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1.  Subhana allathee asra biAAabdihi laylan mina almasjidi alharami ila almasjidi 

al-aqsa allathee barakna hawlahu linuriyahu min ayatina innahu huwa alssameeAAu 
albaseeru 

 
Glory to Allah.  Who did take His servant for a Journey by night from the Sacred 

Mosque to the farthest Mosque, whose precincts We did bless - in order that We might 
show him some of Our Signs: for He is the One Who heareth and seeth (all things). 

 
 
2. Waatayna moosa alkitaba wajaAAalnahu hudan libanee isra-eela alla 

tattakhithoo min doonee wakeelan 
 
We gave Moses the Book, and made it a Guide to the Children of Israel, 

(commanding): "Take not other than Me as Disposer of (your) affairs." 

3. Thurriyyata man hamalna maAAa noohin innahu kana AAabdan shakooran 
 
O ye that are sprung from those whom We carried (in the Ark) with Noah! Verily 

he was a devotee most grateful. 
 
4. Waqadayna ila banee isra-eela fee alkitabi latufsidunna fee al-ardi marratayni 

walataAAlunna AAuluwwan kabeeran 
 
And We gave (Clear) Warning to the Children of Israel in the Book, that twice 

would they do mischief on the earth and be elated with mighty arrogance (and twice 
would they be punished)! 

 
5. Fa-itha jaa waAAdu oolahuma baAAathna AAalaykum AAibadan lana olee 

ba/sin shadeedin fajasoo khilala alddiyari wakana waAAdan mafAAoolan 
 
When the first of the warnings came to pass, We sent against you Our servants 

given to terrible warfare: They entered the very inmost parts of your homes; and it was a 
warning (completely) fulfilled. 

 
6. Thumma radadna lakumu alkarrata AAalayhim waamdadnakum bi-amwalin 

wabaneena wajaAAalnakum akthara nafeeran 
 
Then did We grant you the Return as against them: We gave you increase in 

resources and sons, and made you the more numerous in man-power. 
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7.  In ahsantum ahsantum li-anfusikum wa-in asa/tum falaha fa-itha jaa waAAdu 
al-akhirati liyasoo-oo wujoohakum waliyadkhuloo almasjida kama dakhaloohu awwala 
marratin waliyutabbiroo ma AAalaw tatbeeran 

 
If ye did well, ye did well for yourselves; if ye did evil, (ye did it) against 

yourselves. So when the second of the warnings came to pass, (We permitted your 
enemies) to disfigure your faces, and to enter your Temple as they had entered it before, 
and to visit with destruction all that fell into their power. 

 
8.  AAasa rabbukum an yarhamakum wa-in AAudtum AAudna wajaAAalna 

jahannama lilkafireena haseeran 
 
It may be that your Lord may (yet) show Mercy unto you; but if ye revert (to your 

sins), We shall revert (to Our punishments): And we have made Hell a prison for those 
who reject (all Faith). 

 
9.  Inna hatha alqur-ana yahdee lillatee hiya aqwamu wayubashshiru 

almu/mineena allatheena yaAAmaloona alssalihati anna lahum ajran kabeeran 
 
Verily this Qur'an doth guide to that which is most right (or stable), and giveth the 

Glad Tidings to the Believers who work deeds of righteousness, that they shall have a 
magnificent reward; 

 
10.  Waanna allatheena la yu/minoona bial-akhirati aAAtadna lahum AAathaban 

aleeman 
 
And to those who believe not in the Hereafter, (it announceth) that We have 

prepared for them a Penalty Grievous (indeed). 
 
11.  WayadAAu al-insanu bialshsharri duAAaahu bialkhayri wakana al-insanu 

AAajoolan 
 
The prayer that man should make for good, he maketh for evil; for man is given to 

hasty (deeds). 
 
12.  WajaAAalna allayla waalnnahara ayatayni famahawna ayata allayli 

wajaAAalna ayata alnnahari mubsiratan litabtaghoo fadlan min rabbikum 
walitaAAlamoo AAadada alssineena waalhisaba wakulla shay-in fassalnahu tafseelan 

 
We have made the Night and the Day as two (of Our) Signs: the Sign of the Night 

have We obscured, while the Sign of the Day We have made to enlighten you; that ye 
may seek bounty from your Lord, and that ye may know the number and count of the 
years: all things have We explained in detail. 

