement for a lengthy neck. Long-necked lute melodies, on the
other hand, would be played on only one or two strings, with the rest providing
accompaniment. As a result, long lutes typically contain only one or two strings,
but short lutes typically have more than four. Applying the complexity postulate,
as a result, lends even more credibility to the hypothesis. As long lutes, which |
hypothesize as to the basis for the guitar, started with two strings, they moved to
haveran-additional four, making.its total strings six..l-agree with Alves that
including both harp-like and lute-like instruments as part of the process that leads
to'the appearance of guitar-like instruments at.the same time would not be out of
place. Alves (2015) mentions the first six string guitar, which dates from 1759
and issheused at The Hague's Gemeentenmuseum. The instrument is labelled
‘Francisco Sanguino me fecit," and it is the first guitar to have a fan-strutting
system to stremngthen the tablesin.the year 1759, in Sevilla." Guy (2013) believes
the " guitar's modern appearance dates from circas 1850, when Spanish
manufacturer<Antenio Torres enlarged the size ‘of the body and changed its
proportions. It'quickly became the established building norm, and it has remained
unchallenged to this day. In comparison to the previous design, his guitar design

was chosen because it improved volume and tone projection.
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w ings_of a.course tuned

adjacent strings on a guitar that are
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The precursor to the guitar in Ghana

The Hornbostel and Sachs's classification method of instruments was designed for
musicologists, ethnologists, and curators of ethnological collections and cultural
history. Several studies like Jairazbhoy (1990) and Kartomi (1990) have all
criticized the Hornbostel-Sachs method of classification for the treatment of
borderline instruments and also for ignoring dilating reeds or split reeds that are in
South-East Asia and few other places. Still; 1 would use that classification system
because | agree with Lee (2019) when he argues that the Hornbostel and Sach’s
method was created for theoretical and practical purposes. The guitar is under the
chordophone subsection. Other instruments in the cherdophone subsection within
the confines of Ghana include the seperewa and the kologo. The kologo
instrument is.a two-stringed lute. It i1s made up«of the body composed of a
calabash gourd resonator, which is covered by hairless animal skin. It is also
made up ofia woaoden neck that protrudes from the gourd. The two strings of the
instrument are made up of a bass and a treble string. A skin“of an animal is tied
around the wooden neck to.hold the strings down, wrapped .around a tuning peg.
He notes that the addition of a tuning peg Is a result of modernization. The author
further posits that the instrument described.ean be found in the Northern parts of
Ghana and the Southern-parts-of -Burkina Faso. There are other instruments

similar to the kologo interms of construction, like the kolgo, koliko, and koriko

1 (“Who Knows Tomorrow?’, n.d.)

11
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go.html

olof ethnic group

Nest African sub-

controlled the trade in the medieval periods. The seperewa has links to the Kora
and Harp of the Sahel region. Osei Tutu (ruler of the Asante’s) kept the
instrument covered in gold for himself, employing a man who played it and

bringing him to Kumasi as his personal singer. Beecham (1841) and Cruikshank

12
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(1853) have documented the seperewa in the Gold Coast dating as far back as the
seventeenth century. Over time, other sub-chiefs were allowed to get the
instrument. Harper (2016), says that by the 1820s, the seperewa had moved from
the courts to the homes of the masses. It is important to note that, once the

, 1t was not only

s also used in

nature. Boateng

atonic scale or a

Figure 4: Intervallic distances between the notes of the seperewa.

Source: Adum-Attah (1997)

13
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Adum-Attah posits that the intervallic relationship among the sung notes of the
given text remains the same for all seperewa players. Still, it might differ slightly
due to the individual’s vocal range. It’s also worth noting that there are six notes
in the text to whose intervallic relationships the strings are tuned. The last note
(the bracketed B flat), in the transcribed version, is played as a chord several
times at the end of the text. The player sings the text to the first six notes and
either only plays the last note in the way of a chord on the strings or hums it while
playing. Matczynski finds similarities between the Akan seperewa and the kora of
Mali and Senegambia. The seperewa is held against the torso, and both hands are
usedito pluck the parallel sides.of the instrument. Thesesstrings run from a bent
piece of wood to a bridge sitting atop a wooden box with goatskin stretched over
the top. The seperewa in its first construction:had only six strings (do, re, mi, fa,

sol,’la); newer varieties may have 8, 10, 12, or even more.

Figure 5: Seperewa

Source:  https://aloudafrica.blogspot.com/2016/04/seperewa-harp-of-royalty-and
african.html

14
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Literature gathered spoke more to the influence of the instruments found in the
Southern parts of Ghana as having influenced the guitar culture of Ghana.
Combing through the literature, scholars like Collins have alluded to the role the
seperewa played in the influence of the guitar, which begs the question of other

chordophones from different ethnic groups like the kologo.

History of guitar in Ghana

Schmidt (1994) claims that the guitar was introduced to the shores of Africa by
the Portuguese; she goes on further to state that several writers alluded to the
gurtar being on the African continent as far back as the end of the nineteenth
century. In Ghana, no single document provides the date the guitar was
introduced, but Collins (1989) claims that the guitar became important with the
arrival of the Kru seamen. Schmidt mentionsthat the Kru seamen who were
initially from the south-eastern coastal area of Liberia have been.credited as the
first Africans to_have nativized the guitar. Brooks:Jr (1976) and Schmidt (1994)
posits that the Kru is the prominent people responsible for disseminating pidgin
English along the, West.coast of Africa and.the primary agent for the diffusion of
guitar in the early twentieth century. Schmidt goes onfurther to say that the Kru
travelled along the shores of*“Ghana, Nigeria, Zaire, Angola, South Africa,
Jamaica, England, and some cities in the United States of America like New
York. Adika (2006) makes mention of the fact that while the Kru men worked on
Western sailing and steamships, they learned to play mobile seamen instruments
like the guitar, concertina, banjo, mandolin, harmonica, piccolo, pennywhistle.

Collins (1989) claims that the Kru provided entertainment at seaport taverns

15
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playing the guitar and other instruments. They were joined by the locals who
played drums or rhythm on bottles, capturing the audience's attention who sat and
enjoyed palm wine; hence, the name ‘palm wine guitar’ derived its name from its
musical context. To Collins, the guitar was the essential instrument to the Kru,
who applied the two-finger way of playing the guitar. The history of the guitar in
Ghana can be associated with colonialism. But through the Africanization of the
instrument by the Kru and the innovation of Ghanaian instrumentalists the guitar

has become an important and integral part of the musical history of Ghana.

African guitarism

Collins (2006) defines African guitarism as the application of African principles
to the Western guttar. As the discourse of decolonization ensugs, several scholars
like Schmidt and Collins have recognized' the guitar's role in remodelling
indigenous genres across the West African sub-region. Rycroft (1961) refers to
African guitarism when he alludes to a Zulu guitarist Mwemda«Jean Besco, who
had a standard tuning Spanish guitar he self-learned through African musical
ideas:. Kauffmany,(1975)«@asserts that indigenous musical polyphonic principles
may be. more efficiently expressed on the western guitar-than local gourd bows.
The guitar allows singers to project on tojone guitar additional voice part that is
hard to achieve on a gourd bow. Kauffmans’ article focused on how African
musicians created and adapted the guitar. Schmidt (1994) goes on further to say
that most guitar styles can be traced back to older music traditions, like seperewa
in the case of Ghana. Schmidt also gives an example of the jelis, a group of

hereditary professional musicians who have been able to adapt to the guitar and

16
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have made many guitar virtuosos because they had developed the technical
facility and creativity from other instruments, which made the shift possible,
Schmidt gives an example of acoustic or “folk guitarists,” who mainly were labor

migrants of the 1940s and ’60s who transferred the elements of the mbira

echnique to playing the guitar.

Figure 6: Mbira

Source:
https://ichngo.net/network_detail/?category=&id=70&subject=INVENTORIES.

