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ABSTRACT
The forest abounds in different species of treas tihe African wood carver capitalizes on to makefacts.
Design and construction of drums particularly ie form of wood art has been in existence for soymegars.
The purpose of this article is to highlight on thesign of traditional carving of Atumpan drum asexcellent
art work; As an artwork, its nature, design elerseartd production process have been discussed.elétisn
of appropriate wood and design motifs for productiand their symbolism have also been considered.
Descriptive research method based on the quabtatgearch approach was employed. This study shows
important distinction between the seeing, viewiangd liking of a specific piece of art and lack aflerstanding.
The investigation of creativeness in the art rezpiBome theoretical originality to enable the dgwelent of an
effective research method capable of subtly repgrtipon original artistic activity. The study statthat
traditional methods and approaches of Atumpan doamving must be revived in order to give room for
creativity which is indispensable for any developtt® happen.
Key words: Drum, Atumpan drum, Body measurement, Carvingfokms, Classical, Creativity.

INTRODUCTION

A drum is a carved wooden musical instrument, whials been used since time immemorial. It pre-diues
advent of European bands, whose introduction haslinnished the importance of drums all over therld.
The main concepts that need identifying are theufdgan Drum” and “Traditional Construction”. The
clarifications of these concepts will bring forthetunderstanding of traditional creativity. Theibgsattern of
much change is trial and error, search and subsgégaéection. So creativity is the ability to fashiobjects that
are valuable for their beauty, truth or usefulness.

The Western world associates drums with the Africantinent more than any other instrument, and theh
polyrhythmic culture is enjoyed globally. Rhythnongis and dance are integral to life on much of ¢bigtinent,

but drums have huge significance, well beyond ¢aitement. Rhythm can be seen in other areas of@atuch

as in certain mammals that drum their feet to atkeeresidence and ward off competitors, “In Taeft, wild
chimpanzees seem to use drumming on buttressesittremnvey information and changes of travel dioac’
These African chimpanzees with their drum languagg/ suggest that as humans evolved, they could have
communicated through drum languages before spakegubge was created. They contain great powers and
divinity and are often considered more than jusinimate objects, having names and genders (Hertta a
Giorgio,1977).

These drum languages are alternative sources oévalich as the emotional impact of a beautifundoMvhat
it does imply is that the performer (artist) mukbase between building up tensions and then remplfiem,
and not building them up in the first place (Sadmd Gasket, 1993). This movement of insights iddscribe
the successful work of art as a local maximum. Awgrk of art is intended to satisfy the criteriainfernal
coherence and external adequacy. It must makerasipe or feel in new or more focused ways, amdust do
so in a manner that sustains our attention ansfigstiour aesthetic emotions by providing defegedification.
History has it that, art has been a visual repttasiem comprising products to which humankind hapglied
their skill and knowledge and executed for spedifiections in their culture. Ghanaians generalljugahe use
of art to maintain the concept of reality and theirlture. Appropriate documentation, preservatiow a
protection of the arts and culture then become mapb during the present influx of foreign ideaajues and
technology (Adu-Agyem, 1998). Art is, in a sensedefinition, like philosophy, difficult to pin dowrdefinably
and conceptually (Dallow,1998).

Drums have become commonplace in the modern warlthea key rhythmic factor in artistic expressionegi.
Throughout history, drums have given the human raaay more functional and practical uses, necedsary
survival (Matt, 2012). Throughout Ghana'’s sociotardl settings, drum has been an active elemetiiararts
and cultural life styles of the people. Long befthre arrival of the Europeans, the African hadoits way of
sending messages. This was done through drumsiri§atkums) (Nketia, 1974). In the African traditan
society the uses of drums are innumerable and pidnifA wide variety of drums exist in Africa, eashciety
usually specializes in a small humber of drum typBElse distribution of drums of particular designdan
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construction tends to be restricted to limited gepbical areas. The culture of every African ethgioup
revolves round drumming.

