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Do we exp ose difference,  or should one actively try to endorse samene ss 

when  co mparing cultures? Using American minimalist  Steve Reich's  t ime l e ss 

p iece,  »Dru mming « as an example,  Sebastian Klotz,  chair of Humboldt U n i-

ve rsi ty 's  department of Tr ans-Cultur al Musicology,  examines the »musica l 

imper so n al i sm«  of the comp oser's  approach as an alternative method  o f 

mu si cal appropriation that circumvents museological,  ethnological a n d 

p e dag og i c aspects. 

Music's  Mor al 
Geogr aphies —

African drumming, 
minimalism and DJ  culture 

By Sebastian Klotz

Africa is  the continent that has perhaps tr iggered the most co-
herent set of  project ions in the f ie ld of  music among non-Afr i-
can actors.  Rhythm has become the most power ful  descript ive 
category in s ingl ing out the special  features of  Afr ican musi-
cal  cultures.  As descript ive and normative dimensions tend to 
mix,  the rhy thmic capacity has been praised as »a natural  gi f t« 
of  Afr icans.  This discourse on rhy thm played a major role in es-
sent ial iz ing Afr ican musical  cultures as body-driven,  sensual , 
spontaneous and rhy thmical ly aler t .  I t  comes as no surprise that 
a recent cross-cultural  study of musical  emotions,  under taken 
by a prest igious research inst i tut ion,  would turn to a seemingly 
remote Afr ican populat ion for psychological  tests on the va-
l idi ty of  emotional  musical  universals (Fri tz 2013, and below). 

»Drumming«,  at  least  according to one cri t ic ,  did conjure moral 
geographies when i t  premiered in 1971:

» I t 's  not very of ten that a long complex piece of new music 
receives a standing ovat ion.  What was i t  about Steve Reich's 
›Drumming‹ that brought the audience to i ts  feet at  the Mu-
seum of Modern Art on December 3? The simple fact that 13 
musicians had per formed intr icate rhy thms with amazing pre-
cis ion for an hour and hal f  no doubt had a lot  to do with i t .  Or 
perhaps i t  was because the simple white-note scales were re-
freshing to ears grown weary of  dissonance. Or perhaps i t  was 
the joyous blend of marimbas,  glockenspiels ,  drums and voices 
that turned everyone on.  Or was i t  the pleasure of  seeing Af-
r ican and European elements so thoroughly fused — almost as 
i f  we real ly did l ive in one world.  Or perhaps i t  was because 
the music had spoken direct ly to the senses,  with the sound i t-
sel f  never sacri f iced for the more intel lectual  rhy thmic s ide of 
the piece.«*1)

»S ince its  existence in 
human societies ,  music 
has served as a medium 

through which to
appropriate,  modify 

and tr ansgress 
locality and the 

experience of space.«

How can a composit ion suggest that we l ive » in one world«? 
Which composit ional  strategies support this argument? Can 
the »Afr ican and European elements« be ident i f ied? Why would 
a sel f-consciously U.S.  American composer resor t  to Europe-
an elements,  especial ly as the reception of minimal ism in Eu-
ropean intel lectual  communit ies has been highly problematic?

In what fol lows,  I  a im to ident i fy some of the geographical  en-
tanglements that are t ied to Reich's study stay in Afr ica,  to his 

Since i ts  existence in human societ ies,  music has served as a 
medium through which to appropriate,  modify and transgress 
local i ty and the experience of space.  One could even argue 
that the geographical  imaginat ion is  deeply embedded in mu-
sical  and sonic al lusions that inform our understanding of ge-
ographic phenomena and experiences.  In the global age,  i t 
becomes more and more di f f icult  to understand music's geo-
graphic entanglements,  as places of  production and consump-
t ion can easi ly span across continents,  and as the condit ions of 
consumption have prol i ferated to a previously unknown extent . 
While this seems to suggest that local i ty has become irrelevant , 
recent research has underl ined the relevance of local i ty and i ts 
re- conf igurat ions against  an increasingly global background 
(Connel l/Gibson 2003). 