17
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Brown (1994) asserts that the guitar and mbira represented a dichotomy of values
and culture in Zimbabwe. He presents a symbiotic relationship between the guitar
and the mbira in Zimbabwe. To him, the choice made by the Zimbabweans to
play the guitar or the mbira or to develop new guitar or mbira styles has shown
they have reconciled tensions between rural and urban life. The symbiotic
relationship between these two instruments has shaped a contemporary culture in
Zimbabwe that takes elements from rural and urban, African and European
sources. He postulates that the assimilation of musical ideas from the Europeans
was forced on to the Zimbabweans. People thought that the dependence on
Europeansinstitutions and their. way. of thinking would. leadto social progress. He
goes on further to say that by the early 1940s, the guitar had begun to usurp the
role of the:mbira inymusic-making, and it was as a result'of labor migration, which
led ‘people to move to South Africa to work on white farmlands. The guitar and
mbira‘ee-existed until the guitar usurped the mbira ameng the lower. classes and
urban music culture.. Musically, Brown (1994) asserts that the folk guitarists
bridged the gap between ruralsandsurban music by transferring some.elements of
mbira playing style to the guitar and expressing the consciousness of the first
generation of‘urban migrants. Thus,*for the older.musical traditions to survive,
Schmidt (1994), posits that transformation.to a new genre (instrument) could be a
survival strategy.'Schmidt asserts-that guitar music in Africa has been influenced
by traditions before it, whether knowingly or unknowingly. She uses the term
"modern traditionalists" to describe guitarists who draw on older, indigenous

traditions as sources of musical, ideas, inspiration, and identity. An example is the

18
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Maskanda, a contemporary South African music whose popular instrument is the
guitar. The guitar dwells on musical traditions from the Zulu (Davies 1994).
Schmidt uses the word "progressive indigenization™ in personal communication
with John Collins. She says the term should not be viewed lightly as an extension
of older forms but as a process of developing a musical aesthetic and a command
of different genres, which to me begun to throw light on the discourse of African
guitarism unknowingly. From the literature -discussed, it IS evident that the
principle of African guitarism is entrenched in the guitar’s usurpation of some
local instruments. The most popular instruments are European instruments that we
haverassimilated into our African culture; hence, studentstnow find it easier to
identify with foreign instruments than traditional instruments. Perusing the
literature "on the .discourse of African guitarismssmakes the discourse of
decolonization in the space of African music difficult to understand. Questions |
ask myself with the ongoing discourse of decolonizationsare how'does the current
education system provide an insight to what happened before? And what is meant
by decolonization? If decolonization'-means doing‘away with foreign.elements in
our edueation system, then | think'it is not possible because the current generation
has “adopted ‘these. foreign«elements” embedded in" our educational system as
“African™. So, If academia cannot provide.a laid-out plan as to what happens after
decolonization has been achieved- or the processes to decolonization in a world
that has been described as a global village, then the talk of decolonization is an ad
hoc. But, if decolonization means the understanding of current situations,

knowing the borrowed elements in our education system, to create an awareness

19

Digitized by Sam Jonah Library



© University of Cape Coast https://ir.ucc.edu.gh/xmlui

of what was, to help build what is expected, then decolonization is possible. |
think it is impossible to do away with the foundations laid down for us, as it is
deeply rooted in the structures of the West. | see that there is nowhere to run from
the effects of colonialism, as is it evident in every aspect of the life of a modern-
day African. But what I think we can do is admit what is ours, what is not ours,
what we have adapted to move on as a people, and make these differences

explicit.

The seperewa and the guitar in Ghana

Adum-Attah (1997), Boateng (2016) and Harper (2016), all allude that the
importance of the seperewa in the southern part of Ghana saw a decline with the
introduction of foreign instruments like the guitar. Boateng mentions that,
according to oralshistory, after the rural musicians got into contact with the Kru,
they learned some of the techniques and practices used by the Krusin their guitar
play. Rural musicians, according to Boateng, converted the guitar riffssplayed by
the Kru into expanded chord progressions built on the harmonies of the seperewa,
creating  styles, like .edonson, whichwbecame popular<among local guitar
ensembles:. However, Collins notes that the tunes ofitraditional Asante “blues”
known'as Odonson were transferred from the seperewa to the guitar, and Adum-
Attah also agrees, with this statement. Also, Harper states that many traditional
songs were transferred onto the guitar. Therefore, the guitar is playing what the
seperewa played. Schmidt (1994) points out that older guitar band highlife styles
like odonson, which differed because of their performance techniques, were

transferred from the seperewa to the guitar. King (1966), states that the Ghanaian

20
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highlife guitarist played riffs identical to what the seperewa played. Matczynski
(2011) further mentions that the seperewa'’s playing technique inspired the unique
style of playing the highlife guitar. He claims that palm wine music and other
highlife genres arose as a result of guitarists' predilection for tuning pegs, mass

a's melodic style

ocal musicians
rogressions-built
, Which was said
a had long been

e rural Ghanaian

Let’s remain lovers, even though our marriage is over.

Nothing can stop my love for you,

Not even your mother who threatens to douche me with pepper

21
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Nor your father with an enema of boiling water.

You are so sweet;

If | were a millionaire,

Apedwa in the Eastern Region in the 1920s by Arthur Sam, a Fante storekeeper

from Anomabo. The man settled in Apedwa after staying in Britain for some time.
He further says that Sam fell in love and married a woman from Apedwa called
Yaa Amponsah, who was also known as Agnes Asiamah. Sam was a very adept

22
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guitar player, and so when the marriage fell on rocks, he composed this song to
woo her back. Adum-Attah (1997) claims that the song was a street ballad in the
early 1920s. Collins (1989) posits that the Yaa Amponsah riff was an adaptation
of the mainline riff that the Kru introduced. Sprigge (1961) suggests that the
composers of Yaa Amponsah melody may have found inspiration from the
indigenous Akan triple offbeat to create the melody. He sees similarities between
the Kete Apenten rhythm, the sikyi rhythm; and the Adowa rhythm. Collins
(2006) suggests that after the mainline riff had been introduced to Ghana, the
Fante guitarists developed a playing style against the mainline riff instead of
playing-alengside it. According.to.him further says that-perhaps, the Fante style
that developed playing against riff is responsible for the offbeat applied by the

Fante guitarist, an example of African guitarism.

From the literature gathered, there seems to be paucity on analysis done on the
Yaa Amponsah song, and there IS no narrative of the'song. I alse couldn’t find a
transcription of the lyrics of any version of.the Yaa Amponsah song. I was able to
find the refrain‘ef the 1928.version insenly English. Although Collins talks about
the -Yaa -Amponsah“song there i1s nething concerning the  transcription and
translating ‘of the 1928 version_of the song or any other version of the song.
Davies (1994) posits that-thesguitarist as a music specialist in African popular
music bears a strong resemblance to the role of a professional storyteller,
spokesperson, or a praise singer, and not only were these traditional roles of
musicians carried into popular music but it carried along with it the high level of

professionalism, individual creativity of musicians like the jeli and griots who

23
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have kept stories alive through music and also told stories or histories using
accompanying instruments like kora. Inferring from what Davies said, | think it is
plausible that the Yaa Amponsah song is a song that tells a story about a lover

who married a woman but the marriage broke down.

Theoretical framework

Ravitch and Riggan (2016) says that theoretical frameworks might be borrowed
from other scholarly research or created by the researcher for the study being
done by the researcher. For my research, | have adopted Scherer and Zentner
(2004) emotional effects of music: production rules. Originally, the article is
based on the hypothesis that music expresses emotion. The paper sought to
farmalize the processes whereby music elicits emotional effects in listeners
beyond what the.music sounds. They also discussed different determinants and
their‘interaction‘type in producing affective outcomes within the cenfines set out.
A rule 1s defined as regularity or lawfulness of the effects discussed that can be
expressed in.concrete predictions or hypotheses: they proposed structural features,
suprasegmental features;sperformance features; and listener features. All of the
qualities of.a composer’s score that a skilled performer must respect are divided
into two categories: segmental ‘features and suprasegmental features. Segmental
features are the acoustic properties of the musical structure's building blocks,
which are individual sounds produced by the singing voice or a musical
instrument, which can be individual tones or chords. This hypothesis directs my
research by focusing my attention on the harmonic structure and chordal

progression used in the many recorded versions of Yaa Amponsah.
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Performance features are how a performer executes a piece of music. This
consists of a stable identity which is made up of stable identity and ability. The
stable identity is made up of physical appearance, expression, reputation, and
ability which is made up of the technical skills, interpretative skills of the
performer, transient performer related variables also known as performance state,
which comprises interpretation, concentration, motivation, mood, stage presence,
audience contact. The performance feature in.my study helps me to be able

choose a particular version of a recorded version of the song.