Drumming exists as a true art form. It is an impottpart of daily experience revolving around fifefd circle

of birth, puberty, marriage and death. One of tlestnfiamous and historic objects in Ghanaian trawiii culture

is the talking drum. “Drum in correct terminologfipwever, means an instrument in which the sound is
produced by a membrane stretched over the opetiegher a frame or a hallow body of any shapewds
struck upon with the bare hands, until in lateretamihe hands were replaced by sticks. This impbdiaange
roughly coincides with the change from the skinsvafer animals, such as snakes, lizards and fishetgkins

of hunted game and big cattle (New EncyclopedigaBriica, 1984-85). The best known of talking drusnthe
Atumpan Drum. It is the master drum in most orofeesst

The Atumpan Drum is an instrument which has endwed survived the test of time up to the present
generation. The history of the Atumpan drum isldsas creation itself. In many parts of Africa, theimpan is
used as means of notification, alertness and amterent of people in palaces or during ceremonies
(Melvin,1975); serves as potent channel of tradalocommunication (Ayo00,1991) and also serves d dua
purpose of “talking” and “rendering” music (Carrtng, 1949). The Atumpan drum has historically based

for many purposes, such as: communicating messagess distances and villages, bringing peoplethege
helping settling disputes among members of rurahroanities and to serving as memory documents tp hel
people remember important events that took pla¢etill, 1963). He added that the Atumpan drum igueatly
understood by a knowledge audience and they havaliliities to move people to actions in Africancigty.
Today, the Atumpan drum is used to praise or cuotler people and to welcome guests, praise the gods
people in the society, invoke the spirits of anmesstand deities, correct the errors of the sodetienerate
conversational proverbs in order to allow peopleceanmunicate with their elders and is still partrofal
ceremonies or recitals of ancestry (Ushe, 200 Hasttherefore been a classical art form. HisttyicAtumpan
drums are shaped like beer bottles and are namedtaé shaped “Tumpan” meaning ‘a bottle’. Thaivteen

the bottle is turned upside down it gives that ghapsuch a way that there is a large hole on tmpaasmall hole

at the bottom so as to have a very high sound.€Tisea traditional choice in the kind of wood fardng the
Atumpan drum. The carved drum is long lasting agldtlenough to facilitate being carried about.

MATERIALS AND METHODS

Wood is the most important component of the Atumgeumm. Traditionally the body of the Atumpan drusn i
carved out of the “dua tweneboa or tweneduro tré#i the botanical name “Cordia Millenii”. The grai of the
tree are light and tough. Okai et el (2004) coneldicdtudies on the strength properties of the braoot of
“Cordia Millenii” and concluded that the branch webof these species has considerable potential derim
downstream carving.

However, the most important reason for the chogeeligious. Tweneboa tree is regarded as partigula
powerful and malignant, its “sunsum” (spirit) beifrye kora” (not at all good). It is understood ttiita wood
consists of a mixture of many kinds of wood foundther trees. Species of wood are believed toobengially
vindictive and therefore the need to pour libatimiore they are felled. In Ghanaian traditionalistes, some
economic trees such as Odum (Chlorophola Excdléalogany (Khaya Ivorensis) and Sese (Funtumia) were
believed and regarded as trees with spirits aneé wet to be felled. In recognition of this beliBfjsia (1957) as
cited in Safo-Mensah (2007), affirms that “an Adharaftsman will endeavour to propitiate certaiees before
he cuts them” and says “| am about to cut you danth carve you; do not let me suffer harm.” Busipl@xed
that an egg is offered to the tree by a craftsmeforb he fells a tree for carving. These magicatpces and
beliefs have brought about propitiatory offeringgsny made to the tree before it is felled to prévesncausing
harm to the carver and drummer. In Ghana, the dranver has similar beliefs and practices. Hencesjiidt of
the tree is pacified to ensure peace and safetfieotarver before the tree is felled to carverghell of the
drum. According to Segy (1975) “Animism is the kélihat all objects both “inanimate” and “animapgssess
vitality or are endowed with “in-dwelling souls” .¢8). So there is the need to appease these spirits

These beliefs and ideas form the most importarttqgfahe various carvers’ culture. This is becaiise used to
purify them from guilt. The specimen of the formprayers the carver says to the Tweneboa Treedbfofells
and uses it for carving: - in Twi language and argtion in English language.