 
13.  Wakulla insanin alzamnahu ta-irahu fee AAunuqihi wanukhriju lahu yawma 

alqiyamati kitaban yalqahu manshooran 
 
Every man's fate We have fastened on his own neck: On the Day of Judgment We 

shall bring out for him a scroll, which he will see spread open. 
 
14.  Iqra/ kitabaka kafa binafsika alyawma AAalayka haseeban 
 
(It will be said to him:) "Read thine (own) record: Sufficient is thy soul this day to 

make out an account against thee." 
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15.  Mani ihtada fa-innama yahtadee linafsihi waman dalla fa-innama yadillu 

AAalayha wala taziru waziratun wizra okhra wama kunna muAAaththibeena hatta 
nabAAatha rasoolan 

 
Who receiveth guidance, receiveth it for his own benefit: who goeth astray doth 

so to his own loss: No bearer of burdens can bear the burden of another: nor would We 
visit with Our Wrath until We had sent an apostle (to give warning). 

 
16.  Wa-itha aradna an nuhlika qaryatan amarna mutrafeeha fafasaqoo feeha 

fahaqqa AAalayha alqawlu fadammarnaha tadmeeran 
 
When We decide to destroy a population, We (first) send a definite order to those 

among them who are given the good things of this life and yet transgress; so that the 
word is proved true against them: then (it is) We destroy them utterly. 

 
17.  Wakam ahlakna mina alqurooni min baAAdi noohin wakafa birabbika 

bithunoobi AAibadihi khabeeran baseeran 
 
How many generations have We destroyed after Noah? and enough is thy Lord to 

note and see the sins of His servants. 
 
18.  Man kana yureedu alAAajilata AAajjalna lahu feeha ma nashao liman 

nureedu thumma jaAAalna lahu jahannama yaslaha mathmooman madhooran 
 
If any do wish for the transitory things (of this life), We readily grant them - such 

things as We will, to such person as We will: in the end have We provided Hell for them: 
they will burn therein, disgraced and rejected. 

 
19.  Waman arada al-akhirata wasaAAa laha saAAyaha wahuwa mu/minun faola-

ika kana saAAyuhum mashkooran 
 
Those who do wish for the (things of) the Hereafter, and strive therefor with all 

due striving, and have Faith,- they are the ones whose striving is acceptable (to Allah.. 
 
20.  Kullan numiddu haola-i wahaola-i min AAata-i rabbika wama kana AAatao 

rabbika mahthooran 
 
Of the bounties of thy Lord We bestow freely on all- These as well as those: The 

bounties of thy Lord are not closed (to anyone). 
 
21.  Onthur kayfa faddalna baAAdahum AAala baAAdin walal-akhiratu akbaru 

darajatin waakbaru tafdeelan 
 
See how We have bestowed more on some than on others; but verily the Hereafter 

is more in rank and gradation and more in excellence. 
 
22.  La tajAAal maAAa Allahi ilahan akhara fataqAAuda mathmooman 

makhthoolan 
 
Take not with Allah another object of worship; or thou (O man!) wilt sit in 

disgrace and destitution. 
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23.  Waqada rabbuka alla taAAbudoo illa iyyahu wabialwalidayni ihsanan imma 
yablughanna AAindaka alkibara ahaduhuma aw kilahuma fala taqul lahuma offin wala 
tanharhuma waqul lahuma qawlan kareeman 

 
Thy Lord hath decreed that ye worship none but Him, and that ye be kind to 

parents. Whether one or both of them attain old age in thy life, say not to them a word of 
contempt, nor repel them, but address them in terms of honour. 

 
24.  Waikhfid lahuma janaha alththulli mina alrrahmati waqul rabbi irhamhuma 

kama rabbayanee sagheeran 
 
And, out of kindness, lower to them the wing of humility, and say: "My Lord! 

bestow on them thy Mercy even as they cherished me in childhood." 
 
25.  Rabbukum aAAlamu bima fee nufoosikum in takoonoo saliheena fa-innahu 

kana lil-awwabeena ghafooran 
 
Your Lord knoweth best what is in your hearts: If ye do deeds of righteousness, 

verily He is Most Forgiving to those who turn to Him again and again (in true penitence). 
 
 

Arabic-African Music 

The remaining Arabic music is secular in nature.  The ethnic groups are thought 

to be Islamic but the text of their music is amalgamated with tribal melodic 

characteristics.  The subsequent recordings are in a style that Fanshawe labeled Arabic – 

African.  The songs and tribes included in this categorization are from west Sudan. 