Listener features refer to the listener's socio-cultural identity and the symbolic
coding conventions prevalent In a particular culture or a subculture. These
features are comprised of interpretation rules shared in a group, culture, or
subculture, Inference disposition based on ‘persenality, prior experience, and
musical talent. Transient listener states such as motivational state of the listener,
concentration, and mood may also affect the inferenee drawn from the.music. The
contextual “feature refers to certain aspects of the performance and the listening
situation. The lecation of .the performance and.the listening situation may be a
recording.studio, open-air site, or in acar. The listener features allow me to be

aware of my biases whilst doing.the work.

To help me tell a narrative using the lyrics in the recorded Yaa Amponsah songs |
used the narrative theory by Nicholls (2007) as an analytical tool in the study of
popular music texts. Nicholls outlines five basic levels at which narrativity can
operate in popular music. The first level is what he refers to as a control level, in

which there is no narrative discourse in the musical context because there is no
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plot per se in the lyrics. The second level is when the lyrics contain narrative
discourse aspects that are neither reflected or supported by the (neutral) musical
background. The third level is where the lyrics incorporate narrative discourse

aspects that are backed up by the musical background. The fourth level has
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CHAPTER THREE

RESEARCH METHODS

Overview

...... orsion mponsah-and also sought to

logy adopted for

pplying specific

, data collection,

to study that values an
inductive approa an meaning, and the necessity of

presenting a situation's complexity (Creswell & Creswell, 2017).

Hodges et al. (2008) describes discourse analysis as studying and analysing the

use of language. Tannen, D., Hamilton, H.E., & Schiffrin, D. (2015) says the
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description of discourse analysis falls into the following groupings: (1) anything
beyond the sentence, (2) language use, and (3) a broader range of social practice
that includes non-linguistic and non-specific instances of language. Rather than
agreeing on a single definition, Tannen et al., (2015) argue that a wide range of
definitions represents the various approaches to discourse analysis. Discourse
analysis, according to Foucault (2013), is more than simply the language of an
individual speaking; it is also the wider systems of thought inside a historical
place that makes certain things thinkable and sayable while also limiting who can
say them. Three approaches to discourse analysis are described by Hodges et al.
(2008)= The. first method is formal linguistic discourse.analysis; In which samples
of oral or written material are taken and analysed for linguistic, grammatical, and
semantic uses and/meanings. The second approach«iS the empirical discourse
analysis, where samples are taken from oral language and written text: and data
on theluses of the text in a social setting for @ micro.and macra analysis of the
ways in which language and or texts construct social practices. The last approach
is the critical ‘discourse analysis.With the critical.discourse analysis,.samples are
taken frem written ‘text or oral languages and data on the.uses of the text in social
settings:” and data. on thewinstitutions and individuals who produce and are
produced by the language texts, for a macro analysis of how discourses construct
what is possible for individuals and institutions to think and speak. In order to
achieve the set-out research objectives the researcher adopted the discourse

analysis design.
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Population and sampling procedures

The population of my study is all commercially released songs titled Yaa
Amponsah from the first known recording by the Kumasi Trio in 1928 to the year

2020. A sample is a subset of actual data sources selected from a wider pool of

sampling are the
lely on a group's
2 included in the
embers based on
hat in qualitative
goal of selecting

or this study, my

Figure 7: Kwame Asare and his Kumasi Trio
Source: J.H.K. Nketia archive
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2. Ogyatanaa show band from the Yerefrefre album: Yaa Amponsah released

in 1974
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Figure 9: Appia Kwa Bridge album cover
Source: J.H.K. Nketia archive
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5. Agya Koo Nimo: Yaa Amponsah instrumental released on YouTube in
2013. From the Album Vintage Palm wine, Licensed to YouTube by The

Orchard Music (on behalf of Otrabanda Records & Music); Concord

Music Publishing, BMI - Broadcast Music Inc., Muserk Rights
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Data collection instruments

Flick (2017), qualitative data collecting entails selecting and producing verbal (or
visual) material for the sake of analysing and comprehending phenomena, social

domains, subjective and collective experiences, and related meaning-making

S sounds, photos,

2 data collection,

al approach for
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Data collection procedures

The songs used for this research were collected from the J.H.K Nketia archive at

Legon, You Tube and the personal music library of Prof. John Collins.

a Kwame Ampadu’s

ased in 1975 was
archives, | found
20s to the early
est to find songs
> J.H.K archives

e table I had to

. Nketia archives

from his Appia idge a : om YouTube on the 5" of

April 2021.
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Data analysis procedure

To analyse the Yaa Amponsah riffs, 1 adopted some critical concepts from
Scherer and Zentner (2001), emotional effects of music: production rules to
analyse the riffs 1 would be working with. These key concepts are structural

features, performance features, listener features, and contextual features.

Structural feature is divided into the segmental features and suprasegmental
features. Segmental features consist of the acoustic characteristics of musical
building blocks of musical structure made up of individual sound tones produced
by a singing voice or a specific instrument. The segmental features would also
consist of the individual tone, interval, and chords. The suprasegmental features
consist of syétematic configurational changes concerning sound sequences over
time. To analyze.the structural features of the songs, | used Cubase 11, spectra
layers 7, finale 2020, and Melodyne 5. In analyzing 'the segmental. features like
individual tones, intervals, and chords. | uploaded:the songs as.a wavesstereo file

into Cubase 11.

~——= < CUBASEPRO1

= Advanced Music Production System

Figure 10: Opening Cubase 11 pro software
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Most of the songs have bad sound quality overall. So, to bypass this problem, I
used spectral layers 7 to extract the lead vocal and guitar parts of the songs to get
a cleaner version of the song without other instruments. After this, | used either
the Melodyne 5 or the Cubase 11 pro to get the guitar parts in a midi (musical
instrument digital interface). | listened to the guitar midi and made corrections to
the work of the A.l. because the quality of the original songs was bad. After that, |

sent the midi to finale 2020 for the music to be scored.

88 b Ampossh Pt 1 256k80s ¢

Figure 11: Spectra layerssopenedin Cubase 11
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Figure 13: Pitch detection on melodyne
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Figure 14: Scored midi file on finale

| first used this procedure to transcribe the original variations of Yaa Amponsah
to get the segmental characteristics | got from the original variations.to pick the
variations of Yaa Amponsah from the J.H.K. Nketia archive ‘and from Prof. John

Collins.

Performance features. This feature refers to how the performer executed the
particular piece of music. This*is made up of stable identity, which comprises
physical appearance, expression, reputation, and performance-related variables
referred to as performance state onwards, including interpretation, concentration,
motivation, mood, stage presence, and audience contact. To get this feature, I

used the metadata on YouTube pages and from the archives.
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Listener features. This refers to the individual’s socio-cultural identity and
symbolic analysis conventions prevalent in my society and what the listener can

make out of the song.

Contextual features. This attribute relates to specific aspects of the performance
and listening scenario; for example, the performance and listening situation could
take place in a concert hall ora recording studio. The year in which a song or riff
was first released. The music can be broadcast by loudspeakers, headphones, or
without any technical assistance. The music could be uninterrupted, or it could be
interrupted by the sirens of an ambulance or the coughing of a concertgoer.
Metadata from._YouTube and the rarchive were also used to create this

functionality.