“Tweneboa Kodua Tweneduro,  “Tweneboa Kodua Tweneduro,

Me Odomankoma Dwumfo, | Supreme carver,

Na mebetwa wo I am coming to fell you
Mebetwa wo to fell you

Akodi hene make you a chief
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Mesre wo | plead with you

Mma me berma nwu do not make me sterile

M “ani mmfura do not make me blind

Nana Asiamasi na ose it is a (name chief) who has requested

Me mmetwa wo nkoye I am felling you to go and make

N*“agyapade his property

Mebetwa wo ama I am coming to fell you for

Wo akodi hene, noa” make you a chief

(Source: Agya Kwasi Boateng, 2010)

With the traditional belief that powerful spiritsvdll in trees, prayers and rituals for protectigraiast harm are
performed before felling the trees. The procedimeslved in the ritual are given in details aftetdrviewing
Agya Kwasi Boateng (2010), a traditional drum carviéghe procedures in terms of prayers go along \eitial
and imported drinks. According to him, the tree ¢aiove’ from its original place to another. An andry
person can see the tree standing at the originakgdut it becomes invisible to the intruder.

The alternatives to the principal tree are “Osefdblarrhena Wulfsbergii) and “Nyamedua” ( Alstonia
Gongenis). These woods are soft and semi-hard.o8gr1971) opines that, softness of wood is of fgrea
advantage to the carver and the semi hardnessesngardurability. The drum making operation coblel
brought to a completion by the use of tools andeni@s namely machete, knife, axe, adze, chiselggpawl,
hand drill and wood, hide, pegs, drums sticks,dstar support.

Processes

Wood log is the most important component of a drlilre Tweneboa tree is approximately 35 metres fifran
ground to the upper-most leaves. This very impartiae was extracted from the Bobiri Forest Resamnek the
Afram Headwaters Forest Reserve at Kubease andofAboéspectively, all in Kumasi. The forest resesriie
within the moist semi-deciduous forest zone fromitude 60 111-60 201 North and longitude 10 0716101
West. The diameter of the sample tree at breaghh&ias about 3.0m. A total of 95 logs were cutrfrthe
forest.

Kantola (1996) defined logging as any form of woadhich under the highest stage of technological
development could be used in construction. FordeRsbn (1974) reported that in the process ofnigland
extraction of timber traditionally, logging opexais meant just harvesting the stem and leavingsthmps,
branches and crown in the forest.

Methodology

Descriptive research method based on the quaktagsearch approach was employed. The descriptkoch

of research is necessary because Atumpan drumsngxis the traditional society had to be documdnte
describe the design and construction processeshanappreciation of the results. The populationtt@r study
involved twelve (12) traditional drum carvers atoftur, Kubease and Ahiwa all in Kumasi. The purpesi
sampling method was employed to select two carften® each of the carving towns for interviews and
observation. According to Amenuke (1991), obseoratas a research tool was also necessary because
information provided by respondents through inms could be inadequate, biased or untrue. Obsenvat
techniques of data collection made it possiblebtimio first-hand information.

Process Flow and Data Collection

The tree is felled down on the ground and cut logs according to the height of the drum to be toged
(60.5 cm and 58.6 cm for the male and female reés@dy). The logs are then left to season for sdime and
the bark of the wood is peeled off with the axd.tdde whole log is made cylindrical by chippindg ahwanted
parts with the axe. At the workshop, the logs amther examined usually for possible defects sieimsects
attacks or splits at the ends, which could resalihfimproper handling.

Design and Construction Stages

Design is about solving problems. We can see thelteeof it all around us, wherever we are in ttenrmade
world. Everything that has ever been made by pebptebeen designed to meet a certain need — te solv
certain problem. People have used their knowlegeaitrials and technology to design solutions t&iatls of
problems. The major tools and materials are growpelkr various headings based on their use inoif@niing
processes:

Framework or shell construction
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Groundwork
Background treatment

Framework or shell construction
Every professional has his or her working tools egdipment with which he or she works, and thestisi not
an exception (Bazzi, 1960). The tools for the aagvof the framework are grouped based on theirasse
follows:
e Measuring, setting and marking out tools to recexect sizes and lengths of logs. Examples include
ruler, tape measure and try square.
» Cutting tools. Examples, gouges (bomeye, sosog,adusels, scissors, saw, drill press, knivessfil
» Holding devices used to hold work pieces. Example®, clamp, pliers, twine, metal-wire.
» Fixing tools. Examples, hammer, awl, wooden mafiafyches.

