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Agikiiyi;

Ciicii:

Gitiiro:

Korathi:

Kibiiiya:

Kimoto:

Mwomboko:

Marobo:

Music

Miiciing'wa :

OPERATIONAL DEFINITION OF TERMS

A Bantu speaking community that inhabits the Central

Province of Kenya.

Agikiiyi: children's singing game performed while

squatting round a girl who sits on the ground.

Ag'ikuyfi song for girls performed while kneeling for

entertainment.

The third movement In the Mwomboko dance. A

movement with' simple formation that set the pace for

the more complex movements in Mwomboko.

Agikiiyi; older children's first dance performed

accompanied by kiigamba (small tin rattles) on the legs.

Agikiiyfi female dance performed with the legs close

together, and hands clapping rhythmically in time with

the song for entertainment.

An Agikuyi: neo-traditional dance which emerged In

the 1940s performed by both men and women

Ag'ikuyu singing game performed by both boys and girls.

The use of organised sounds and beats whether sung or

played to express feelings or emotions.

Agikiiyi; dance for boys and girls performed during

harvest.
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Agikiiyi; dance which emerged in the 1930s among

Miithirigii: Agikiiyi: the due to political upheavals. Performed by

both men and women.

Miithuii: Agikiiyi: circumcision song performed by boys.

Miahiingiici: Agikuyu dance for old people performed for

entertainment.

Ndumo: Agikiiyi; female dance performed as they clap and shake

their hands.

Ngucu: Agikiiyi; dance by young boys and girls for

entertainment during the moonlight evening.

Nguthia: Agikiiyi: dance performed during harvest by bigger

children who. have broken away from their mother's

aprons.

Neo-traditionalmusic: A technical term describing any musical forms whose

compositional elements (harmony, rhythm, melody)

show the influence of other cultures.

Traditional Music Any music which has entered into the heritage of the

people but cannot be attributed to any composer. The

music has been presented for many generations through

the process of oral transmission.

Weril: Agikiiyi; dance performed by girls only for
entertainment.
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CDA
DCDO
DRD
KBC

ABBREVIATIONS

Cultural Officer

Community Development Assistants

District Cultural Development Officer

Descriptive Research Design

Kenya Broadcasting Corporation

MOEST Ministry of Education Science and Technology

PST Purposive Sampling Techniques

RST Random Sampling Technique

SST Snowball Sampling Technique
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ABSTRACT

This study focused on analysis of the' content and style of mwomboko music to
determine influential factors for its assimilation within the Agikiiyi'i of Muranga
County. The study sought to find out the factors which could have led to the
survival of mwomboko music genre even after other neo-traditional genres had
disappeared.To do this, the study specifically analysed the rhythmic, melodic and
structural attributes of mwomboko in context of Aglkiiyii music traditions. The
textual content of mwomboko in order to expose the meanings of the messages it
embodies. The role played by mwomboko within the socio- cultural setting of the
Agikiiyii community. The study sought to find out factors that have influenced the
survival of mwomboko among the Agikiiyii. The study employed the descriptive
research design. Relevant information was gathered by reviewing litrature related
to the study. The reference materials were obtained from Moi Library, Kenyatta
University, Kenya National Archives, Nairobi University Institute of African
Studies, Bomas of Kenya, Kenya Institute of Education Library and KBC Library.
Relevant journals, periodicals were also used. The study location was within
MGrang'a County since the County is one of the areas where mwomboko began.
The study used questionnaires which comprised both structured and unstructured
questions. The questionnaires were effective tools for obtaining important
information on the role played by mwomboko and the textual content. An interview
schedule was used which enabled the researcher to collect information concerning
the historical and developmental aspects of mwomboko. Participatory and non-
participatory observations were made in order to record what was observed during
data collection. This was in relation to the features that characterise mwomboko
and the style of performance. A sample of 45 members from three existing dance
troupes, namely Kamune, Kangema and Mukangii, a District Cultural
Development Officer, 3 Community Development Assistants, 2 elders from each
location were utilised in the study. Purposive sampling, random sampling and
snowball sampling methods were used to select the respective samples. Data from
the field were analysed through qualitative and quantitative methods of data
analysis. Research equipment included a still camera, a tape recorder, notebooks
and writing pads. Music was transcribed in Western staff notation and analysed
while song texts was transcribed and analysed to establish the emerging patterns
visa-vis the thematic content embodied in the song text. Responses from the
interviews and questionnaires were summarised. The findings were discussed and
conclusions made before proposing pertinent recommendations and suggestions
for further studies.
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CHAPTER ONE

INTRODUCTION

1.1Background Information

Agikiiyi; people constitute one of the largest Bantu-speaking people in Kenya

(Middleton, 1997). They inhabit the Central Province of Kenya, which has eight

administrative Districts, namely; Nyeri, Murang'a, Kiarnbu, Thika, Kirlnyaga,

Nyandariia, Gatiindii and Maragiia. The neighbours of the Agikicyi: are the Amiirii

to the North-East, the Aembu to the East, the Akamba to the South-East and the

Maasai to the South-West. However, some of the Agikiiyi; have migrated to

various parts of Kenya.

The main occupation of the Agikiiyi; is mixed farming. They grow crops and keep

animals such as cattle, sheep, goats and poultry. However, as a result of socio-

economic mobility and education, some of the Agzkuyu have taken up other

occupations. Traditionally, the Agikiiyi; men went to work in the gardens. They

were responsible for tending cattle, digging, planting bananas, yams and tobacco,

as well as cutting and erecting timber and house building. The women also went

to the gardens and were responsible for planting maize, millet, beans, weeding

and harvesting crops. They were also responsible for fetching water, collecting

firewood and grinding grains. As the adults went through their daily chores, they

made traditional music to accompany themselves. Children were left at home with

their grandparents. The youngsters performed singing games and dances such as

ciicii, kibiiiya and ngiicii during the moonlight nights. Grandparents narrated to



children stories accompanied with songs. Apart from making music for

entertainment, the Agikiiyi; also performed music to mark various ceremonial

rites.

Performance of traditional music of the Aglkuyfi is based on mariika, a system of

age groups and gender (Zake, 1988). Such music are categorised as nguthia, ciicii

and kibiiiya for children; miiciing'wa and njukia, for the young men; ndumo,

werii, kimoto, gitiiro and iirathi for women; kibaata, ndarama for adult men and

miithiingiici for old men and women.

Besides the traditional Agikiiyi; music genres, there are also neo-traditional music

forms/styles namely mwomboko, miithirigii, korathi, gichamba, kariara and

kamanii which emerged during the colonial period. Muth'i'rigii emerged as an

instrument of protest against the colonial rule (Mwangi, P 1997) and was banned

by the colonialists in 1930s. Mwomboko then emerged in the late 1940s after the

banning of miithiirigii. Mwangi (1997). The ge'nre rose as a result of cultural

reaction that was both artistic and political. The genre was viewed as artistic

because the youth identified it with the European music and musical instruments

in their territory and was political in that there were those who rebelled against the

political scenario using the genre. The rise of mwomboko and other neo-traditional

music genres were occasioned by the socio-historical and cultural changes during

the colonial era (Munene, 1991). Munene (1991) further notes that after

2



independence, mwomboko composers / performers diversified the textual content

to cover many other aspects of the Agikilytl culture.

According to Mwangi (2004), mwomboko genre borrowed from European dance

styles that were learnt from the ex-soldiers who fought the First and Second

World Wars. One of the distinguishing factors in mwomboko is the use of

Kinanda kia miigeto, (accordion) and karing'aringa. (metal ring)

According to Munene (1991), mwomboko was first performed by unmarried men

and women but nowadays the dance is performed by both the young and old men

and women. The genre is currently performed as a cultural song dance during

public occasions and state functions. Mwomboko has continued to flourish since

its beginning (Munene, 1991). One wonders why mwomboko has continued to

flourish, while the other neo-traditional genres of the Ag'j'kilyii are no longer

performed. It was in view of this that the study proposed to analyse the content

and style of mwomboko in order to establish what has led to the survival of the

genre among the Ag'j'kiiyii.

1.2 Statement of the Problem

During the colonial period many new music genres emerged among the AgTkuyii.

The genres were used as means of expressing discontent against the colonial rule.

Immediately after independence most of these genres such as glcamba, kariara,

korathi, and. MiifhirTgU disappeared. However mwomboko survived and has

3



continued to flourish as part of the Aglkuyu music tradition. The Agikiiyi; perform

mwomboko in both traditional and modern socio-cultural settings. The fact that

mwomboko survived even after other neo-traditional genres disappeared posed a

concern on what factors could have led to its survival. The foregoing concern led

to the formulation of this study.

1.3 Research Questions

The study was guided by the following research questions: -

I. What are the rhythmic, melodic and structural attributes of mwomboko?

ii. What is the textual content of mwomboko?

Ill. What role does mwomboko play within the socio-cultural settings of the

Ag'i'kuyu?

IV. What factors influenced the survival of mwomboko among the Aglkuyi/?

1.4 Research Objectives

The general objective of the study was. to establish why mwomboko has persisted

among the Agikiiyi: while the other neo-traditional genres have been discarded.

The specific objectives were to:

I. Analyse the rhythmic, melodic and structural attributes of mwomboko in

the context of the AglkuyU music traditions.

II. Analyse the textual content of mwomboko to reveal the messages it

embodies.

.4.



iii. Determine the role of mwomboko within the socio-cultural settings among

the Agikilyil community.

IV. Establish factors that influenced the survival of mwomboko among the

AgTkilyu.

1.5 Research Assumptions

The study was based on the following assumptions:

I. Mwomboko is not a traditional AgTkuyfi music genre but has stylistic

attributes that are associated with Ag'{kuyi'i culture.

ii. The messages embodied in mwomboko are useful In establishing its

significance among the Agikiiyi: ..

III. Mwomboko as a neo-traditional genre has aspects of the AgTkCiyCiculture

for it to be accepted by the Agikiiyii.

iv. Mwomboko has important social function among the AgTkuyii hence its

continued existence within the culture.

v. The continuous existence of mwomboko among the Aglkiiyu has been

influenced by certain unique aspects that have distinguished it from other

neo-traditional genres.

1.6 Rationale and Significance of the Study

According to Merriam (1964), Nettl (1983) and Middleton (1990),

ethnomusicological studies are supposed to focus not only on the traditional

music systems but also on the study of new music systems and concepts that keep

5
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emerging in the changing social cultural settings. The formulation of the study

was therefore as a result of the call by scholars such as those cited above to

incorporate new music genres like mwomboko in ethnomusicological studies.

The study has therefore contributed to a body of knowledge in the field of

ethnomusicology in general and the Agikuyu music in particular. It sought to

contribute to the understanding and appreciation of the mwomboko music genre.

Scholars namely Mwangi,P (1974) and Zake, W (1986) who have studied

Agikiiyi: music have concentrated their attention on traditional music genres.

However, neo-traditional music genres like mwomboko escaped much of their

attention despite the genre's continued existence. This was evident from the

scarcity of literature on neo-traditional music of the Ag'ikuyu. The study therefore

endeavoured to analyse the content and style of mwomboko with a view of

establishing the factors that have contributed to its survival among the Agikiiyii.

This study was important, as it collected and ana lysed mwomboko for

preservation. It also added to studies in neo-traditional music genres. The findings

are intended to stimulate other researchers to undertake similar studies in other

neo-traditional music genres from other communities. It could also be used for

academic and teaching in the field of ethnomusicology, anthropology and analysis

of African music.

6



1.7 Scope and Limitations of the Study

The study was carried out in Murang'a County of Central Province. The County

was considered because it is one of the earliest places where mwomboko began

Mwangi, P (1974). The other counties were not covered due to the limited time

within which the study was supposed to be completed. Besides, the study was

constrained by limited financial resources. Due to lack of adequate scholarly

writing on the mwomboko, the study reviewed literature rated to the study besides

relying on personal interviews. The study was limited to three dance troupes with

members comprising of soloists, instrumentalists and dancers. Informants with

relevant information and knowledge about mwomboko within MCirang'a County

such as Community Development Assistants, District Cultural Officer, former

mwomboko dancers and Agikiiyi: elders were equally utilised in this study.

1.8 Review of Related Literature

This section reviews and discusses what has been enunciated by other scholars as

well as establishing areas of shortcomings, weaknesses and strengths of the issue

under study. It highlights the issues and views of proponents of traditional music

genres of various Kenyan communities. The discussions in this chapter also

include the general indication of scholarly line of reasoning and statements about

mwomboko from proponents who have studied other aspects of mwomboko music

such as song texts.

7



Zake, W (1986) discusses music found in various Kenyan communities. However,

he concentrates a lot on the traditional music genres. In the study, he discusses the

different categories of traditional music genres found among the Agikiiyi: people

but barely addresses the Agikiiyi: neo-traditional music genres. The study however

acknowledges the existence of certain neo-traditional genres. The

acknowledgement is regarded as supporting the existence of mwomboko as a neo-

traditional genre, which was the focus of this study.

Kaggia,B (1975) discusses the important role played by the new music genres that

emerged during the colonial era. The music genres, according to Kaggia (1975),

carried the message of AgTkiiyii grievances and aspirations. Although he did not

specifically discuss mwomboko, he explained factors that led to the emergence of

these neo-traditional genres. His study was useful in that it provided information

that helped in understanding of the role played by the new genres at their

emergence, mwomboko being one of them.

John, R (1972) notes that Africa has never been isolated from the rest of the

world. Its music has taken in aspects of other traditions as circumstances have

dictated, sometimes extensively or in small degrees. The contact between Europe

and Africa before or during the colonial era has resulted in the emergence of a

number of modern urban popular styles. Music of these styles is played on

Western or a mixture of African and Western instruments and contains materials

from both cultures. Though John's (1972) observation centred on Africa as a

8



whole, it was useful to this study since it set out to analyse mwomboko in order to

establish the musical aspects that are inherent in the music.

Nketia, J (1963) in his discussion of the music of Ghana notes that although every

society produces its own recreational music, one comes across instances of

borrowing and adaptation. This is done either between societies in the same

language groups or between societies in different language groups, especially in

areas where social interaction has been greatest and prolonged. He notes that

alongside the indigenous music of various ethnic groups have emerged new

musical types of Ghanaian creation.

Nketia, J (1974) notes that the cultural interaction between people of one culture

and another resulted in the borrowing and adaptation of cultural items including

music. The study looked at the consistency of this observation, as it sought to

analyse the rhythmic, melodic and structural attributes of mwomboko in order to

establish the extent to which mwomboko has borrowed from other cultures.

Leach (1978) argues that as societies change, their songs change with them. In

other words, changes occurring in the ethnic songs come about due to changes in

the society. This is because music exists in respective societies and cannot be

isolated from them. Music comments on what goes on in the society. Based on

Leach's (1-978) arguement, the study sought to establish the textual content of the

mwomboko music to find out whether the messages embodied could be useful in

establishing its significance among the Agikiiyii.

9



Honingsheim, P (1973) notes that dance culture keeps on developing and new

styles are realized. He asserts that a certain style may have emerged in the society

and cultural structure of a given period and clarifies the sociological pre-requisite

and conditions involved. In normal circumstances, social conditions have an

effect on the course of human events, music included. This means that society

keeps on changing and in the process other aspects of life including the music are

affected. Honingsheim' s (1973) study provided useful information that helped the

study to seek and determine the changes that have taken place in the mwomboko

music and the way they have contributed to its survival and hence being

incorporated into the Aglkuyu music tradition.

Mahugu, P (1990) recognises the indebtedness of the composers of the Aglkuyu

songs of independence to Agikuyi: oral literature. Composers adopted the

traditional narrative techniques of dialogue, rhetoric and query response forms.

Composers also largely borrowed rhythm from Agikiiyi; traditional music.

Although Mahugu (1990) centres her work on songs of independence without

specifically concentrating on mwomboko, her work is important to this study in

that her approach and analysis of the song text provided useful analytical frames

to the study.

Mahugu (1990) in her literary investigation into the Agikiiyi: songs of

independence notes that mwomboko evolved with the coming of modern musical

instruments and no wonder it was called mwomboko (eruption) for it was
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descriptive of the manner in which the Kinanda kia miigeto (accordion) rendered

the sounds. The songs were danced to the accompaniment of the accordion. The

work provided important information about mwomboko which this study used to

establish the musical aspects that characterise the genre.

Mwangi, P (1997) attempts to explore the history of the Agikiiyi; as constructed in

the miithirigii and mwomboko song genres. He mainly focuses on the song texts of

the genres. He uses them to bring out historical changes that were realized by the

AgTkuyu and other communities in Kenya. He tries to show how and why the

song-narratives depict the colonizers as agents of oppression and exploitation. He

however does not touch on the other musical art forms of the mwomboko.

Mwangi's (1997) study was helpful to this study in that it provided background

information on the emergence of mwomboko music.

Mwangi, P (2004) notes that mwomboko is a social product which facilitates

dissemination of knowledge on oral traditions and the emerging modern art in the

AgTkuyu community. The rendering of social face is quite important and

significant not only to the Agzkilyfi community but also to Kenyan society as it

incorporates a diversified element of music across Kenya. It further portrays an

international touch in borrowing aspects of the Scottish dance. The social

pressures for the struggle for political and economic independence altered the

content of the messages in order to accommodate protest literature that was

suitable for the impending armed struggle. The influences of social presence have
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continued to necessitate change in the content of mwomboko. The study provided

vital information, which was useful in the analysis of the song texts of the

mwomboko.

Wainaina, M (1999) discusses the relationship that exists between oral literature

and forms of contemporary verbal expression particularly the pop song. He

analyses how, why and with what effect aspects of Agikiiyi: oral literature have

been appropriated in the Agikiiyi; popular songs. He also discusses the process of

change on the Agikiiyi; oral literature. forms. He points out the ways in which

these traditional oral forms adapt themselves to the contemporary modes of

thought through the popular songs. Wainaina's work provides important

information which helped in establishing the aspects of the Agikiiyi; traditions that

characterised mwomboko.

Maina, K (1981) notes that the Agikiiyi; resisted the complete destruction of their

culture and history and the imposition of colonial culture. The Agikiiyi; in the

process developed a new anti-colonial culture that found its expression in patriotic

songs, poetry and dances. He discusses the Mau Mau songs that were composed

by the workers and peasants in the heat of resistance. These songs marked the

high point of the Agikiiyi; anti-colonial cultural expression. However, besides

being an expression of anti-colonial culture, these songs constituted sociological

developments and an important pool of information. They were an echo, a record

of people's determination to liberate their community from foreign domination.

12



Maina's work provided background information on the new genres sung during

the colonial period, which was a historical reflection for the study.

Muoria, H (1994) notes that the white settler's aspirations to make Kenya a white

man's country were bitterly opposed by AgTkuyil. The Kikuyu Central Association

carried on this task for many years before its banning in 1940 during the Second

World War. As far as the Aglkilyil were concerned, they had suffered a damaging

blow. White settlers grabbed some of their lands in those early days. This was

done through song, poetry and dances among other things.

Finnegan, R (1970) notes that one of the advantages that songs may have is that of

being vehicles of political expression. She gives several examples to show how

songs were used in African nationalist movements when concealment of

organized political activity was felt desirable. Among examples given of songs of

political parties and movements are Mau Mau hymns. These observations by

Finnegan (1970) were useful in the study in that they provided useful information

on the role played by the new music genres and which informed on the aspect of

the role of mwomboko.

Muriuki,G (1966) discusses the pre-colonial, social, economic and political

organization of the AgTkilyu. He ana lysed the historical traditions of the Aglkiiyii,

relations between them and their neighbours and also the establishment of the

British rule and how the Western Civilization had far- reaching effects on the life
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of the Agikuyu. The discussion by Muriuki (1966) was important to this study in

that it provided useful information on the history of the AgTkiiyii socio-culture.

Kenyatta, J (1938) discusses the political, cultural, social and historical traditions

of the Agikiiyu. He discusses their tribal organisation, economic life, music and

musical instruments, education, system of government and religion. His work was

important to the study in that it provided important information on the Agikiiyi:

socio-cultural history.

Albert, B (1951) observes that the only true notation is the sound tract of the

record itself and that the human mind is not able to translate aural tones into

visual signs. Albert's (ibid.) observation was useful to the study since the first

stage of transcription used was the recording of the mwomboko music during the

live performances which was later transcribed in Western notation.

List, G (1974) observes that transcriptions made by ear are sufficiently reliable to

provide a valid basis for analysis. He recommends the use of prescriptive music

notating.This is what was applied after the fieldwork in order to assist in

analysing the rhythmic, melodic and structural attributes of mwomboko.

Koeting, J (1992) observes that giving an accurate example of an African melody

in musical notation presents some problems, since the musicians do not think in

terms of specific pitches and rhythms as notes on paper. This is because they learn

by rote. Also, the Western notation as is known is best suited to display pitches of
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equal tempered system. Koeting's (1992) observations show the inadequacy of

Western notation in transcription of the traditional African music in general, and

that of mwomboko music in particular.

Kenyatta, J (ibid.) mentions the role of the Aglkiiyii folksongs and dances in the

initiation ceremonies. He asserts that the songs rendered by the relatives and

friends generally pertain to sexual knowledge. This, according to Kenyatta

(1938), was meant to give the initiates an opportunity of acquainting themselves

with all the necessary rules and regulations governing social relationships

between men and women. This information was important in exploring the role

played by mwomboko in the socio-cultural settings among the Aglkiiyii.

Ngugi wa Thiong'o (1972) notes that literature does not grow or develop in a

vacuum; it is given impetus, shape, direction and even area of concern by social,

political and economic forces in a particular society. That implies that the

literature of a people emanates from the people through their beliefs and day-to-

day activities. Though Ngugi wa Thiong'o (1972) did not touch on mwomboko

music, his statement was important to this study as it sought to establish the

textual content of mwomboko music.

Dundes, A (1980) notes that folklore provides a socially sanctioned outlet for the

expression of what cannot be articulated in the direct way. This was significant

with regard to the content of mwomboko music in the textual analysis.
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Gakuo, K (1994) shows how modern songs borrow from the African traditional

songs. He shows how literary devices like proverbs are central in Joseph

Kamaru's poetic songs. He says that proverbs used in modern songs are borrowed

from the traditional songs and that they -concretise the issues that the artist

addresses.They do not only demonstrate Kamaru's skill and prowess in the

manipulation of-language but also the indebtedness to the Agikiiyi: oral traditions.

Based on Gakuo's (1994) argument, this study sought to analyse the mwomboko

in order to establish the aspects of Agikiiyu traditions that characterise.

Bebey, F (1969) notes that indigenous African music IS based on several

elements, namely words, musical instruments and social functions of the music.

Although he did not particularly deal with mwomboko music, his observation was

important to this study as it sought to establish the aspects of Agikiiyi: traditions

that characterise mwomboko.

1.9 Theoretical Framework

This study used the theory of syncretism as advanced by Manuel (1988).

According to this theory, syncretism is the process through which elements of at

least two or more cultures are blended. The process of syncretism thus exhibits

the borrowing and exchange of musical elements from a cultural group that a

society is in sustained contact with. They then adapt the elements into their own

musical style. This resulting style becomes a new musical culture that has

elements from both the borrowing and lending cultures. The interaction between
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what the theory stipulates, there must have been some elements from Western and

Agikiiyi; musics that were compatible and which made it easy for the Agikiiyii to

adapt mwomboko. The theory was employed in this study as a basis for

understanding how the elements were employed.

This theory was used in the analysis of the content and stylistic attributes of

mwomboko in order to trace the elements of the different cultures that have

amalgamated to form it. The study ana lysed the rhythmic, melodic and structural

attributes of mwomboko in the context of the Agikiiyi! music traditions. The theory

was also used in this study to determine aspects of Agikiiyi: traditions in

mwomboko.The theory was equally useful in that it aided in establishing factors

that have contributed to the survival and incorporation of mwomboko into the

Agikiiyi; music traditions.

1.10 Research Methodology

This section discusses the manner in which data for this study were collected and

combined in order to meet its objectives. The methodology was discussed under

the following areas: research design, target population, sample and sampling

procedures, research instruments, data collection procedures and data analysis.

1.11 Research Design

This study employed the descriptive research method due to its suitability in

investigating the factors that have contributed to the survival of mwomboko
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among the Agikilyu. According to Phelps, R (1980) descriptive research design

can be used to obtain data on current conditions or procedures so as to establish

relationships among factors or conditions to determine trends, needs or changes.

1.12 Study Area

The study was carried out in Mtirang'a County of Central Province. The specific

locations of the County were Kangerna, Mathioya and Kahuro respectively. These

are the three places where Kangema, Kamune and Miikangfi dance troupes are

found. The County was prefered due to the fact that it is one of the earliest places

where mwomboko began (Mwangi, 1977) and also because its proximity to the

researcher.

1.13 Population and Sampling Method

It was established through the Mfirang'a District Cultural Office that only three

dance troupes exist in Miirang'a. This study considered sampling all the three

troupes to provide in-depth study of the subject under discussion. The three dance

troupes are Kangema, Kamune and Mllkangii. The dance troupes have a

membership of 30 both men and women each. This study used purposive

sampling where the subjects that had the required information were selected.