To' tell a narrative of the Yaa Amponsah song. | listened to the four of my
sampled songs. I placed them into a playlist and grouped the songs.based on the
narrative similarities based on the already provided narrative history previded by
Collins (1994) that the.song is aboutsa lover ‘who married a woman (Yaa
Amponsah) and then. they separated. Afterlistening to the songs; | also developed
my. own narratives based. on the lyrics of the songs and converging narratives of
these songs. Of the four songs, Nana Ampadu’s version and Kwame Asare’s
versions had a lot;of similarities in terms of narration techniques so | synthesized
these two songs to form one narrative. In an interview with Daniel Amponsah,
popularly known as Agya Koo Nimo in his office at the African studies

department of the Kwame Nkrumah University of Science and Technology on
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Monday 26th October, 2020, | used his narrative of the Yaa Amponsah song to

form a narrative using Ebo Taylor’s version of Yaa Amponsah.

Chapter summary

he population and

ocedures and the
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CHAPTER FOUR
RESULTS AND DISCUSSIONS

Advanced Organizer

: w Iii] a divorce

ma gyae aware

Wc na ntete your mother should pick pepper

moko bj sam Give me an enema with it

WC agya noa nsu your father should boil hot water
40
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hyew mbj sam Give me an enema with it
Amponsah ma gyae aware Amponsah, | have divorced you
Wa yase nwii bj your pubic hairs

ma wc abc ka would make you go in debt

Nso Amponsah gyae aware but Amponsah has got a divorce

Cdc yewu Amponsah My love Amponsah

2| found two meanings for the term amonsin. 1%t meaning: sanitary pad. 2" meaning: an under
garment used for keeping money by market women.
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Amponsah Amponsah

Sika ntesj mpo ano anwea Money is not like sand of the sea
anka ma ma wo bi or else I would have given you some
Sika ntesj mpo ano awia money is not like sea shore sand

U money

pain

love me

aware yi

Ma gyae aware

ma gyae aware a divorce
dze aware yi a if you have gotten a divorce
Gyae aware get a divorce
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na yjn twi mpena
Yaa Amponsah

ma gyae aware a

Gyae aware

e
ma gyae aware

https://ir.ucc.edu.gh/xmlui

and let us be lovers
Yaa Amponsah
I got a divorce

get a divorce

a divorce

pepper
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Table two (below) contains the original lyrics and the corresponding translation of

the Ogyatanaa version recorded under the Yerefrefre aloum released in 1974.

Table two: Song Lyrics by Ogyatanaa show band

on many lips

Yaa Amponsah ee gyae aware Yaa Amponsah get a divorce

Woken fjjfj tesj adenkum yi a your beautiful neck like *adenkum

3 Gourd calabash
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Yaa Amponsah ee gyae aware Yaa Amponsah get a divorce
Wotiri nwin tesj sirikyi ahoma yi a Your hair like silk thread
Yaa Amponsah ee gyae aware Yaa Amponsah get a divorce

Wo honam a jgyegye tesj ayerjmo yi  Your skin glows like lightning

Cbaa Yaa ee gye yjnso 0o lady Yaa respond
ndwom aa yjrjto yi yjreto frj wo oo We are singing this song to call you
Cbaa Yaa ee gye yjnso 00 lady Yaa respond
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Cbaa yaa yjrefrjfrj wo daa Yaa we are calling you

Cbaa Yaa ee lady Yaa ee

Y’abc wodin fri tete Your name has been mentioned since
Gold Coast Gold coast

Evergreen volume

Gyae aware 0, g

gyae aware get a divorce

Yaa Amponsah gyae aware Yaa Amponsah get a divorce

Eyii mene wo bj twe mpena wai I would be lovers with you
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Eyii mene wo bj twe mpena wai. I would be lovers with you
Eyii mene wo bj twe mpena I would be lovers with you
Yaa Amponsah Yaa Amponsah song

ho nwom a yjreto vi, we are singing

na ckc hyia obaa

bi a nayj frj no by the name

Yaa Amponsah Yaa Amponsah

nso mere kayi I am talking about
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na ne ho yi fj yie paa, She was beautiful

ne ho yj fj yie was a very beautiful lady
Ne tiri hwii tesj sirikyi her hair like silk

Ahoma, sirikyi ahoma... thread, like silk thread

d she doesn’t care

se cnware : doesn’t care
Yaa Amponsah When Yaa Amponsah
gyae aware no got divorced

4 Someone who likes to go to parties and have fun
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Jyj Sam yi ya Sam was hurt

Cno nso yj obi a cto nwom he was a composer

nti osaa hwom So he composed

0saa nwom wo aware yi ho a song about the marriage

Yaa Amponsah
gyae aware got a divorce
Wa gyae aware 0 0 She is no more married
Yaa Amponsah Yaa Amponsah
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gyae aware
Sika ntesj mpo ano awia
Yaa Amponsah

gyae aware

to akyerj mo yi

Afei ansa na yjnso
Yj bj bc yj Amponsah

Se nea ya hyehyj noc no

https://ir.ucc.edu.gh/xmlui

has gotten a divorce
Money is not like sand at the sea shore
Yaa Amponsah

got a divorce

Now is the time we would also
play Amponsah

how we have arranged it
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Obiaa nyj aso na cntie Everyone should pay attention and
listen

Amponsah e, Amponsah e Amponsah e, Amponsah e

Amponsah e magyae aware 00 Amponsah has gotten divorce

Eyii mene wo bj wo mpena ba I would be lovers with you

Eyii mene wo bj twe mpena wai I would be lovers with you
Eyii mene wo bj twe mpena wai I would be lovers with you
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Eyii meni wo bj twi mpena I would be lovers with you

Cbaa Amponsah wa gyae aware Lady Amponsah has gotten a divorce
Yaa Amponsah wa gyae aware Yaa Amponsah has gotten a divorce
Enaa yjre kc oo and we are moving

Yaa Amponsah e gyae aware Yaa Amponsah get a divorce

Mese gyae aware I am saying get a divorce

Yaa Amponsah e gyae aware Yaa Amponsah get a divorce
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Mese gyae aware | am saying get a divorce
Yaa Amponsah e gyae aware Yaa Amponsah get a divorce
Wo tiri nwii sirikyi ahoma Your hair like a silk thread
Wa nantu dj adenkum your calves like adenkum

Cre sc ancpa bc

Yaa Amponah eee Yaa Amponsah
Wa nniwa ma tesj nhwiren your eyes like flowers
Wa fonomu ntokuro ntokuro your dimples
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Wc kwan, kwan kyi ma the cuts across your neck

Gyae aware ma yjn twe mpena get divorced and let us ne lovers
Wa nniwa ma tesj nshiren your eyes like flowers

Wa nantu tesj adenkum your calves like adenkum

Cbaa Amponsah Lady Amponsah

gyae aware ma yjn twe mpena get divorced and let’s be lovers

gyae aware ma yjn twe mpena get a divorce and let’s be lovers
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gyae aware ma yjn twe mpena
Wa niwa ma tesj nhwiren
Cri shren ancpa bc

Wo kwam mo kwam kyi ma

Yaa Amponsah e gyae aware
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get a divorce and let’s be lovers
your eyes like flowers
lighting up in the morning

the cuts across your neck

e lovers

Yaa Amponsah get a divorce
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Analysis of lyrics

Kwame Asare’s Yaa Amponsah was recorded in 1928. The song is in the Fante
dialect, but this type of Fante is found in Elmina. The song is made up of literary
devices like similes, metaphors and innuendos. Example of similes in the song is
where Yaa Amponsah’s hair is likened to a silk thread. An example of innuendo
in the song is where the singer tells Yaa Amponsah that her pubic hair would let
her be in debt. Examples of metaphor is when the singer says Yaa Amponsah is as

black as a thread, is as black as a fair lady, and a lady like cassava

Broken heart theme 1s evident in the song. Example of this theme is when the

singer tells Yaa Amponsah that, the divorce has caused him pain.

The theme of praisessinging can be seen in the song. An.example of this is when

the 'singer tells Yaa Amponsah that her hair is like a silk thread.