— __:___::1 R
r:qf____ ol fﬂt_1= —

-~ \,

Adze Gouges
——( 3
| | e S
b= AT
| ML= — o |
\ s = e ¢
|
. =
(. i -
I
Chisels Clamp Enives

Figure 1: Carving Tools

Groundwork details
Preliminary designs are considered as the stad#tgil work. Preliminary design in this contextersf to the
preparatory activities that precede the actual wétkving identified the appropriate tools and materthe

following preparatory stages are followed. It ispontant to note that the measurement used for thenpan
drum construction of this study is the standardsueament.

. Surface measurement

The bark of the cut measured log is removed. Drsmeh as Atumpan have two different surface thahistop
surface and the bottom surface (Figure 2).

N~

Figure 2: Surface of the Log
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The centre of each of the flat surface of the stidpg is located. Two circles are made on eachasarfThe
circles on the top surface are about 2 centimétn@$ apart with one inside the other. The smalisle or the
inner circle has a diameter of 22.4 cm; and themot larger circle, a diameter of 24.5 cm. Thisamwed end
of the log represents the top of the drum.

The process is repeated at the bottom. But hegentter circle measured a diameter of 8.5 cm aadther is
16.5 cm; that is 8 cm apart. These measurementharen in figure 3.

(a): Top surface measurement |Q_ L’q_—)

45

(b): Boftom surface measurement

16.5=

Qn-a

Figure 3: Marking Measurements

These measurements enable the carver to get dacimad and foot of the Atumpan drum shell.

e Parts of the Atumpan drum on the log (Figure 4)
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Figure 4: Divisions of theulvipan Drum on the Log.

The Atumpan drum is divided into three parts nantké/ neck, stomach and the foot in unequal measmtm
These measurements used for standard Atumpan Dizen. $rom the top of the shaped log, the neck is
measured 14.7 cm; and the rest of the space beteareck and the base of the foot is measuredc3B. be

the stomach of the drum while, the foot measure3 & (Figure 4). The top exceeds the base in width

e Carving the drum shape
The cylindrical shape of the log is carved by chgpoff unwanted parts by the use of the axe andattze. The
foot is carved using the measurements marked osutface as guide figure 5(a). The shape of theath is
carved by chipping away, rounding down and smoatfitin lower end to the foot neck. Figure 5(b). Tieek is
also got into the shape after the lower part ofdfeenach has been rounded to the top of the fdw.eck is
slanted from the top to its base to meet the uppdrof the stomach at a diameter of 36.9 cm. [Eiic).
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(a) Carving the foot (b) Carving gtemach (c) Identifying the neck

Figure 5: Carving the Drum Shape.

e Scooping the shaped log
The rough shape of the Atumpan drum is now assymes drum log). The centre already located wa®ged

or hollowed. It could be started from any of thefaces. The soso bomeye was used for this purfbsepith in
the centre made the scooping easier to start Withassumed, knowing how pound ,ftifor palm fruits would
be advantageous when it comes to the using of Bes®ing tools. The scooping was manually done.

In the course of scooping, the scooping area widgadually by chipping away the wood (unwanted ship
This creates the hollow in the stomach if it isgoed from the top surface. Leaning against a webdbfgct of
blocking around with other logs is necessary ashthitow to be created gets wider around the migbdigion
(stomach) than the top (neck) and bottom (footjhef drum shell. The shape and smoothening surfatieeo

drum shell are obtained with the machete and sgsg&igure 6).

e

Figure 6: A completed Atumpan Drum Shell

» Decorations
After incising body and foot in identifying the nestomach and foot on the Atumpan drum shell, eyeb are

incised and rounded up as saw-edge design. Thesedgge designs are incised at the neck - stomauttiqun
and at the base into the foot body (Figure 7).
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Figure 7: Eyebrow and Decoration Band
* PegHole

Holes are drilled on the Atumpan drum shell in saclay that the holes are slanted downwards insiieh
are large enough for the middle part of the pegsfitgFigure 8).