Respondents were randomly picked in order to ensure that each member has an

equal chance of being selected. Snowball sampling was used where the identified

respondents helped identifying others that they knew had the required

information. This enabled this study to get the required sample size.
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1.14 Target Population

The target population constituted members of the three dance troupes that

consisted of soloists, dancers and instrumentalists. Key informants, elders versed

with mwomboko history, the District Cultural Officer, Community Development

Assistants and former mwomboko dancers were also considered as part of the

study target population.

1.15 Sample Size

According to Fischer qouted in Mugenda and Mugenda (1999) 50% of a

heterogeneous population is an adequate sample for a descriptive study. This

study, therefore, sampled 15 (50%) of the total number of members from each of

the three dance troupes. The study also interviewed 2 elders from each of the

three locations, 1 DCO and 3 CDAs. Twenty-seven songs were collected from

each of the three dance troupes during the study. According to Louis and

Lawrence (1989), there is no clear-cut answer for the correct sample size because

it depends upon the purpose of the study and the nature of the population under

scrutiny. However, they advise that a sample of 30% is held to be the minimum

number a study can use. The researcher purposively selected 8 songs from each

group to make a total of 24 songs out of the 81 songs collected during the study.

The songs were selected because they were elaborate and each represented one of

the movements of mwomboko. This sample, therefore, translated to 30% of the

total number of songs selected for transcription, translation and analysis.
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1.16 Sampling Techniques

The study used the following sampling techniques: random sampling, purposive

sampling and snowball sampling.

1.16.1 Random Sampling Technique (RST)

To obtain an equal representation of both men and women into the sample size,

this study used random sampling technique. Names of each performer from all the

three groups were written on small pieces of paper, which were folded and put in

a box. After shuffling them, fifteen members from each group were picked to

make a total of 45 members. This gave the study a sample of 50% of the total

population of members of each of the three dance troupes. The respondents

included the dancers, soloists who are also the dance troupe leaders and

instrumentalists.

1.16.2 Purposive Sampling Technique (PST)

This technique was considered appropriate for the sampling of key informants.

The purposive sampling technique allowed this study to pick a sample of key

informants that had the required information and experience related to the

mwomboko music. The informants included a District Cultural Officer, 3

Community Development Assistants, that is, one from each area.

1.16.3 Snowball Sampling Technique (SST)

The study .also used snowball sampling where the identified respondents helped in

identifying 2 elders from each of the three locations to make a total of 6 elders.
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1.17 Data Collection

Data were obtained from both primary and secondary sources. The study collected

the music during the live performances.

1.17.1 Primary Data

Primary data were collected during the study conducted within Murang'a County.

This study visited the three mwomboko dance troupes on different occasions after

obtaining a permit from the Ministry of Education. The data were collected

through interviews, field observations' and questionnaires. Questionnaires were

self-administered. A total of 81 songs were recorded; 27 from each of the dance

troupes. Twenty-four were then sampled 8 songs from each of the groups for

transcription, translation and analysis. The first stage of transcription was done by

audio recording of the mwomboko. This enabled the researcher to collect the

songs during the study before they were transcribed and translated for analysis.

Note-taking and photography were carried out during the interviews by the

researcher. The oral interviews were conducted during live mwomboko

performances in order to get first-hand information. The interviews targeted key

informants that is, people with relevant knowledge and experience about

mwomboko. Information collected on mwomboko was recorded in order to be

ana lysed later after the fieldwork. Field observations were carried out and

pertinent features noted for coding and subsequent analysis. Both participant and

non-participant observations were carried out during the live performances 111

order to get first-hand information on the cultura-l features incorporated 111
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mwomboko song dances. Participant observations provided an opportunity to have

the actual experience and to raise further questions for the interviews. It also

helped in verifying the truth of statements made by informants in the

questionnaires or structured interview schedules.

1.17.2 Secondary Data

Relevant information from various reference materials was gathered. This was

done by reviewing books and theses related to the study. The reference materials

were obtained from Moi Library, Kenyatta University; Jorno Kenyatta Memorial

Library, University of airobi; Kenya National Library, Kenya ational

Archives, airobi University Institute of African Studies, Bomas of Kenya,

Kenya Institute of Education Library Kenya Broadcasting Corporation Library

and the internet. Relevant journals, periodicals, audio materials including pictures,

cassettes were also used.

1.18 Research Instruments and Equipment

Primary data were collected using the following research instruments:

1.18.1 Questionnaire

This study used questionnaires which consisted of both structured and

unstructured questions among which the members of the selected dance troupes

were required to choose the appropriate responses and/or give further

explanations. The questionnaire was an effective tool for obtaining important

information, as it contained questions appropriate for getting the desired
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responses from the respondents. Data on the role played by mwomboko and the

textual content were collected using this instrument. The questionnaire was

translated into Agikiiyi: and Kiswahili languages in cases where the respondents

were not able to read English.

1.18.2 Interview Schedule

Thomas and Nelson (1985) observe that interview schedule is a more reI iable data

collection tool when dealing with smaller samples. The study conducted in-depth

interviews with key informants that included the dance troupe leaders, DCDO,

CDAs and Aglkiiyii elders. The collection of data was on a one-to-one level

through question and answer. This instrument also enabled the researcher to

collect information concerning historical and developmental aspects of

mwomboko. The interviews were conducted on appointment with key informants.

1.18.30bservation Schedule

Phelps, R (1980) observes that the direct observation is also one of the ways used

in obtaining data. This was done without interviewing the respondents. The study

made both participatory and non-participatory observations on observable features

such as the instruments used to accompany the dance, costumes, dance movement

and instrumentalists. The instrument enabled the researcher to record what was

observed during data collection. The information obtained was then coded and

ana lysed in relation to the features that characterise mwomboko and the style of

performance.
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1.19 Research Equipment

The following research equipments wereinstrumental in facilitating collection of

data. These included: a tape recorder, notebooks, writing pads and a still camera.

1.20 Data Analysis

After the fieldwork, sorting out of the questionnaires was done first in order to

identify those that were properly filled. Data collected were coded and analysed

descriptively to determine the textual content besides establishing the style of

mwomboko music genre among the Agikiiyi). All the data collected from the field

and documentary sources were analysed, coded and presented in simple statistics

for easy interpretation. Qualitative and quatitative methods of data analysis were

used. The music collected was transcribed in Western staff notation and ana lysed

under the following music elements: that is, melody, rhythm, instrumentation and

form. The song texts were transcribed and ana lysed to establish the emerging

patterns visa-vis the content embodied in the songs.

The analysis of the rhythmic, melodic and structural attributes of the transcribed

songs was useful in discussing aspects of Agikiiyi: music that characterised

mwomboko. A· descriptive analysis of the data collected through participant and

non-participant observations, tape- recording and photography of performances

was done. Responses from the interviews and questionnaires were summarised.

The findings were discussed and conclusions made before making

recommendations and suggestions for further studies.
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CHAPTER TWO

MUSIC AMONG THE A GiKUYU

2.1 Introduction

The chapter discusses music among the Agikiiyii. Miiranga is given focus in this

study because it constituted the main study location. The discussion is done under

the following sub-topics:

I. Background information on the Agikiiyi; music.

II. Music education among the Ag'lkiiyii.

Ill. Types of music found among the Ag'lkiiyil.

IV. Musical instruments of the Ag'lkiiyii.

v. Costumes and Artifacts of the Agikiiyii.

VI. Background information of Miiranga District.

VII. Economic activities of the people of Miirang'a.

VIII. The culture and music of the people of Miirang' a.

2.2 Background Information on Agikiiyii Music

Music among the Ag'lkiiyii plays a significant role especially that of transmitting

societal norms and values. It also serves as media for social integration and

cohesion, media for the satisfaction of the individuals need for religious,

emotional and aesthetic expression. This means that music among the Ag'lkfiyii is

an essential part of many ceremonies. It is an integral part of the traditional life in

the community and it begins as soon asa child is able to make understandable

words and continues throughout lifetime.
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Music for the Aglkuyu is the use of organized sounds and beats whether sung or

played to express feelings or emotions and to please the ear. The Aglkuyu do not

have a word that is equivalent to the English word for music and dance. The word

used to mean music and dance includes all the activities that take place during

music or dance performance. The general name for music and dance among the

Agikiiyi; is rwimbo used to refer to both vocal and instrumental musical

performances. When a person sings a song they say ndiraina rwimbo and when

they attend any musical performance, they say twathii rwimbo. Music and dance

are not thought of as separate and so they are often allocated the same name

rwiiimbo. The two are looked at as the same entity (Wahome, personal interview,

Nov 2008).

All the different occasions and rites of passage have different types of music.

There are nyimbo cia iihiki (marriage songs), nyimbo cia giithuthira mwana

(lullabies), nyimbo cia giiciarwo hila mwana (birth songs), nyimbo cia irua

(circumcision songs and manhood songs), nyimbo cia mbaara (war songs),

nyimbo cia gikuii na mathiko (death and funeral songs) and nyimbo cia mahoya

(worship songs). There are also songs exclusively for different categories of

people, namely children, women, men, girls and boys, young and old. Children

songs are made of repetitive phrases. They are performed as the children play or

do other activities like grazing. The songs are such as kibiiiya, marombo, ciici;

ngiithia, ngiicii, Generally, the Agikliyii have three major groups of songs and

dances. These are recreational ones where song dances are performed for leisure.
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Occasional ones are performed to mark ceremonial rites such as circumcision and

funeral and incidental ones are performed during daily activities such as digging

and grazing. Instrumental music does not feature prominently among the AgTkiiyii

because instruments are basically used as accompaniments.

Songs may be accompanied by instruments or may be unaccompanied in the

musical performances of the Agtkiiyii. They may be in solo form or call-and-

response. The call-and-response types comes in three forms where:

I. The solo has a long call, with the chorus responding with a few syllables.

II. The solo has a short call and the chorus completes the phrases that are

different from the soloists call.

Ill. The soloist has a long call which the chorus repeats without alteration.

In some cases, the soloist and chorus parts or sections overlap. The soloist sings a

phrase and before it is completed the chorus comes in with an answering phrase.

The rhythms become more complex when accompanied by instruments, hand

clapping, ornaments and vocal interjections. The melodies are in most cases short

and repetitive with a background story. Where songs are short, two or more are

joined as long as the text of the songs deals with the same theme. Dance

accompanies most of the music of the Agfkiiyii and the climax is marked by

ululation. The soloists do not use an instrument to pitch their music. Instead, they

use their own pitch discretion to find a comfortable tuning for themselves and for

the singers.
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Dance is an essential element of the Aglkfiyu cultural wealth. It acts as a means of

communication that allows members of the community to express their feelings

and emotions. It also serves as a cultural identity. According to Tieron (1992),

dance has more power than gesture, more eloquence than words, and more

richness than writing. It expresses the most profound experiences of human

beings and it is a complete and self-sufficient language. It is the expression of life

and of its permanent emotions such as joy, love, sadness and hope. Dance among

the Agikiiyii is also used to convey thoughts or matters of personal or social

importance, reaction to attitudes of hostility, one's beliefs through the choice of

movements, postures and facial expressions. This means that most musical

performances among the Agikiiyi; evoke some sort of dancing. There is no time

that both the performer and the spectator remain still in a performance. The

AgTkiiyu use dance as a medium to express the issues of life be they social or

religious. It communicates life in bodily action. The songs that accompany dances

influence the activities and dance movements performed through the song text.

Music that is integrated with dance is more prevalent among the Agikiiyfi than

music which is not designed for dance. According to Nketia (1974) sounds,

however beautiful, are meaningless if they do not offer an emotional experience

or contribute to the expressive quality of performance. The AgTkuyu therefore

encourage the affective response to music for it is through this that members of

the community relate to musical events and interact socially with others in

musical situation. Dance also intensifies one's enjoyment of music through
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feeling. Dances among the community members include ngiicii (youngsters

dance), Kibaata (young men's dance) Gichukia, miigoiyo and miiciing 'wa (boys

and girls dance) and Miithiingiici (a dance' for the elderly).

Individual dances have different names which are given to them depending on

the kind of instrument accompanying them like wandindi, the action that is

common in the dance performance or the people who perform it like mwomboko.

In other cases, names may not necessarily be related to the accompanying

instruments or event or the action of the dance. Women adorn themselves with

ornaments and costumes such as migathi (necklaces), bangiri (bungles) and

mithuru (traditional skirts) while the men wear thiimbi (headgears made from

colombus monkey skin), they carry ngo (shields), matimii (spears), thimbu

(clubs), njora (swords) and icuthi (flywhisks). Their movements, their dress and

their dancing all attract the attention of the spectators. These ornaments help in

articulating the body movements.

2.3 Music Education Among the Agikiiyii

Members of the Agikiiyii community are trained as musicians in order to ensure

that there is continuity within the community. Training is not done in a formal

systematic way because much of it is believed to be a natural endowment and a

person's ability to develop on his own. Members receive training as they

participate in the music-making activities. Much of the learning is done through

social experience where members of the community are encouraged to freely

30



participate in the music-making activities. The would-be musicians get a chance

to learn from the traditional musicians who play an important role in the process

of training members of the community. The musicians also ensure that there is

abundant supply of music that is pertinent to various community functions.

Participation in music-making activities enables the trainee to learn to sing or play

instruments in the style of the Agikiiyi: culture just as he/she learns his/her mother

tongue.

Music education among the Aglkuyii begins early in life as the children perform

singing games. They learn the music by imitating the performances of adults and

other children and by so doing they are able to learn different styles of music that

are contained within the AgTkilyil culture. Mothers and other members of the

family also introduce them to many sspects of music as they sing to them. As the

mothers also go with the children to various musical performances, they are able

to share all their musical experiences such as rhythm and movement. The children

learn how to imitate playing musical instruments at their disposal or by using toy

ones and also how to sing in the style of the Agikiiyii. They also learn from close

relatives who are also performers. As they continue to grow, music occasions

such as traditional ceremonies and festivals provide an opportunity for training of

talented members of the community. As the child is exposed to these musical

situations, he acquires his/her musical knowledge through participation and slow

absorption until he/she is able to express himself/ herself fully and credibly.
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These experiences accelerate the speed at which they learn to absorb elements of

their musical tradition. Encouragement by people around them also plays a big

role in their learning process and in them becoming aini (musicians). The Agikiiyi;

do not have specific category of members whose sole profession is to make

music. All members of the community are given an opportunity to become

musicians.

Exposure to iiini (traditional music-making activities) in social life and

participation are emphasized among the Ag'i'kiiyii since singing and dancing spread

through every social activity and no one is excluded from performance. Members

learn songs that accompany various social activities. This enables the individual

to acquire his/ her music knowledge in slow stages and to widen his/her

experience of music of the Agtkiiyii through the social groups. A member is then

admitted in a group of musicians after the period of exposure and training where

he continues with the learning. Those who sit under musicians have to rely on

their ability to imitate, on their eyes, ears, memory and on correction by other

people who are already good at playing or singing. That way, they are able to

acquire their own technique of learning .. Formal and systematic instructions are

given only in cases where the skills or knowledge cannot be acquired informally.
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2.4 Types of Music Found Among the Aglkuyu

The following types of music exist among the Agikiiyii:

a) Traditional Folk Music -This music centres on events and matters that are

of common interest and concern to the members of the Aglkilyu

community. The music deals with· everyday life activities and all matters

relating to the Agikiiyii cultural practices. This type of music is closely

integrated with traditional institutions, ceremonies, rituals and many other

community events. The music is accompanied by traditional musical

instruments as well as dance. It includes lullabies, singing games, wedding

songs, funeral songs and courting songs. The songs are used to transmit

cultural values and practices to the Aglkuyu from one generation to another

orally through performance. Traditional music can be divided into vocal

music performed by an individual .or a group with or without instrumental

accompaniment, instrumental music performed by a group with or without

song(s). It is important to note here that instrumental music is not very

common among the AgTkuyu since most of the musical instruments found

in this community are percussive rather than melodic. Again, group

performances are more prominent than individual performances among the

AgTkuyu and in every performance, there is a song. This means that singing

prevails over instrumental playing and dancing among the AgTkuyi1.

b) Contemporary Music- This music includes various songs and dances

which result from the fusion of traditional Agikiiyi; music and European
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music and dance elements. It shares many characteristics of Western

popular music beginning with the advent of recording technology and the

development of recording industry. It is influenced by R&B, American

soul music, Jamaican reggae and other musical forms from America.lt

embodies and expresses social issues which emerge as a result of

urbanization and modernization. Composers and performers also employ

varIOUS combinations of Western and traditional musical instruments.

Some of this music IS that played in night clubs and places of

entertainment, hymns drawn from Western music and then translated 111

the AglkUyulanguage, Christian sacred folk music, and art music.

c) eo-Traditional Music - The music adapt, re-arrange and reinterpret old

traditional songs and melodies to give them new meaning and relevance.

The tunes of this type of music are Ag'ikuyi1 but make use of both the

traditional and Western musical instruments. They also incorporate dance

styles from the Western music. These include Muthlrugi1, Korathi,

Gicamba, Kariara, Kamanii and Mwomboko which evolved during the

colonial period. Mwomboko is one of those that have continued to be used

by the Agikiiyii to express contemporary and imerging issues such as HIV

and AIDS, girl-child education and many others.

2.5 Musical Instruments of the Agikuyii

AgTkuyu traditional songs and dances have many musical instruments that

accompany them. These instruments can be classified into four main categories:
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stringed instruments, instruments with vibrating membranes, self-sounding

instruments and instruments that allow a column of air to vibrate through them.

2.5.1 Stringed Instruments

These produce sound when the string is plucked, bowed or struck. The Aglkuyu

community is known to have very few stringed instruments. The most commonly

known are the Wandindi and Nderemo. Wandindi is a two stringed instrument

played by bowing. The instrument is used in solo performances to accompany

songs and it plays in unison with the performer apart from a few notes which are

added occasionally. It is made out of a hollowed wood, tin or gourd which is

covered with goat or cow skin on both ends. This serves as the resonator of the

instrument. It is important to note that resonators which are made out of a tin

produce tones of poor quality as compared to those that are made from wood. A

stick is then passed through the resonator protruding slightly to the other end and

so it serves as the arm of the instrument. Two strings made of sisal fibre, animal

tendons, nylon or wire are passed over a bridge from the protruding side of the

arm to the other end of the arm and then w nd n n .\. Th 'instrumc

is played by bowing and it is tuned by tightening or loosening of the strings by

use of the tuning pegs. The player uses fingers of the left hand to produce

different notes. Other accompanying instruments that play together with the

Wandindi are njingiri and gichandi. (See Figure 2.1).
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Tuning pegs Resonator BrigdeStrings

~ Bow ,,) Arm Membrane

Figure 2.1: Wandindi -Drawn by Sheilla Munyiva

Nderemo is a ground bow which is played by striking the string with a stick. It is

an instrument that is more often used by children. Its resonator is a hole dug on

the ground and covered with a cow hide stretching over it. Pegs are used to hold

the resonator to the ground. A flexible stick is firmly stuck onto the ground and a

string made of sisal or banana fibre is tied to the end of the stick. On the lower

side, a small hole is made in the centre of the membrane where the string is

pushed through and a piece of stick is tied to the near end. The stick is then bent

down forming an arc. The player tunes the instrument by winding the string from

the bent end to the required pitch and different pitches can be obtained by altering

the tension of the string. (See Figure 2.2).
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Fig 2.2: Nderemo-Drawn by sheilla Munyiva

2.5.2 Self-Sounding Instruments

They produce sound when struck or rubbed one against the other, or shaken. They

provide rhythm to the music and help the dancers to dance uniformly in stepand

movement. They also provide a percussive sound which acts as an

accompaniment to the music. These form the largest group of instruments among

the Agikiiyil community. The instruments are:

1. Gichandi- This instrument is played by shaking and it is made from a gourd

decorated with small shells which are tied on strings. Thorns are fixed on it,

seeds enclosed and the open end of the neck covered with bee wax. This

instrument is rarely used to accompany dances but whenever it is played, it

provides a percussive effect to music. It is used to accompany the wandindi.

(See Plate 1) below.
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Plate I; Mr Kimo1ho playing Gichandi- Photo taken on 20ilb June 2009

2. Kiigamba- This is a tin rattle half filled with dried seeds, pebbles or broken

pieces of glass made in the shape of a large pea-pond. with one side slightly

open. It is worn on the right foot by boys and men while dancing so that when

the leg is sltaken, tb~ pebbles hit on the pea-pod making a rhythmic

accompaniment. This is the most commonly used instrument among the

Agikiiyii. It accompanies most the performances of the community such as

miimbiiro (a circumcision dance), Kibiiiya (children dance) and miithfingi1ci

(old people's dance. ( ee Figure 2.3).
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Resonator Kilgamba

String Leg

Figure: 2.3Kigamba-Drawn by Sheilla Munyiva

3. A!fingiri-This is an oversized pea-pad-like shell made of cast iron, inside

which are ball bearings from metal. The bearings hit on the walls of the pea-

pod-like shell to make a percussive sound. The name njingiri is translated

from the word jingles. It is used to accompany dances such as ngiicii and

kibiiiya (youngsters dances), miimbiiro a (circumcision dance), miichiing'wa

(a dance for both boys and girls) and miithiingiici (a dance for old people).

(See Plate 2) below.
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Plate 2: Njingiri-Pboro taken on zo" June 2009

4. Tiahanju-This is a type of idiophone which is made from putting a bundle of

sticks together. It produces a rattling effect as a way of accompanying music

played by boys. (See Figure 2.4) below.

Figure 2..4: Ti1tha,yu-Drawn by SlteiUa Munyiva
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.5. Karing 'aring 'a- This is a fly wheel played by hitting up and down across the

diameter with a steel roo which is brought to rest on a hard surface such as a

box on the last beat of every bar. The player holds the instrument with the left

hand and uses the right band to bit the wheel with the steel rod. The

instrument mainly accompanies the mwomboko dance. (See Plate 3).

Plate 3: A Member ofMUkangfi playingKaring'aring'a-Pboto taken on 28th May
2008

2.5.3 Instr ments That Allow a Col mn of Air to Vibrate T em

These form the second largest instrumental group among the AgikiiyU. They

produce sound when air is blown through a mouth hole or reed into a tube open

on one end. They are made from animal horns, wood or modem plastic pipes. The

instruments include:
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1. Miitiirirn- This is a type of a flute which is twisted out of a green twig

from rniikfle or miigio tree. The instrument is open-ended and thinned on

one end. It consists of four to eight holes. It is held obliquely, with the

thinner end on the lips. The instrument is more commonly played while

grazing and guarding millet. (See Figure 2.5).

Finger holes Mouth piece

Figure 2.5: Muturiru-Drawn by Sheilla Munyiva

2. Biringi (whistle) - This is the name given to the whistle which has found

its way into the traditional music. The name biringi is derived from the

Kiswahili word filimbi. It used to accompany dances and its role is to cue

the dancers. (See Plate 4) below.
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Plate 4: Biringi- Photo taken on zo" June 2009

3. Coro- This aerophone is made of a bamboo or an ox horn. It is played by

blowing into the hole on the side. This instrument is capable of producing

several notes depending on the blower's experience. Other than being used

as a musical instrument, coro was also used by the Agi'kiiyU to summon

people for meetings.Njingiri is used to accompany this instrument. (See

Plate 5).

Plate 5: Mr KImotho playing Coro-Photo taken on 20th June 2009
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4. Riihia- This is an aerophone made from a cow horn and played by

blowing. (See Figure 2.6) below.

Horn
String

Figure 2.6: Rfihia-Drawn by Sheilla Munyiva

5. Murenge-This particular instrument is made from a pumpkin stalk. It has

two holes and a mouthpiece. This instrument is commonly played by

children. (See Figure 2.7).

-----_ __ ._---_ .

Mouth piece Finger holes

Figure 2.7: Murenge-Drawn by Sheilla Munyiva
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2.5.4 Instruments with Vibrating Membranes

In this family, the Agikiiyi: have various sizes of the drum. The drum is known as

ndarama. The instrument is made from a hollowed trunk of a tree or a hollow

vessel such as a tin or oil drum cut to the desired size. Any type of riia (an animal

or reptile skin) is stretched over it on both ends and the skin is held at the ends

with strings. The strings may be made from leather strips, tendons or ropes and

stretched from end to end connecting the two ends of the instrument. A string may

be tied from one end to the other so that the player can suspend the instrument.

The instrument is played by striking the skin with the palms of both hands and it

is tuned by warming it on fire or by leaving it outside in the hot sun.

In contemporary times, various hollow vessels such as kibaba or ndiramu (tins or

drums) have been used to substitute the wooden log. The Ag'i'kuyu drum is double-

headed. They are used to accompany the singing and dancing. However, not all

performances will have drums accompanying them. In a musical performance, the

drum may be used as the main instrument to supply a constant rhythmic pattern in

accompaniment of the performance. In other cases, the drum can be excluded

from a performance without any serious effect on the performance. The drum

helps in keeping the performance together by determining and maintaining the

tempo of a song or dance. They also provide rhythms which keep the dance or

song moving. They are used to enrich, punctuate, fill in and add variety to the

music. (See Plate 6) below.
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Plate 6: Ndarama-Photo taken on 6th April 2010

2.6 Costumes and Artifacts of the Agikiiyii

Costumes are used among the AgikiiyU to decorate a performance. There are

costumes for both men and women which are worn during music-making times.