The celebration in Zalingei, west Sudan, where the Courtship Dances were 

recorded, could have taken place for a variety of reasons.  In Sudan, the completion of a 

civil project, such as a well or bridge, was cause for a celebration using the local music 

and traditions.213 However, Fanshawe recorded these groups on 21 October 1969.  

Politically, 21 October in Sudan is the anniversary of the popular uprising of October 

1964 that toppled the first military dictatorship ruling Sudan from 1958 to October 

1964.214  According to Fanshawe, “the celebrations at Zalingei had been postponed for 

                                                
213  Hassan, interview by author, 8 August 2009. 

214  Mahgoub El-Tigani, “October 21, 1964 – Ways to Return,” Sudan Tribune, 21 
October 2003, available at http://www.sudantribune.com/spip.php?article646; Internet; accessed 
25 August 2009. 
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two days, with the intended day of celebration  19 October.215 Assuming that this was 

so, it is possible that the celebration on 21 October was linked to the uprising of 1964. 

IV.  Credo 

Courtship Dance216 

Allah lei      God, with me 

 

Here, the singers seem to be repeating a single text, “Allah lei” [God, with me] or 

more poetically, “God, how lucky/impressed I am.”  This could indicate, in the context 

suggested by the photograph of the “Courtship Dance,” (Figure 2.3) how lucky the male 

singer is to have found such a beautiful woman.  This interpretation is speculative, and 

made without knowing the full context of the celebration in question. 

The singing is called jaraaree and is meant to imitate the sound of oxen and 

cattle.  It is probable that the performing tribe is the Ta'aisha Baqqara, who are a mixture 

of Arab and African and are found all over Darfur, especially the area where Zalingei is 

located.  In Arabic, Baqqara means people of cattle.  Traditionally, the Ta’aisha Baqqara 

are cattle owners, hence the imitation of cattle sounds found in their singing.217   

                                                
215  Fanshawe, African Sanctus: a story of travel and music, 142. 

216 Translated by Essam Hamid Hassan, a Sudanese national, 2 August 2009.  Hassan 
lived in various areas of Sudan during the time in which his father was a senior civil engineer for 
the Corporation of Rural Water Supplies.  One of the areas in which Hassan lived was El-Obeid, 
the capital of Kordofan province.  Kordofan borders Darfur to the East.  Hassan had classmates 
from Darfur and his father served in Darfur for a number of years.  When his father completed a 
large project, the people celebrated with song and dance using the local music and traditions.  
Hassan attended the celebrations and the events were translated, helping him to become familiar 
with a variety of languages and different kinds of local folklore.   

217 Hassan, interview by author, 2 August 2009. 
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This melody, when  paired with the initial text of the “Credo,” “Credo in unum 

Deum”218 and a portion of its subsequent text, serves as a cantus firmus of this 

movement.  The employment of the cantus firmus concludes after “Et ex Patre Natum 

ante omnia saecula”219 where the text refers to the first two persons of the Trinity. 

 The use of a monophonic cantus firmus implies certain strength in the message of 

the sung text.  The men are given the cantus firmus, declaring the potency of God’s 

power as the women exclaim “Laus tibi Christe”220 and “Gloria tibi Domine.”221 When 

combined with the text of Sura Isra, which states that God is omnipotent and is willing to 

go to great lengths to show his intentions, the melodic unity of the cantus firmus united 

with a translation of belief offers a message of conviction and the strength of faith.   
 

Women’s Bravery Dance222 

Yumma al Leila jita     Here I am, mother 

 

This musical example is one of the shortest recorded excerpts within African 

Sanctus.   The women and children in this song are singing in broken Arabic, repeating 

the text several times.  Combined with rhythmic drumming and accompanying shouts, it 

remains the only text within the song. The origin of the ethnic group performing is 

unknown.  However, several Sudan-Arabic tribes inhabit the plains of the Darfur region, 

known as Abbāla (camel breeders) and Baggāra (cattle breeders).  Within these tribes, 

                                                
218 I believe in one God. 

219 Born of the Father before all ages. 

220 Praise to you, Jesus Christ. 

221 Glory to you, God. 

222 Ibid. 
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there exists a single overall woman’s approach to song performance, exhibiting 

characteristics such as generally descending solo melodies ranging within an octave, a 

syllabic setting of text to tone level and free vocal rhythm,223 all of which are evident in 

this excerpt. The “Women’s Bravery Dance” is then cross-mixed with the next 

indigenous recording, that of a Kiata trumpet. 