The songstarts by Yaa Amponsah saying that she has.gotten a divorce. And even
if Sam’s mother gives her an enema with pepper, even if it is hot water that is
given her as enema, she would still not marry him:"Now the focus shifts from Yaa
Amponsah to Sam."Sam tells Yaa Amponsah that herspubic hairs would be a
source of debt to her (in context, this'is a wise saying that her love for sex would
be the cause of her downfall). The following line is‘a simile that compares the hair
of Yaa Amponsah to that of a silk thread. Sam continues with another simile,
telling Yaa Amponsah that she is like a white lady. Perhaps, Sam likens Yaa
Amponsah to a white lady insinuating that Yaa Amponsah deserves the best

money can buy. | say this because, during the colonial period, the white ladies
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lived posh lives as compared to the local women. He says he loves Amponsah but
does not have the financial muscle to ask for her hand in marriage. The following
line he uses says Yaa Amponsah get a divorce, which becomes a central repeating
motif in the song. In the following line, he compares Amponsah to tete amonsin
(in my research | gathered two meanings for the word amonsin. The first one was
a sanitary pad used in the olden days, and the second was an under garment used
by market women to keep money. The under.garment was noted for its quality
and that it does not make noise or show when there is money in it, in the context
of the Yaa Amponsah song, | chose the second meaning because its meaning fits
better-than.the second one.) Sam.says even though, Yaa Amponsah is like tete
amonsin shehas asked for a divorce. He tells Yaa Amponsah that money is not
like the sand on the'seashore because if that'were thescase, he would have given
her ‘money. He goes on to say that he would give Amponsah money to buy
something.and after all the sacrifices he has made, she.still went'ahead and got a
divorce, and he has been broken hearted by Yaa Amponsah’s decision. He asks
Amponsah if the love is not'mutual;looking at how he loves her. Yaa Amponsah
interjects and tells Sam that she has gotten a divorce. Sam tells Amponsah that if
she "has ‘gotten a“divorce,“then they“should_be lovers. The song goes back to
Amponsah saying she has gotten a divorce and even if Sam’s mother were to give
her an enema with pepper, even if it is hot water that is given her as enema, she
would still not marry him. Amponsah reiterates the fact that she has gotten a
divorce. Sam says Yaa Amponsah is as black as a thread, a black lady as a white,

a lady like a cassava. For the first two metaphors, it seems Sam is praising the
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complexion of Yaa Amponsah, perhaps saying she is dark like a thread, and that
her black complexion is unique as that of the whites. The last metaphor used
could stand for the versatility of Amponsah. This is because cassava can be used
for a food like fufu and ampesi, thereby showing that Amponsah is versatile. He

repeats the motif, and the song ends.

A closer look at the song text reveals a conversation between two people, namely
Yaa Amponsah and Sam. Yaa Amponsah starts the conversation and says that she
has gotten a divorce, and no matter what Sam’s parents do to her, she does not
plan to be married anymore. Sam tries to woo her love back by advising her that
her love for sex would eventually cause.her downfall. He compares Amponsah to
awhite lady, tete.amonsin, and a silk thread, all in"an attempt to get her to change
her decision ence/again. Yaa Amponsah interjects and tells Sam that she has
gotten a divorce. Sam responds to that by saying even if Yaa Amponsah says that
she has gotten a ‘divorce, they should be lovers because he is traumatized by

Amponsah leaving him.and wants her in his life.

Another strikingwobservation Is the nature of metaphor Sam -uses to describe
Amponsah: Cassava isa.staple crop found in the Southern part of Ghana known
for its versatility. The crop can be used for gari, ampesi, fufu, banku, used to
enable blood cloths on fresh wounds and for starch. The use of the cassava
metaphor by Sam to describe Amponsah could paint the picture that for Sam,
Amponsah is the starch the holds all parts of his life together, and that she plays
different roles in his life, so Amponsah leaving him would mean that his life

would crush down.
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Comparing Amponsah to tete amonsin brings out a lot of questions. As indicated
earlier, tete amonsin has two different meanings. So, which one was Sam alluding
to with his comparison of Amponsah? Is it the sanitary pad or the under garment
used by the market women? Mr. Peter Alexander Hope, a senior lecturer at the
Ghanaian language department at the University of Cape Coast told me that, even
though tete amonsin has to inherent meanings, in the Fante language, the one
spoken by the people of Elmina, tete amonsin is likely to be the under garment
used to keep money by market women. He points out that the amonsin was noted
for its quality and its ability to keep money without it making noise. Perhaps, Sam
meantithat.even though Yaa Amponsah was not proud,;meek:and humble she has

gotten a divorce, which he does not understand.

Sam compares.Amponsah to a white lady, and says that even though he does not
have . money for Yaa Amponsah, he admits he deserves the luxuries the white
ladies have,-and goes on further to admit that he doesnot have money,.and money
IS not likethe sand at the sea shore, and if it were so, he would have given Yaa

Amponsah money.

He also compares Yaa Amponsah to a black thread and says that Yaa Amponsah
is black like the whites. This could be aiway by which Sam praised the black

complexion of Yaa Amponsah by alluding her to the whites.

He questions Yaa Amponsah’s decision to get a divorce after laying bare the
realities of his life, after even promising her that he would get her money to buy
something. He tells Yaa Amponsah that he is hurt by her decision to divorce and

asks her to be a lover.
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Ogyatanaa show bands Yaa Amponsah was from the Yerefrefre aloum that was
released in 1974. This song is in Asante Twi. Praise singing theme can be seen in

the song when it eulogises Yaa Amponsah when the song starts.

The song starts with the singer praising Yaa Amponsah. After that Yaa Amponsah
says she has gotten a divorce. Just after that the singer advises Yaa Amponsah to
get a divorce. He says Amponsah’s neck is as beautiful as an *adenkum. He
compares her glowing skin to lightning. Finally, the singer tells Yaa Amponsah
that she is as beautiful as a dove. The singer questions Amponsah’s reason to go
and marry. He tells Amponsah that her name has been mentioned from the Gold

Coast era; her name is being mentioned.

Nana Ampadu’s version of Yaa Amponsah is on the evergreen album that was

released in 1975.

The song starts with the singer telling Yaa Amponsah to.get a divorce, and after
the divorce he (the singer) would be in a relationship with Amponsah after she has
gotten the divorce. After that.Nana. Ampadu tells the audience that he is about to
tell the story of Yaa Amponsah. According to'Nana, theredived an instrumentalist
and composerby.the name,of Sam. Sam met a-dady named Yaa Amponsah who
was beautiful by all standards, with her hair like a silk thread. Nana Ampadu uses
the term bagyiribayin (a term used by the Fante’s to describe a person, male or
female, who likes to party and have fun) to describe Yaa Amponsah. According to
Nana Ampadu, there came a time when Yaa Amponsah asked for a divorce from

Sam. Sam tried everything within his power to persuade Amponsah, but Yaa

5 Gourd calabash
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Amponsah did not care. So, after the divorce, Sam, who was also a composer,
decided to compose a song about the failed marriage. Nana Ampadu sung what he
claimed was the original composition sung by Sam. In the original rendition as

sung by Sam and performed by Nana Ampadu, he says Yaa Amponsah has gotten

in the beginning
hear what I said.
and is no longer
Amponsah. He

, he would have

Weaving UC a - e composer blends the original

composition as ht have he with his rendition and remarkable

storytelling abilities, which gives a complete story about Yaa Amponsah.

Analysing the song text points out that Sam knew the type of woman he was

getting into a relationship with, as Yaa Amponsah was described as a lady who
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liked to party (bagyiribayin). It makes me wonder that, if Sam knew Yaa
Amponsah was a high time lady, and he did not have the financial resources to

provide her what she wants, then why did he decide to marry her?

Another puzzling issue | found after analysing the song text was in beginning and

) Yaa Amponsah
s and ends, there
1 become lovers.

his lover?

on the Appiah Kwa
ponsah to get a
ead, her calves to

can be lovers. He
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The Yaa Amponsah story: a synthesis

In this session, | tease out the consolidated ideas that run through the various
narratives of Yaa Amponsah. | do so by closely looking at the lyrics of the four
versions of the song presented in this work as well as an analysis of an in-depth

interview | had with the legendary Daniel Amponsah (Agya Koo Nimo).