I  would l ike to argue that these conf igurat ions carry a moral 
charge.  Although any potent ial  cross-fer t i l isat ion between mu-
sical  cultures seems to be possible,  anchoring vectors that are 
deeply ingrained in a pre-global geographic imaginat ion or-
ganize the cultural  f ie ld of  global musical  encounters.  These 
moral  geographies steer expectat ions,  mobi l ize tradit ions of 

work »Drumming« and to a DJ adaption of the piece released 
in 1999.*2)

Impersonalizing Ewe Drumming

»Drumming« is  an ensemble percussion piece with voices,  com-
posed in 1970 and 1971,  with the fol lowing instrumentat ion: 

Four Pairs of  Tuned Bongo Drums
Three Marimbas
Three Glockenspiels
Soprano and Alto Voices
Whist l ing and Piccolo

The instruments appear in specif ic groupings across the four 
par ts of  the composit ion:

Par t  I : 	 Bongos
Part II  : 	 Three Marimbas played by nine players,  together 
	 with two women's voices
Par t  III   : 	 Three Glockenspiels played by four players with 
	 whist l ing and piccolo
Par t  IV:	For al l  these instruments and voices combined

The durat ion is  approximately 55 —75 minutes (Reich 20 1 1) . 
According to the composer,  »Drumming« al lowed him to intro-
duce new techniques:

»(1)  the process of  gradual ly subst i tut ing notes for rests (or 
rests for notes) within a constant ly repeat ing rhy thmic cycle, 
(2) the use of  the human voice in an instrumental  ensemble 
to precisely imitate the sound of the instruments,  (3) gradual 
but complete changes of  t imbre whi le pitch and rhy thm remain 
constant .«  (Reich 20 1 1 ,  »Note by the Composer«)

Quintessent ial ly,  Reich states that the whole piece is  derived 
from one pattern:  »There is ,  then,  only one basic rhy thmic pat-
tern for al l  of  ›Drumming‹« ( ibd.) .  This pattern is  unfolded by f i l l-
ing rests ,  or rather by subst i tut ing rests with beats.  In the pro-
cess,  result ing patterns can be heard.  Some sect ions maintain 
a pattern whi le a seamless change of instruments and t imbres 
is  under taken.  The rhy thm and pace are upheld whi le instru-
mentat ion changes.

In his Writ ings,  the composer introduces »Drumming« as a re-
sult  of  a biographical  learning process in Afr ica (Reich 2002, 
56).  He recounts how he obtained stepwise famil iar i ty with the 
intr icate rhy thmic patterns using a recorder that al lowed him 
to s low down the tempo in order to grasp the interlocking pat-
terns.  I t  is  str ik ing that he avoids any reference to the poten-
t ial ly »di f ferent« or »exotic« sett ing of musical  culture.  The ex-
perience is paraphrased in the mode of very sel f-conscious and 
clear ref lect ion of  this experience within his own career and 
his composit ional  ambit ions.  I t  is  not the encounter with Afr ica 
that primari ly matters,  but the fact that he found conf irmation 
for specif ic composit ional  principles which af fected his com-
posit ional  thought in general .  We learn that he took recourse 
to tradit ional  Afr ican drumming, with transcript ions suppl ied 
by Arthur Jones'  classical  study Studies in Afr ican Music which 
was publ ished in 1959 (Jones 1959). 

ascript ions and af fect the cultural  meanings that l isteners,  con-
cer t-goers and clubbers make of the music they engage with. 
Faced with a vast  array of  musical  manifestat ions,  and their 
respect ive geographic entanglements,  i t  seems impossible to 
even ident i fy suitable points of  depar ture for any kind of ref lec-
t ion.  In l ight of  this chal lenge, i t  is  suggested to work towards 
r ich contextual isat ions of  phenomena that touch upon the is-
sue voiced here. 