Kiata Trumpet Dance 

There is no translation necessary for this celebratory instrumental interlude.  The 

kiata trumpet was brought to Sudan by tribes from West Africa, including Niger, Nigeria 

and Ghana.  Historically, Muslim West Africans traveled through Sudan on the way to 

Mecca to perform their pilgrimage or hajj.  Some of the Hajj travelers settled in Darfur 

and introduced portions of their culture, including the kiata trumpet. 
 
 

African Tribal Music 

I. – VIII. – XIII.  African Sanctus, Sanctus, Finale and Gloria   

Acholi Bwola Dance  

The Acholi group was formed from a variety of people who inhabited south 

Sudan and north Uganda as the result of Luo migration.  Characteristically Luo in 

language and custom, they are closely related to the Alur of West Nile, the Jopadhola of 

eastern Uganda, the Joluo of Kenya,224 and other Luo groups in Sudan. It is believed that 

a preponderance of Luo moved south towards Uganda under the leadership of a chief 

                                                
223  Roxane Carlisle, “Women Singers in Darfur, Sudan republic.”  The Black 

Perspective in Music 3 (3). 1975, 253-268. 

224  The Joluo are the people of the Luo Ritual Burial Dance. 
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named Olum,225 likely “Olum the Hairy One,” mentioned on Fanshawe’s recording.  

Reverend Modicum Okello, an Acholi native currently serving a parish in West Ham, 

London, states 

In Acholi males, the hairy area is on the chest and possibly on the 
arms of the person. The lyric of the recorded song describes the 
relationship between Olum and the singers.  Mourning, love and 
comfort are implied and the singers are very content with “Olum 
the Hairy One.226   

 
It is suggested that since Fanshawe specially requested the performance of the Bwola 

Dance for recording purposes and the performance didn’t result from tribal necessity, the 

dancers called out the name a chief who had perished in the past, the initial chief of the 

Acholi, Olum.    

 
Acholi Text     English Translation227   
 
Iyee-ee!  Wayi tera bot    Oh my!  Oh my!  Please   
Olum ma Layer    just take me to Olum the  

        Hairy One.     
Eyee-ee ee ee iyaa    Oh my!  Oh my!  Death  

 Iyee-ee, era-ije    has struck the Hairy One, 
Too onek layere, Layer   the Hairy One.    

     
Wayi tera bot Olum ma   Please just take me to see  

 Layeri      my beloved, I mourn my 
      chief. 

 

                                                
225  Olum means “wilderness of the bushes and grass.” 

226  Reverend Modicum Okello, interview by author, 18 August 2009. 

227 Translated by Reverend Moticum Okello and Geoffrey Latim, London, England, 2 
July 2009.  Reverend Okello is the Vicar at St. Matthew’s Church in West Ham, London and is a 
native Acholi.  Geoffrey Latim is an Acholi teacher and artist. 



170 

 

170 

V. Hadendowan Love Song228 

 
When she passes by you she gives such an aroma 
   that it never leaves even when you are asleep. 
If when you wake in the morning and move,  
   you have to be careful not to move too much  
   otherwise it might even come out of your own breath. 
 
If you love her, other people will smell it 
    and men will fall in love with her, and women will get jealous. 
She has excelled other girls in all qualities and her hands, 
   when she is walking, are so admirable that 
   one can not resist the desire to touch them 
   as if she were carrying a gold stick. 
 
Why do you give a colourful cotton cloth to her mother 
   as though you were giving the remains of food to a she-dog? 
Why, you ought to have given her mother clothing 
   of pure silk, knitted with golden thread. 
 
Her wedding train is something that is to be respected, 
   like a ship that is filled with courageous men who are prepared  
   to defend their comrades in the front line. 
 
(Repeat verse) 
 
Those white teeth – would they never be dirtied by any material, 
never lose the front smile by missing them. 
 
 
(Repeat verse) 
 
Her fingers are so, that when I shook hands with those rings, 
   that should not have been worn to add beauty to those smooth 
   flexible fingers as though they were created without bones, 
I suddenly became senseless. 
 