According to Nana Ampadu, there was a composer by the name Sam, a talented
composer and instrumentalist. He saw a lady by the name of Yaa Amponsah, who
was very beautiful, because, across all the compositions, she is described as
having hair like silk thread (Kwame Asare, Ogyatanaa, Nana Ampadu, Ebo
Taylor), a black woman who is like a white lady, a black woman like a fair lady,
has a neck like adenkum, calves like adenkum, as beautiful like a dove and
woman like cassava. Even though there was nosmention of Sam and Amponsah
getting married"in any of the compositions, Nana Ampadu states that a time came

where Yaa Amponsah wanted a divorce.

Inferring from the first recorded version by Kwame Asare and the:Kumasi Trio
and. Nana Ampadu’s versions, their Yaa /Amponsah song is @ conversation
between Sam and Yaa Amponsah. The conversation starts with Yaa Amponsah
telling Sam that she has gotten a divorce and that Sam cannot do anything to
change her mind. Sam advises -Yaa Amponsah that her love for sex would
eventually become her downfall. Even after rebuking her, he makes an attempt to
woo Yaa Amponsah. Sam describes Yaa Amponsah as being meek when he
likens her to tete amonsin, Sam does not understand why Yaa Amponsah got a
divorce because he thought it is in her nature to accept things as they are, because
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she is meek. He tells Amponsah that he doesn’t have the money to seek her hand
in marriage. Immediately after that, the mediator interjects, advising Yaa
Amponsah to get a divorce. Sam tells Amponsah that if money were like the sand
at the seashore, he would have given her money, but money is not like the sand at
the seashore; hence, he cannot provide for Yaa Amponsah but promises her that
he would give her money for something. Sam begs Yaa Amponsah to reconsider
her decision, because he is broken hearted with the news of the divorce.
Amponsah reaffirms her decision and puts Sam off. In a last-ditch attempt to get
Yaa Amponsah to change her mind he tells Amponsah that if she has gotten a
divorce;she should be his concubine. Sam tries singing.praisessfor Amponsah, but

Amponsah 1ts not moved by Sam’s gesture as she affirms her decision.

After synthesizing the four songs | found out that<Yaa Amponsah did not give a
clear reason as to why she sought for the break up. The closest reason from the
divorce cantbe found in Kwame Asare and NanasAmpadu’s version as being
money. | also found out that Yaa Amponsah was very beautiful, because all
through the fourrecorded versions they.likened her beauty to.something unique. It
Is possible that, the song came about™as a result of what happens to the brain

when'it is in love aceording toskisher (2008):

Fisher (2008) posits that romantic love is an obsession that gets worse when
rejected. According to Fisher, after putting people who have been dumped from a
romantic relationship into an M.R.I., she found out that the brains reward system
for wanting, motivation, desire, and focus becomes more active when you can't

get what you want (in this case, a lost lover). Fisher concluded that when people
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are rejected in love, not only are they flooded with feelings of romantic love, but
they feel a deep attachment to the person who rejected them. Due to the reason
that the brains reward system is in hyper drive, these individuals are willing to
risk everything to achieve their goal (in this case get their lost lover back). Thus,

>am persisted in

ya Koo Nimo, in
ah University of

this to say about

Amponsah. They recorded Yaa Amponsah, “gyae aware na yen

s

twe mpena” divorce your husband and be my concubine.’
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Agya Koo’s brings a different perspective to the Yaa Amponsah story. Agya
Koo’s story portrays Sam as someone who holds in high esteem the institution of
marriage, hence his inability to tell Yaa Amponsah how he felt about her. From
Agya Koo’s story, it could also be that Sam was afraid of being rejected by Yaa
Amponsah since he did not have money as compared to the cocoa broker. The
song Yaa Amponsah, thus, was a means of Sam admitting that he lacked the
financial muscle to take care of Yaa Amponsah, even though he loved her, and the
best offer Sam could give Yaa Amponsah, was for her to be his concubine.
Perhaps, Sam employed the defensive mechanism known as sublimation which
has been.defined by Meng & Freud (1963) as psycholegical:strategies brought
into play by the unconscious mind to manipulate, deny or, distort reality to
maintain asocially acceptable self-image when our ego'cannot meet the demands
of reality."For Meng and Freud, sublimation is a defence mechanism based on the
foundatien._that socially unacceptable wishes or urges.provide the energy to be
harnessed for productive or creative ends..The indecent desires could also be
worked out oritransmogrifieduinto.art:'Sam accepting it as socially unacceptable to

proposeito a married woman, channelled his energies into/Creating a song.

Music analysis

Kwame Asare and the Kumasi Trio, was a musical group made up of Kwame
Asare, H.E. Biney, and Kwah Kanta. The song was recorded in June 1928 at the
Kingsway Hall in London. The instruments used in the song are two lead guitars
and a set of clappers. The song lasts for two minutes fifty-seven seconds. The

song is in the key of C major and has the 4/4-time signature. The song was sent to
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me via email from John Collins on the 19" of May 2021. The song was listened to
at the studio of the Music and Dance Department, University of Cape Coast. The
dominant material at the studio was wood. The speaker used for listening was
Behringer Truth B2030A High-Resolution, Active 2-Way Reference Studio
Monitor Speakers. At the time of this study, it was not possible to get other

metadata from which more information could be deduced.

The song starts with a set of clappers and the lead guitars. Two guitars are playing
two distinct ostinato melodies, with one playing passing note in-between

melodies. There is an established guitar riff, as seen below.

YAA AMPONSAH PART 1

Kwame Asare and the Kumasi Trio
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Figure 15: Scored guitar riff in Yaa Amponsah by Kwame Asare and the Kumasi
Trio

The resultant melodies from the guitar make it challenging to tell which guitar is
playing what. The image is a graphical representation of the resultant melody. In

mixing the sound, the only instrument placed in the centre is the voice, and other
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instruments like the guitar are either panned left or right. With that in mind, the
guitar or guitars in a particular sound can be heard as one. With this song the
guitar acts as an accompaniment to the voice. The musical progression is based on
chordal progression of 1 I” IV V. The artist chose to make the texture of the song
light per the instruments used in the song. The clapper, which serves as the

timekeeper, plays the rhythm below, consistently throughout the song.
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Figure 16: Scored clapper rhythm in the KwamesAsare and Kumasi Trio Yaa
Amponsah

Ogyatanaa show band was made up of Kwadwo..Donkoh, Nana Ofori, Ocloo
Johnson, Kobina Gardiner, Ofori Frimpong, Kwaku Dua, Pa'Owiredu and Nakai
Nettey. The band was formed by Kwadwo Donkeh in 1971. Their Yaa Amponsah
song was-originally released in 1975, and it was on their Yerefrefre aloum, but it
debuted ‘at the first ever National Danee band competition in 1972. The
instruments used in the"song-includerthe trap set, two lead guitars, Synthesizer,
Percussion, Bass guitar, and traditional drums. The song last for five minutes. The
song is in the key of D major and the time signature for the song is 4/4. The
source of the song was the J.H.K Nketia archive, under the folder name: J.C

BAPMAF RECORDS+ COVERS X 92 / SUBFOLDER: OGYATANAA/
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YEREFREFRE. The song was listened to at the studio of the Music and Dance
Department, University of Cape Coast. The dominant material at the studio was
wood. The speaker used for listening was Behringer Truth B2030A High-

Resolution, Active 2-Way Reference Studio Monitor Speakers. At the time of

e percussion for
ynthesizer join in
0 the dominant for
ey. This version of

d1, 17,1V, and V. The
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YAA AMPONSAH

Ogyatanaa
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Figure 17: Scored.guitar riff in Yaa Amponsah by Ogyatanaa show band

The time keeper of the song Is the cow bell which plays the rhythmic pattern

| depicted below
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Figure 18: Scored clapper rhythm in Yaa Amponsah by Ogyatanaa

The guitar accompanies the voice following a laid down template concerning the
chord progression with a conscious effort to play the fundamentals of the earliest
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version by the Kumasi Trio but adds something different to the original guitar riff.
The song's arrangement depicts a strong connection between the past and the
present, paying particular attention to the instrument played during various parts
of the song. An example is where the percussion and voice are playing before the

song starts right after the introduction by the guitars.