The researcher learnt that the traditional AgikiiyU women wore both ankle and

knee high length mithurii (skirts), which were made from rua (animal skin). Men

wore roa}made from an animal skin. In modem days, men and women wear

dresses made from modem fabrics. The fabrics used are usually brown in colour.

Alongside the costumes, the AgikiiyU use artefacts such as:

1. Hang'i- These are circles of thin iron wire onto which are threaded very

small beads of different colours worn by women and girls. The women

wear a big bunch of hang'i on each ear. Young warriors of the AgikiiyU

would also wear hang'i for certain dances. (See Plate 7) below.

lRua-this is an animal skin made into a costume worn by men
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Plate 7: Hang'i worn by Wangui a dancer- Photo taken on 6th April 20 I0

2. Bangiri- These are bungles worn on the wrist of the hand by women and

girls and on the legs. They provide a percussive effect as the performance

is going on. (See Plate 8).

Plate 8: Bangiri-Photo taken on 6th April 2010
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3. Migathi-These are beaded necklaces worn by Agikiiyii women and girls

made from dry seeds or from various types of beads and shells. The

beads/seeds are drilled in the middle and then joined by a string. They are

also worn diagonally across the chest. (See Plate 9) below.

Plate 9: Agikiiyii Women Wearing Migathi- Photo taken on 19th June 2010

4. Thira- A wa-istornament which is made from a leather base from which a

number of strings are hung, each string of the fringe being threaded with

grass stems called thage. At the end of each thage is fastened a seed 01

wild banana. (See Plate 10) below.
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Plate 10: thira worn by Wangui a dancer- Photo taken on 6th April 2010

5. Kamwengii- This is a small apron that was used by men for dancing

Ngurii. It was decorated with beads sewn on in various patterns. (plate 11)

below.

Plate 11: Kamwengii. Source Miirang'a on 6th April 20 10

6. Gicuthi-This is a fly whisk made from the tail of an animal. To make it

long, a string is strung between two sticks and the hairs of the tail are
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pulled out and tied as a fringe of this string. The string is then wound

spirally round a specially cut wooden handle and securely fixed. (See Plate

12) below.

Plate 12: A member ofMiikangii Dance Troupe holding Gicuthi- Photo taken
On 28th June 2009

2.7 Background of Mfirang'a County

Miirang'a County is one of the seven Counties in Central Province with its

headquarters in Miirang'a Town. The County was previously known as Fort Hall

and it is around 80 km by road from Nairobi. It is mainly inhabited by the

Ag'ikiiyU who speak Nyeri, Kiambu, Kirioyaga and Miirang'a (which is the most

dominant) dialects. This is as a result of labour migration, business and

intermarriage. Miirang'a County is also developing quickly such that it is

attracting people from other parts of Kenya. The County has four administrative
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divisions, namely: Klharii, Kahuro, Kangema and Mathioya. It has seventeen

locations and seventy sub-locations. It has three local authorities mainly

Milrang'a Municipal Council, Mfirang'a County Council and Kangema County

Council. The County is bordered by Nyeri County to the North, Maragfia County

to the Southwest, Nyandariia County to the West and KTrTnyaga County to the

East. The total land area of the County is 756km2 while the expansive Aberdares

forest which has a combination of both indigenous and exotic trees covers a total

of 174 krrr', Mtirang'a County covers a total area of 930 km '. The County had a

population of355,337. (MGrang'a County Bureau of Statistics 2002-200sl Much

of the land in Mfirang'a is characterised by a series of ridges and deep river

gorges.

2.8 Economic Activities of the People of Mfirang'a

According to the District Agriculture and Livestock Office (Miirang' a 200 I), the

County is predominantly an agricultural region with farm holdings, which are

generally small but varying from the highland areas, the middle zone and the low

areas. Sixty percent of the income in the County he is generated from agriculture

since the population working in the agricultural sector constitutes about 243,000

persons. The County has a high potential for horticulture which has not been

exploited. The main food crops are mbebe (maize) and beans (mboco) which are

often intercropped with other crops. such as waru (Irish potatoes), marigii

(bananas), ngwaci (sweet potatoes), ikwa (yams), mianga (cassava), ndiima

2Source. Miirang'a District Bureau of Statistids (2002-2008). ,
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(arrowroots) and miciri (French beans). In the upper zones, potatoes are the

dominant food-crops while in the lowland areas, dry land crops such as noe

(pigeon peas) and Mianga predominate.

The principal cash crops grown are macani (tea) and kahiia (coffee) with tea

predominating in the upper zones and coffee most commonly found in the middle

zones. Fruits such as avocados, pears, plums and macadamia are also grown in

various parts of the County. The main Livestock bred are Fresian and Ayrshire

cows and the population working on the livestock sector is about 120,000. Fish

farming is also popular in this region. It has 106 fish ponds, about 101 fish

farmers and the main species of fish kept are tilapia, zilli and catfish. Agiktiyii

farmers have placed a high value on trees within their society and as a part of their

economy. Therefore, the main forest products in the County are timber, fuel wood

and bamboo. Important sources of local employment other than formal

employment and business are coffee and tea plantations which are variously

owned by cooperatives, individuals and companies. There are a few tourist

attractions from which the County generates some income such as sport fishing,

Aberdares forest, Miikiirwe wa Nyagathanga and tourists hotels which include

Miirang'a Miikawa Logde, and Miirang'a Tourist Lodge.

2.9 The Culture and Music of Miirang'a People

According to Onalo (1986), Milrang' a County is the area of longest settlement for

the Agikiiyi; and, in many respects, is viewed as the Agikiiyi; homeland. Of the
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territory which the Agikiiyi; migrated into over the 1ast several centuries,

settlement in Milrang'a dates back to the .]6th century. The centre of dispersal for

the Ag'ikilyu is traditionally associated with the area around Gaturi location of

Milrang'a County.

According to Kenyatta (1938), Gakiiyii is a name for Miikiiyii tree while Gikfiyii

means 'The big fig tree'from which the name Glkiiyii is derived. Muriiiki (1974),

notes that the site of dispersal at the location, Miikiirwe wa Nyagathanga is named

after another tree where nyagathanga birds nested. The name of the sacred site

was given to Gikiiyil the man, and is where it is said, God appeared to him, and

allotted him all the land South and WestofMt Kenya to the edge of the forest. It

is also said that in the beginning when Ngai (God) was apportioning the land, He

called Glkfiyii and gave him this portion of land which consists of hills, rivers,

valleys and forests, milk, honey and all kinds of animals. Ngai placed on this land

a big mountain that He called Kirinyaga which he used as his resting place when

in an inspection tour of the land.

One day, He took Gikiiyii on top of the mountain and pointed out to him a spot on

the Southern side full of many sacred trees. Among them was one significant tree

known as miikiirwe. After arrival at the' site where the tree stood, he found a

beautiful woman waiting for him as promised by God. He took her to be his wife

and called her Miimbi which means creator. This site was the location where

Gikiiyii and Miimbi, his wife made their home and raised their nine daughters
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who were later married by the nine men provided by God. The daughters were:

Wanjirfi, Wambfii, Njeri, Wanjikii, Nyambura, Wairirnfi, Waithlra, WangarT and

Wangili. These daughters became the forbearers of the nine main Glkilyfi clans.

The nine Aglkfiyii clans which originated by the nine daughters of Gikiiyfi and

Miimbi are known as: Anjirii, Ambia, Aceera, Agacikii, Ethaga, Aichakamiiyii,

Aithirandii, Aithe Kahuno and Aithiegeni. These clans are found in Miirang'a and

in other parts of Central Province.

According to Christopher Kariuki (personal interview lOth Jan 2009) Miikiirwe wa

Nyagathanga is one of the cultural and recreational centres where the traditional

culture of the AgikUyu is promoted and marketed. The centre is 27 km from

MCirang'a town in Gakiiyii village near Gakliyii shopping centre Gaturi location

off Miirang'a Kiria-ini road. It is believed to be the mythological home of the

Agikiiyi; people and has been considered. sacred by the Aglkuyfi. The home was

initially used in offering ceremonial sacrifices by the elders to their God,

especially whenever the community faced calamities such as famine, diseases,

lack of rain, and conflict between neighbouring communities. The community

would also offer sacrifices for thanksgiving for bounties. Nowadays, the site is

used to bring the community together to address current issues and to educate the

community on their culture. It is also used as a tourist destination where visitors

go to learn about the Agikiiyi; culture.
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The community with. the help of the Milrang'a County culture office started

cultural festivals after realising the rate at which the traditional songs and dances

in the community were being eroded. One such festival is held at Miikiirwe wa

Nyagathanga where cultural cerebrations are held every December 30th and 31stto

enable the community to reflect on their culture, enjoy and preserve it for the

present and future generations. The event is usually viewed as an important

activity of the community's cultural festival. The participants get a chance of

displaying the culture of GTkGyil, Embu and Meru people. The centre has nine

huts representing the nine clans of the Agikiiyfl. The centre was registered in 200 I

under the District Social Services. It is managed by the Akiiria a Miikiirwe wa

Nyagathanga self-help group. The group constitutes men, women and youths who

have organised themselves into several groups from the community.

The groups meet once a month at the centre to practise traditional songs, dances,

drama and poetry for performance in the centre, during national cerebrations and

social gatherings, Irene (personal interwiew lOth Jan 2009). Agikiiyi; elders also

come to the centre to provide information on the Ag'i'kiiyii culture and herbal

medicine. Education on how Agikiiyi; ceremonies such as circumcision, offering

sacrifices to Ngai (God) and power distribution through age groups (riika) were

conducted is given. Planting of trees with herbal sources and other environmental

trees is also done during the festival. Preservation of water catchment areas like

the streams around the centre is done in order to maintain beauty of the

environment. The purpose of this centre is to expose people to the Agikiiyi:
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traditions, revive and preserve the culture of the Agfkuyu and to educate the

community on emerging issues like HIV/AIDS.

Visitors to the centre are such as education officers, tourists, youth groups and

individuals who come to tour the cradle site of the Agfkfiyu people. Media stations

such as Kameme FM, Radio Citizen and University students largely benefit from

the lectures given on the traditions of the Agikiiyi; by the elders. They have shown

interest in the Miikiirwe wa Nyagathanga as a resource centre. Partners of the

centre are: The National Museums of Kenya which provide the centre with

teaching materials; Murang'a County Council which pays salaries to the workers,

The Green Belt Movement which organisesthe planting of trees within the centre

and the Department of Culture which gives technical advice.

Kangema Cultural Festival is another festival which was inaugurated in 2005 as

an annual event. Its main sponsor has been the late Hon. Minister John Michuki.

The festival's aims are to:

• Offer the community a platform through which authentic Gitiiro

dance style would be preserved.

• Record and document Gitiiro for posterity and research.

• Ensure Gitiiro sustainability as a rich cultural heritage of the

people of Miirang'a.

• Offer entertainment to community through Gitiiro.

• Enable Miirang'a people to reflect on their rich cultural heritage.
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• Cultivate cultural tourism.

• Expand avenues of marketing cultural resources.

• Increase the number of registered cultural groups to participate in

the festival.

• Promote cultural festivals of the Ag'lkiiyii.

• Raise awareness at the local level of the importance of the Agikiiyi;

culture.

• Educate people on emerging issues through song.

A wide range of Aglkiiyii traditional songs and dances such as ndumo, kibutha.

gikanda, ngiicii, ngurii, miimbiiro. miithuii, miiciing 'wa, mwomboko and kagicha

are also featured in the festival. According to Wanj iru Gathere (personal interview

16th Jan 2009) other activities performed during the festival are comedies,

narratives, story-telling, poems, drama, games, exhibitions by artists and

traditional food services. The festival is important in Milrang'a since it gives the

community a chance to express itself. The festival brings together members of the

community, the Department of Culture" in the County, prominent people and

various artists. Dance troupes are awarded certificates, trophies and cash prices.

Agikiiyi; cultural festival is also another festival that is cerebrated annually.

Participants of the festival are usually drawn from Meru, KTrTnyaga, Embu,

Kiambu and Nyeri. The organisers of this festival are the Department of Culture

in Mfirang'a, elders and members of the community. To ensure that traditional
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songs and dances are performed well, the County Cultural Office organises

training and workshops to enable the teams to prepare for Kenya Music and

Cultural Festivals. The teams also perform during national celebrations,

Presidential functions and other social gatherings. Participating dance troupes are

such as Wandiihii, Rwathia, Kiriinyii, Gaichanjirii, Kangema Urban Gitiiro,

Kibutha, Ebenezer, Kangema Nyakinyua, Kirathe Boys, Kiangiinyi Maendeleo,

Nyakahura Adult Class and Nyathirii Village dance troupes. These groups also

train primary, secondary and college students how to dance traditional dances.

Other than traditional music, there is also a variety of musics performed in

Miirang'a such as modern popular music played in various entertainment places.

According to Charles Michigo (personal interview on lOthJan 2009), the most

popular clubs in Milrang'a are Maka Villa, Migingo Island (see Plates 13 and14),

Parks ide and Ngurunga in Kangema. Music played in these entertainment joints is

mainly that of Gikiiyi; popular musicians such as John Ndemethio, Joseph

Kamarii, Kamande Kioi, Salim Junior, Kinyua (one man guitar), Timona Mbfinl,

Wangari Kambera, Wahome Maingi and Mike Rfia. Soul, reggae, hip hop and

benga music is also played depending on the kind of audience in attendance at any

particular time. The most prevalent topical issues addressed by the musicians are

love, daily activities, political issues, national and emerging issues. Gospel music

such as that of Glthuku, Esther Wahome, Elizabeth Nyambere, Joseph Karnarii

and Jimmy Gait (Miihathara) is also popular in most of the entertainment joints.
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Plate 13: Migingo Island club- Photo taken on 31st May 2010

Plate 14: Maka Villa Club-Photo taken taken on 31SI May 2010
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According to Christopher Kariuki (personal interview on 10thJan 2009) schools.

and colleges participate in the music festivals held every year. In these festivals,

students perform traditional songs and dances not only from Central Province but

also from different ethnic groups in Kenya and outside Kenya. These include

Western music, art music as well as instrumental music. The music festivals are

held at regional, district, provincial and national level. Church festivals are also

held by the different denominations around Milrang' a County where Christians

participate in various musical activities. They sing Christian hymns, choruses,

traditional folksongs with sacred text. The Anglican Church of Kenya (Dioceses

of Mt Kenya Central) has started a music school in Milrang'a town where the

students who enrol in the school are taught theory of Western music, voice

training, drama and how to play Western musical instruments such as piano,

recorder, guitar, clarinet.
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CHAPTER THREE

MWOMBOKO SONG DANCE AS A NEO- TRADITIONAL GENRE OF

THE A GiKUYU

3.1 Introduction

The chapter discusses the data obtained from the field through the questionnaire,

library sources, participant observations, and interview with soloists, dance troupe

members, instrumentalists, former dancers, CDAs, CO and elders. The chapter

addresses issues of aspects of Agikiiyi: expressions that characterise mwomboko

song dance and factors that contributed to the survival of mwomboko as a nee-

traditional genre among the Agikfiyil.

The findings are discussed under the following sub-topics:

1. Mwomboko Song dance.

II. Performance of Mwomboko song dance ..

111. Dance movements of mwomboko.

IV. Factors that have led to the survival of mwomboko

v. Changes in the mwomboko

3.2 Mwomboko Song Dance

The name 'Mwomboko 'according to King'ori (personal interview, 2008)3comes

from the Aglkiiyu word 'kwomboko' which means eruption. It was used to

describe a style of dancing which involved making rhythmic and patterned steps

in pairs. Mwomboko music emerged in the 1940s as a dance based on the Aglkfiyii

3 Kingo'ri Wa Mwangi,leader ofKamune dance troupe-interviewed on zo" June, 2008
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traditional songs. John wa Nyambura (~ersonal interview, 2008)4 indicated that

the genre started after the burning of miirithigii by the colonialists between 1941-

42. According to his submission, mwomboko was first brought to Murang'a from

Kiambu by some mwomboko artists like Cinda wa Watiri. Cinda was among the

first mwomboko performers. According to Nyambura, another informant (personal

interview, 2008) mwomboko was called so because of the dancing style

kwomboka. Nyambura (ibid) added that she started performing mwomboko in

1942 as a young lady. According to Nyambura, all those who performed

mwomboko were expected to keep high moral standards. The emergence of

mwomboko is highly associated with the coming of the accordion brought to

Kenya by the African soldiers who participated in the First and Second World

Wars.

Ndaiga wa Muchiri (personal interview, 2008)5 indicated to me that these soldiers

had learnt how to play and sing to the rhythms of the accordion. They had

watched the white man perform their Waltz and the Scottish dances which were

accompanied by accordion. The AgTkiiyii returnee soldiers ,then taught the Agikiiyi:

dancers how to dance the Waltz and the Scottish dances. The Waltz that was

taught to the Ag'ikiiyii dancers later transformed to mwomboko. Mwangi wa

Murefu (personal interview, 2008)6 stated that mwomboko emerged around 1937.

"John Wa Nyambura ,dancer Kamune dance troupe- interviewed on zo" June, 2008
~daiga Wa Muchiri, Kangema dance troupe leader-interviewed on zs" June 2008
6Mwangi Wa Miirefu, dancer Kamune dance troupe- interviewed on 20th June 2008
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According to Mwangi (ibid) mwomboko was banned around 1947 by the

colonialists but picked up again after a few years.

Mahfigfi, P (1990) notes that mwomboko emerged with the coming of Western

musical instruments such as the accordion and guitar and no wonder it is called

mwomboko (eruption) for it was descriptive of the manner in which the

instruments rendered the atmosphere with vibrations of sounds played on the

accordion. At first, the players of the accordion backed up those who sung

Miithirigi: dance. The dance was a protest dance performed to rebel against the

colonial rule and the foreign traditions colonialists wanted to impose on the

Aglkiiyii. Some of the traditions according to Lazaro Maina (personal interview,

2008)7 included the banning of female circumcision viewed as an important rite of

passage by the Agikiiyii. He added that after the banning of miithlrigii by the

colonialists, the players of the accordion came up with mwomboko since they

knew that the new genre would not provoke the colonial government. The

intention was to use the genre as a way of communication of various messages

and more so the messages of protest.

The dance appealed more to the youth because it brought with it a new style of

dancing. It also provided opportunities for the youth to meet and court. This

occasionally resulted in marriage and thus, sustenance of the community through

procreation. As the youths learnt to perform the dance, they also got educated

7Lazaro Maina, dancer Kamune dance troupe- interviewed on 20th June 2008
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about the AgTkfiyil culture. Finnegan, R (1970) notes that a good number of the

Mau Mau songs were composed in mwomboko style to voice Ag'ikuyu opposition

to colonialism. The rhythm of the mwomboko made the songs a viable means of

communication. According to Kingori, Wangiii, Ndaiga, Florence, Wangari

(personal interview, 14th June 2008) mwomboko consists of several dances,

namely: machindogo, tindo, rumba, mbombo, matore, ndongomothi, njeki, machi

korathi, machi ndaihu.

Mwomboko incorporates aspects of the Waltz and Scottish dances. which the

dancers learnt from the Ag'ikuyu soldiers who fought in. the First and Second

World Wars. Mwangi, P (2004) notes that mwomboko tends to offer potentiality

for action and humorous teasing which touch the hearts of singers, dancers and

audience and therefore, the strong characteristics of African traditional musicality

is reflected in mwomboko.

According to Miichiri wa Kornu (personal interview, 2008)8, mwomboko serves

the Agikiiyi; at different levels. At the social level, it provides a platform for moral

and social education on emerging issues such as HIV and AIDS, political issues,

girl-child education. At the recreational level, it offers a ground for enjoyment and

personal satisfaction. At the functional level, it provides a spirit of togetherness

and sharing which is important for the maintenance of ethnic identity and

enhancement of social binding.

8Muchiri Wa kornu, dance troupe leader Miikangii- interviewed on 14th June 2008
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3.2.1 Song Text and Themes

According to Mary Wangfii and Nyambura wa John (personal interview, zs"
May 2008), the song texts of mwomboko were initially meant to pass messages of

protest against the colonial rule. They would sing and dance and as they did that,

they would pass the message to the effect that they would never accept a stranger

to rule them. Most of the texts were highly symbolic such that for one to

understand its meaning, one needed a good knowledge of the Agikiiyi; language.

However, other times the song texts would also cover other topics such as the

social life of the Ag'lkiiyii, of the accordionist, political life of the community,

historical events and any other issues affecting the community.

According to Bakare & Mans (2003); . the songs guide the dance and they

strengthen its purpose through texts. The Agikiiyi: would sing about mitugo ya

iiglkiiyii (their cultural values/ ethics) which gave them a sense of identity and

pride of their community. According to Gaithos (personal interview, 2008)9,

submissions mostly "Maci' and 'Korathi' had texts that discussed the exploits of

the accordion player. He added that the accordionist would praise himself and

narrate his experiences. One of the informants interviewed, Mfiriithi wa Wanjiril

(personal interview 2008)10 demonstrated how Korathi was sung by singing the

following phrases

Ni nii Miiriithi wa Wanjirii nderwo nyinire ageni, ngiiina miiinaine

9Gaitho, dancer Kangema dance troupe, interviewed on 2Sth May 200S
IOMuriithi, dancer Kangerna dance troupe,interviewed on2SthMay 200S
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(It is me Miiriithi wa Wanjirii who has been called to sing for the visitors, I

will sing until you tremble)

After independence, the song texts not only included topics on the Agikuyu

cultural traditions, but also social and emerging issues, worship and many others.

The respondents added that nowadays the song texts cover a wide range of topics.

These topics may however, depend on the occasion for which the dance is being

performed and the soloist ability to perform.

3.2.2 Venues, Contexts and Occasions of Mwomboko Performance

Bowman (1995) observes that culture is constantly being created, recreated, and

modified, contested and negotiated. Mwomboko has undergone some of these

phases. According to Kihonge, Hunja, Wangeci, Kabura, Warnbfigii, Elija,

Njiigiina, Waigwa (personal interview, 28th May 2008) when mwomboko

emerged, it would be performed at night in the valley since the dancers feared

being discovered by the colonial government. The colonial government then was

against the performance of the dance. They added that they would carry weapons

so that in case they were caught, they would also fight back. They would perform

the dance from about 12 midnight after which they would go home. After

independence, the genre was brought to the public places. Thus, a dance that

would go on for a whole night then was reduced to just a few minutes. According

to these informants, the venue of performance is now chosen depending on the
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occasion and event. Mwomboko is, therefore, performed in places such as a

stadium, church and public places depending on the occasion.

The purpose of musical performance defines the context in African traditional

society. According to Bakare & Mans (2006) whether the performance has ritual

purpose or is solely for entertainment will determine the rulesfor performance.

The context of performance provides the meaning, frame and environment based

on culturally stipulated rules or expectation (Bakare, 2006). They maintain that

the contextual environment provides further reference in terms of a performance

being private or public, having restricted or open attendance, whether urban or

rural and whether it is ritual or recreational. In this respect, mwomboko is a rural

and urban genre, for public performance having open attendance and recreation.

Mwomboko is performed for worship, education, entertainment and recreational

purposes and as a way of passing certain messages to the members of Aglkiiyii

community.

Occasions of performance, on the other hand, refer to the special events/ceremony

for which the music is performed. Today, the genre is performed during public

holidays, national day celebrations, administrative barazas, weddings, Kenya

music festival competitions, political rallies and campaigns, religious meetings

and any other social gatherings in both rural and urban settings. All these

occasions have had an effect on the performance of mwomboko in that the dance

has had to be restructured so as to fit into the allocated time of performance.
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3.2.3 The Soloist

The miikiii (soloist) in mwomboko song dance performance is the leader of the

group (Githee personal interview 2008) II. He controls the dance troupe with his

voice and his instrument. He takes charge of the whole performance and is

expected to have a strong voice that exhibits command and authority in singing.

He decides when to change from one movement to another. He embellishes the

dance with some vocal ornaments that come at the end of a movement or may

mark the beginning of the next movement. He has the liberty to compose

melodies on the spot to suit the occasion. His appeal and musicianship in

performance depends on his ability as a musician for his target audience. There

are usually no standard texts since the. soloist creates most of the texts as the

dance goes on. It is the articulate choice of words and manner of playing the

accordion which render him popular. He is, therefore, expected to have a good

command of the Agikuyi; language and culture to be able to use idiomatic

expressions; metaphors, parables and symbolic language effectively. The

language that he uses represents responsibility and creativity.

In the modern setting, he combines several languages English, Kiswahili and

Aglkuyu to secure rriulticultural appeal and appreciation by the audiences. Githee

added that songs on current issues have gained popularity in the contemporary

setting while those whose themes are based on historical events are slowly

II Githee, elder in Kangema and a former dancer of mwomboko- interviewed on May 29th 2008
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disappearing. The soloist, therefore, tries to find a common ground acceptable to

the audience taste. Sometimes the artist composes songs for the consumption of

his audience at the venues of performance. The soloist emerges as an

entertainment figure in all social occasions. It is important to note that the role of

a soloist in the mwomboko song dance is exclusively for a male.