Non-Western musics have exercised a strong appeal on the 
Western imaginat ion.  A case in point is  Steve Reich's vis i t  to Af-
r ica,  which inf luenced his landmark composit ion,  »Drumming«. 
Does the secessionist  att i tude of repeti t ive and minimal music 
towards the Western European avant-garde also ref lect in i ts 
wider moral  geography? »Drumming« in turn served as sam-
pl ing material  for DJs.  How do we gauge these appropriat ions: 
do they conf irm or modify these geographies? What are the un-
derlying academic motivat ions in studying these relat ionships 
— do we expose di f ference,  or should one act ively try to en-
dorse sameness when comparing cultures? 
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ter? Is his creat ive approach an option for neutral is ing the au-
thent ici ty debate? 

Apparent ly,  no Afr ican drummer has been invi ted to join per-
formances of  »Drumming« back home in the West .  I t  was never 
meant to radiate into Afr ican communit ies.  While this clearly 
estranges »Drumming« from the circumstances that inspired i t , 
the work also stands apar t  from Western experimental ism and 
from the European avant-garde.  Through i ts  de-personal ised, 
generic t i t le which highl ights the act iv i ty of  playing,  i t  makes a 
strong non-intel lectual ist  statement.  Through i ts  man-made re-
peti t ive patterning,  i t  col lapsed the structural ist ic and individu-
al ist ic foundations of  musical  thinking in the tradit ion of  Darm-
stadt .  The provocation of the t i t le extends even fur ther,  as no 
other instrumental  group would of fer i tsel f  for an acceptable 
act iv ist  t i t le :  keyboarding or str inging,  which would quintes-
sent ial ly capture Western musical  discoursive systems, would 
s imply not funct ion. 

Per forming »Drumming« turned out to be problematic and am-
bivalent .  Reich himself  pondered the shor tcomings of  his manu-
script  score on the preface to the re-edited score.  Ini t ia l ly,  the 
composer had shown »how to play the piece during rehearsal 
by playing the patterns,  showing how to phase ahead, rehears-
ing i t ,  and so on.  Only af ter the ent ire piece was completed did 
I  make an ink manuscript which in many ways was di f f icult  to 
read, ambiguous as to interpretat ion and in some cases,  mis-
taken as to note values in the choices and piccolo par ts .  For 40 
years,  this manuscript has circulated and an increasing num-
ber of  unfor tunate per formances have been the result .«  (Reich 
201 1 ,  »About this edit ion«)

Great care has also been taken on the engineering side,  with 
the sound engineer emerging as a »member of  the per form-
ing ensemble« ( ibd.) .  Pace,  precis ion,  transparency,  and per-
fect ion,  the hal lmarks of  minimal ist  aesthet ics,  were relying, 
among other factors,  on exact microphone posit ioning.

This merely technical  concern and ef for t  is  a feature that shields 
»Drumming« from wrong assumptions about »Otherness« or 
»Sameness« vis-à-vis »Afr ican drumming«.  Reich never claims 
cultural  symmetry.  I t  a l lows him to override assumed intr insic 
di f ferences.  I t  emphatical ly s i tuates i tsel f  in the sphere of  mu-
sic-making that reaches from Afr ica to the Museum of Modern 
Arts where »Drumming« premiered*8) and thus levels di f ferenc-
es.  Looking back at  his Afr ican months,  Steve Reich states that 

he s imply »continue[d] composing,  but with the knowledge of 
the non-Western music one has studied« (Reich 2002, 70).  The 
statement is  less tr iv ial  than i t  sounds and signals a moral  geog-
raphy that avoids normative claims and that impl ici t ly strength-
ens global musical i ty.  By not aiming to »understand« Afr ican 
music,  Steve Reich upholds a range of opt ions within a cross-
cultural  f ie ld that musical ly ar t iculated new geographies.  Ewe 
dance drumming is both present and absent in »Drumming«. 
The work opens a resonat ing space that cannot be measured 
by standards of  symmetrical i ty and reciprocity which informs 
present-day ethno-musicological  discourses that seek to en-
hance dialogical  cultural  pract ices (Kaufman Shelemay 2013).