Nana Ampadu and the African brothers band version of Yaa Amponsah was
released in 1975, it was on their evergreen album volume V. The African
brother’s band was formed in 1963 and was renamed African brother’s band
International. The name of the members of the band were as follows: Ancient
Awua, Dan Owusu, E. KeAntwi, Eddie.Donkor, Ellis Anane, Frank Hiango, Guy
Opah, Jacob Osae, Joe Appiah, John Quarshie, Kofi Amo, Kofi Oppong
Kyekyeku, Lawyer Boateng, Len Fillis Asiama, Mac Ofori, Mum Bea, Nanaba
Amoako, Okyes, Osei Kofi, P.K. Asare, Paa Donkor, Rover Amo, Seth Asiedu,

Teacher Boateng and it was led by Nana Kwame Ampadu

Instruments.used for the.song include the trap set, two lead guitars, synthesizer,
percussion, bass‘guitargand traditional drums.«The duration of the song is eight
minutes. The song is in‘the key of E major and its time signature is 4/4. The song

was downloaded from https://www.youtube.com/watch?2v= zNVygGFP6Y. The

song was listened;to at the studio of the Music and Dance Department, University
of Cape Coast. The dominant material at the studio was wood. The speaker used
for listening was Behringer Truth B2030A High-Resolution, Active 2-Way
Reference Studio Monitor Speakers. At the time of this study, it was not possible

to get other metadata from which more information could be deduced.
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The guitar and trap set starts the song and plays together for the first forty bars.
The singer narrates the story for two hundred bars. After the narration the song
goes on for forty bars and ends. The song is divided into three major parts. A

history of Yaa Amponsah, how Sam played Yaa Amponsah according to Nana

ith instrumental
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Yaa Amponsah
Nana Ampadu
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Figure 20: Scored guitar riff in Yaa Amponsah by Nana Ampadu
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Paying attention to the song's arrangement, starting from where Nana Ampadu
claims is the original rendition of the song, the texture of that portion is light
made up of guitars, a talking drum, cowbell, and voice. When the band plays its
own version of Yaa Amponsah, it uses the cowbell, atumpan, synthesizer, guitars,
and trap set. The guitar riff was built on the I, I7. IV and V. Listening closely to
the other parts of the song, except for their rendition of the original version, there
seems to be a conscious effort to vary the structure even though there is change to

its fundamental structure.

Ebo Taylor’s version of Yaa Amponsah was released in 2012, it was on
his Appia Kwa Bridge album. Two guitars were used in for the song. The song
lasts for four minutes, twenty-eight seconds. The time signature of the song is 4/4
and it is in_ the key of C major." The source of the song is

httpsy//www.yeutube.com/watch?v=nmuwrg6iptA:*The sgng was listened to at

the studio of.the Music and Dance Department, University of Cape Coast. The
dominant material at the studio was wood. The speaker used for listening was
Behringer Truth B2030A.High-Reselution, Active 2-Way Reference Studio
Monitor Speakers.. At the time of this study, it was.not possible to get other
metadata from which_more information could be deduced. The song starts with
the singer’s voice, and the-two-guitars are introduced. After that, the singer sings
with eventual pauses in between the music accompanied by the guitar till the end
of the song. This version is built on the chord I, I7, IV, and V. The timbre of the

guitars is different, which makes it easier to tell the number of instruments used in
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the song. Below is a graphical representation of the basic melodic pattern in the

song.

YAA AMPONSAH
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Figure 21:"Scored guitar riff in Yaa Amponsah by Ebo Taylor

Agya Koo Nimo’s Yaa Amponsah was posted on YeuTube on the 19" of January
2013. More than one guitar was used in the second as well as a castanet. The song
is.in.C major and its timersignaturevis.4/4. The duration of the song is two
minutes forty-eight “'seconds. The “song can be found via this link

https:/Amai.youtubescom/wateh2v=L syWHD-KTA. The.song was listened to at

the Music and Dance department of the University of Cape Coast’s studio. The
dominant material at the studio was wood. The speaker was for listening was
Behringer Truth B2030A High-Resolution, Active 2-Way Reference Studio
Monitor Speakers. At the time of this study, it was not possible to get other

metadata from which more information could be deduced. The song is an
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instrumental version of Yaa Amponsah, based on the chords I, IV, and V. A

graphical representation of the basic melodic pattern is shown below:

Yaa Amponsah Instrumental
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Figure 22: Scored.guitar riff in Yaa Amponsah:by Agya Koo Nimo

Similarities and differences*between the five versions
Timeline

All the compositions except Ebo Taylor's version have an instrument that plays a
timeline, and Nana Ampadu plays the same timeline with slight variations in the

song. The timeline is depicted below
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(1961), when he

he kete apenten

Hence, it would be possible to say that
when these artist (Kwame Asare, Ogyatanaa, Ebo Taylor, and Nana Ampadu)
heard the original version, they heard a resultant melody of two guitars. They then

composed their own version of Yaa Amponsah with the resultant melody in mind.
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The seperewa and its influence on the Yaa Amponsah guitar riff.

Baffour Kyei Kyeremanteng, a seperewa instructor at the school of Performing

Arts, University Legon had this to say when it comes to the seperewa and its

influence on Yaa Amponsah.

seperewa stands
nment. He traces
are | and Nana
¢ instrument led to

old plated, which

Fiema Ahafo in the

ave established the
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Figure 24.: ngoni-instrument

Source: https://www.spurlock.illinois.edu/blog/p/featured-object-west/110.

He said that the 'seperewa has three phrases embedded in the mame: se, which
means “to say”’,pre, which means “to pluck”,/and wa, a short version of tiawa, an
Akan word for short."He mentions the term fanguage tuning, which.he defined as
using a set of words«to tune a melodic instrument, the seperewa. The language

tuning, he usedfor the seperewa is as follows in tablefive below;
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Table five: Words used in language tunning

Twi English
Fa papa yj nnipa Do good to man
Fa papa yj nnipa Do good to a man

According to him, the texts used for tuning the seperewa has not changed over the

years but noted that the player uses this method to tune to suit his particular voice.
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He asserts that other phrases are used in a speech that could adjust the seperewa,
but he uses the one above. The tuning is based on the intervallic strings between
the seperewa, which is thirds apart. Another example of text used for tuning is the

verbal text, “ekoo nni nse nka ntam,” (Adum-Attah 1997). He says that the

emains the same
dividual’s vocal
hose intervallic
flat) is played as
sion. The player

ote in the way of
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YAA AMPONSAH ON SEPEREWA
Nana kyeremanteng

o

clearly pin point when it was introduced to the music scene in the country. | agree

with this statement made by Nana because in my literature review | found out that
Boateng (2016), Collins (2006), and Schmidt (1994) all made references to the

point that what the local musicians played on the guitar had its basis from the
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seperewa. Thich is evident from what Nana said. Having listened to Nana
Kyeremanteng play Yaa Amponsah on the seperewa, it was evident that the

fundamentals of the seperewa as played on the guitar has the same foundations.

Reasons for the Variations and the popularity of the Amponsah riff

In this section, | will give reasons why the Yaa Amponsah riff became popular

and reasons for the differences among the variations.

Firstly, the individual to the resultant melody cycle. This is where two melodies
are heard as a single resultant melody. The earliest recorded version of Yaa
Amponsah guitar riff was light; this can be seen from the scored version of the

Kumasi Trio below

YAA AMPONSAH PART 1

Kwame Asare and the Kumasi Trio
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Figure 26: Scored guitar riff in Yaa Amponsah by Kwame Asare and the Kumasi
Trio

The picture below is a graphical depiction of what W.E. Ward claims to have

heard at Apedwa, which he scored in 1927.
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Yaa Amponsah (waep)

0 other versions.

to a larger audience while holding on to the fundamentals of their music culture.

Darkwa (1980) points out, the music of the first hybridization has more traditional

ingredients and less Euro-American styles and instruments, which can be seen in
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guitar styles that evolved out of Akan musical types like Ashiko, Ntan, Osibi,

Osoode, Adaha, Odonson, Opemn Adesim, and Adowa.