3.2.4 Instrumentation

The study observed that the musical instruments In mwomboko song dance

performance consist of the kinanda kia.miigeto, (accordion) and karing'aringa,

(metal ring). However, according to Warnbiii Maina (personal interview, 2008)12,

mwatii (an empty bee-hive box) or ithandiikii (a wooden box) is used to articulate

the rhythm of the ring. This box or bee-hive box also serves as a seat for the ring

player. The ring is played by striking its sides across the diameter with chuma (a

short metal rod). The ring and bee-hive box form the percussive accompaniment

to the dance, whereas the accordion mostly plays a complementary role to the

voice by filling in the gaps when the soloist is not singing. Wambui added that as

far as she knows, the accordion was brought to Kenya by the African soldiers that

had participated in the First and Second World Wars.

3.2.4.1 Kinanda kia miigeto (The Accordion)

The accordion is a portable reed wind instrument with keyboard on one side,

buttons on-the other side and bellows in the middle that forces air through the

'2Wambui Maina, elder in rnfikangii- interviewed on 14th June 2008
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metal reeds. The accordion player operates the instrument by pumping the

bellows while pressing one or more of the instrument's piano keys. Pressing the

keys allows air to pass from the bellows. to the reeds, creating different pitches.

Leather straps, worn over the shoulders, support the accordion leaving both hands

free to play the instrument. The right hand plays the melody on the keyboard,

while the left works the bellows and manipulates the two or three bass harmony

keys, of the tonic and dominant triad. It is one of the smallest members of the

organ family. (See Plate 15).

The player of the accordion in mwomboko song dance doubles up as the lead

soloist /singer. The accordion is the lead instrument and therefore, plays the most

prominent role in mwomboko.The accordion plays the following roles:

• Directs and coordinates the player of the metal ring and the dancers.

• Plays introductory section and melodies.

• Gives the preliminary statement of the next movement which determines

the steps ofthe next movement.

• Plays interludes, marking the end and the beginning of the next section.

• Plays the concluding section (postlude).

• Accompanies the voice of the singer.

• Doubles the human voice.

• Pitches the soloist.

• Enriches the texture of the music.
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Plate 15: A Member of Miikangti playing the Accordion- Photo taken on 20th

June 2009

3.2.4.2 Karing'aring'a (The Metal Ring)

The metal ring is the highest pitched instrument in the mwomboko dance and it

plays its rhythmic patterns on monotone. Nellias wa Mwangi (personal interview,

2008)13 submitted that the instrument produces high or low pitch depending on

the circumference of the ring. She added that a karing'aring'a with a big

circumference produces low pitch while the one with a small circumference

produces high pitch. (See Plates 16 and 17).

I3Nellius Wa Mwangi, dance troupe member Kangema-interviewed on 27th May 2008
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The karing'aring'a provides a percussive accompaniment to the dance. It is

played by striking its sides across the diameter with a metal rod. However,

ithandiikil (an empty wooden box) is sometimes used to mark the rhythm of the

metal ring, articulate the strong beat and provide a percussive effect to the dance.

The wooden box also serves as a seat for the metal ring player. The metal ring

helps in directing the dance steps, dance formations and keeps a constant tempo of

the performance. It plays 'ostinato' rhythm but it is slightly varied from one dance

to another. The player ofthe instrument neither responds to the soloist vocally nor

does he dance.

Plate 16: A Member ofMiikangii playing karing 'aring 'a. Photo taken on 20th

June 2009
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Plate17: Members of Miikangti playing karing'aring'a and accordion. Photo
taken 20thJune 2009.

King'ori (personal interview, 27thMay 2008), explained that in the initial stage,

mwomboko did not have any particular costumes but as the dance became more

popular, the young men started wearing baggy trousers and long sleeved shirts

with scarves around their necks or sometimes they would wear ties. The ladies on

the other hand wore ihuruto (round skirts) and the skirts would be allowed to flare

out as they danced and therefore exaggerated their dance movements. For the

upper parts of the body, they tied a khanga such that they left one shoulder bare.

They all danced bare-footed. Nowadays, the performers wear uniform which
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constitutes a trouser and a shirt for men and a dress with a round bottom for

women. They also wear shoes while performing. (See plate 18 and 19) below:

Plate 18: Mwomboko women dancers from Miikangii in their modern khanga
Photo on 20th June 2009
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Plate 19: Kangema Mwomboko dancers in their modern costumes. Photo
taken on 28th June 2009.

3.3 Performance of Mwomboko Song Dance

Mwomboko song dance consists of several dance movements, namely; machi

ndogo, tindo, rumba, mbombo, matore, ndongomothi, njeki, machi korathi, machi

ndaihu and kariara. The dance is graceful, unhurried and solemn and involves

movement of various parts of the body. The predominant dance formation is

miraini iri (two lines) where the dancers move in twos. Wanjikfi (personal

interview, 2008)14 claims that the genre is a cultural music performance

14Wanjiku, dance troupe member Miikangii- interviewed on 18th May 2008
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performed in many social occasions. The performers of mwomboko song dance

include the accordion player who also plays the role of a soloist, the player of the

metal ring and the dancers who respond to the music sung by the soloist

accompanied by the accordion. The soloist is the one who starts and leads the

dancers throughout the performance. Observations and interviws revealed that the

soloist has the liberty to compose spontaneously as a way of remaining relevant to

the occasion. Mwomboko therefore, -allows creativity in the course of the

performance.

According to Judith (1965) dance is an important component of African social life

and an essential element of African cultural heritage. Dance is a human behaviour

composed from dancers' perspective and shared by members of the same

audience within that culture. (Judith, 1965) further observes that unlike other

human motor activities, in dance the motor activities are intentionally,

purposefully and rhythmically binding. It is a means of communication that

allows people to express their feelings -and emotions. It has the capacity to

simultaneously reconcile the heart body and spirit (Judith, 1965). The researcher

observed that the dancers in mwomboko perform in pairs of male and female.

Githaiga, (another respondent) who researcher interviewed on is" May 2008

echoed Wanjikfi's sentiments by explaining that in order to execute the dance,

perforrriers must know their movements, the dance themes and choreography,
I

presentation framework and rules.
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Dancers must master their own minds, bodies and emotion. They must maintain a

high level of coordination between them and the soloist and they must show a

high level of commitment in the performance. The dance consists of singing, body

movements, and playing of instruments. The playing of instruments and singing

incorporates sound patterns while the dancing consists of organised movements of

the body which are executed according to a rhythm and the sound of music. In the

performance, the instrumental sections are played to allow the dancers and the

soloist to change over to the next movement. Field observations further revealed

that the dance starts from outside the arena in a relatively slow tempo. The

dancers enter the arena in pairs of a man and woman and the twodance with one

another throughout the performance. Once inside the arena the dancers create

several formations depending on the dance movement being performed. The

members of the audience are an important part of the performance. They cheer

and applaud a good performance and also give material appreciation to an

impressive dancer and soloist.

3.4 The Dance Movements of Mwomboko

3.4.1 Machi Namba Imwe/ Machi Ndaihu (Long march)

Waititu (personal interview, 2008) 15clarified that the movement was called

Machi namba imwe because the dance style took a military like formation and

march. The movement is performed in a military style whereby the men and

women form two lines and then march in pairs. The movement starts from outside

15Waititu, elder Kumune, interviewed on zo" May 2008
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the arena where the performers get into the arena marching to the beat of the song

and holding hands. This movement takes a longer time than the others. (See Plates

20 and 21).

Plate 20: Kangema dancers entering the arena. Photo taken on zs" June 2009

Plate 21: Machi namba imwe Inset-researcherwitha CDA. Photo taken on 28
June 2009
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3.4.2 Ndongomothi (fool)

In this movement, the dancers march and swing their feet while at the same time

they rotate and move around in circular formation. The man's right hand is

usually on the woman's left under arm while the man's left hand holds the

woman's right hand. The woman's left hand lies on the man's right shoulder.

They also dance sideways with less vigour. (See Plates 22 and 23) below.

Plate 22: Milkangii dancers performing Ndongomothi. Photo taken on 20th June
2009.
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Plate 23: Kangema dancers performing Ndongomothi .Photo taken on zs"
June 2009.

3.4.3 Machi Namba IgiriIMachi Ndogo/Nini (small march)

This movement resembles machi ndaihu since it also assumes a military like

march. In this particular movement, men form an extra linear formation where

they dance turning round rhythmically. The movement is termed as small just

because it does not last as long as the other march and also because it has

formations that are slightly different. (See Plates 24 and 25).
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Plate 24: Kangema dancers performing Machi Namba Igiri. Photo taken on 28th

June 2009

Plate 25: Miikangii dancers performing Machi Namba igiri. Photo taken on
20 June 2009.
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3.4.4 Njek; (Jack)

The name of this movement is derived from 'Jack', a mechanical tool which is

used for raising a vehicle off the ground to enable one to change a flat tyre. The

pairs rotate in revolving movements going forward and back and pausing to lifting

one leg between the forward and backward movements. This is a much faster

movement as compared to the others. The dancers form several formations within

the arena. (See Plate 26).

Plate 26: Kangema dancers performing Njeki. Photo taken on zs" June 2009

3.4.5 Luba (Rumba)

This movement was adopted from the rumba'? style. The dancers copied the

rumba dance style and formed a movement in which the dancers make formations

of three steps which are performed in rumba beat.

16A ballroom dance that was popular in the 1930s and steaming from Afro-Cuban folks origins its
basic rhythm is quick-quick-slow in simple quadruple time and its trademark is side-to-side hip
movements.
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3.4.6 Machi Korathi (Chorus)

This movement is called korathi the Agiki1yi1 pronunciation of 'chorus.' This is

not because the movement is performed in a responding manner. In this

movement, the formations are much simpler than the other movements. At times

it serves as an interlude whereby the singer and the dancers re-organise

themselves after performing other movements which are more complex. Korathi

lyrics are soothing in nature and catchy to mwomboko fans.

~3.4.7 Mwomboko Dance Style

In mwomboko dance style, the performers move in a file, count two steps, bend

down and then move majestically back and forth in the dancing arena. The

movement basically provides a climax to the mwomboko performance. (See Plates

27and 28) below.

Plate 27: Kangema dancers performing Mwomboko.Photo taken on 28thJune 2009
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Plate 28: Miikangii dancers performing Mwomboko. Photo taken on 20th

June 2009

3.4.8 Tindo (chisel)

Tindo is the Kiswahili word for 'chisel'. The dance formations of Tindo are

similar to those of mwomboko movement. The main difference is that the dancers

do not bend after counting two steps instead they move their feet rhythmically the

same way a carpenter drives his chisel into a piece of wood splitting it. The

dancers move in a file swinging their bodies in a zigzag posture and then march

majestically within the arena. (See Plate 29).
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Plate 29: Dancers form Miikangii performing Tindo- Photo by the researcher

3.4.9 Kariara

In this dance movement, the dancers make the formations whereby they turn

around and then sideways while still holding hands as they file forward, back and

forth inside the arena. Kariara originated from River Kariara in Kandara

Division, Mfirang'a County. (SeePlate30) ..
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Plate 30: Kangema dancers performing Kariara- Photo taken on 28th June 2009

3.5 Factors That Have Led to the Survival of Mwomboko Dance Song

One of the concerns of this study was to ascertain factors that contributed to

survival of mwomboko given that other neo-traditional genres have disappeared

with time. Forty out of a total 55 (73%) of the respondents interviewed, alluded to

the following as reasons for the survival of mwomboko:

• It is a genre that accommodates change. The soloists use mwomboko tunes

to relay new themes which are relevant to the contemporary society.

• The song text of mwomboko music is dictated by the needs of the target

audience.

• The accordion can accompany literally almost all tunes sung III the

Agikilyil idiom.

• Mwomboko tunes appeals to people of all ages.

• Mwomboko has been used as a means of carrying cultural values of the

Aglkilyil, communicating important information and educating members of

the community.
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3.6 Changes in Mwomboko Dance Song

• Mwomboko was initially used as a protest dance agaist the colonial rule

but has recently become a symbol of expressing both the Agikttyii

culture and emerging issues.

• The themes were initially political and of protest in nature but has they

now have adopted themes which incorporate imerging issues, praise,

religious and social issues such as those that encourage virtues or

condemn vices. This has added a new aspect to the song texts.

• Mwomboko is now performed in public unlike before where it was

performed at night and in hideouts. Currently, it features a lot in

political rallies and campaigns, public holiday cerebrations, bars, night

clubs, restaurants.

• It is performed for entertainment although it is occasionally structured

to suit the needs of the audience.

• It is not restricted to only the old. Presently, it is performed by both the

young and old alike.

• It nowadays contends not only with the Agikiiyi: but also with a mixed

audience that cuts across all ages, gender and ethnicity. The soloists

combine several languages in order to cater for their audiences.
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CHAPTER FOUR

TRANSCRIPTION AND TRANSLATION OF COLLECTED SONGS

4.1 Introduction

This chapter contains the music transcription of 9 mwomboko songs and the text

translation of 15 songs selected from among the total sample of 81 that were tape

recorded during the field study which took place in Milranga County. The study

focused on the three mwomboko dance troupes found in Miirang'a, namely;

Kamune, Kangema and Makangu.This chapter transcribed the music and

translated text in order to present general overview of:

1. Rhythmic, melodic and structural attributes of mwomboko music.

2. Establishing the textual content of the mwomboko music.

Song 1- Maci ndaihu (long march)

I. Thenga thengai miihiriga nor/a
Miihiithii ateng'ere auge.
Njira yariio kibari king 'ori ndakagie
rukunga

2. Tondu king 'ori

nindaingira
niheo njiing 'wa
njikare thi.
Mbiiri ya kiama ni ndutite ndigetwo

. Miithiga na
mumo

3. Ninjitirwo nyiimba itii twarie
nanii njuge iiria ndirenda.

Ndereba angiona iigwati mbere

.... Move move clan and the
right run and say
Path spread mat King'ori not
get dust

.... Because KTn'gori
I'vearrived

give me traditional stool
1 sit down

Goat of clan I've removed
not to be called a
youngster

.... Call me my house we talk
say what I want
Driver if see danger ahead
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ni akagia matawa

4. Ndirenda kiimiimenyithia nainyui
Miimenyithie aria angi
Miigiinda walnva ti wa miitino n]
thithino yakwa
Kiria giatiima ndute miiraramo
miindii Wa Ngai ni kwiyaria

5. Nemakiihia imwe ireting 'uria iiria
Ugiitunya andii taito
Miindii iigathaka na taito
yakwa ndari iindii
atakona.
Gwakwanigwakwanaandiiakwa
Natwaragia kimwe ithuothe
Nanitwanyuire muma wa kiigitira
thitoo ya miigiinda

6. Miindii iiria iigathaka na
taito yakwa hindi Iyo nirio

miikamenya miitino ni miihiii kiiri
ngoma gwati ndiiri njamba
KTbindo ndiagiiriire
nyama,
Baba ndaari ng 'ombe
Speech: kamwe nigakageria getikie
ndiathiga)

he lights the light

... .1 want to inform you
and inform others
My land is not accident it is
sweat of me
Reason for shouting loud
person of God is to talk

....One hooligan is priding how
he will snatch people oftitle

Whoever jokes with title
of mine nothing he will
not see

Mine is mine and my people
We talk one voice and we
took oath to safeguard
title land

....Person who-will joke with
title of mine that is the time
know accident is hot
Satan, accident has hero.
Penknife I did not buy for
meat
Father never had cows
(Speech: one try believe

ndiathiga)

This song is about a man who is complaining that his piece of land might be

grabbed by members of his community. He says that he worked hard to get it and

so he voices his concern that he would not want anybody to grab the piece of land

from his children after his death or claim that it belongs to the clan. He warns that

he and his family have vowed to protect the title deed of the land. He also warns
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that anyone who tries to grab it will face the consequences. The performer uses

the song to caution members of the community who have the habit of grabbing

other people's land in the pretext that land belongs to the clan.

The theme covered in this song is on land issues among the Agikiiyi; community.

He sings about the issue of land ownership, grabbing and inheritance as some of

the social concerns dealt with among the Aglkiiyii. It was clear from the interview

conducted that the Agikiiyii acquired land-by the gradual process of cutting down

the forest, clearing the bush thus establishing the right of the user. After death, the

land became the property of the sons of the deceased. The performer may have

intended to remind the members of the Agikiiyi; community that issues of land

ownership, grabbing and inheritance are some of the social concerns that are

constantly dealt with by the Aglkiiyfi.

The composer uses several stylistic devices in the song to enable him to pass the

message in a poetic manner. These were such as repetitions where the performer

says thenga thengai ...gwakwa gwakwa (move move ... my place my place) to

emphasise something and to catch the listener's attention. He uses hyperbole to

state the position that he holds in the family when he says njira yarwo kibari

King 'ori ndakagie riikiingii (spread a mat on the path so that dust will not get on

him as he walks). He says that he has met all the requirements of the elders and,

therefore, he can confidently go before them to present his grievances.
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The composer also uses proverbs when he points out ugwati ndilri njamba

meaning that no one is able to avert an accident and so people need to be careful

at all times since one may not be able to predict an accident. The song provided a

vehicle which the performer uses to express his emotions and also to highlight

important social concerns of his community. Such concerns may have been

individual or collective emotions and concerns attached to land ownership among

the Agikiiyii.
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Song 2:Ndongomothi (a foolish one)
1. Ndongomothi niya itonga

Ndongomothi ni ya itonga
Gwitii miirang 'a
Ndongomothi ni mwaigua

2. Ndaire nginyua ndi miiriu
Ndaire nginyua ndi miiriu nii kzng 'ori
Ndaire nginyua njohi tiiri na itonga

3. Ndongomothi ikinyagwo iiguo iiguo
Ndongomothi ikinyagwo iiguo iiguo
gwitii Miirang 'a
Ndongomothi ikinyaga iiguo iiguo
ni itonga

4. Ndongomothi iri miithiire
Ndongomothi iri miithiire
gwitii Miirang'a
Ikinyagwo icemetwo thi ni itonga

5. Ninii thuthagira itonga
Ninii thuthagira itonga
gwitu Nyiri
Ninii thuthagira itonga
Riria ikiinyua

6. Ikiiiniira mbaru
heaguo rwambii
(speech.Gikiiyii kiugaga njagutino
riiambii)
Cia Miirang'a miiri ageithie

a- M?h:mg- - mrQi"' b wki
Nz king'ori
Ninii thuthagira itonga
cia thina
Speech: Nua7igua Ino itagwo
Ndongomothi ya itonga
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· ...Ndongomothi is for the rich
Ndongomothi is for the rich
Ours Miirang'a
Ndongomothi have you heard

... .I slept drinking I am drunk
I slept drinking I am king'ori
I slept drinking with the rich

· ...Ndongomothiis stepped this
Ndongomothi is stepped this
way our home Murang'a
Ndongomothi is stepped this
by the rich

· ...Ndongomothi has way of walk
Ndongomothi have way of walk
our home Milrang'a
It is done carefully by the rich

.... It is me who soothes the rich
It is me who soothes the rich
at our Nyeri.
It is me who soothes the rich
when they drink

.... When they eat the ribs
they give me the fat
Gikuyu says servant is
fat

of Muranga you are greeted
of M~.JVi ;m::grt:difJr:l

by king'ori
I sooth the rich when they
become poor

It is to hear that this is called
dongomothi of the rich



ta citu ha ha like ours ha ha

The song is about praising the rich. The performer brings out the fact that when

the rich are praised, the one praising them benefits because they will always get

something as a reward. This also implies that those who praise the rich will never

go hungry. The parallel to that is that one cannot work hard at something and

finally not reap benefits out of it. The performer uses the song to encourage his

clansmen to work hard in whatever they do. He gives the example of a person

who got rewarded after taking care of his parent without giving up. The

performer highlights a social concern regarding the importance of working hard in

whatever one does.

The performer used stylistic devices such as repetition where he repeats the word

ndongomothi throughout in order to emphasize the message of the song.

Ndongomothi means a foolish person .. In the context of the song, one who

entertains a rich man might look foolish but he actually gains from what he does.

Wise sayings are also used such as njaguti no rwambii meaning a servant is

recognised because of his strength and ability to serve and that a rich man can

only have one's services as long as they are strong.

The song also makes use of words which can be interpreted in more than one way,

thus interplay of meaning. An example of that is the word ikiuniira which in this

song means to eat. In other cases, the same word means to peel. The performer

has also used ellipses where a word or. m.ore is omitted from a sentence. Usually

98



the omitted word is understood from the context and so he leaves out some words

at the beginning of a sentence where the performer says ... cia Miirang'a and

expects that the meaning will be understood from the context.
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Song 3: Githina (trouble)
1. ir ndungataga aciari akwa na

gikeno kiingi'
Na ngatungata andii aitiira ndina
ngoro theru
Ndikanatigirwo
kigau ndiguo ngiria thina

2. Ndingienda githina ta klng'i
ndironire itiira
Mwanake aiyite taito
ya aciari ake akamihitha
Norio kuria iri agakana
na karinga thenge
(Speech: nil ndiii] kiiria
iri)

3. Riria aciari acio makuire
magitiga kigau
Makirongoreria makiuga no
marakara maingi
Uria iiri na taito 1);0
ndari thayii akona ari giikii thi.

4. Riu mwanake iicio nianyitirwo
ni kigau gia aciari

Mwanake athiaga art njaga
aigiriire nguo ciande
Akiyaragiria akiugaga
ndari na taito

5. Nikio ndungataga
aciari akwa na gikeno kiingi
Na ngatungata andii aitii
na ngoro theru
Ndikanatigirwo kigau ndigwo
ngiria thina

.... Me Iserve my parents with
a lot of happiness

And Iserve my villagers with a
clean heart
so that they don't not leave me
a curse i be eating poor

.... Don't want problem like
Isaw in village

Youngman stealing title deed
of his parent and hide
When asked he denied with the
he goat
Speech (I don't know where it
is)

.... When parents died
they left a curse
and, said
a lot of bitterness
Whoever with that title deed
will have no peace on this earth

.... Now young man that was got
by the curse from his parents

Young man walks naked
putting his clothes on shoulders

Talking saying he doesn't
have the title deed

.... That is why I take care of
parents with joy

And I take care of my people
with a clean heart
I don't get a curse and be left
being eaten by poverty

106



6. Gikiiyi: kiugaga yiimbiikaga na
kiria imeretie
Na noithui tugaga miindii aumagira
na Karia atuite
Nayo njira ya kiira
igiaga ime kiiri miahenya
Nake miindii iikiira ndari hind]
angitiinga wandiigii

7. Nikio ndungataga
aciari akwa ndina ngoro theru
Na ngatungata andii
aitiira ndina ngoro theru
Ndikanatigirwo kigau
ndigwo ngiona thina
Ndingienda githina ta
kingi ndironire dura
Mwanake aiyite taito ya aciari
ake akahitha
Noorio kiiria iri a
gakana na kiringa thenge
(Speech: nil ndiid kiirieri)

.... Gikiiyii says it flies with what
it has swallowed
It is us who say one leaves
with that he has picked
And the way of getting lost
gets dew during the day

And the person getting lost does
not meet a corrector

.... That is why I take care of
parents mine with a clean heart

And I take care of people of the
village with a clean heart
So that I will not be left a curse
and be left eating poverty
I don't want problem like
another I saw village
Young man stole title parents
His and hide

And when asked where it is he
deny with kiringa thenge
(Speech:Ndiiii kiiria lrT)

The song is meant to warn people about putting themselves in trouble. The singer

warns that trouble comes as a result of doing wrong things. His advice is that one

should not expect any good thing as long as wrong things are done. He gives an

example of a son who decided to steal his parents' title deed and when he was

asked, he denied having taken it or seen it. This song also deals with a social

concern where the performer expresses the importance of taking good care of

parents in old age and having a. good relationship with members of the

community. He gives the example of a young man who did not conform and that

he finally got a curse from his parent because they were unhappy with him.
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Several stylistic devices were identified in the song. The use of different senses

of a word was identified where the performer uses the word kigau (curse) instead

of kirumi in verse 5 which means the same. Wise sayings were also identified

such as miindii wa kiiiira ndatiingaga wa ndiigii (a person who is determined

ignores the acceptable norms of behaviour will never listen to anyone). The use

of proverbs features in verse 6 where the performer says Njira ya kiiiira igiaga

ime kiiri miithenya. This means that some people do not heed calls of responsible

and diligent living no matter what you do. The song brings out the fact that toe

things which people choose in life have consequences that are obvious but people

still do not take heed.
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Song 4:Machi dogo (small march)
1. Hundi hiindi ndonye mucii

Hiindi hiindi ndonye miicii
Athoni akwa kana njokere
miihirigaini?

.... Knock knock I enter home
. Knock knock I enter home

My in-laws or I
go back?