A,

i® g e o
n

Figure 8: Peg hole and Peg
Incised lines are indicated on a portion of thendrThis sign is known as the “eye” of the drum.ig§ltnot

actually known why our ancestors chose such nanmié®.“eye of the drum” is a rectangular patch mdrke
below the sockets rings of vertical or saw-edgesigie(eyebrow). The “eye” of the drum may be aaegte
with diagonal lines joining the opposite cornergy(ffe 9).

} AN
W W W]

Figure 9: Marking the Position for the Eye of theub.

These lines are of two types: one diagonal lirtaro crossed diagonal lines indicating male amdafle drums
respectively. However, it is noted that the malendmwhich is always at the left hand side of thenumer is
identified by only one diagonal line in the rightghe; while the female drum at the right hand dglalso
identified by two diagonal lines. From this poimgrtical line decorations covering the whole orretne whole
of the remaining length of the drum are groovedyileg a band of plain surfaces at the stomach{iouttion
and at the foot (Figure 10). These body and foaod®ion grooves are 0.25 cm apart being the stdnda

measurement.
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Figure 10: Identification of Atumpan Drums

Other materials needed for the completion of thisfied drum are animal skin, carved wooden pegsl mwire/
twine, lacquer and cane. The skins or drum headthé&drums can be obtained from the antelope whittes.
The skin is stretched on the ground and the drusli ptaced upside down on the selected portiorhefdgkin.
The skin is then cut slightly larger than the siequired covering the mouth of the drum shell; #veh bound
on like a jam-pot cover as in figure 11. After auftthe skin, the carver would shave off hair frthra skin with
the head scrapper tool.

knife cup

L cowhide 4.‘ 1

Figure 11. Cutting the skin for the drum.

Two sticks are required for playing the Atumpanrds. One held in each hand. The long shaft of tick &

about 39.5cm, while the short shaft is 9.3cm. Atjthint area, the angle varies between 50 and §&eds.

One patrticular thing noted is that the sticks udedchot have the same angle. No reason was atttiliatéhat,
but perhaps it might be assumed the hooked sticka the “ofemma” branch cannot possibly maintainatq
angles. A sample is shown in figure 12.

Figure 12: A drum stick

Assemblage of the Drum parts

Assemblage as used here refers to the processaifrgy three-dimensional work of art by bringingioas parts
together to form a unit. Thus, the formed composietite designed drum shell, decorations, the Ipdgs ,
twine, tuning and polishing are brought together into an integgtathole (Figure. 13)
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Finishing

In this wise, the smothering, varnishing and oftems add up to make the Atumpan drum durable aoe m
attractive. All the wooden parts of the drum aresthened by sandpapering. Thereafter, the woodes aee
polished with varnish or lacquer.

Eﬁ'?c:ff;{;ﬁ '-

Figure 13. Completed set of Atumpan Drums

In the construction of Atumpan drum, the variougphave their individual names (Figure. 14).

i
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Figure 14: A Detailed profile of the Atumpan Drum

RESULTS AND DISCUSSION

Familiarity with the various art processes, techeg as well as the limitations of art media antenls lead to
a greater understanding and appreciation of arile/dime may not necessarily be attributed to aiqdar work

of art, an understanding of the material and tejnmiwhich are utilized to create the work allow tméncrease
further mastery of the artist who creates it. Aitgb, a drum should look smart and aestheticallggiey, it

should be remembered that, it is a tool, and ntede functional, that is to communicate a messaéberefore,
pre-testing of the drums is carried out to deteentireir functionality.

In order to get the right thickness of the drumlisltiee various parts of the shell are inspectediing a piece
of heavy stick to strike the shell and listen te #ound. If the pitch is too deep or the soundul§ @ means
more hollowing out is needed. One that gives higthpneeds not be hollowed out further; otherwise wall

would be too thin and break or crack at the slighpeessure.

The reasons about the use of the eye on the drithat;, they mark the libation spot where any affgsuch as
libation can be performed on the drums in reverdadeadition. It also serves as the eye of therdr(that is to
distinguish the male drum from the female drum)t BBe eyebrows and decoration bands are only foorddive

purposes, and to separate the grooves. The deworgitboves do not conform to any traditional stidis
convention.
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The wooden pegs are shaped in the form of prog@imected male sexual organ (penis). No reasorngivas

for the use of the phallic shaped pegs on the Aamgrums. However, the fact that it is forbiddenviomen to
carve such drums is the obvious reason and possifiyfor its manly features. In addition, traditidoes not
allow women to possess such type of drums; althotlgly could dance to its music or understand its
communicative message.