Mednick (1962) posits that for individual’s creative thinking process to be
achieved there are three associative bases through which individuals attain
creative solutions: serendipity, similarity, and mediation. Mednick defines
creative thinking process as the formation of associative elements into new
combinations which either meet specific.requirements or are useful in a way. For
Mednick, any organism will tend to bring the requisite associative elements into
ideational contiguity to increase an innovative solution's probability and speed.
With serendipity, Medniek states that.it is brought about contiguously by the
contiguous environmental appearance (usually accidental contiguity) of stimuli
that elicit these associative elements of creativity..With similarity, Mednick says
that 'the requisite associative elements may be evoked in contiguity due to the
similarity ofi.the associative elements or the familiarity of the stimuli eliciting
these associative elements. This mode of creativity may" be encountered in
creative writingithat exploitssthomonymity, rhyme, and similarities in the structure
and rhythm of words or the objects they designate. Mediation-may be evoked in
contiguity. through the mediation-0f commen elements. This means of bringing
the associative elements-intoscontiguity with each other is of great importance in
those areas of endeavour where the use of symbols is important. The factors
above provide room for individual differences on how creative solutions may be
deduced. It is also important to note that an individual without the requisite

elements in his response arsenal will not combine them to arrive at a creative
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solution. It is plausible that Mednick’s three associative basis can account for the
reason for variations in the Yaa Amponsah melodic riff. Through serendipity,
musicians recording the guitar riff might play something unexpected or something
knowingly, which might sound good, and when what he plays falls in the confines
of the I, 1V, V progression it forms part of Yaa Amponsah for that particular
musician. With similarity, a musician might want to play a particular style of Yaa
Amponsah he has heard but due to individual differences and differences with
respect to mastery of the musical instrument, the musician might not be able to
play exactly as heard on the instrument, but might play something similar to what
he-heard-which in turn causes.a.variation from the original::Mediation can also be
reason for variation, when a musician listens to two or different versions of Yaa
Amponsahsand tries'to create a similar riff by listening:to the two. By doing so the
musicians-creates a new riff from the different riffs, which would also cause a

variation:

The Yaa Amponsah melodic riff became popular as a result of the national dance
band. competition in 1972 organized by.the Arts council of.Ghana. Adum-Attah
(1997) states that the Arts Council of*Ghana organized a national dance band
competition in 1972 during™which dance<bands were expected to play their
original compositions basedsonsthe~Yaa Amponsah ‘guitar riff. This competition
inspired Ogyatanaa’s version of Yaa Amponsah as well as Nana Ampadu’s
version. Nana Ampadu picked up the first position whiles Ogyatanaa show band

picked up the second position. Adum-Attah estimates that over two hundred
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compositions were made from the Yaa Amponsah guitar riff during the life cycle

of this competition.

In addition to the already stated points, another reason for the popularity of the

Yaa Amponsah riff is conventional harmony. Four-part harmony was introduced

genous Ghanaian
ssimilated it with
utilitarian chord
or Amponsah, it

e songs. Adum-

one of the go sites to learn
and listen to variot sic genres. Whe comes to Yaa Amponsah, one of the
most popular artists/teachers of the riff is a man known as Mr. George Ankomah

Mensah, who is widely known as G Spratz. Even though there are other things he
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teaches, he has made more videos of the Yaa Amponsah riff than any other guitar

riff.

For example, his video entitled ‘Amponsah Unlimited’ (posted on March 03,

2011 at https://www.youtube.com/watch?v=hB f5ViHz4E) has 76,000 views at

0ss. The first

er’ by the

age a Demba

Twi. Dyula is

6 Bembeya Jazz National - Mami Wata
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Mami water

Bembeya Jazz National

Figure 28: Scored guitar riff in mami water by Bembeyaa Jazz National

This variation of Yaa Amponsah has elements similar to the ones from Ghana.
According to the person who interpreted the song for me, the song praises Yaa
Amponsah, a sea mermaid.
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Another variation of Yaa Amponsah which deserves mention is from the

Jollyboys orchestra from Nigeria. The basic guitar riff is depicted below:

Yaa Amponsah

Jollyboys Orchestra

Figure 29zScored guitar riff in Yaa Amponsah by Jollyboys Orchestra

The song by Jollyboys Orchestra was sent:to me privately by John Collins. Below

isa link to listemito the song.

https://drivesgoegle.comffile/d/1HRaqweA2 By KxRW2dtxp9arl8R5kPDndMag/vie

w?usp=sharing

Another version of the Yaa Amponsah guitar riff is Paul Simon’s ‘The Rhythm of

the Saints’ song on the spirit voices cd album released in 1990.
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Amponsah. Other examples include ‘fireman’ and ‘odonson.’
2. It can be named after the person who popularized the riff. Example: Kwao

guitar riff is named after Kwao Mensah.
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Summary of key findings

This study analysed the Yaa Amponsah guitar riff, gave an account for the
reasons why there are variations of guitar riffs and also sought out to tell a

narrative of the Yaa Amponsah song.

With respect to my research question 1: what accounts for the variations of the
Yaa Amponsah guitar riff. | found out that the reasons for the variations include
the individual melody to resultant melody cycle. This is where musicians try to
reproduce resultant melodies, single-handedly. By doing so, they go through a
creative process to create a hybrid riff, based on what Mednick (1962), refers to as
the associative basis of the creative process. Where through serendipity, similarity
and mediation different variations of the original riff is created. Another reason
for: the variations of the Yaa Amponsah riff is'the chord | IV V progression.
Acting as a template for musicians, the musicians in an attempt to-reach a larger

audience adapted the | IV V progression to suit their needs.

With respect'to my research.question 2:what Is a narrative for the Yaa Amponsah
story, | formed a“narrative based on a synthesis of four Indigenous composed

songs titled YaaAmponsah and an interview with-Agya Koo Nimo.

The first narrative of.the Yaa Amponsah song is that, Sam a musician and
instrumentalist got-married to Yaa Amponsah a beautiful lady, but because he did
not have money to carter for the needs of Amponsah. Amponsah got divorced.
Sam was so broken hearted that, he proposed to Yaa Amponsah that she should be

his concubine, if she has gotten a divorce, which Yaa Amponsah refused.
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The second narrative, as per the interview with Agya Koo Nimo is that Sam an
itinerant musician, encountered a beautiful lady by name Yaa Amponsah. Sam
fell in love with Amponsah even though she was married. Sam knowing that it is
socially frowned upon to court a married woman did not act on his impulses. But

le to finally talk
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CHAPTER FIVE

SUMMARY, CONCLUSIONS AND RECOMMENDATIONS

Overview

iff and also tell a

d the concept of
p (seperewa) and
ed and analysed.
> Yaa Amponsah

2 recorded guitar

of documentation.

Traditional melodic rif ay uments like the seperewa, was played on
the guitar after its introduction to the Ghanaian music scene. The Yaa Amponsah

guitar riff was based on the chord I, IV, V progression. The guitar riff has
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rhythmic similarities to the Akan ensembles like sikyi and kete apente as posited

by Sprigge, (1961).

Plausible narratives for the Yaa Amponsah story are as follows:

Js of Amponsah.
proposed to Yaa

a divorce, which

y by the name of
she was married.
fled woman did not
usic in London, he

e ma yen twe

iy

I found that there are inconsistencies in the narrative of the recorded versions |
analysed. | conclude that from the available evidence, the inconsistencies could
have arisen from the fact that the underpinning motives of the original and the
subsequent ones were not identical. It stands to reason that whereas Sam’s
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version was targeted at winning a loved one back, the subsequent artists who
recorded intended it to serve a more hedonic and aesthetic function. Therefore, the
emphasis was more on the instrumentation (considering that more instruments

were available) than on a true representation of the didactic message in the song

0 use the chord |

researchers who

who would like to

popular music, looking

is of lar female
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APPENDIX
APPENDIX A: Introductory letter

UNIVERSITY OF CAPE COAST
COLLEGE OF HUMANITIES AND LEGAL

We would be gr Fyou will giv “the assistance needed. For any
clarification or confir N ‘J H l - e t0 contact the Head of Department of
Music and Dance, University of Cape Coast on +233 507 262 957.

Thank you very much.

Yours sincerely,

Dr. Eric Debrah-Otchere
Head
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