2. Tanya miihiriga
na uingire .
Tanya miihiriga
na iiingire

.... Come info the entrance
and enter
Come into the entrance
and enter
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Mwanake iiyii mwana Young man a baby once
miiciare born
Ndateyagwo iiyai ITyai is never thrown away iiyai

3. Ngiimwamba na ngeithi .... I start with greetings
njuge Wanyua I say wanyua
Njokerere wakia maitii Then I go back how you are
athoni In-law?
Kanua kega kari Good mouth has
riihia rwa njoohi a horn of beer

4. Ngeithi ciaku .... your greetings
nitwaciamiikira we havereceived
Wiigue riu Iiiganiire Feel comfortable
mwari iiyii daughter this
Tatua riu iir'l kwa Imagine now you are at
nyiikwa na thoguo your mother and father

5. Ndarehe mwati iiyii .... 1 have brought a male
na harika and a female goat
Nandarehe gitumbi kia njohi ni I've brought a gourd of beer
Kuonania mbiiri yanyu iria . to symbolize your lost sheep
yiirite is
irt guitii at our place

6. Ndingienda athuri moke . .. .I would not like elders to
mahiiriio ni ime be beaten by dew
Tondii ndingienda nii njitio I would not like to be asked
mbiiri ya ime for a sheep of dew

7. Miindathime ngathiikiiiime .... B less me I go work
Miindathime ngathukiime B less me I go and work
aciari akwa my parents
Kiria ndona tiigayanage na What I get-we divide with
inyui you

8. Kiria kiimbagia ni .... Compost is made big by
mahuti iiyai leaves Iiyui
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Nitwakiirathima
iigathiikiime
Nitwakiirathima iigathiikiime
mwana uyu
No menyage maruta
nimo mooru
Nimatiimaga miindii atiire
na thina

9. Tiguo na wega nindainiika
Tiguo na wega nindainiika
ngathiikiime
No ciugo ici nindandika

Ngoroini
(Speech: IT all ndambiriria
kuona indo nyambirire cia
maruta tondii nicio iriyaga
miindii)

We have blessed you go
earn
We have blessed you to go
work child
But know contribution
could be bad

Can make somebody live
with poverty

.... Be left well I have gone
be left well T have gone to

work
But words these I have
written in the heart.
(Speech: IT ati ndambiriria
kuona indo nyambirire cia
maruta tondii nicio iriyaga
miindii)

The song is about a young man who went to his in-laws to report his having

eloped with their daughter. He had gone to his in-laws to take goats which are

traditionally accepted as part of dowry and to request for blessing as he goes to

work hard in order to bring more goats since dowry is never paid in a day but over

a long period of time. He promises to pay the dowry in bits and hopes to

complete paying it one day. The in-law cautions him not to forget fulfilling his

promise otherwise he will encounter a curse. He then promises that he has written

the piece of advice in his heart and will make sure that he fulfils the promise he

has made.

The theme highlighted in the song is the importance of members of the

community (and especially the young men) of the acceptable way of marriage. The

120



young man referred to in the song had done something that is not acceptable

among the Aglkftyft. The performer is using this song to discourage this kind of

behaviour. The song also brings out the Agikiiyii cultural norms and this

contributes to the continuity and stability of the Agikiiyi: culture. The song has

been used as a means of transmitting history through education and control of

straying members of the community. Such songs were meant to bring about

change in behaviour of members of the community. The artist brings out the fact

that the community does not approve of marriages where young men just decide

to marry without involving their parents.

The performer poetically used dialogue like language where the supposed in-laws

are seen to engage in dialogue with the young man in order to pass the message of

the song. Repetition was used for emphasis when the performer says hiindi hiindi

tonyaiiingire tonya iiingire tonya iiingtre. He used words and expressions not in

modern use to emphasize such times when these words were in use. An exarriple

of this is mbiiri yanyu mbiiri in this case refers to the daughter of someone.
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Song 5: Njeki (Jack)

1. Ngai teithia airitu aria mariire
thia na ti kwenda kwao
Niguthinjirwo ni
tumwana turia twa bote

2. . Makiria nyama meranage irio
(nyama) icio ni Nduru mbithari
Nake iiria ungi akamiicokeria ti
mbithari ndiirii ni cumbi

3. Njeki no njeki wakwa miithoni
. Niya miitarakwa ndikaunwo

Ngiithiinayo ya
king ori,

wa kwa miithoni Tondu
ino nditubagia miindii

.... God help the girls who ate
Gazelle and not choice theirs
It will be slaughted for by the
boys of forty

.... As they eat meat they say food
it has a lot of pepper
And the other one replied not
pepper but it is salt

.... Njeki is njeki of Miithoni
It is of eucalyptus don't break .
Twill go with this one of
kingori,
From miithoni because this

does not rough up somebody
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4. Gitiimi ithiaga
ta mwene
Maria, kiiria makireherwo mutwe
na riia Na matharigo
Makirwo uyu niguo
iiira wakuiiga ni thia
milrite

5. Amwe makiambiriria kiirira aria
angi magitahikaga
Giitiri wathire na iiria ungi

6. Nacio hiini ciathekaga geturiirira
ikiinaga
Niithui miamba mikarabuu
g'ithur'i no kuma buremi

7. Cihiiri no gwatiirwo mbaii
Njeki no njeki wa kwa miithoni
Niya miitarakwa ndiikaunwo
lJara njeki na ndukanjokerie
miigambo
Nengera we nengera kana
ngwitireitaliani

. ... Because it goes like the
owner

after eating they were brought
for skin and hooves
They were told this is the
evidence that it is a gazelle
you have eaten

.... some started crying and
others vomiting
Nobody went with the other

.... The hooligans were laughing
and singing
We are the miamba mikarabuu
chest is hard

....Calabashescan produce timber
Njeki is njeki of miithoni
It's of eucalypus not break
'Put njeki and don't return the
sound
Give me you give me or I call
the Italians

The song is about girls who were refusing to get into relationship with boys. The

boys then planned how they could embarrass them and so they killed an antelope

for them. When the girls finally ate the meat, the boys laughed at them because

they had succeeded in embarrassing them for refusing to accept their proposals.

The boys really boasted because they had finally done it. The moral behind the

story is revenge. The performer is trying to bring out the fact that some people

like to revenge because something was done to them. He discourages members of

the community from revenging. Through this song, the artist is able to express the
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community sentiments. In this song, the singer is expressing the fact that revenge

is not good. One should not hit back at another simply because the person did

something unpleasant to them.

The performer used stylistic devices which are characteristic of Agikiiyi: music in

order to pass his message. He used repetition for emphasis when he says Njeki no

njeki wakwa Miithoni emphasizing that Miithoni belong to him. He also used

hyperbole to show how the boys laughed at the girls after they ate the antelope

meat without knowing. He says giitheka igeturiirira meaning laughing until one

falls down. Sarcasm was also used where some of the expressions in the song

mean the opposite of what the performer is saying with an intention to mock. An

example of this as identified in the song is cihiiri no ciatiiriio mbaii meaning it

is possible to get wood for building from calabash material.
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Song 6:Luba (Rumba)
1 Giiki: ndiiikaga ni

Giiciara
giitianite njiike
Guku ndiiikaga
nigiiciara
giitiimite njuke
Ngiiciinithia rumba mwana aciarwo
Aciinithagio iri irigii
Ngiiciinithia rumba mwana aciarwo
Aciinithagio iringii

.... Here I don't come
it isgiving birth

which hasmade me come
Here I don't come
it is givingbirth
which has made me come
Give Rumba child
is given banana
Give Rumba child
is given banana
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2. Githambio
ni kiumio na nja
Kang'ei na nyakinyua
Inyue, yanyua ya nyotoka yuge
ngemi Ngemi irathime Mwana
Yarathima mwana.mwana
onge na makai meri

3. Akorwo mwana ucio ni kahii Kuguo
ngemi ithano
Ngemi cia kuonania
muthamaki riu ni miiciare
Na akorwo mwana iicio ni kairitu Ngemi
inya niikuguo
Uguo nikuonania ngatha ya miindii miika
Ninjiare

4. Ngiiriikinyia hau king 'ori
mwana wa Miithoni
Ndige nyakinyua na kang 'ei
makinyua githambio
Mwenda kiiina ndumo
kana gitiro ni w'ira wanyu
Tondu ithui ariime
tiaimatanagia na Githambio

5. Koruo ni gitumbi ni ingikunda
riimwenyine thenge
ndaga kiiina thenge
nyine ng'ombeciakwa iria ndinacio
noriu kimanindainuka

Itatuite mandarua
tiguo na wega Ngai enda
tukonana ringi

....Fermented porridge
to be taken outside
Kang'eiand Nyakinyua
Drink yours to satisfaction
then ululate to bless the child
After blessing the child, child
sucks with two chicks

... .Ifthe child is a baby boy
ululate five times
Ululation to show
a leader has been born.

If the child is a baby girl
ululate four times
To indicate that a prominent
woman is born

... .1 will reach it there kTng'ori
son of Miithoni
I leave nyakinyua and kangei .
drinking fermented porridge
If you want to danceNdumo
or gitiro is work of yours
Because us men are not
moved by fermented porridge

..... If it is beer I would drink
one and sing cows
If I don't sing goats
I sing cows which I have
Now kimani I have left
Before I am fully drunk
beleft well if God wishes
we shall meet again

The song is about women who went to visit parents of new-born babies. They

never wanted a man in their midst and if any went near, they would embarrass

them by asking whether he' was present when the woman was giving birth. The

singer says that such occasions should only be attended by women whose children
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are teenagers or adults. The ceremonies are meant to bless the new-born babies.

For tiihii (baby boys) the Agikiiyii ululate 5 times to signifying that miithamaki (a

king) has been born. For tiiiritu (baby girls), they ululate four times to signify that

miitumia ngatha (a noble woman) has been born. They sing gitiiro or ndumo to

celebrate the birth of a new baby.

The song brings out the importance placed on the birth of a child among the

Agikiiyii. They placed a lot of importance 01) the birth of a baby boy in the family

more than that of a baby girl. It was believed that the boy would be the one who

carries on the family name after the death' of his parents. The boy would also be

the one to inherit his parents' property and not the girl. The singer says Giikii

ndiiikaga nii giiciara giitiimite njiike. This means that the reason for visiting the

said homestead is because a child has been born. He has visited the family to

celebrate the birth of a new baby. The performer used repetition to pass the

message where he says Giiki; ndiiikaga ..... Giiki: ndiiikaga ni giiciara giitiimite

njiike to emphasize the reason why he had visited the said homestead. He, also

used a tongue twister thereby creating humour in the song and also espousing

command of the Agikiiyi; language in this example Nyakinyua inyue yanyua

yanyotoka meaning let the women drink githambio (the traditional fermented

porridge) until they quench their thirst.
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Song 7- Machi Korathi (March Chorus)
1; Arata akwa nil nindoka .

Na ndoka na ngeithi cia
thayii

Ndoka ndina thayii miiingi
Nil ndiri uthu na
Mundu

. ... Friends I have come
I come with greetings of
peace
I come with a lot of peace
Me I don't have grudge with
anybody

.-2. Uyil '11guo utamaduni
.. Nil ndatigiirwo ni aciari

-.' ,
'Na wahenga walinena mwacha

.... This is our culture
I was left by parents

And the old said leaving
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mila ni mtumwa cultureis slavery

3. Cia thenge cieriruo
ni hia
Nacio cia andii ni ruthiomi
Arata ni ndamiigeithia
Nainyui miingeithirie aciari

.... For he-goat it was said they
are horns
For people they are sayings
Friends I have greeted you

and you greet for me parents

4. 0 miindii na miiini wake twambiririe
utamaduni
No ria utari no miimiiinia
Ni athiririke ari wiki

.... Each with a companion his
we start culture
Whoever doesn't have
a partner can dance alone

5. Andii a Nairobi iikai
tiline undiiire
Andii a Mombasa iikai
tiline iindiiire
Andii a Naikuru tiiine
iindiiire
Andii a Nyahururu tidne
iindiiire
Andii a gwitu Nyiri. iikai tiline
iindiiire
Andii a Miirang 'a tiiine
iindiiire

.... People of Nairobi come
we sing our culture
People of Mombasa come we
sing our culture
People ofNakuru we sing our
culture
People ofNyahururu we sing
Our culture
People ofNyeri come we sing
our culture
People ofMurang'a we sing
Our culture

The song is about the Agikiiyi; culture and the importance of peace among the

members of the community. The singer insists that a people's culture is very

important since it enables a person to follow the footsteps of their forefathers. He

therefore urges the people of his community to familiarize themselves with their

culture and he also asks them to live in peace with each other. He says that there

is a saying in his community that cia thenge cierirwo ni hia nacio cia andii ni

riithiomi meaning that people are recognised by their culture and language and so

each member should be proud of that.
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The artist uses repetition in the song such as ni ndoka .....nindoka. He also makes

use of words which are not Agikuyu to make the song more interesting when he

says wahenga walinena mwacha mila nimtumwa. This means that a person who

abandons his culture becomes slave of another. This song is highlighting the

traditions and customs of the AgTkuyii.

Acee/.

Nd3iga

Accordion

III II I:
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Song 8- Mwomboko (eruption)
1. Waigua kiarira iiguo .

kiratangathira njorua cia'
mwomboko
omiindii eharirie Kuri
macindano me guku
Miiini namba lmwe
akaheo thenge na
miihiki akaheo
mwati
Uguo ni kiionania miinyaka
iahiaga na mwene

2. Miiini namba igiri akaheo
githii
Nake miihiki akaheo
kiondo
Oguo ni kuonania njamba
itiganainie mirera

3. Miiini namba ithatu akaheo
njiigw 'a
Nake miihiki akaheo
gicango
Oguo ni kuonania njata ndiiganaine

, na mweri

4. Muoka
ni mukona
(nii) Kimono wa Mwai
Njikirite thiimbi ya ngiiyo
o nawe ndakiiria iigoka
iigerie miinyaka waku miinyaka waku
Mwoka ni mukona
Kimano wa Mwai

5. Akigucia kinanda
Ntrio. miigetikia
Kimamowa Mwai
Agucagia kinanda rendi
igakengeta ta nganga

, Nayo mihiini ikingaga
gukinga
l~{lkjnga ta •

...;....

. ... When you hear it cry it is
broad casting to experts of
mwomboko

everybody get ready there is
competition
Singer number one will be
given a he-goat
and the bride will be given
a she-goat

That is to reflect good luck
goes with the owner

.... Singer number two will
get a gown
And the bride will get a
basket

That is to show that heroes
are not the same

.... Singer number three
will get a traditional stool
And the bride will get
Gicango
That is to show a star is not
like the moon

.... When you come
you will see
(me) Klrnamoson ofMwai
wearing a gown of baboon
Even you I ask you to come
and try luck yours
When you come you will see
KTmamo of Mwai

.... Pulling the accordion
that is when you believe
KTmamo of Mwai
Pulls the accordion girls
scream like sparrow

And hooligans becomes
dormant
They become dormant like
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hiini irikite ni ndutu matende

6. Nayo mihiini ikingaga
giiktngakinga tao
niirikite ni ndutu matende
tr korwo Wangechi wa maitii na
warigwo niiiguo kamathe
Na Kimita witii no hindi wangirrwo
ta riimwerwa ngima ni gwika
Speech: kai wahitia gwitii

hooligans eaten by jiggers

.... And the hooligans become
dormant like they
have been eaten by jiggers
Wangechi of my mother and if
you are defeated go and work
And Kirniti of ours now you
enter like one of us is to do
Speech: kai wahitia gwitii

The song was meant for competition where winners would get different prices and

as the competition went on, the audience got entertained. This was meant to be a

competition between dancers who were good at dancing mwomboko dance. Since

the dancers perform in pairs, the singer announces that the pair that will become

number one will be given thenge (a he-goat) which will be for the man and mwati

(a she-goat for the lady). The pair that becomes number two will get githii (a

gown) for the man and kiondo (a basket) for the lady in order to show that heroes

are not the same when it comes to strength. The pair that becomes number three

will get njiingw 'a (a traditional stool) for the man and a Gicango (mat) for the

lady. He says that this will signify that a star is not like the moon and so what

they get is what they deserve. The artist announces that he will also be there for

the competition playing his accordion and encourages other people to join in and

try their-luck. 'He praises himself saying that when he plays the accordion, girls

stand in owe and men are amazed at his prowess. This kind of activity enhanced

social :cohesion among members of the community. Members get to know one

another's strength and weakness and also establish friendship which strengthens

. .
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the social bonds. Members are also entertained as the musical performance is

going on. This performance plays the role of providing an opportunity to all

members to participate.

The performer used personification by attributing human qualities to accordion.

He says waigwa kiarira iiguo kiratangatha njorua cia mwomboko. That is, when

you hear the accordion cry, it is announcing that the experts of mwomboko are

here. The use of wise sayings such as miinyaka Iithiaga na mwene meaning that

one's luck will never go to someone else. The Agikiiyi: use wise sayings to

educate their members. To exaggerate how the player is perfect in playing his

instrument, the performer says Agucagia kinanda rendi igakengeta fa nganga

(when he plays, the instrument girls scream and shout with excitement and

appreciation like sparrows). Again, he uses simile where he compares two

different things when he says nayo mihuni ikingaga ta irikite ni ndutu matende

(the men pose like those eaten by jiggers on the feet).

Ndaiga

Accordion

Karing'aring'a
,Clappers
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Song 9- Matore (Prayer)
1. Kiroko tene nii ndokira

Ninjokagiria Ngai ngatho
Nii ndona ruoro riitemete
Ngamenya Ngai no anyendete

2 .. Kinanda g'ik'i kia miigeto nikio
._kiandikitwo baibiiini
Nikio kiainaga
na Daudi riria
ainagira Ngai wake

3.-- Mbere ya kiiria kana kiinyua
Ninjokagiria Ngai ngatho

_. Tondu ni njiii niwe mwene
Hinya wothe iiri mwiri wakwa

.... Early morning me I wake up
I give God thanks
I when see dusk
I realize that God loves me

.... The pulling instrument is
the one written in the bible
It is the one that was singing

with David when he was
singing to His God

.... Before eating or drinking
I give thanks to God
Because I know he is the owner
of all strength in my body
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4. Nainyui kiria nii ngiimiihoya
Notuikarage twendaine
Tondii maithe ma maithe maitu
Matiiire mahunjagia wendo

5.. Ithuothe ni tugei
thai Thathaiya Ngai thai Ngai
wakirinyaga
Wakirimbiriiirii na kianjahi
Thaithaiya Ngai Baba

6. UgTthiTiithii riigendo rwega
Nandiikahingirwo njiraini
Thii na wangai na wanyeki na
Githuku. Nio ngo yaku

.... And you, what I would request is
We love one another
Because fathers of fathers ours
kept preaching love

....AII of us let us say
thai praise praise God

ofMt Kenya
of kiambiridrii and kianjahi
Praise God the father

.... When you go, go journey good
and you not be closed way
Go with wangai, wanyeki and
Githuku. They are shield of yours

The song is a prayer of thanksgiving where the singer is saying that he gives

praise to Ngai (God) every morning. He acknowledges that it is by the power of

God that he is alive. In the prayer, he aurges his clansmen to live in peace with

one another like their forefathers did. He encourages members of the community

to honour their God at all times. He says that the Agikiiyi; believed that God lived

on top of Mt Kirinyaga (Mt Kenya) and that as a member of community went on a

journey, God would send Wangai, Wanyeki and Githuku (some kind of angels)

to accompany them and give them protection. He says that the instrument

(accordion) he is using to praise God is the same one that was used by musicians

like David who are recorded in the Bible. This could signify that the God whom

David worshipped is the same one who the Agikiiyi: worship.
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Song 10 - Ni ndaingira ( I have entered)

1. ii no hindi ndaingira nii .... ii it is now that i have entered

mwangi Mwangi

mwanjirire ngoka jiima ninengerwo You told me to come on Saturday

narua Let me be given

Ninengerwo narua kiria Let me be given what

miinjigiire you have kept for me

Ndimiituire giathi kia riiciii I have an appointment for tomorrow

Mwanjirire ndoka You told me when I come my

Mini ciakwa friends

Ngathinjirwo ngiikii yajogoo I will be slaughtered for a cock

Nithinjirwo narwa nii mwangi Slaughter for me quickly IMwangi

Ndingitiira giathi kia I cannot miss the appointment of

Joithi Joyce

Wangeci anjitite Wangeci when she has called me

2. Nguoneire riigongo .... I saw you from the other side of the

rendi yakwa ridge lady of mine

Ungiikiiriika Handa As you were coming down
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cia nda ....What ate you young men of my

stomach

You slept on your stomach in the

kitchen

You are going on the head crawling

rolling like disabled

I have told you many times that

when you drink don't show God

your stomach.

Be remembering when you are

nongiiione

Rendi iiri wa ndiinyii na nii ndi wa

thoko

Giuiri utendagia matumbi

Hau ngiihutiirie rendi yakwa

Ukiiigwa Kieha na maithori

Nitiirikanire rendi yakwa

Ndahitia kiigwa nja

ngagwa kihingoini na mwiri

3. Muriirwo ni irikii hiini

yakwa

Miikomire na nda

rikoini

Miirathii na mitwe miigakuriiriika

Miikagaragara ta cionje

Ndimwirite kaingi hiini cia nda

yakwa mwanyua miitikonie

Ngai nda

Miiririkanage riria

miirakena riria miiratheka

Kiiri mararira ni thina

4. Miihiki nyakairii niaraitire mwana.

Arauga ndari nyondo cia

Kwongwo

Korwo arari miigi miihiki nyakairii

Angiramiiheire mwitha

l1Iango 'mbe

I was seeing you.

Lady you are of soko and I am of

market

None of us does not sell eggs

There I have touched you my lady

You will feel sorrow and tears

Let us agree my lady

If! miss to fall in the compound

I will fall at the gate with my body

enjoying when you are laughing

There are some who are crying
because of Poverty

.... Lady Nyakairu struggled child

she said she does not have breasts

for suckling

If she was bright lady Nyakairu

She would have given the child

milk of cow
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Kirimii ni Kiiiru kierwo

tema irigii kigiraga ithanwa na

bdnga

Kierwo haicha mull gikahaicha no

iratii

5. Ndimwirite kaingi

hiini ciakwa

Miiigwa kuhiriria miindii

ti waru

Ningi ndari miigua

ta njege

Riu no kwaheri hiini ciakwa

Miikiinira rendi yakwa miimenyage

mikebe ni miingi kiiri ikombe

Na miigiinda miikiirii iiri iimatho

A foolish person is bad when he is

told to cut banana he goes for an

axe and panga.

When told to climb a tree he climbs

with shoes

.... I have told you many times

my young men

Thorn come here a person is

not potato

again he does not have thorns

like porcupine

Now its bye my young men

As you sing for my lady know

That tins are more than cups

And an old garden has harvest

A man had been invited by his friends to their home and had promised to

slaughter a cock for him. When he arrived, he indicated that he was in a hurry

because he had an appointment with his lover called Joyce Wangeci and so in the

song, he is asking them to slaughter the cock quickly.

In the song, the artist flatters his lover by telling her how he saw her from far as

she ca~e towards him. He tells her that they blend well with each other. He is

wooing her for friendship and is hoping to win her love. The song also warns the

young men who drink beer until they have no control over themselves. He tells

them that they should not be ungrateful to God. They should remember that as
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they drink and enjoy themselves, there are others who are languishing in poverty.

He also talks about a girl called Nyakairii who killed a child just because she did

not want the baby to suckle her breasts and adds that this is a foolish girl. He

warns the young people and especially girls against engaging in sex since this can

lead to pregnancy. He says that when girls get pregnant, they either abort or kill

the babies because they are not willing to take responsibility of the child. He is

addressing social concerns by pointing out how the young people do things

without considering the consequences. He is warning the members of the

community and more so the young people against unacceptable behaviour such as

alcoholism, sex before marriage and abortion.

Song 11 - GIld kiriro (this cry)

I. Gzkz kiriro na maithori mwana

urz na ithe akiria thina

Noria wakuithirie ithe tene

ariagira metha

Kahora muno Mwangi ngiiria

gzkuyu kiaugire atia

2. Giki'kiriro miirarira

Niiindii wa gikui; kia

mwana iimwe

Gwitii giikuite ngiri

ikiani na ndingitua tondii

Kahora miino Mwangi ngiiria

....This cry and tears a child

with father eating poverty

And the one whose father died a

long time eating from the table

Slowly very Mwangi I ask Glkiiyii

said what

....This cry you are crying

Because of the death of

one child

At our place they have died ten

thousand and I don't care

slow very Mwangi I ask
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3.