Before the skin is stretched over the carved droetl,sthe white part of an egg(albumen) is smeatedver the
side of the skin which is to face downwards hawngtact with the top entrance of the drum shelseltves to
make the tension of the skin over the drum evedrynor humid conditions otherwise the tension wdly and

the drum will not produce the desired sound. Whikny drums are played with the hands or straigbksthe
Atumpan drums are played with “hooked sticks” (Aedylsticks) and these present special problems in
manufacturing. The angular stick used for the Atampomes from the tree called “ofemma”.

It is observed that majority of carvers had no falrschool education in the use of their artistiglskOn the
contrary, they have learnt to perceive what feeld boks good through many years of trial and eend
practical experience. Through these, they have bbinto achieve such aesthetic phenomena and antlietic
sensibilities. The technique of carving gives atipalar quality and aesthetic appeal to the endlpcd The
carvers’ artistic ingenuity in the combination d&flis and motifs gives aesthetic appeal to the edrmxtumpan
drum.

Future of Atumpan Drum

Years ago it was believed that drums were sacteat, they were to be played only by Divine Drummers
(Akyerema) and owned by chiefs and fetish priebbg African scene today violates these rules, eitdrums
still play an important complex roles in the sogi@nwona-Osapo, 1973). The worth of the Atumpanrdlies

in its power to show an aspect of carving presdmtiyg done but not documented. It exhibits themeamvhich
men have applied their skill and knowledge to eteeudrum for specific functions in their cultu&milarly, it

is also giving an education about how creativeitiégenous carvers are and the type of wood useguiaduce
carved drums in the indigenous settings of the taigdrts of Ghana.

Atumpan Drums can be heard not only at traditidaeativals or Christian churches but sometimes #&tiqeal

rallies and other functions to integrate a crowd as an expression of solidarity. Atumpan drumsirackided
in school music syllabus to add the much needediralldimension to the curriculum. It is incorp@atunder
the auspices of social studies or African studiesyammes. Children in the top class are taughtdiioen
language which they use in the school.

Atumpan drums are now being used by the natiorthbras signature tunes or signal tunes for broasicarsd
when an illiterate hears them, his mind is focusedhe news. The elderly will say that the soundhefdrum
reminds them of the olden days and they feel coleghed listen to what is being broadcast. Some Giaars
also use the Atumpan drum tunes in their phonemgntpnes (software).

Future generations will therefore embrace constrncbf these drums with different and varied instse
Students could be introduced to field experiencé&toimpan construction and usage. Students willnledrout
the oral history of the art. They will observe ttraft man at work and pose questions. The craftsnikishow

the learner how to use tools and media to produeempan drums as artifacts, Having mastered thecbasi
techniques and skills, the students will learn $e the tools and media to produce Atumpan druntga@s).
The artifacts could be made in schools or in tldtemen’s workshop.

CONCLUSION

After the completion of the Atumpan drum carvinhe tcarver prays again by pouring libation; thisetithe
prayers are directed towards the drum. He prayistbeadrum may bring him good luck. The resultstto$
project have shown the possibilities of using theilable resources to carve and produce drums.répertoire
of the Atumpan drums consists of expressions oflotemce to the sources of the materials used féingahe
drums; references to creation, recitation of appatg proverbs, maxims and appellations; and namatof the
history of the drummer’s stool (neighborhood).

The success of this project would give room fomailbd design carvers, students, art educators esigriers to
explore more in the creativity of variety of druniis could foster the development of the sensasething
which is essential for teaching and learning prsesswhich involves critical observation and careful
manipulation of design elements, principles, toatgterials and equipment. The works provide knogdeth
the carving of drums for dance ensembles, paldosstutions, churches and many other ceremoniée T
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importance of Atumpan drum (talking drum) which waslized even before the arrival of the Europeatil,
has more room for improvement and a brighter future
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