Absorbing »Drumming«

While there is  no hint  at  any Afr ican appropriat ion of  Reich's 
work »Drumming«,  DJ culture and electronica have acknowl-
edged the role of  Steve Reich in their  genres in various ways. 
»Drumming« became i tsel f  the object of  creat ive manipulat ion: 
the CD anthology Reich Remixed *9) features a track by DJ Man-
tronik cal led »Maximum Drum Formula« which works with sam-
ples drawn from a studio recording of »Drumming«.  Those who 
know »Drumming« wi l l  immediately recognise i t .  To those unfa-
mil iar i t  may pass as a track with extensive rhy thmic structures 
reminiscent of  Afr ican tradit ions.

The highly control led posture of  Reich's »Drumming« is  trans-
formed into an immersive,  dizzying sequence of dir ty bass-
l ines,  vocoded breaks,  scratches and echoes,  lending i t  depth 
and a physical ,  danceable contour.  Reich's »recombinant strat-
egy« (Fink 2005) is the subject of  a new mode of recombina-
t ion.  The layered track structure of  EDM (Butler 2007) has 
s imi lar i t ies with the rest ing and added par t  strategy that Reich 
tested in »Drumming«.  Fur thermore,  EDM cult ivates an imper-
sonal ,  par t ic ipatory att i tude that i t  shares with Reich's search 
for an impersonal ,  non-subject iv ist  musical  style.  DJ Mantronik 
may have fel t  drawn to »Drumming« as he had star ted experi-
menting with log drumming simi lar to West Afr ican drumming 
styles before he produced the piece on Reich Remixed *10).  This 
clearly lends the inter face of Afr ican musics,  minimal ism and 
DJing a new spin that needs to be explored in future studies.*1 1)

As to the musical  geographies,  »Maximum Drum Formula« 
seems to s imply absorb previous orientat ions without any fur-
ther moral  intent .  While the creat ion of »Drumming« required 
a tr ip to Ghana for an on-si te ini t iat ion to local  dance-drum-

tions of  ful l  works should al low non-Afr ican musicians to play 
Afr ican music,  respect ing the complex cross-rhy thmic struc-
tures.  To Jones,  transcript ion was a prerequisi te for under-
standing Afr ican music ( ibd. ,  10).  Reich's ambit ion is  narrower 
in the sense that he is  interested in technical  detai ls  against 
the background of »Afr ican thinking«,  which is  not spel led out 
by Reich in his Writ ings.  Throughout the i l lustrated Writ ings, 
there is  not a s ingle image of Gideon Alorworye,  nor of  him-
sel f  during his Afr ican stay.  The account focuses on technical 
and per formance matters.  The social  and symbolic powers of 
drumming and of music in general  in Afr ican societ ies is  also 
covered, but the actors with whom he communicated in Ghana 
remain s i lent .

Although minimal ism st i l l  resonates with the spir i tual ist ic ten-
dencies of  the 1960s and 1970s, Reich,  in his Writ ings,  does 
not make any attempt to address the relevance of the psycho-
technology and social  psychology of Ewe dance-drumming 
(Ladzepko) in the moment of  cultural  translat ion to Western 
concer t  per formances. 

The gradual processes that play themselves out in »Drumming« 
surely absorb l isteners'  minds,  but no fur ther social  meanings 
seem to be t ied to them. Reich seems to have chosen cross-
rhy thms for their  technical ,  didact ic qual i t ies in the f irst  place. 
I t  is  precisely through this denial  of  an expected funct ional-
i ty or s imple »continuat ion« of  Ewe music that his use of  pat-
terns gains expressive powers on the terr i tory that »Drumming« 
spans.  The avoidance of nostalgia,  the el iminat ion of  any bi-
ographical  al lusions,  and the insistence on » impersonal i ty«*4) 
contr ibute to a non-ident i ty of  »Drumming« and the Afr ican ex-
perience.*5) We are at  a loss in establ ishing any causal i ty here. 
The composer is  not dramatizing any expl ici t  emotion or bio-
graphical  trai t ,  but the process of  gradual changes of  patterns, 
of  t imbre and of texture.  The combinat ion of  repeti t ion and 
non-referent ial i ty,  as compared to nostalgic,  emotional ,  auto-
biographical  referent ial i ty,  is  crucial  in this context .  In connec-
t ion with the neglect of  the social  role of  dance-drumming in 
Ewe society,  Reich creates a kind of abstract ion from the spe-
ci f ic circumstances,  whi le the patterning obviously connects to 
his studies in Ghana. For lack of  better terms,  the recombinant 
variants*6) of  drumming as encountered in Ghana that make up 
»Drumming« can be read as a de-terr i torial isat ion.*7) Yet the 
quest ion remains:  Does Reich drum, l i teral ly or metaphorical-
ly,  »with« the Afr ican musicians,  or without or »against« them? 
Which moral  geographies have inf luenced his Afr ican encoun-