Gikiiyii kiaugire atia

Tondu miikwiita

mihiini

Namba cia hiini

miiciiii atia

Miitiii] iihiini

ni githomo

Kwa marara no mieri itatii

Kwa hiini no

mieri kenda

Kahora miino Mwangi

4. Miiiritu ni tiirikanire

Tha miigwanja itanagonga

Ndaria kirimii na nyama ngerima

na njohi

Kahora miino Mwangi

Ngiiria Gikiiyi; kioigire alia

5. Ngiigeria cumbi riitikwenja

Ndageria igata riitikwenja

Kai rwenjaga na miindii ungl

riria ndi thabari

Kahora miino nlguo rwenje

6. Ngiiciara mwana

agakiihana

Na ndaciara iingi'

Agakiihana

Gikiiyil said what

.... Because you are calling yourself

youths

The numbers for don't care youths

how do you know them

don't you know don't care attitudes

is education

At marara its only three months

At the don't cares is only nine

months

Slow very Mwangi

...'. Lady let us agree

One o'clock before

After I eat the cream and meat and

beer

Slow very Mwangi

I ask Gikfiyf said what

.... I try salt it is not working

I try igata it is not working

Does it shave with somebody else

when I am on a journey

slow very so that it can shave

.... I gave birth to a child and it looked

like you

And when I give birth to another one

he looks like you

207



Kai iinjokaga na miicii riria do you enter my house

ndi thabari when am on a journey

Kahora miino wakini uyu Slow very friend this

7. Bomu irarekirio moyale .... A bomb was dropped at Moyale

Hutitie mwana wa itariani I touched a child of Italian

Na nit ngiuga ndingimiirekia And I said I will not let loose

Ndi wa kwa mbirarii I am of the forces

Tiririria ndirenda giahaka Hold it I am not joking

8. Ndariire ngiikii itari .... I ate chicken without being

mbute removed feathers

Handii wabandii ariigamite At place where officer was standing

Ngirira na nginyiiriiriikia T cried and tears dri pped

Ngirira muoyo-ini ngimenya As I cried in my heart I knew

mehia nimo thina sin was the problem

9. Maitii withambe tiigeithanie .... 'Mother bath we greet each other

Ngeithi ciugaga ndi mwega Greetings say am fine

Ugakomera riko cokia You sleep in the kitchen return

githiiri mata maitii saliva on the chest mother

10. Miindii iiria iingiigua iiru ni nii .... The one will feel bad because of me

Niarute maitho ekire Let him remove eyes and put

Mondo them in the pocket

Wona ndarikia kiihitiikia acokie After I pass let him return . ,
maitho make his eyes

Mwangi nii thii na thayii Mwangi me go in peace
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11. Ndathire giicera miigiinda

Ngiona kairitu ka nyondo inya

Ndendire kiirara githaka

Njiii ni miilaika

Kahora muno Mwangi

Ndutige kura ni muiritu

.... I went strolling in the garden

I saw a girl with four breasts

I almost slept in the bush

I thought it was an angel

Slow very Mwangi

Don't run away it is a girl

The artist is expressing his concern about the fact that a child with both parents is

having problems and yet a child from. a.single parent is well taken care of. He

draws the attention of the AgTkuyu to the social responsibility that parents have as

far as taking care of their children is concerned. He points out the fact that men

leave the responsibility of taking care of the children to the women. They display

"don't care" attitudes but he warns them that it will not be for long. The song is

also pointing out the issue of unfaithfulness among married couples. A man is

wondering whether somebody else sleeps with his wife when he is not at home.

He observes that his wife gives birth to children who resemble the suspected

adulterer. He confesses that he is also not faithful to his wife and gives the

example of how he touched an Italian lady while working in the forces and was

really punished for it. He is an arrogant man who does not care about what other

people say about him and he is only interested in women. This song is meant to

bring the married couples to the attention that infidelity is not acceptable among

the members of the community.
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Song 12 - Nyeki ndirimaga (Grass does not cultivate)

1. Nyeki ndirimaga rika riakwa .... Grass does not cultivate my age

Muigwe na ndirimagirwo ni miindii mate and nobody cultivate it

No iitukii yonaga ta tochi But at night it sees like a torch

marimii Ikiombora mitambo giants uprooting rails

2. Ndathire notukii ngicoka

notukii ta mbono

yendetie kabuti

Gztoi ni kiiiru

kiraragia miindii njira-ini

Maririi ikiombora mitambo

.... I went at night and came back at

night like mbono

that had sold a coat.

A greedy one is bad it makes

one sleep onthe way

Pretty ones uprooting rails

3. Miithuri wa itiira iikiinjita

maraya.

Niiigiicaria wakii

tiimuone

Wanjagira thoni

Naniindiri thoni

Njira tiicemanie kiharo

Maririi ikiombora mitambo

.... Man of the village you call me a

prostitute

You will give birth to yours we

see him

If you do have shame on me

even me I haveno shame

Tell me we meet in the field

Pretty ones uprooting rails

4. Twaigwo riigongo reke

ndimwire

-Twacokire kianda kiiridna

Miiikiiriiki kianda niatige egaira

milrii wa ithe

Maririi ikiombora mitambo

....When we were dropped down let

me tell you.

We went down to dance

The one going do let him give

instructions' to his brother

Pretty ones uprooting rails
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5 Miikauma na nyondo .... You will come out with hammer

rika riakwa myagemate

Nanii ngauma na kiigucia And me I will come pulling the

kinanda accordion.

Ndiri iindii ngauga kana njitikire I will not say anything or agree

Itathirite miigwanja Before seven months

6 Wona ndathii kianda .... When I go do I will

ngiithie nyuniriire njikiiriike kiiu go bendingI go do

ndiriiine and dance

Nguriiriike njoke I will walk on the head

ngaragare then Icraw them roll

7 Niimiriria riiru mwana wa hakuhi .... Give me this child of near

Nanii ngiirumiririe kinanda And me I give you accordion

Ndiri iindii ngiikiuga kana njitikire J will not say anything or agree

Miaka itathirite miigwanja Before seven years

A man is complaining that he has been called a prostitute by his fellow villagers.

He reminds the villager that he might bare a child who might also become a

prostitute. He warns the villager that if he continues to disrespect him, he will also

not respect him. He emphasises the importance of respect among members of the

community. He says that a musician can very easily be called a prostitute because

when one gets involved in dancing, the likelihood is that he will not come back

home. When dancing is taking place, the artist will be playing the accordion and
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showing off his prowess on it and so he gets too engrossed in music to an extent

that he can very easily get lost out there.

Song 13 - Mwomboko ti hinya ( Mwomboko is not difficult)

I. Mwomboko ti hinya .... Mwomboko is not difficult

mwomboko ti hinya no meri na Mwomboko isnot difficult it is

kuuna x2 only two steps and bending x2

Hi Wairimii rendi Wanjikii Hey Wairirnii lady Wanjikii lady

rendi Wambiii rendi gacungwa Wambiii lady an orange

2. Niwe nanii haithuru ndiri na

iindii menja

Generari ngiiria giitiiire atia

uri Mwega

Hai wairimu rendi wanjiku

rendi wambui gacungwa

3. Niwe nanii ndiiragiithaithira

maiindu no meri

Mwomboko ti hinya no

makinya meri na kuna

4. Ngingo yakirirwo ndikiraga

miitwe

No miirimii uyu wa miikingo

Ndiiiii miithamaki

na ndiii gitonga

kana miithini

Hai ni iimagia miiti mathangii

.... It is you and me okay I don't have

anything major

General Iask how it is

are you fine

Hey.Wairimii lady Wanjikii lady

Wambiii ladyan orange

.... It is you, and me I am pleading

two things

Mwomboko is not difficult it is only

two steps and bending

.... The neck was said it goes not go past

. the head

But this disease of Aids

Does not know a king and

does not know the rich

or the poor

Hay, it makes the tree leaves dry
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Na honge miri na gitina

miirata

And the branches, roots and the bottom

Friend

5 Ndonire rendi Imwe itunguhite .... I saw one lady who was fat

ta nduriime iri gicegi; Like a fattened ram in the shed

Ngimenya na ngoro ndiiriime I knew in my heart a ram I will feed

ngatuira ndaracia after I paybride price

Thinjagira nyiimba I slaughter in the house

Hai ngigathimaga maguuta Hey and squeeze fat out of it

6 Mwomboko ti rwimbo, .... Mwomboko is not a song,

Mwomboko ti ndaci Mwomboko is not a dance

Tiimwana twa boti young men of fourty

mwaigua atia what have you heard

Hai ndaciarirwo bote Hey I was born in forty I got

ngirua bote ngihika bote circumcisedfourty i married forty

ngiciara na bote i gave birth withfourty.

7 Njogu niragiiire riii rwa .... An elephant fell in river

Chania Chania

ikiuma kidna As it came from singing

rwimbo miirang 'a ii song Miirang' a 11

kwa ndaiga at Ndaiga's

Hai iroigaga wui miitindu Hey, it was say woi remove

Miaindute riii ndigaakue Remove me from the river I don't die

The song brings out the fact that Mwomboko is not difficult to dance, it is only

two steps and bending. In the song, young ladies are being shown how to dance
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mwomboko. Wairimii, Wambiii, Wanj ikii who are being referred to as gacung'wa

meaning "young beautiful girls", are being shown how to dance and the men

showing them are competing with each other in teaching the ladies how to dance

mwomboko. The song brings out the issue of the way men compete against each

other in order to win women. They are always ready to do anything for the

'gacungwa'. One man is pleading with a girl to accept his proposal of friendship.

He brings out the fact that many times men go for girls because of their beauty

and not character. He warns that when this happens, the men end up contracting

HIV /AIDS. When they contract it, it leaves them drained of all their resources and

leaves them for dead. He adds that H I V /AIDS affects all whether rich or poor. He

says that he saw a lady who was looking very healthy but he was careful not to

involve himself with any girl until he got married since that is the only way he

would be sure that he is safe from the disease. He tells the young men that he saw

a man who had been infected by the disease desperately looking for a way to get

cured but it was too late. He gives a comparison of an elephant which had fallen

into the river crying out for help with a promiscuous person. This person only

realizes his mistakes when he is already in trouble.

Song 14 - Baba (Father)

1. Indirerire baba angiiranire

itanathii Miirang'a

kwiyananga

Thogora uteri na githimi nguona

.... .1 told my father to marry for me

before i goto Miiranga to destroy

myself

Price without measure I see like
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na ngiihenio

2. Haiya Wambari irigithathi

riakwa ria mbere kwamwana

Miiriii ndi miigendi na

thinacara ltanakinya

twigaire kiama

3. Twahunyiikite ta andii

moima ithinga

Tiikiuma ndaci Miiranga

twina ndaiga

Tiigikinya kangema twanogete

ta huko

4 Nguku twariire kwa Nyambura ii

Ndiari ngiiki; yari mbiiri

Ngiiki; twaitaga na

micakwe iremete riihiii

5 Haiya ngwira kiama angiiranire

Itanathii nyiri kwiyananga

Thogora iitari na githimi

nguona ta ngiihenio

Wui niatia Wanjau miirii wa

wanjiru iikuga atia

6 Wui kihii gTkurii nota ithe

Ndonire Wanjau macemete

gacungwa mena ithe

iikuru nota kigaragaro

I am going to lied to

.... Haiya Wambari first born

of mineyoung man

.young man am a traveller

and six 0' clock before it reaches

we share in the council

.... We had dust like people coming

from plastering

Coming from dancing at Milranga

with ndaiga

Arriving at Kengema we were tired

like mowls

.... The hen we ate at Nyambura ii

.It was not chicken it was goat

Chicken we were struggling with

maize combs it had refused a panga

.... I will ask Kiama to get married for me

Before I go to Nyeri to destroy myself

A price without measure I see like am

going tobe cheated

Wiii how are you Wanjau son of

Wanjiru what do you say

.... Wiii a grown boy is like his father

.·r saw Wanjau running after an

"Orange" withhis father

old age is like rolling

215



This is a young man asking his father to help him get married before he indulges

in promiscuity in Murang'a where he lives. He is aware that if he is lured into

promiscuity, he might end up paying a heavy price for it. The song is bringing out

the fact that life in town for a young man who is not married is dangerous since he

can. very easily be spoiled by the town ·girls. The song is warning young men

against loose morals because they can very easily lead them to engaging into

reckless sex encounters which would lead to HIV/AIDs. His father on the other

hand is willing to support him. The town women give the young men good things

to lure them into relationships. In this case, a big chicken was prepared for the

young man by two women. The song likens the chicken given to the young man

by these two women with a big goat. They get out of their way to make the young

men happy and to confuse them. A big chicken that was the size of a goat

signifies their perceived generosity.

They are very generous to men but the artist warns the young men not to be

enticed by these women like their fathers are. So the artist warns the young men

not to do like their fathers do. He tells them not to keep running after the young

beautiful girls' since they will end up falling in their trap.

Song 15 - Kumaka kwa mwanake ( fear of young man)

1. I mihiini ngwenda miithikiririe .... Hey boisterous young men Iwant you

ndina kaiindu to listen I have something

ngwenda kuuga I want to say

Nyonete undu wa kugegania I have seen something stunning
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itari ndona ringi

Na mumenye ni wa kugegania

baba anjitite thaa kenda

Akanjira kimwana hingiira

tutukanie wendo

2. Kinandagiakwa ni ngukwendia

Unduite mwana wa

miithini

Koruo iinduite wa gitonga

ndiagire metha

Miiiritu ni woiga iimene

Ngimenuo ni andu ni

giithina

Nake muhiki no kiriro

mwanjika Atia

Njiikite ndi wa icati rimwe

itina nota wonje

3. Ngiihoya Ngai anjitikirie maitii

ndagakue itari na indo

Ngamiithika na miitharaba na

indo ta cia eomba

Kibindo giakwa nyegenyuka

ndikuona ngiroruo manyira

.Kibindo ndiaguriire nyama baba ti

gitonga

that I have notseen other time

And know it is stunning my father

woke me up at 3.00

And told me young man open we mix

love

.. :.. My accordion I will sell you

You have made me a child of a

poor person

If you had made me of a rich man

I be eating from the table

young you have said you hate me

when people hate me because I am

poor

And the girl just crying

what have you done tome

I have come a person ~f one shirt

.. poverty islike disability

.... I pray God not to allow my mother

not to die beforeI have wealth

I will bury her with a cross and

thing like of Europeans

My sword move i have seen myself

being sneared at

Sword I did not buy for meat, my

father is not rich
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4 Miika ilyil wakwa angigathiika

Ndikooria miindii ngoria baba

n'iwe wangiiriire thekeni ngari

igiiita iiiro

Kuuma giiciarwo na kiiigana ndiri

ndariria miika wene

No iiyu woiga ni athira

Thoni ningucina wanga

No iiyu woiga ni athira

thoni

Ni ngiimuora ruoro

5 Ndonire thina mucii miirang 'a

Njagite miindu wa Kiindeithia

Tiga Kinyanjui mum wa Mwangi

wanjlrire tonya

Akinjira kingori niatia woniio ta

iimakite

Ngimwira ndina thina muno

ndiri na mundwari

Nake akinjira ndiikamake

tuonanire nawe

6 Ndakigucirie milch gwitii miing'ei

iikiragatha maito

Mbia ciatumitie ciiimbane

Ciathekeire thiina

Rukungft riinene rwonirwo

rwatubia tiiria tunini

.... My wife this if she ever got spoilt

I will ask my father

who bought mesecond had car that

pours oil

From birth to maturity I have never

talked to somebody's wife

But this one says she has finished

shame I will burn starch

But this one says she has finished

shame

I will brand her a mark

.... I saw poverty athome Muranga

I missed somebody to help me

Only Kinyanjui son ofMwangi

told me to enter

He told me Kingori why do you look

like you are worried

.. I told him 1have a problem I don't

have somebody to take me

He told me not to worry as long as

we have met

.... I pulled it at home the young ladies

twitched their eyes dry

Rats were quiet ready to woe

they laughed for poverty

A big cloud of dust was seen which

draw thesmall ones
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Tiikira mbia iria ciathekaga biiana

mbaka nioka

7 Rendi ciaikaraga ta

ciihiiriirwo

Miirii wa Wanjiru ninii kingori

ndagucagia kinanda

Ndahanaga ta miibia akibatithia

rendi

NT nii mumo ugaga miibia

abatithagia wiririte

They told the rats who were laughing

the cat has come

.... Ladies sat like they had been served

food

Son ofWanjiru I Kigori

was pulling theaccordion

I was like a priest baptizing

ladies

And you know young say that a priest

baptizes the one who has repented

A young man is telling his agemate what has befallen him. He says that a man

who is the age of his father knocked at his house at 3.00 am and wanted to get in

and sleep with his wife. He says that he is a poor man and adds that what has

made him poor is his accordion which does not give him enough money. He

believes that if he was rich, he WOLI Id not have been rejected by a girl he had

approached for friendship. He brings out the fact that more often than not girls

marry men because of what they have. If you are poor, they reject you since they

first look at what you have in terms of wealth. He points out that the only reason

why he is being rejected is because he is poor. He says that he really would not

like his mother to die before he gets rich because he would love to accord her a

decent burial like the rich do ngamiahika na miitharaba na indo cia comba (I will

burry her in civilised manner).
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He complains that the wife he has is not his choice and that if his wife will ever

become wayward, he will blame his father since he is the one who made him

marry her. He complains that his wife is shameless. She is promiscuous even

though he has been faithful to her by not sleeping with somebody's wife. He

warns the adulterous wives against this vice. He gives his experience about how

he sees women behaving whenever they go to see him playing the accordion.

They treat him like a priest who is baptizing people who are willing. They are

usually quiet and attentive in admiration and recognition of his competence in

playing the accordion.

Song 16 - King'ori niaingira (King'ori has entered)

1. Tondii King'ori niaingira .... Because King'ori has come let

ciana no icokio na migongo children be puton the backs

Noiiria iikiirira athaithwo And the one who will cry soothe them

akire ndina iindii ngiigweta to. stop lhave something to say

Tondii kiambiriria kiirira Because when it starts to cry

Mwena wa athuri iigwatio tawa .The side of men be lit a lamp

Tiitigatukanirio njohi na So that our brew will not be

mithaiga mixed with charms

2. Tondii ciakinya thinacara

Utatuite

miriyo ni ethiire

Tiaigirwo ici nemakiihia iri na

wzrawacio

.... Because if it reaches 6.00 o'clock

the one who hasnot picked

sweet potato vines let them go

We be left with these hard cores

they have theirown work
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3. Waigua miithiiri ciahii ciithii ....When you hear miithiiri ciahii ciithii

Niwa kang'ei akiuna ndiinyii It is for Kang'ei who is from the market

Atigire mbiiri cia miiriime She left goats of her husband

itari na mirogo without sweetpotato vines

4. Muthuri withambe ona yaitiio .... Man bath even' though it is poured

niinyui miiredwo ni It is you who are being admired

Tiirendi by the youngladies

Niiindu wa itina cia kahiia na Because of the coffee trees and the

ibuku ria bengi bank book

Na wa twendi iiti iitari miika And of 28 without a wife to

ariime mbembe eat maize

Akiriririe, He should be patient

miaka yake ni mihitiiku ya His years of talking to

kwaria na rendi a lady is gone.

S Tondu muraigwa gakiinuma .... Though you hear her insulting me

Ndakoire ndungu I picked her from the market

kagwite when she had fallen

Huhagiririe na tiinyama Resuscitating her with pieces of meat.

Ngiiriite 0 Gakindii :Vhich I bought at Gakindu

Ngiigatemania na twa nguthu I will put her down

Kegaire andii ao She leaves will to her relatives

6 Nil King 'ori tondii mwanyona .... Me King'ori even when you see me

Ndacambiiriirwo Miirang 'a I was attacked in Murang'a

Mung 'ei iiginoiiha maitho Ladies eyes became red

Rendi miigwanja ikihehana Ladies seven whispered
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igiiri; ria handii hakwa

7 Kimwana watura Nairobi

wahenererio na thikati

Rendi ni ciagayaniriio iigakora

mathuro

Kimwana iniika iikahikanie

Rangi wa mwiri iitanathiika

Rangi wa mwiri nduguragwo fa

rangi wa iratu

, -because of me

,.. Young man you have lived in Nairobi

you were cheated by skirt

Ladies were shared you will find

leftovers

.Young man go back home and marry

Before your polish gets spoilt

Polish of body is never bought like

polish of shoes

The song draws the attention of the members of the community because there is

something the singer would like to bring to their attention. He tells the story of a

woman who has abandoned her responsibility of taking care of her husband's

goats. She has abandoned her husband, left and went to the market and she always

returns home late in the evening. On other hand, the song also draws the attention

of the people on how old men are lured by young girls into love affairs. The girls

run after them because of the coffee plantations they own and also because of the

fact that they have money in their bank accounts. He is pointing out that the girls

are no longer interested in the young men since they do not have the kind of

money they are looking for. The young men of 28 years are being warned that

their time for getting a lady to marry is going fast since the young girls are going

, for-older men.

' ..
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The old man gets lured into marrying a young girl but is later heard complaining

how the girl is insulting. He says that the-girl has forgotten the state in which she

was in when he picked her. He says that she was weak and emaciated but the old

man has taken care of her until she is strong and looking beautiful. He is

determined to discipline her since she is now his wife. The song also warns young

men who have lived in Nairobi not to accept to be cheated by the girls living in

towns. He encourages them to go back home before it is too late and marry

otherwise they will find leftovers.

Song 17 - Cokia Murango (shut the door)

1. Cokia Miirango na .... Return the door and you

iihinge na iti close with seats

Cokia Miirango na Return the door and you

iihinge na iti close with seats

Kwanyu Njeri At your home Njeri

Ndukanyoonaringi you will never see me Again

Kwanyu Njeri At your home Njeri you

Ndukanyoona ringi will never see me again

2. Kiinyararithia kiiri

andii a itiira

Kiimenithania na

andii a maitii

.. Nikio ndoigire kwanyu

Ndigacoka

Nikio ndoigire kwanyu

.... You have made people in the

neighbourhood to hate me

you have caused hatred between

me and my siblings

That is why I said at your place

I will not come again

That is why I said at your place
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Ndigacoka I will not come again

3. Cokia miirango naiihinge .... Return the doors and close with

na iti kwanyu Njeri seats at your home Njeri

ndiikanyona ringi you will never see me again

4. Ukimenithania na .... you made me collide with

ciana ciitii my siblings

. Ukimenithania na ciana ciitii And you knew that is my blood

Nokimenyaga ni thakame yakwa And you knew that is my blood

5 Reke njikare itari miinyendi .... let me stay without a lover

Reke njikare itari miinyendi let me stay without a lover

Munyendi wakwa no Ngai My love is only God my

miinyiimbi creator

Munyendi wakwa no Ngai My love is only God my

miinyiimbi creator

6 Wakinya kwanyu iithii wire ... When you arrive at your home tell

. andii anyu your people

Wahika okiiria iirihika nyiri Wherever you get married Nyiri

kana mirii or Miru

Nii Mwangi ndigakiiria I Mwangi I will not ask you

kiiiria. .any question

7 We iiri irigii ritari ikiirii .... You are a banana that is not ready

Kana ichungwa ritakeerua Or an orange that will never ripen

Itunda rithi riiyure iigagatu A raw fruit that is full of sourness

8 Icembe rianakigia magecha .... Ajembe ifit becomes blunt
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Miirimi niaroruhaga mooko

Na miirimi iii ndakiunaguo

mooko

The farmer gets blisters

And a farmer who knows he is

not broken hands

In this song, the artist is singing about a 'man who is complaining bitterly about

the conduct of his wife whom he has already chased away. He says that he will

never go for her because she has embarrassed him and has also caused hatred

between him and his siblings. He says that neighbours have hated him because of

her character and behaviour. He vows that he will never go for her and complains

that his wife has disregarded the facts that his siblings are his blood brothers and

sisters. He says that he would rather stay without a lover than be with her. He

compares her with an unripe banana or an orange that will never ripen to mean

that she is of no use to him. He also says-that she is like a raw fruit that is full of

sourness. He gives the example that when a farmer uses a jembe that is blunt, he

gets blisters on his hands but a bright farmer does not accept working with such a

jembe. This is why the singer has decided he cannot continue staying with such a

womanbecause she is a pain in the neck. The song is expressing the importance

ofa woman to accept her in-laws and the people she interacts with where she is

. married because if she does not, it causes conflict between her and her husband.

Song 18 - Twagutuma ruraya (We have sent you abroad)

1. We kimwana .... You young man

twagutuma ruraya we have sent you abroad

Ugatiigirire ndingirii riiraya You get for us a degree abroad
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Ya gukuria bururi witu Kenya To grow our nation, Kenya

2. Wariganiirwo niki we kimwana? .... Why did you forget young man?

Twathii tene When we went long ago we

twathiaga giitaha went to hunt

Miindii akainiikia indo icio kiiri Somebody would take the things to

andii ao his people

3. Ukiheriererio ni miago .... When you are lured by the joys

ya riiraya of abroad

Ya miicheru ya airitu a nyakeru the white girls the white

Na ithui aitii a Kenya njerii And us our girls of Kenya new

tiikamaroria kii will take them where

Anyaikaru mena githomo na Of the black have education and

ndingirii nyingi many degrees

4. Ugicuka ndege ..... When you alighted from the plane,

twaruiingii kiwanja we were standing off the ground

Ndingirii yakii tiitianona Your degree we did not see

miirii wa Wairimii son of Wairimu

No Muiritu wa mbari ya Only the daughter of the house

nyakeru ofthe white

5 Mwanyitanite moko miiri naake .... You were holding hands with her

Mukiranaga haru haru Telling each other hello hello

ndari darling

Mbere ya aciari ndarini ni Before the parents darling

kuuga atia? means what?