 

 According to Artur Simon’s studies regarding the music of north Sudan, the 

musical repertory of the Hadendowa consist of love songs, songs in praise of women, 

camel songs, tribal songs (about historical events, places, areas, seasons, caravan trade), 

                                                
228 Translated by Shaihk Mohammed el Amin Tirik, Nazir of the Hadendowan ethnic 

group, Aroma, east Sudan 1969. 



171 

 

171 

songs played at festivities and improvisation.229 The African Sanctus “Love Song” 

represents many of these characteristics, the translation providing comprehension of a 

song about love and the praise of women.     
 
 

 
Example B.1.  Love Song translation, African Journal I, 1969.  Courtesy David 

Fanshawe. 

 

                                                
229  Artur Simon, “Music of North Sudan” in “Africa,” The Garland Encyclopedia of 

World Music, Africa, Vol. I,(New York:  Garland Publishing, 1998), 559.  
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VI.  Et in Spiritum Sanctum  

Zande Song of Flight230 

The title “Song of Flight,” was given to this song by Fanshawe, who believed the 

song to be about the family’s recent flight through the bush from their homeland of 

Yambio, south Sudan to the safety of Uganda.231  Although the translation of the song 

doesn’t document their flight, it does mention unrest in Yambio, and implies the 

necessity for relocation. 

Zande Text and Translation 

Zande text: conversation held between members of Zande family prior to singing 
Ani kabi gaani bia awere tipa wadu   ngbatunga rani nga Azande. 
Sene furoni, ii. 
Mini kata kundi nga Justin Azizi, badini, Regina ti gari, rikini tumba ri bia. 
Raba gbiakuti Maikoro na Rudia gbiakuti Roza, oni kini karaga ha. 
Rini katumba ha tigari. ii, Raba du raniyo te. 
  
English translation 
Justin Azizi: We are going to sing our song now as our tribe is Zande. Greetings 
to everyone.  [Family gives response to his greeting] 

 
Justin Azizi: My name is Justin Azizi and I am going to play the thumb piano, and 
then Regina is going to start the song. Raba, Michael, Rudia and Rosa - you are a 
going to respond it. She (Regina) is going to start it. 
 
Family member: okay, but Raba is in the village. 
 

Song (Zande language): 
Mi dada Nzara yo, yo yanvo wiriboro ni kuti ringo banga. 
Ayanya Mary, Ayanya nasaringbanga. 
Yambio yo Roza, Yambio yo moa yago nirengo. 
Nina Mary, Buba  basaringbanga. 

                                                
230 Translation by Judith Agi, a Zande native living in the Southern Sudanese 

Community of Seattle,WA.  26 August 2009.  Subsequent information about the song and Zande 
community was also gleaned from Judith Agi. 

231  Fanshawe, African Sanctus:  a story of travel and music, 167.  The Sudanese first 
civil war was from 1955 – 1972, and resulted from the British agreement to allow Sudan self-
governance.  However, this event put a majority of the country’s power in the hands of the north 
Sudanese, largely excising the south from the government.    
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Mi dada Nzara yo Dani, Buba basaringbanga. 
Razigi mouka buda fere kono, moningere kuti rigo banga. 
Razigi nagera weyo nadu ro gingbire ani kpara rengo. 
Nina Razigi, Buba basaringbanga. 
Nina Razigi kinare  nasaringbanga. 
Ayanya ii. Ayanya nasaringbanga. 
Nina Roza na, Nina wiri zande kuaro. 
Yambio yo Roza na, Yambio yo ya imi bamu ni na. 
Yambio yo Roza na, Yambio yo mo bi kangba zande. 
Nina saimon, Buba basaringbanga. 
Nina Mary, Buba basaringbanga. 
Katerina ya gu wene mani re. 
Gaburere ya gu wene mani re. 
Anibiyo Ya gu wene mani re. 
Remoare Razigi, remoare kuti ringo banga. 
Ayanya Razigi kinare basaringbanga. 
Animbugu 
 
 
English translation 
I went to Nzara where they tied somebody to the trunk of the Banga tree; 
Anyanya - Mary - Anyanya is the judge; 
In Yambio - Rosa - in Yambio where you came from; 
Mother – Mary - father is the judge;  
I went to Nzara - Daniel - father is the judge; 
Razig pour for me alcohol. You are [doing nothing but] looking at the trunk of the 
Banga tree!; 
Razig is looking into the fire. He used to be here but now he’s gone and we really 
miss him; 
Mother – Razig - father is the judge; 
Mother - Razig is here – the judge; 
Anyanya – yes - Anyanya is the judge; 
Mother – Rosa – mother she’s Zande like you; 
In Yambio – Rosa - in Yambio where they killed your father; 
In Yambio – Rosa - in Yambio you can see the dead Zande; 
Mother – Simon - father is the judge; 
Mother – Mary - father is the judge; 
Katerina – that’s good money; 
Gaburere - that’s good money; 
We see them – that is good money; 
Razig you fit - you fit the trunk of the Banga tree; 
Anyanya - Razig is here - the judge. 
 