The 1970s al lowed a global music market to take shape. Given 
the weight of  these tendencies,  i t  is  quite astounding that Reich 
prefers to phrase his Afr ican encounter not within the frame of 
a wider cultural  dialogue, but in terms of merely composit ional 
issues.  He was seeking ways of  expressing a musical  » imper-
sonal ism«,  which worked against  the exposed subject iv i ty of 
the bulk of  Western experimental ism, and he was seeking con-
f irmation of his ideas in the f ie ld of  orchestrat ion and t imbre. 
In addit ion,  famil iar i ty with Ewe cross-rhy thms led to a mature 
handl ing of musical  patterns.

I  would l ike to suggest that these were very conscious and wel l-
ref lected decis ions,  as they pointed towards al ternat ive appro-
priat ions of  Afr ican musics that circumvented museological , 
ethnological  and pedagogic aspects.  Reich bypasses the issues 
of  composit ion/improvisat ion,  of  cultural  contact and overlap, 
of  f ix ing the essence of Afr ican music,  of  the r i tual  and cultural 
funct ion of  Ewe drumming in Ewe culture.  Right from the star t , 
he was focusing on something that would target his own crea-
t ive development and Western audiences for whom he wrote 
his works.  This is  a statement in i tsel f,  given that the 1970s wit-
nessed the f irst  act ive cultural  market ing of indigenous tradi-
t ions by Afr ican state agencies and cultural  boards.  The U.S. 
Inst i tute for Internat ional  Educat ion had issued a travel  grant 
to Reich (Reich 2002, 55).  The Inst i tute st i l l  has a presence in 
Accra.  The composer was not an independent tourist ,  but his 
contacts with Ghana's musical  culture were overseen by the 
Arts Counci l  of  Ghana. The arr ival  of  Reich in Accra coincided 
with the foundation of the Ghanaian National  Dance Ensemble. 
Thus,  quite a number of  fur ther Afr ican players got involved in 
the biographical  and cross-cultural  conf igurat ion under review. 
I t  a lso turns out that other Western composers,  musicians and 
musicologists had been consult ing only a selected number of 
wel l-connected actors in Ghana. The teacher with whom Re-
ich studied in Accra,  Gideon Alorworye,  was among those fre-
quently consulted by other vis i tors.
 
Reich approached the »Afr ican thinking« (Reich 2002, 71) by 
way of intense musical  instruct ion,  and via elaborate transcrip-
t ions of  rhy thmic textures.  His academic reference,  Ar thur 
Jones,  had ant icipated this »tr i lateral  col laborat ion« between 
researcher,  drum recorder machine*3),  and Afr ican musician in 
the 1950s (Jones 1959, vol .  1 ,  14).  Jones was interested in how 
Afr icans understand their  music ( ibd. ,  15) and quite aware that 
the score produced by the drum recorder notat ion would make 
the music »Un-African« ( ibd. ,  127).  Jones's detai led transcrip-

» M u sic and audio emerge as perhap s the most 
co mp elling  affective pr actices in which we 

n e got iat e global geogr aphies and our 
respect ive mor al concerns.«



71

strong act ive actors.  Reich ful f i l led a mediat ing role,  whi le DJ 
Mantronik is  an adaptor of  Reich's work.  Both Reich and Fri tz 
vis i ted Afr ica as col lectors.  Their  experience and data were 
processed and displayed back home in the West . 