226



6 Githomo ti githomo

Ungithomora mitugo

Wendo ti wendo iingicurio

.fa miriyo

iria iriyagwo ni mbiiri

mihiriga yothe

7 Ni mbicha iriku wahiiiira

mbere ya andii

Ni ya kirengo kana ni ngi 'ma

ngi'ma

Cookia kamera icio ciaku ruraya

8 Wakorwo tiguo, mbeca iria

twahothete

Ti chai wa githomo ucookie cii

na bainda

Ukagairwo miigiiiinda ni

Nyakerii

.... Education is not education

if you remove behaviour

Love is not love if it is hung

like potato vines

The one that is eaten by goats

of all types

... What picture have you taken

in front of people

Is it half or is it full

full

Return those cameras of

yours abroad

.... If that is not the case, the money we

contributed

It was. not tea of education return

it with interest

You go and inherit land from the

white

The artist is talking about a young man who was sent abroad for studies. The boy

is being reminded that he has been sent there to get a degree for his country

Kenya. He is reminded that the degree will be of benefit to his country. The song

compares his going for studies with the way a member of the community and

especially a man would go out hunting and at the end of the day, came back home

with something for his people. The young man is told not to forget that he is

going abroad to get education in order to finally use it to help his people when he
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comes back. He is warned against being lured by the lifestyle abroad and by the

white girls. He is told to remember that there are girls in Kenya who are waiting

to get married to Kenyan men.

The song narrates what happened after the young man came from abroad. His

people were waiting at the airport with. expectations but to their amazement, they

never saw the degree. They only saw him with a white girl holding hands telling

each other 'hello hello hello darling. This was to their amazement being done in

front of his parents. He reminds the young man that education is not education

without the acceptable morals. Love is not love if it is given carelessly and to

everyone because according to them, he was being careless. The song highlights

how members of his community were disappointed by this behaviour and also the

things he brought back from abroad. He is told to return the money they

contributed for him when he was proceeding abroad with interest. The song is

meant to warn the young men who proceed for further studies abroad to

remember that the country looks on them upon their return to serve the country.

Parents also expect that they will come back to the country to marry Kenyan girls.

The song suggests to young men the importance of marrying back home and that

the education they get is for the benefit of their people and their country.

Song 19 - Mami Wangari (Mother Wangari)

1. Mami Wangari mwikeneri .... Mother Wangari the happy one

ndukarire don't cry

Tondu nii ngakuuma na thoome Because I will come by the gate
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Mami Wangari iiriganirwo ni

Mathina

2. Twanyitirwo ni thigari nyingr

Cairi nyingi cioimite

na riigiiri;

Na iria nyingi ciacio ciumite

Kahuro-ini.

3. Nitwanyitirwo na tugiikagio na

nja ta mabuthu

Mami Wangari nianyitirwo nr tha

cia iiciari

Akiuria thigari kai

ciana cieka atia

Watho ni mumu umite ruraya kwa

ngatha

nyakeru

Watho ugite manyitwo na

mathamio

4. Twathiyanga ndehiigiira na thutha

Ngiona mami Wangari no ararira

Ngihoya riitha njarie nake

hanini

.Ngirwo ndingiaria nake

. ndi korokoro thi-ini

Mother Wangari you forget

problems

.... We were caught by many policemen

They were many they had come

from theWest

and many of them had come from

Kahuro-ini

.... We were arrested and were

being throw outside like prisoners

Mother Wangari was caught by

mercy of giving birth

She asked the soldiers "what have

the children done?"

Order has been released it has

come from the virtuous woman

of the white

The order says they be caught and be

Detained

.... As we went a bit I look back

I saw mother Wangari still crying

I ask for permission so that I could

talk to her for a while

I was told I cannot talk to her

I am in custody inside
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5 Twaraire theero

tiikirokio

igoti-ini

Haikoti thiini giitiari na kiiiria

Ni miaka mugwanja na ibooko

ikumi na inya

Njeera naivasha nginina

miaka itano

6 Wa gatandatii ndaniniire Kamiti

Wa miigwanja ngininira

king'ong '

Njerekeire gwitii

Miirang'a

Njera icio ciothe

ndiariyaga kindii

No maai ma cuumbi

na miiti kiraikii

7 Riigano riirii ngiikiiganira

maitii ,

Njera icio ciothe

ndiariya kindii

No maai ma cumbi

na muti kiraikii

8 Hit; ni nyamu nono

ciarie gTthugil

Ciameririe tiiri wa

biiriiri wa Kenya cikiiirira

....We slept in the cell

in the morning we were taken

to court

High court inside was no question

It was seven years and strokes

fourteen

Prison Naivasha J finish

five years

~... The six one I finished at Kamiti

The seventh one I finished at

Klng'ong:o

As a was being taken back

to our home Miirang'a

All those prisons I was

not eating anything

Only water with salt and

a stick of snuff

....This story I will narrate to you

mother

Prison all these

I was not eating anything

Only water with salt

and stick of snuff

.... Hyenas are animals but they

can speak English

They swallowed the soil of

Kenya and finished it
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Ikiuria ng'ombe ni yaii? They asked whose cow is it?

Ciathiigiinire miitwe nginya They ate from the head to

miitong'oe the tail

9 Tuoe mahindi .... We take the bornes and put

tumacokaniririe them together

Kiama kiringwo miindii igwitwo A miracle be performed

wa tiiri a person called of soil

Eting 'urie gwitu tiimwitage Be proud at ours we be calling

wa Kenya him of Kenya

Ndiigu cia ngiiiri Brothers ofthe firewood is

niguo Kinyattaaugaga what Kenyatta used to say

10 Miihuhi cora ndooke .... The cora blower should come

ahuhe na ihenya and blow quickly

Tiikioe nyiingii niguo tiigie We take the pot so that we can

na iruga have a feast

Nyakeru mooka The white when they come

makiriage twara makoiga they bite the fingers saying

Tiitigire Kenyii Kanini Kenya Give us a small piece Kenya

In this song, a son is telling his mother to take heart because he will come back

and take care of her. He narrates how he and other young men were arrested by

very.many policemen who had come from the West. He says that they were

treated like prisoners after being arrested. When his mother saw how the young

men were being treated, she was struck by sorrow and asked the soldiers what
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young men had done to deserve such harsh treatment. The soldiers said that order

has been released by the queen to arrest and detain the young men.

His mother watched in pain as the young men were being taken away. The young

man turned back and saw his mother Wangari still crying. He asked for

permission to have some time to talk to his mother but was denied. They were

taken to the cells where they spent the night and in the morning, they were taken

to court where each one of them was sentenced to seven years imprisonment and

fourteen strokes. The young man spent ~ years in Naivasha prison, the sixth in

Kamiti and the seventh in King'ong'o. He says that while in prison, he ate

literally nothing except salted water and snuff. He tells his mother that the reason

for him narrating the story is so that she may understand that hyenas are animals

but there are those who can speak English. This is meant to liken the colonialists

with the hyena. He says that the colonialists swallowed the soil of Kenya and ate

her cows from head to tail signifying how the colonialist destroyed this country.

He urges Kenyans that even though that happened, they can pick up the bones and

put them together and start afresh because a miracle has been performed and that

now they are able to rule themselves. They can now be proud of their country and

the colonialists will be amazed at the strides they have taken.

Song 20 - Kuraya ni kuru (Far is bad)

I. Kiiraya ni kuru angikorwo ni nil ....Far is bad if it is me who is

ndahuta iiguo hungry likethat
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Mnii ndahuta iiguo na cia maitii

iranungira ikiimbi

Ni nii ndahiita iiguo na

cia maitii itiri na ungi iiraria

2. Ngiikii lkuuma

ndiinyii ya miithithi ikainiika

giikuga

Nanii ndoima ndaci ndi

wa bote ngainiika kiirira

It is me hungry like that and of

my mother issmelling in the granary

It is me hungry like that and of

my mother has no one eating

.... Chicken leaving

muthaithi market and goes home

to crow

Me I come from dancing at

forty I go home to cry

3. Ngoya na miithece Iri miithece ... The one that pick with a beak

ndioyagira iria ing! does not picks for another

Nikio ndiramwira That is why I am telling you

wanyiita ndiikae kurekia when you catch do not let go

Yiimbiikaga na kiria imeretie It flys with what it swallowed

4. Ndariirwo ni ciaii ngithii .... What ate me that I went to

. kuuhwo na ngitikanira be wooed and I accepted

Nangitikanira ngiona cuuka I agreed and saw the sheet

wathimwo miikono being cut the sleeve

Ndiroi no itherii gitambaya I thought it was ajoke the cloth

giglUka kia arathi of prophets as it came

5 Maitii aranjiiririe mwana wakwa .... Mother asked me ifI have

. kai ugurukzte? Tondii woka na become mad? because you have

wagera ngero come and committed a crime

Nanii ndiramwira maitii wakwa And me I told her mother of

ndiuige kiinjiiria mine don't askme
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Ndiitige kiinjiiria Iiririi

iiri nja

ndiiri mwithemere

6 Nanii ndiraugire ngiikahikia

ona kari kanini

Na kari kanini-

thibitari ithiaga miiriiarii

7 Riika riakwa nario riroririe-

king'ori kiiri atia?

Kai iaaroona kaana gaka

karigwa na nyiingii

Nanii ndirameera

noko gakwa

Reke kagwe hayo

Wona kagwa hayo 0 hindi Io

ngagwa na mitheko

Don't ask me wonder when in

the compound

does not have a way of escape

.... And me Isaid Iwill marry her

even though she is young

Even though she is young

hospital goes asick person

.... My agemate asked

.Kingori what is it?

Can't you see this child will

fall down withthe pot

And me Itold them she is

my only one

Let her fall with it

Iwill fall down with

laughter

A young man is narrating his suffering while he has been far away from home. He

is lamenting that he is going hungry away from home and yet at home there is

plenty to be eaten and since there i no one to eat it. He says that when a cock is

brought from the market, it immediately starts to crows. Yet when he goes home

after work, he goes to cry of hunger. He compares human beings with birds when

he says that birds only pick for themselves with the beak and not for others.

Likewise he says that when one gets a catch, he should not let it go because that is

the only w1:I)'one is able to get what belongs to him. He regrets why he had to go
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far away from home but he now realizes that he has put himself in a problem.

When he finally decided to go back home at the age of forty, he took a young girl

whom he made his wife. He does not care whether she was much younger than

him. His mother was really embarrassed by this action and his age-mates also

wondered why he had decided to marry a young girl who cannot even carry water

from the river. He says that he does not care about their opinion but he will stick

to his choice and his decision to marry her.

Song 21 - Rugano rwa Agikiiyii(The story of the Agikiiyfi)

1. Rum ni riigano rwa

miithiiri wetagwo

gikiiyi: na miitiimia wake miimbi

Nao maikaraga

miikiirwe-ini wa nyagathanga

Nao maciarire airitu kenda

2. Miithiiri iicio wetagwo G1hiyu

niahikirie miitiimia mwega

Akimuciarira

airitu acio kenda

magiikara mendaine

Glkuyii niaciarire Wanjirii,

Njeri, na Wairimii

3. Miithuri iicio niendete kiirima

ona kiiriithia mbiiri nyingi

.... This is a story of a man

who was called Gikiiyii

and his wife Miimbi

And they were living at

mukurwe-ini wa nyagathanga

And they gave birth to nine girls

.... That man called Gikiiyii married

a good wife

She gave birth for him

those nine girls

they stayed loving each other

Gikiiyii gave birth to Wanjirii,

Njeri and'Wairimil

.... That man loved cultivating

and also taking care of many goats
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Atiiraga wTra wa thithino niguo

one magetha

Gikiiyiiniaciarire Nyambura,

Wangari, Wanjikii

Arata akwa nitiicokerie

G'ikiiyii ngatho tondii niekite

wega

4. Miitumia wake miimbi na

G'ikiiyii nio Kihumo giitii

Nitiikenage hingo ciothe

twamaririkana

Gikuyi: niaciarire Wanjiku,

agiciara Wambiii, Wangiii na

Waithira

Gikiiyu and Miimbi magiikira

magiikara mendanite

Naithiii nitiiikarage twendanite

micii-ini itii

He lived on work of sweat

so that he couldget harvest

Gikuyii gave birth to Nyambura

. Wangari,WanjikU

Friends of mine let us appreciate

Glkiiyti because he did good

.... Wife of his Miimbi and

Gikfiyii are originof ours

Let be happy times always when

we remember them

Gikilyii gave birth to WanjikCi

Wambiii Wangiii and

WaithTra

Glkiiyil and Miimbi lived

loving each other

And us let as live in love in

homes of ours

This is a story about the origin of the Ag'ikuyu. The artist tells of Gikiiyil and

Miimbi his wife who are believed to be the parents of all the AgTkUyft. The song

points out that the couple gave birth to nine daughters who are also believed to be

the origin of the nine clans of the AgTkuyu. Gikiiyii and Miimbi lived together in

peace and love. Gikfiyil was a farmerwho loved cultivating and herding many

goats and was a hardworking man in order to provide for his family. When he

gave birth to the nine girls, he named them Nyambura, Wangari, Wanjikfi,
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Wambiii, Wangiii, WaTthTra, WanjirCi, Njeri and Wairimii. The artist is asking the

Agikiiyi; to always appreciate GTkGyGand Miimbi as their forefathers. The song is

encouraging the members of the community to stay together in peace in their

families and as they do that, they wi \I b~ emulating their forefathers. The song

brings out the importance of a family unit among the Agikiiyi; and the fact that the

man is the provider in a family setting. It also brings out the importance offamily

members living in peace and in love with each other as Gikiiyii and his wife

Miimbi did.

Song 22 - Miithenya Urnwe (One day)

1. Miithenya iimwe ni kwaurire

mbura nene

Itura-ini rimwe mwena wa

Murang'a

Kwa Miithuuri wetagwo

ndirangii

Ni gwaciarirwo kana ga kahii

Njahi ikirio na giikiugwo

Ithano cia kahii gakirathimwo

Gakirwo konge na

makai meri

2. Nayo nyakinyua iria yakiri ho

Ikiuga kiingi: miithamaki niakinya

Giitiri miindii woT ati kahii kau

Gagakua gakiriiira tiri witii

.... One day it rain

heavy rain

In one village

in MGrang'a

In a place of a man called

Ndirangii

It was born a baby boy

Black peas were eaten and five

were saidof a boy to bless

He was told to suckle with

both cheeks

.... And the old women who were there

They said praise a king

has arrived

Nobody knew that the boy
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Kahil kau ni gakiirire na

gakigimara

Kari na iicamba na ug'l midngi

Njiigiima njega yumaga 0 ikiiriro

3. Nikwerirwo all ndegwa ikiriindwo

Ti itherii andii aitii ndiregaga

rworwo

Nianyitirwo na agiikio

njera

Emuohe moko na magiirii

Thiingii cia muonaga

ikahiiiria mitwe

Ikoiga atuirwo na

atuirwo narua

Ciamenya iiria acionetie

nganga mbute

4. Tondii wa kuga ati ni

tiikwiyatha

Nitwekirirwo watho wa wihiige

Na tondii wa Kwenda riiriri rwao

Andii makirutira kwigitira

Midhamaki niatongoririe ita ciitii

Atari na guoya na niundu iicio

nimamwendete

Mamwitaga

njamba ya ita

He will die fighting for our soil

The boy grow and

became mature

With bravery and wisdom a lot

A good club comes from the root

:...It was said that bull whenfalling

Surely it do not refuse

to be tethered

He was caught and thrown into

prison

Being tied hands and legs

Europeans when the saw shock

their heads

They said he be sentenced

and sentenced fast

When they know how he had

shown them Nganga mbute

.... Because of saying

we shall rule ourselves

We were put instruction of be alert

And because of loving their tribe

People volunteered to defend

The king led thebattalion

Without fear and because of that

they loved him

They were calling him

cock of battle
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5. Matigaga ciana

na aciari ao

Matigaga aria

mendete miccii

Riiu riitwike ta kionereria

he miindii 0 wothe

.... They were leaving children

and parents theirs

They were leaving those

they loved home

This becomes example to

every person

This is the story of a boy who was born in one ofthe villages in Murang'a. People

in that village celebrated the birth of this boy and as it is the custom of the

Agikuyii, they pronounced five ululations to bless and welcome the boy. Women

praised him and said he would eventually die fighting for his country. As the boy

grew up and matured, he became brave and had a lot of wisdom. Later in his life

as an adult, he was arrested by the Europeans and thrown into prison for saying

that his people shall rule themselves. They tied his hands and his legs and they

said that he should be imprisoned: Members of the community volunteered to

defend their country led by the said king after he came from prison. They loved

him because of his wisdom and courage so they called him the warrior of battle.

As a result, young men left their homes, parents and children in order to fight for

their country. The song points out that the freedom that is enjoyed in the country

was achieved through sacrifice and courage. The artist reminds members of the

community the importance of being patriotic and that what the said young man

did for his country should be a lesson to all.

239



Song 23 - Riria Mukunyua (when you drink)

1. Riria miikiiria na miikiinyua .... When you eat and drink

Mukiguraga matoyota And buying toyotas

Nacio nding 'uri macindici And the rich mercedeze house of

nyumba ya Miimbi Mumbi

Hiirira tindo magiirii mayo Drive the chisel these footsteps

yokire na Jomo kinyata came withJomo Kenyatta

Harambee- eeh Harambee-eeh

Harambee- eeh Harambee- eeh

Ee harambee yokire na Ee harambee came with

Jomo Kinyata Jomo Kenyatta

2. Mikawa yaari ya Nyakerii

Migiinda yaari ya Nyakerii

Miimenyage ati ni Kinyata

na miitigairi witii ti Dedani

Kimathi

Hiirira tindo, Hiirira tindo

mguru mayo mokire na Jomo

Kinyata

3. Riria kimathi witii akuire

Akiruira wiyathi witii

Ngong 'u nginya ngaribatura

Mwangi na Iriingii

Gikuyu na Miimbi Makiuga

. Hurura tindo, Hiirira tindo

maguru mayo mokire na

Jomo Kinyata.

.... Hotels were for the whites

Land was for the whites

Be knowing that it is Kenyatta

and late oursDedan

Kirnathi

Drive the chisel, drive the chisel,

the legs of came with Jomo

Kenyatta

.... when Kirnathi ours died

Fighting for freedom ours

Ngong upto Galbatura

Mwangi and Iningii

Gikiiyii and Milmbi said

Drive the chisel, drive the chisel,

the legs of came with

Jomo Kenyatta
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4. Twathii

.Renjikoo

twerirwo atia

Twerirwo makinya no meeri

Nitiikiiheo miithenya iimwe

Nyiimba ya Miimbi

tiiririkanage Kimathi

Hiirira tindo, Hiirira linda

maguru mayo mokire na lama

Kinyata

5. Ngiimiitiga na Kiugo glkl

Iragwo yari iria

yakua

Miiririkanage kimathi na

njamba ciitii

giitiri

gitatiiirie kingi

Hiirira tindo, Hiirira linda

maguru mayo mokire na lama

Kinyata

.... When we went to

legislative council

we were told what

We were told steps are only two

We shall be given one day

House of Miimbi we be

rememberingKTmathi

Drive the chisel, drive the chisel,

the legs of came with Jomo

Kenyatta

.... I willleave you with this word

It is told that it had milk

when it dies

Be remembering Kimathi

and heroes ours

there is nothing

that cannot support another

Drive the chisel,Drive the chisel,

the legs of came with Jomo

Kenyatta

The song is a reminder to the members of the Aglkiiyii community that as they eat

and drink and buy cars, they should remember that these things were made

possible for them by Jomo Kenyatta and others who fought for independence. The

song reminds them that hotels and land were for the whites before independence.

The artist points out the fact that it is Kenyatta and Dedan Kimathi who fought for

them. He says that Kimathi died while fighting for the freedom of his people. He
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fought from Ngong up to Garbatura. He explained that that is why there is a day

set for remembering those who fought for the freedom they now enjoy. He

encourages people to be remembering Kimathi and all the other heroes.

Song 24 - Uka ngiiinie (come I dance with you)

1. Wanene niko kau goku ....Wanene is there coming

Mwangi ni ngenega miino Mwangi I am happy very

Wanene riria gakiiriigwo Wanene when itis beingjumped

Kamiiruco nyendaga Kamuruco Ilike when it is

gakiinwo being sung

Kamuruco IT A trouser IT

Mwangi ndiike ngiiinie Mwangi comedance with you,

iirerire nyukwa you told your mother

ndiiinagio that no one dances with you

2. Wanene giiikei tiikaine

Kamuruco kendetwo ni

andu othe

Nginya twana natuo kamuruco

No airitu ngenaga makiina

Rill anake iikai tiline

kamiiruco

Mwangi ndiike ngiiinie

Urerirethoguo

ndiiinagio

Ndirona ta ndarogirwo ngiina

Mwangi ndikarogoreka

Wandora ndarwarire miirii

Mwangi ngithiiiriika ta bunda

.... Wanene lets come lets go and dance

Trousers is lived by

all people

Even children also kamuruco

But girls am happy when they dance

Now young men come and dance

trouser

Mwangi come dance with you, you

toldyour father no one dances with

you

I see likeI was cursed when dancing

Mwangi no one will remove the curse

When you see me lam sick bad one

Mwangi I going round like a donkey
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Ndiiii ngahona ri.

3. Wanene ndiinyii ya wagura

irakiigire nguku

iramakia andii

Wanene rekei ndi mwire

kagamba miiraiga ni cimba

Marahingwo ni ithuki

makiura

No miiiritu iimwe araiga nda

ngiiira atige kamuruco gakiinwo

4. Wanana nakuo kuu gwitu

kuronekanyoka ya inyanya

Wanana nayo ikimakia andii

ikihiirwo na mahiga igikua

Wanana igicinwo na mwaki

naguo miihu wayo iigTikio riii

Wanana riii ni mwakiigua

kamuruco

5. Wanana gwitii kwi rendi Tmwe

ina nyondo inyanya iingimiona

Namo maitho maigana ta

ndongu

Magiirii mahana miikwanjii

Wanane rekei ngamione

Ndikenaga riria itamionete

I don't know when I will get well.

.... Wanene market ofwagura

It crowed a chicken it

surprised people

Wanene let me tell you

it crowed they said it is a lion

They were trapped by stamps

as they ran away

But one girl said she cannot run away

and leave kamuruco being danced

.... Wanene at that place of our was

seen asnake of eight

Wanene it also surprised people

it was beaten with stones it died

Wanene it was burnt with fire and its

ashes were thrown in the river

Wanene now you have heard

Trouser

.... Wanene at ours is one girl

Has breasts eight if you see her

And the eyes are the size of a

ndongu

And the legs are like walking sticks

Wan ana let me go and see her

Am not happy when I do not see it
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6. Wanjirii ndiike ngiiinie .... Wanjirii come I dance with you

iirerire Nyiikwa you told mother

ndiiinagio no one dances with you

Wanjirii ndiike ngiiinie Wanjirii come I dance with you

iirahenirie iiciiguo you lied your grandmother

ndwendagwo no one loves you

Waithira ndiike ngiiinie WaithTra come I dance with you

iirerire Nyiikwa you told mother no one dances with

ndiiinagio you

Wanjirii ndiike ngiiinie Wanjirii come I dance with you

iirahenirie iiciiguo you lied your grandmother

ndwendagwo no one loves you

This is a man who IS inviting young ·men and women to join him in dancing

mwomboko. He particularly invites a young lady called Wanene to go and dance

with him because according to him, she told her parents and grandmother that no

one ever invites her for a dance. He encourages the girls to get into the arena

saying that whenever he sees them dance, he is usually very excited. He adds that

his love for music is so much such that he compares himself with a sick man who

does not know when the sickness will end. He also gives the story of a chicken

which crowed on a market day and people thought it was a lion which had come

to attack them so they ran away. A girl called Wanene who was there decided that

she will not run away like the rest did. A big snake was also spotted in the same

market and people were afraid. It was stoned to death, burnt and its ashes were

thrown into the river. The singer praises Wanane for not being fearful and says

that he admires her courage.
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CHAPTER FIVE

MUSICAL ANALYSIS OF COLLECTED SONGS

5.0 Introduction

The chapter sought to analyse the musical structure and textual content of the

songs recorded during fieldwork. First, the chapter discusses the musical

structures of the 9 transcribed songs followed by the thematic analysis of the song

texts of all the 24 songs translated in Chapter Four. The music was analysed in

order to bring to the fore:

• The musical attributes of the mwomboko songs.

• The textual themes (content) inherent in mwomboko.

• The role mwomboko music plays within the socio-cultural setting among

the AglkUyu.

5.1 Musical Analysis

The musical analysis of the transcribed mwomboko songs concentrated on the

melodic, rhythmic and structural attributes of mwomboko.

5.1.1 Melodic Phrases

The study noted that there were melodic phrases which were repeated in the same

way they appeared when they were first introduced. At times when a phrase was

repeated, one or two intervals varied. This was likely because of the tonal change

of different syllables in the new texts and the increase in the number of syllables

in the new texts.Variations in speech-tone therefore, created rhythmic variations

and melodic adjustment. Speech-tone had a consinderable influence on the

mwomboko melodies since patterns of speech affect the melodies if they have to

be intelligible. This means that' for a melody to convey an intelligible message, it

should as much as possible correlate with the speech-tone of its texts. 1t should as

much as possible assume a motion similar to the tonal movement of the texts.
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Melodic phrases tended to move stepwise and in ascending or descending

movement. See Figures5.1 a bars 68-70 and 5.1 b 188-190.