 
Family member: let us stop [the song]. 

 

In the recording, a member of the family, Regina, calls out a melody after which a 

response from the family is heard.  There are several words and phrases that need further 

explanation including Nzara, Banga, Anyanya, “looking into the fire” and “Razig you fit 
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the trunk of the Banga tree.”  Nzara is a town located outside of Yambio and Banga is a 

type of tree common in south Sudan.  Anyanya is a term used by the south Sudanese to 

identify the southern rebels during the first Sudanese civil war (1955 – 1972).  “Looking 

into the fire,” means that someone is in trouble and “Razig, you fit the trunk of the Banga 

tree,” jests that Razig would look good when tied up to the trunk of a tree.  Mary, Rosa, 

Daniel, Razig, Simon, Katerina, Gaburere (Gabriel) are all people.  The song also refers 

to “Mother” and “Father.”  “Father is the judge,” is perhaps implying the judgment of 

God, the Father.  Recall that the Zande are Christians, in fact, the first Christians 

Fanshawe recorded.  Therefore,  “Mother” may also refer to Mary, mother of Jesus.  
 

VII.  Crucifixus:  Rain Song232 

Piny Nura     World Burden 

 
Umm umm iii ee    Umm umm iii ee 
Atimo nining meya tin awoto kwene  What could I do my love,  

where could I go? 
Atimo nining meya tin awoto kwene liwota What could I do my love, 
      Where could I go my friend? 
Piny nura woko larema   I am depressed my friend 
Piny nura woko liwota   I am depressed my friend 
Piny nura woko awok kwene kiwota I am depressed where I could go 

today, my friend  
Umm liwota, wu twon gweno kok tangu Umm, my friend, the cock crows 

meticulously 
Latwol li yang kite con That is the nature of the cock ever 

since 
Umm do liwota twon gweno yang kite meya Umm, my friend, that is the nature of 

the cock 
An do llarema twon kweno yang kite con That is the nature of the cock ever 

since 
Piny pudi     It is not yet dawn 
Larema piny pudi    It is not yet dawn, my friend 
Twon gweno kok gwok meya   The cock crows meticulously 
Okok gwok     it crows, it crows 
Latwol li kok tangu meya   The cock crows meticulously 

                                                
232 Translated by Reverend Moticum Okello, Vicar at St. Matthew’s Church in West 

Ham, Stratford, London.  Reverend Okello is a native Acholi.  16 August 2009. 
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Okok tangu     it crows 
Latwol li kok tangu meya, okok tangu The cock crows meticulously my 

love, it crows 
Eee eee Eee eee 
Cuu cuu cuu cuu Cuu cuu cu cuu 
 
 
Nyako ma loka ca ye Beceleri The girl on the other side loves 

Beceleri 
Nyako ma loka ca ye Beceleri The girl on the other side loves 

Beceleri 
Nyako ma loka ca mito Beceleri The girl on the other side wants 

Beceleri 
Geng dano ye geng dano A weak person, loves a weak person 
Beceleri ye geng dano ba Oh! Beceleri loves a weak person! 
Beceleri ye geng dano Beceleri accepts a weak person 
Ee yo ee yo ee ii ucci Eee ucci ucci ucci 
 
 
Ulu lu lu ai liwota Ulu lu lu ai my friend 
Piny nura woko ya Dawn has caught up with me 
Eee eee eee Eee eee eee 
Twon gweno kok tango The cock crows 
Latwol li yam kite That is the nature of the cock 
 

The singer of the piece, Latigo Oteng, is singing about love and in particular, a 

love that doesn’t seem to be reciprocated.  The unrest of the song is underscored by the 

thunderstorm heard in the background of the recording.  The love song and a crucifixion 

don’t seem to have common ground.  However, the African song portrays a weakness in 

people, not unlike the message of the crucifixion, which indicates that humanity is weak 

and that Jesus died to offer salvation.   
 