Each of these social  and cultural  roles is  l inked to geographic 
s i tes (the Mafa vi l lage and the Max Planck Inst i tute for Human 
Cognit ive and Brain Sciences in Leipzig/Germany;  Accra and 
New York City;  the RCA recording studio A in New York City 
for the Nonesuch Recording of Reich's »Drumming«;  The Ro-
bot Crib in New York Studio for Mantronik's studio work for 
Reich Remixed).  Actors show various degrees of  mobi l i ty and 
social  agency.  I t  is  their  musical ,  academic and commercial  as-
pirat ions and the medium of music that l inks these si tes.  Music 
seems to funct ion without even understanding the specif ic i ty of 
tradit ions.  For this reason, no musical  and receptive strategy in 
the complex cluster of  musical  pract ices presented in this essay 
can be termed r ight or wrong. Reich was legit imised to gear his 
focus in Afr ica toward his own creat ive interests and to resist  a 
mere reproduction of ethnic dance-drumming. Ewe musicians 
were free to share as much of their  own culture with their  v is i-
tor as they wished. Musical  universals carry a strong fascina-
t ion among psychologists ,  and DJs wi l l  select samples that work 
best in their  technological  environment and on the dance f loor. 

I  have been trying to elucidate some entanglements of  mu-
sic's moral  geographies that reach from Ewe dance drumming 
via minimal ism to DJ culture and psychological  tests .  These 
entanglements embrace de-terr i torial isat ions and appropria-
t ions that can disregard moral  dimensions that were previously 
l inked to specif ic musical  productions under specif ic circum-
stances.  Music conjures these connectiv i t ies within spl i t  sec-
onds.  I t  can ar t iculate a sense of belonging and blend real 
and vir tual  geographies.  Music and audio emerge as perhaps 
the most compel l ing af fect ive pract ices in which we negotiate 
global geographies and our respect ive moral  concerns.

Dr.  Sebast ian Klotz is  professor of  Trans-Cultural  Musicology 
at  Humboldt Universi ty Berl in .  His research interests span from 
Quattrocento dance to theories of  musical  act ion and to musi-
cal  knowledge cultures.  His project »Berl in ,  Chicago, Kolkata 
— Music as Medium of Urban Transformations« (2008 to 2012) 
was supported by Alexander von Humboldt-St i f tung.
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gist  and music psychologist  Tom Fri tz who travel led to the Mafa 
populat ion in Cameroon for f ie ld research on musical  univer-
sals unknowingly re-enacted a phonographic research pract ice 
that was invented around 1900 in the formative years of  com-
parat ive musicology.  Contrary to music cognit ion studies,  the 
present ref lexive ethnomusicology regards musical  universals 
as strong cultural  constructs that form par t  of  wider strategies 
of  representat ions and cultures of  measurement.  In addit ion, 
ethnomusicologists with par t icular emphasis on Afr ica and the 
Western study of Afr ican musical  pract ices have suggested re-
cal ibrat ing the relat ionship between specif ic local  tradit ions 
and the contingent : 

»The idea would be to unear th the impulses that motivate acts of 
per formance, and to seek to interpret them in terms of broader, 
perhaps even generic,  cultural  impulses.  Such a project would 
ul t imately look beyond the immediate material  level ,  not by de-
nying that Afr icans blow on elephant horns,  cover drums with 
animal skin,  or make f lutes out of  bamboo, but by emphasizing 
the contingency of their  material  and conceptual  investments. 
Objects funct ion as means to an end, and i t  is  the complex of 
act ions el ic i ted by such objects that betrays the untranslatable 
impulses behind per formance. Focusing on such impulses pro-
motes a cross-cultural  v is ion without denying the accidental 
speci f ics of  local  (Afr ican) pract ices […] Restoring a not ional 
sameness to the work of  ethnomusicology wi l l  go a long way 
toward achieving something that has hi ther to remained only a 
theoret ical  possibi l i ty,  namely,  an ethical  study of Afr ican mu-
sic.«  (Agawu 2003, 234—5)

The academy, too,  promotes i ts  moral  geographies.  Here,  Dr. 
Tom Fri tz introduces the research set-up:

»The invest igat ion of  musical  universals with Western music 
st imul i  would ideal ly require par t icipants who are complete-
ly naïve to Western music […] The individuals invest igated in 
the present study belong to the Mafa,  one of approximately 
250 ethnic groups that make up the populat ion of  Cameroon. 
They are located in the Extreme North in the Mandara moun-
tain range, were the more remote Mafa sett lements do not have 
electr ical  supply,  and are st i l l  inhabited by many individuals 
who pursue a tradit ional  l i festyle,  some of whom have not been 
exposed to Western music.  Interest ingly,  the Mafa do not have 
a word for music,  because al l  musical  act iv i ty is  an integral  par t 
of  act ions or r i tuals .  This indicated that for the Mafa,  music is 
highly r i tual ist ic ,  interpersonal and symbolic and Mafa music 
is  rather unl ikely to be appreciated for i ts  iconic-sign-qual i ty.« 
(Fr i tz 2013, 2)

While the Mafa actors funct ion as passive respondents in a psy-
chological  test  series that rel ies on Western st imul i ,  the Ewe 
musicians that taught Steve Reich about cross-rhy thms were 

ming, as wel l  as the sensit ive ears,  hands and the recorder of 
the composer,  the DJ simply browsed his digital  l ibrary to cre-
ate samples from »Drumming«.  Just  as Reich imaginat ively re-
mixed Ewe drumming pract ices,  his work »Drumming« is  now 
cast according to the prerequisi tes of  DJ culture.  Reich's care-
ful ly orchestrated biographical  experience is absorbed into a 
completely global ised musical  style that neutral izes issues of 
authent ici ty,  reference and origin.  The del icacy of  Reich's pat-
terning,  his careful  moral  geography of not reproducing Afr i-
can musics,  is  not fur ther enhanced but technological ly paci-
f ied and contained. The CD anthology Reich Remixed, from the 
1990s, imports a historicizing impetus into the global ised elec-
tronic dance music market ,  a l lowing moments of  homage and 
ref lexivi ty into a fast-paced, future-bound industry that openly 
cult ivated (and marketed) a retrospective view. In fact ,  DJs con-
tr ibut ing to Reich Remixed were provided with separate tracks 
from the mult i-track studio recordings by Nonesuch (Carter 
201 2),  the label  which released both »Drumming« and other 
original  composit ions by Reich and the anthology Reich Re-
mixed. 

A closer look at  the programming strategy appl ied by the DJ 
yields l i t t le sensit iv i ty for the principles that Reich had intro-
duced in »Drumming«.  DJ Mantronik has been more daring in 
other tracks.  The transformation into regular beat structure 
with strong bass l ine levels Reich's intr icate rhy thmic struc-
tures.  »Drumming« needs to asser t  i tsel f  against  the metr ic and 
formal imperat ive of  electronic dance music.  No wonder only 
the fast-paced sect ions from par ts 1  and 2 of »Drumming« have 
been selected.  »Maximum Drum Formula«,  therefore,  is  not di-
alogical  in the sense of adopting and extending the composi-
t ional  principles of  »Drumming«. 

Paradoxical ly,  by smoothly incorporat ing »Drumming« and Re-
ich's Afr ican experience as mediated in this composit ion within 
EDM, a move towards sameness is  becoming vis ible in which 
the abstract ing forces of  digital  technologies and present-day 
academic ef for t  do coincide to work towards sameness rather 
than di f ference (Agawu 2003).  At the same t ime, non-Western 
inst i tut ions and actors insist  on sett ing themselves apar t  and on 
fostering local  tradit ions.*1 2) I t  is  against  this background that 
current geographical  and moral  negotiat ions take place.  They 
enable a variety of  transcultural ly s i tuated musical  l is tening.  I f 
we concede to Steve Reich a kind of s i tuat ive understanding 
of Afr ican musics that did not compromise these tradit ions,  i t 
st i l l  remains to be shown how specif ical ly this understanding 
informs af fect ive geographies and how i t  translates into social , 
aesthet ic and commercial  ef fects . 

Which new geographies ar ise out of  these si tuat ions? Are 
they in any way sustainable? Why does Afr ica continue to be 
thought of  as an ent i ty par t ia l ly unaf fected by the West? Biolo-
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