IX.  Lamentation 

Oh my son, my son, my son, oh what is this? 

This translation was given to Fanshawe at the time of the recording, but 

Fanshawe’s African Journal, Volume 2 does not indicate who provided it.  Information 

taken from the tape box that housed the original recording suggests the circumstances 

surrounding the mourning:   
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“Mourning of Bakenye, lakeside people not baptized. 
Mother at the head, wife at the feet. 
Husband/son buried in the afternoon 

wrapped in cloth brought by 
visitors, continue until next day. 

The wife has chosen a successor to 
look after wife and mother.”233 

 

The music of this movement is comforting, and as Fanshawe states, “it takes us back to 

the simplicity of all that is Africa, back to nature.”234 

X.  Chants 

The material in African Sanctus  “X. Chants” contains references to animism. 

Here, the concern is how the indigenous texts may relate to the context of Fanshawe’s 

Mass setting.  Movement “X. Chants” begins with five measures of Latin chant “quia 

tuum est regnum, et potestas et Gloria, in saecula.”235 Immediately following the chant is 

a recording of the “Maasai Milking Song”, which according to Fanshawe, is directly 

linked to the closing doxology of “The Lord’s Prayer.”236  The next two animistic 

pieces, “Song of the River” and the “Turkana Cattle Song,” complete “X. Chants.”  

Fanshawe claims that each of these three quoted pieces is itself a Lord’s Prayer--

beautiful, like a prayer.237  “One is reminded of the very dust of Africa, the country’s 

charm and humour, its gaiety and tragedy.”238 

                                                
233  Fanshawe recorded library, African Sanctus Journey, Master Tape 11. 

234  Fanshawe, interview by author, 8 August, 2006. 

235 For Thine is the kingdom, and the power, and the glory, forever and ever. 

236 David Fanshawe, African Sanctus (International Music Publications Limited, 1977), 
appendix, movement X, “Chants.” 

237 Ibid. 

238  David Fanshawe, African Sanctus, Bournemouth Symphony Chorus, Silva SILKD 
6003, liner notes, 18.  
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Maasai Milking Song 

 
The cow, when giving milk, does not consider 
the race of the person who will drink the milk. 
The cow gives to all men [mankind] freely.   
Bless this cow for giving milk to her calf,  
also to the children.  It is finished. 
 

After each sentence the singer mentions the name of the cow, called 

NOORMANGI, which means that the cow was exchanged with an ox.  The cow 

recognizes its name from the song and the voice of the woman who owns it.   

Turkana Cattle Song 

Turkana 
Nyatidea oh yelyelo nyatidea 
Lotodo ho kiswakak nyakadungon nyatidea239 

English Translation240 
What is hanging under the throat  
Oh my one-horned bull [Lotodo] 
The cutter of the horns started  
To cut early in the morning. 
 
My friend cut the horn of my bull 
And this, my friend’s name, is given from my father’s wife. 
 
It was cut by Nakain [name of the woman given to a man] 
Who is the wife of my father. 
My friend’s name is the wife of my father. 
Skin [doolap] is still hanging – hanging. 

 

                                                
239  This is most likely phonetic and does not represent the true spelling of the Turkana 

text. 

240 Translated by Paul from the Royal Catholic Mission at Kakuma, who was 
Fanshawe’s guide during the 1970-71 African Journey.  Paul was a Turkanan interpreter and 
translator who was assigned by Father Barrett at the Catholic Mission to help Fanshawe. 
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The Turkana place tremendous importance on the shape of a bull’s horns, whether 

they are curved, hang, or carved.   Also important is the soft hanging skin (doolap) under 

the throat, which is cut and left hanging.  Lotodo refers to the shape of a one-horned bull 

standing somehow erect, which the singers mime, showing the shape of the horn with 

their hands and arms.  It is a symbol of ownership.241  

Example B.2.  Excerpt from Fanshawe's African Journal, Vol. 3.  Turkana Cattle Song 
notes.  Courtesy, David Fanshawe. 

 

                                                
241  Fanshawe, African Journey Journal, Vol. 9, 1970. 
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Song of the River in Karamoja242 

Sung by the Karamojong elders, this particular song was recorded in a village 

near Moroto, Uganda. Example A.3 depicts the translation as taken from Fanshawe’s 

African Journal, vol. 2, pgs. 16-18, 1969.  

 
The river is bending the trees when it is in flood  
Hor Hor. 
Omaniman flows to the west. 
Hor Hor. 
The river Kabilarmorok bending 
Hor Hor. 
The river Lotenepusi 
Hor Hor. 
Bending the river flows Hey-cookoh 
Hor Hor. 
The river is bending Nyaawoi 
Hor Hor. 
Bending Hey-cookoh 
The river Omaniman flows to the west. 
It is entering the lake, 
It has entered the lake 
Hor Hor. 
 

According to Fanshawe’s 1969 journal, Hor Hor is an exclamation of praise 

similar to “alleluia.”  Omaniman, Kabilarmorok and Lotenepusi refer to rivers familiar to 

the Karamojong.  The term Nyaawoi is a collective noun identifying a particular type of 

tree that always washes away with the flooding river.243   

 
 

 

                                                
242 Translated by Patrick Apuun.  In 1969, Apuun was a sixteen year old Karamajong 

who had received secondary education at the University in Moroto, Uganda.  He served as 
Fanshawe’s guide during Fanshawe’s stay in the Karamajong region of Uganda.  The translation 
is found in Fanshawe’s African Journey journal, volume 2, 16-19 and in Fanshawe’s book, 
African Sanctus: a story of travel and music (Colwell:  the Knell Press, 1986), 191.  The 
recording was made in a village located approximately sixty miles west of Mount Moroto, near 
Lotome.  The example found on the Raw tape is a thirty-one second excerpt of a longer 
recording.   

243 Fanshawe, African Sanctus:  a story of travel and music, 191. 
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Example B.3. Karamojong Song of the River.  Translation by Patrick Apuun.  Extracted      

from David Fanshawe's African Journey journal vol. 2, pp. 16-18,1969. 

 



182 

 

182 

 

 

 



183 

 

183 

  



184 

 

184 

It is relevant that translations of three of the “Songs of Nature” appear in 

Fanshawe’s book, chapter XIII.244 The book’s translations of the “Maasai Milking 

Song” and the “Turkana Cattle Song” are incorrect.  Fanshawe admits that the 

translations in his book were more poetic, serving an aesthetic purpose.  The translations 

of the three “Songs of Nature” found in this document have been retrieved from 

Fanshawe’s African Journals, Vol. 2, 1969, where Fanshawe collected the literal 

translations from his native speaking guides. 

The final “Song of Nature” is also from Kenya.  Departing from references to 

animals and the environment, the Luo execute a Burial dance at the request of Fanshawe. 

If the circumstances surrounding the recording had been unplanned and executed for an 

actual burial, the name of a single deceased person would have been part of the burial 

text.   

Luo Ritual Burial Dance245 

 
…..wod  gombe eeee    Our son of Gombe 
lowo jajwok     The grave is a witch 
(repetition of text many times) 
lowo otimo mwa marach   Death has done us wrong 
lowo jajwok     The grave is a witch 
ilando ot majalala ogembo odelelo  You have built a large home 
Ogembo thuon mayoro   Ogembo is a great hero 
Jiranda yeee Ogembo    We mourn our neighbor Ogembo 
Ogembo rach     Ogembo, how can you leave us? 
In okew jo ka near    You are related to important people 
Nyathi punda ere    We praise you of such strength 
Omuga natimo ango wod Gombe  Our son of Gombe has killed a rhino 
 
Amoso harambee misawa   My greetings to those who have gone 
Mos Ongo imoso Ongo jambo  Send my greetings to Ongo 
 
Olango ne eketho anjo?   What did I do to make you leave? 

                                                
244 Ibid., 190-192. 

245 Translated by Dr. Hilary Kowino.  Dr. Kowino is an Assistant Professor of English at 
the University of MN Duluth.  He is a native Luo. 
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Obongo oduogo rusa    Obongo has come back 
Okello dhio wendo Okello solo owete Okello has gone, he’s been invited 
 
Amoso jongo wod okoyo mi misawa  Greet those in the afterlife 
Oh piny chama    I am overwhelmed by death 

 
 

The text above does possibly mention a deceased person; however, the name 

changes throughout the song, therefore supporting the theory of the predetermined nature 

of the performance.  The names mentioned throughout the song include Son of Gombe, 

Ogembo, Obongo and Okello.   The singers are indeed calling out to the deceased of the 

past.  
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