{..: 6'< -/I

RHIJ 3-(1<1 - Il a - ClO ma- kUI- re ma-g! - II - ga k,· ga .

Figure5.1a: Melodic Phrase

IS] IS5 t«

~
Nd~kil-na-ti - gi - rlVo ki - ga . u_ ndr~lIt\ ngiona Nd~ngie·nda gi - thi . na I" ki - ngi

183

Figure 5.1 b: Melodic Phrase

Certain syllables are omitted in some of the mwomboko lyrics in order to fit the

lyrics into the rhythmic character of the song. The study noted that even though

the syllables are omitted, the meaning of the word was not lost. This means that

musical rules surpass linguistic rules in setting lyrics to music. Examples of this

were identified in songs such as song 2 bars 48-5.0 Ti ndongomothi ikinyagwo guo

instead of 'iT ndongomothi ikinyagwo uguo, song 4 bars 125-131 ndarehe mwati

J!ii.na harika instead of ndarehe mwati uyu na harika and song 5 bars 56-57

ngiithii neno instead of ngiithii na Tno.
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5.1.2 Melodic Intervals

The choice of intervals greately depended on the texts for which the melody was

written. As noted earlier, texts melodically intoned wrongly can change the

intended meaning of the words. Akuno (1977) notes that the natural tonal

inflection of texts causes the melodic intervals to rise or fall in order to conform

to the natural tonal character of the syllables in the texts. A rise or fall in speech-

tone is largely accompanied by a rise or fall in melody. It is, therefore, possible

that the melodic movement of the analysed songs has been influenced by the

melodic contour of the texts that are in the songs. Nketia J (1963) notes that

ascending or descending melodic movement of the Ghanaian music within a

given phrase is guided by the pattern of low (\), high (I) or mid (-) tone in the

corresponding verbal text. Where a high speech-tone occurs, the accompanying

melody generally begins on the high tone of the tone-row on which the song is

based. In respect of Nketia's observation the study noted that the ascending or

descending melodic movement within the phrases of the transcribed songs

dependend the patterns of low (\), high (I) or mid (-) tone. Where the the pattern

was low- high, high-low or mid- low in the verbal text, the melody reflected the

same in its choice of melodic direction or interval direction.See Figure 5.2 from

song 3 bars 37- 40.

Figure 5.2: Melodic Intervals
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The intervals in the songs appeared both ascending and descending. There is

frequent use of small intervals between 2nd and 5th
• Use of intervals of unison, a

ih and a 3l\vere much more prevelent in the songs and were used either

ascending or descending. According to (Nketia 1963), the organization of

intervals is guided by interval patterns or preferred melodic contour and the

intonation pattern of words and phrases. Based on this observation by Nketia, the

study noted that the intervallic ranges of analysed mwomboko songs agree with

the speech-tone patterns of the texts necessitated by the adherence to the tonal

inflection of the texts. The melodic contour of the analysed songs indicates that it

was determined by the structure of the words as they are used in order to bring out

the intended meaning. Other intervals used were 6th, ihand Octave which were

used sparingly. Table 5.1 shows the frequencies of intervals used in the analysed

mwomboko songs.

Song Unison 2nd 3rd 4th 5th 6th 7th Octave
1 171 46 42 23 10 0 0 0
2 84 43 19 12 8 1 1 0
3 272 54 78 54 0 1 0 0
4 155 50 67 14 4 0 0 3
5 247 89 61 37 21 0 0 I
6 312 123 114 6 24 0 0 0
7 127 28 50 8 1 0 0 0
8 202 40 74 25 4 2 0 0
9 60 70 45 20 I 1 0 0

Table 5.1: Frequency of identified intervals

5.1.3 Pitch and Melodic Range

Pitching depended on the singer's voice range. Most of the songs that the study

analysed were pitched between A below middle C and the upper E on the treble

clef. The songs start midway between the highest and the lowest tones and then

move down or up in compliance with the tonal inflection of the syllables of the
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texts and finally goes to the pitch at the end of the song. The ending notes are

generally within the middle and lower range. The last notes of the final phrases

are approached from the note a 2nd or 3rd below. Table 5.2 shows the beginning

and ending tones while Table 5.3 shows the melodic range of the analysed songs.

Song Starting note Ending note
1 B A
2 C F
3 C A
4 E A
5 B E
6 B E
7 C A
8 B E
9 C C

Table 5.2: Beginning and ending notes of the analysed songs

Son2 Title Melodic ranae
1 Machi ndaihu F-D'
2 Ndongomothi F-E'
3 GTthTna A-C'
4 Machi ndogo A-E'
5 Njeki B-E'
6 Rumba O-B'
7 Machi Korathi E-E'
8 Mwomboko E-E'
9 Matore E-E'

Table 5.3: Melodic Range

5.1.4 Melodic Embellishments

In the course of the analysis, the study identified a number of melodic

embellishments. The following melodic embellishments were used:

1) A slur was used in the songs to connect pitches on texts with more than one

pitch to them. An example of this was. found in song 1 bars 13-18, song 5 bars

25-37 and song 6 bars 5-10. See figure 5.3 from song 1.

249



iJ 14 J 15 1< I'

\..:
Ki-ng'o ri_ nd(!;r- kai - ge 111-

1<

tJ I , '-'., ~
,l!o·ngll-,hNlga- i_mo· hi-ri-ga.; no - na_ mu-hll-lh,~ - 'e - "'" - rt~u·re_ nJI-rd )". - rwo

I!!J N

~
1.;

Figure 5.3: Slurs

2) Ties were also used in the songs in both the voice and instrumental parts

where one pitch note was held over long period of time. This was mostly used

in the instrumental part where the accordion played a note and held the note

over several bars. This was evident in songs such as song 1 bars 69-72, song 2

bars 19-24 and song 8 bars 124-126. See Figure 5.4 from song 2.

:1

to - nga
'-'

~\" - tu NVffl Ndo - ngo-mo-n» Ill yal - to-nga III - mWlII·gwa

IY ;0 :1 !4

!9

Figure 5.4: One pitch note held over a number of bars

250



3) Ornaments like the appoggiatura were used to expand the melodic range of the

song. An example of this was in song 6 bar 122. See figure 5.5.

12: III !2.J 115

ke Gu
'- '-'

ku ndiu - ka - 1:1_ ni gU-<:I;i - ra gu-tu - nu-te III - ke

i:J

.ri'

Figure 5.5: Appoggiatura

5.1.5 Compositional Device

The following compositional devices were identified:

Sequence -This was identified in song 4 bars 40- 42 and song 6 bar 6. See figure

5.6

~~~'(I ~~J1 ~I§~.~.~~~. ~'lIll'~

!,.
~~.

.Figure 5.6: Sequence
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5.1.6 Instrumental Accompaniment

Although the songs are sung in unison, they are accompanied by the accordion

and karing'aring'a. The accordion creates harmony by playing chords. The

accordion part is characterised by leaps and the use of both long and short notes.

See figure 5.7.

Accordion

Figure 5.7: The accordion part

The karing'aring'a played a constant rhythmic pattern in most of the songs. Strict

rhythm was derived from the presence of a foundamental pulse which was

articulated by the karing'aring'a as shown below in figure 5.8.

I .' 1;: . 5 /. -

'",i"l;;~~;~~!1_
~~

..:;

Figure 5.8: The karing'aring'a part

5.1.7 Scales and Tone Rows

The scale systems used in the analysed mwomboko songs are varied. Most of the

songs used the pentatonic scale. The pentatonic scale was identified in song 2

with tone rows of B C F G A, song 3 with rows of ABC E F, song 6 with tone

rows of A B D E F, song 8 with tone rows of E F G B C and song 9 with tone

rows of ABC E F. See figures 5.9-5.13.
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Figure 5.9: Pentatonic scale - key note B, 0 I) 0 II) 0

Figure 5.10: Pentatonic scale - key note A
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Figure 5.11: Pentatonic scale - key note 1\
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Figure 5.12: Pentatonic scale - key note E, Ii 0
II 0 CI

Figure 5.13: Pentatonic scale - key note A

Hexatonic scale was used in song 7 with the tone row of ABC D E F as shown in

figure 5.14.
-e-········__·--·---1

tJ

Figure 5.14: Hexatonic scale - key note A
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Tetratonic scale was applied in song 4 with the tone row of E ABC as shown in

figure 5.15.

., o II
n

Figure 5.15: Tetratonic scale - key note E

Heptatonic scale was used in songs 1 and 5 with the tone row of ABC 0 E F G

as shown in figures5 .16 and 5.17.

Figure 5.16: Heptatonic scale - key note A

Figure 5.17: Heptatonic scale - key note A

5.1.8 Mwomboko Structure

The structure of the analysed mwomboko songs is made up of solo with an

instrumental accompaniment consisting of kTnanda kia mCigeto and karTng'ang'a.

Solo singing is characteristic of the Aglkuyu according to Mwaniki (1986), and so

mwomboko utilises solo singing with instrumental accompaniment. The solo parts

are separated by instrumental interludes in the songs. Repetition was used in the

songs as a way of expanding the songs. The study noted that at times the solo part

was shorter than the instrumental accompaniment and at times the accompaniment

was longer. In most of the songs, the study noted that the solo part came in with

different texts each time it was repeated. The melody remained the same only

with slight changes but there was a considerable textual development in that new

texts were brought in each time. In the structure, the solo parts interchange with

the accompaniment.
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5.1.9 Rhythm

Rhythm is the characteristic patterns of music involving the organization of time.

It shows the durations of sound and silences contained in a piece of music. The

rhythmic patterns of the transcribed mwomboko songs remained almost the same

even when singers brought in a new melody. However, when new texts were

introduced, rhythmic motifs changed depending on the word syllables. A variety

of notes formed the various rhythm ic patterns identified in the analysed songs.

The rhythmic patterns controlled phrase lengths in all the songs. Most of the

analysed songs consist of short notes basically quavers, semiquavers and dotted

notes. Notes of shorter values were used where the texts is continuous.The use of

notes of shorter durational values as the basis of movement enabled the songs to

have metric organisation. The study noted that the use of short note values was

given more eminence to that of the long note values. The most dominant rhythmic

patterns identified were those given in Figure 5.18.

j Ji) ..J :r==J .! J :J :J J n
r: nii) .J J 4 ..J J•.

J---:JJ. J :r==1iii) J. ..J

.fTT") fj n. .rr.==Tjiv) ..; I t•.
Figure 5.18: Dominant Rhythmic Patterns

Syncopated rhythms characterised most of the songs. This was because of the

relationship that exists between text and music of the Agikiiyii. The accented

syllables in the text influenced the arrangement of the note values used in the

songs. The position of the accented word syllables in the text influenced the

arrangement of different notes. The rhythmic .patterns in figure 5.19 were

.identified.
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Figure 5.19: Syncopated Rhythms

Singing alternated with the instrumental accompaniment specifically the

accordion. The instrumental accompaniment at times played when the voice

rested. The duration of each instrumental interlude depends on the discretion of

the soloist who is also the accordion player. He brings in another section when he

is ready to do so. This actually made the song longer. An example of this is in

song 6 bar 13-18 as seen in figure 5.20

13 IJ 15 II, t:

Gi·lha· II1Piulli·lIU· mio_oa_nja·ka·n\U i-na nya.kj.nvwai·III'\\c_

r f'

13
'I

Figure 5.20: Vocal and Instrumental Alternation
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In other cases, the instrumental accompaniment played the first part of a bar and

voice part came in after that. The reason would have been because of the natural

accentuation of the lyrics used in the song at the part of the beat in the first bar.

An example of this was found in song 7 bar 85 as in figure 5.21.

Ne-rio - ta - ri na mu-mui - nia aah nia-thi - ri . ri - ken - fI WI ki
lU

Kar
CIa

Figure 5.21: Instrumental and Vocal Parts

The analysis revealed that the phrase length differed from one song to another.

Some of the songs had phrases of 4 bars throughout the song like in the case of

song 3 (Glthlna) and song 6 (rumba). See figure 5.22.

j
5- 5S .'9 6n fo[ 6: {.j

¥
No 0- rio ku= ne n a - ga - k3---- na 118 ka-ri-nga !Ik~- nge

~~ 59 {,()

Figure 5.22: Phrase Length

Other songs were found to have a combination of phrases where a song had

phrases of four bars with occasional three, five or seven bar phrases.
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Table 5. 4 is a summary of phrase types identified in the analysed songs.

Phrase length Frequency Percentage
4 bar phrase 101 64%
3 bar phrase 4 2%
5 bar phrase 20 12.4%
7 bar phrase 21 13%
6 bar phrase 7 4.3%

Table 5.4: Phrase Lengths

5.2 Textual Analysis

5.2.1 Thematic Content

For any art work, language lies at the heart of effective communication of the

intended message (Obaga, 2004). It is with this in mind that artists have poetic

freedom to manipulate language in order to bring out the intended message

sourced from the occurrences in society. Arising from this fact, it is imperative to

mention that songs are arts works out of whose medium is language. Thus, the

employment of language in song may mirror the daily activities in the society in a

language that is rich in wise sayings.

Music among the Ag'lkuyu is closely linked with social functions and activities.

The songs are a means of expressing the community's inner feelings and

aspirations that result from daily experiences. Agikiiyi; songs centre on everyday

life experiences, Aglkuyu traditions, beliefs and customs. The songs are intended

for entertainment, praise, warn, exhort or inspire the audience. The analysis of the

.song texts in the mwomboko songs revealed that each song was based on a single

theme, which expressed the performer's personal and social life experiences,

Agikiiyi; traditions, beliefs and customs.
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The analysed mwomboko songs revealed the presence of a number of themes. The

themes tend to rotate around matters of common interest and concern to the

members of the Agikiiyi; people. The songsportrayed themes based on the use of

poetic images conceived in proverbs and wise sayings. One of the themes evident

in the analysed mwomboko songs covered land issues like in song 1 where the

importance of land ownership among the Aglkuyu is brought out.

The theme on children and the importance placed on the birth of a baby was also

evident. When a baby boy is born, the Agikiiyi; ululate five times to signify that

miithamaki (a king) is born and four times for a baby girl to indicate that miitumia

ngatha (a virtous woman) has been born. The Agikiiyi; tradition placed a lot of

importance in the birth of a baby boy in the family more than that of a baby girl. It

was believed that the boy is the one who would carryon the family name after the

death of his parents (song 6). Song 11 expresses the responsibility that parents

have in bringing up and providing for their children. He especially points out that

the Aglkuyu men tend to leave that responsibility to their wives an issue which the

singer discourages since the responsibility is for both parents.

Religious themes are also dealt with in mwomboko songs as in song 9. Belief in

Ngai (God) and in the ancestral and departed spirits was the fundamental basis of

.life among the Aglkuyii. Any person who lost his faith in the religious beliefs of

the Agikiiyii ceased to be a member of the community and became an outcast.
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Religion held the families together, united the inhabitants of every village and

gave them cohesion that was essential to them.

Social concerns are also dealt with in song 2 where the singer highlights the

importance of working hard in whatever one does. The song encourages members

of the community to work hard and gives as an example of a person who was

rewarded after taking care of his parents without giving up. In song 3, a young

man was cursed by his parents after stealing their title deed. The song warns

against stealing and reminds the members of the community about their cultural

beliefs and practices. In song 4, the importance of a man following the acceptable

way of marriage rites is expressed.

Alcoholism, sex before marriage and abortion are themes addressed in the

mwomboko songs. One such song is song 10 which warns the young girls against

engaging in sex before marriage since' it leads to abortion. They abort the

pregnancies because they do not want the babies to suckle their breasts. Young

men, on the other hand, are being warned against alcoholism because when they

become alcoholic, they are not able to take responsibility of their lives. Songs 13,

10 and 14 address the theme of prom iscuity among men and women. They point

out how men are attracted to young ladies (tiichungwa) because of their beauty

and not morals. They end up contracting HIV / AIDS because of having many

sexual partners. Young men especially those who work in the urban areas are

being warned of this danger and are encouraged to go back to the village and
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marry. Old men, on the other hand, are being cautioned against being lured into

love relationships by young girls. Such girls are usually only interested in the

money these men have in their bank accounts and the coffee plantations they own

(song 17).

Theme on traditionally planned marriages is brought out where parents get wives

for their sons. This kind of marriage is being discouraged since more often than

not it does not work. The marriage is not founded on love and so whenever

problems arise, the young man blames his parents. This theme has been addressed

in song 15.

Adultery amongst the old men was captured in song 16 where young ladies lure

old men into love relationships not because of love but the money and the coffee

plantations the old men own. The men are cautioned since they end regretting

having involved themselves with these kinds of women. They are reminded that

these women will only drain them out of their money and then disappear.

The theme on women who are trouble shooters is brought out in song 17. These

women are being compared with an unripe fruit which is sour or a blunt jembe

that causes blisters on hands. She embarrasses her husband and causes hatred

between him and the siblings. The husband is hated by neighbours because of her.

The song abhors this kind of woman and says that one would rather remain a

bachelor than marry such a woman.



The theme on the importance of education was addressed in song 18. Young men

who go abroad for further studies are advised that the education they get should

be used to build their country. The song warns the young men who proceed for

further studies abroad to remember that the country looks forward their to return

to serve it. Parents also expect that they will come back to the country to marry

Kenyan girls. The song suggests to young men the importance of marrying back

home.

The theme on the origin of the AgTkfiyu is dealt with in song 21 where the Agikiiyi;

are being reminded that they originated from Gikilyu and Miimbi. The nine clans

of the Agikiiyi; came from the nine daughters of Gikilyii and Miimbi. The Agikiiyi:

are encouraged to live together in peace like their forefathers did, work hard in

everything they do and remember that the man is the provider of the family.

The theme on the struggle for independence and patriotism is brought out in songs

22 and 23 where the members of the community are told about how the people

who fought for their freedom were selfless. They were imprisoned by the colonial

government but they never gave up since they were ready to fight for their people.

Mzee Jomo Kenyatta and Dedan Kirnathi have been cited as some of the feedom

fighters who fought for independence. Members of the Ag'i'kfiyu are reminded to

always celebrate these people on public days set for the rememberance of the

freedom fighters.
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5.2.2 Idiomatic Expressions

The analysis of the text in the transcribed mwomboko songs revealed that there are

songs whose meaning is oblivious to all as they refer to contexts in which they are

sung. Other songs are intelligible to only a limited audience due to the use of a

variety of stylistic devices. The following devices were identified in the course of

the analysis:

1) Repetitions- This device was used for the purpose of emphasis in order to

capture the listener's attention. This was evident in song 1 Thenga thenga

miihiriga noria miihiithii ateng 'ere auge (let us move fast and let the one

who can run faster than the others say). Song 2- the word Ndongomothi (a

fool) is repeated throughout the song to emphasize the fact that a foolish

person will always be misused by the rich.

2) Hyperbole is another stylistic device identified In the songs. Where the

singers deliberately exaggerated some figures of speech for effect as seen in

song 1- ndakagie riikiingii an over statement meant to exaggerate the crucial

place the singer holds in family, giitheka igeturiirira meaning laughing until

one falls down an exaggeration of how they were happy. The whole of song

8 is an exaggeration how the player of the accordion is perfect in playing the

instrument.

3) Wise sayings were also identified in songs such as song 1- mbiiri ya kiama

ni ndiitite meaning I have done all I should have done as a member of the

community. Song 2- njaguti no rwambii meaning that a rich man can only
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accept your service as long as you 'are strong. Song 3-yumbukaga na kiria

imeretie and miindii wa kiira ndatiinga wa ndiigii. Song 'l-cia thenge

cierirwo ni hia nacio cia andii ni riahiomi meaning that people are

recognised by their culture and language and8- miinyaka iithiaga na mwene

meaning that a good fortune will always get to the intended person.

4) Proverbs have also been used in the mwomboko songs. Thecia thenge

cierirwo ni hia nacio cia andii ni riahiomi meaning that people are

recognised by their culture and language. Singers used well- known sayings

that expressed a truth and offe.re? advice. These sayings carry hidden

information that requires analysis and interpretation to get the meaning.

Examples of songs which had proverbs are song 1 where the proverb iigwati

ndiiri njamba. This proverb has the literal meaning that no one is able to

avert an accident but the actual meaning is that one needs to be careful for .

one may not know an accident may occur.

5) Dramatic language- The use of dramatic language was also identified in

song 1 where the words kamwenl gakageria (Ietanyone try) and song 2

Gikiiyi; kiugaga njaguti no rwambii (Aglkiiyu say that a servant must be

strong) were used in form of oral presentation.

6) Soliloquy- This was evident in song 2 where the song made use of language

that reveals what is in the speaker's mind when the words ndaire nginyua (I

drunk the whole night) were used.
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7) Satirical language was also used where irony and humour interplay to

produce a ridiculous effect. An example of this was identified in song 2

where it says ndongomothi ikinyagwo iiguo iiguo meaning a foolish person

is stepped on like this.

8) Pun- This was identified where songs made use of humorous words that

have more than one possible meaning. The use of some of the words in the

analysed mwomboko songs can be interpreted in more than one way thus

'interplay of meaning. For example ikiiiniira in song 3 which could mean to

eat or to peel and kiigucia in song 8 meaning playing or pulling depending

on the context.

9) Ellipsis- This was identified in song 2 where one word or more from a

sentence were omitted, especially when what was omitted can be understood

from the context. The song leaves out some words at the beginning of this

line ... cia Miirang'a ... it is assumed that the meaning will be understood

from the context.

10) Use of dialogue like language: A representation of dramatic features was

used in song 4 where the song is presented in form of a dialogue between

two parties. An example of this is hiindi hiindi ... tonya iiingire (one knocks

at the door and the other one responds by welcoming him in).

11) Use of lexical deviation: This was identified in song 4 where the song used

language that deviates from the norm in terms of lexis. In this case, the

lexical deviation is that of 'Archaism' where the use of words and
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expressions are not in modern use mbiiri yanyu iri gwitii (your goat is with

me referring to a daughter) to emphasize such times when these words were

used.

12) Use of tongue twisters: This was identified in song 6 where a singer uses the

following words nyakinyua inyue yanyua ya nyotoka were used to add

value to rhythm and humour in the song and therefore, espousing command

of the language.

5.2.3 Socio-CuItural Role of Mwomboko

The analysis of the texts in the transcribed songs revealed a variety of socio-

cultural roles played by mwomboko music. Mwomboko music plays the role of

emotional expression among the Ag7kilyii. The songs provide a vehicle for

expressing ideas and emotions which may not be expressed in any other way.

These may be either individual or collective, such as expressed in songs 1 and 3

which could be a reflection of the emotion shared by the whole community. They

express issues which already exist in the experience of the community therefore

confirming that they exist. They confirm certain norms of behaviour and bring

members of the community together to express common sentiments. The

messages embodied in the mwomboko songs are impressed more firmly in the

minds of the members ofthe community.

The Agikiiyii used mwomboko music as a channel for social protest since the

members of the community had been deprived of other avenues for expressing

their emotions. The music represented an attempt by members of the community
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to .express their feelings about the colonial rule and the oppression that was

experienced during the colonial rule as expressed in songs 19 and 20. The music

was also used to 'let off steam' and also to articulate community sentiments.

Mwomboko has, therefore, been used by" the Agikiiyi; to release emotions when

one finds himself in a particular situation.

Mwomboko music plays the role of entertainment and recreation. The songs are

meant to remove people's minds from worries and problems and instead feel

relaxed. This way, the songs offer grounds for enjoyment; personal satisfaction

and relaxation. The way the dancers do various movements is entertaining in

itself. Mwomboko music is therefore performed during occasions such as public

holidays, weddings, political rallies and social gatherings where entertainment is

part of the programmes. Mwomboko also has aesthetic qualities which are brought

out by the gracefulness of the various movements and the expressiveness of the

music displayed by the dancers. Notable is the march style in which the dancers

move in a moderate tempo in regular steps on the beat while their bodies are

positioned upright like matching soldiers. One is able to enjoy, feel and appreciate

various actions in the dance. This is because of the uniformity in the dance and

the orderliness of the movements in terms of recurrence of the same or modi fied

actions which are produced as a result of following some rhythmic patterns.

Mwomboko communicates direct information to the community through the artists

who are able to express community sentiments. The songs are used to

communicate and educate the Agikiiyi; on political (song 22), social (songs 16, 17,
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18) and emerging issues such as HIV and AIDS (songs 5, 13 andI4), girl-child

education and the new constitution.

Mwomboko also plays the role of social control through direct or indirect warning

to erring members of the community, teaching the Agikiiyi; about life and the

correct way of doing things. Members are warned and instructed on acceptable

and unacceptable behaviour within the community. The singer tries to express to

the members of the community what he cannot say to a member face-to-face. He

chooses to express the social norms through song. This way, the singer has

freedom to express thoughts concerning the dos and don'ts of the community and

also comment on issues which could be going on among the members which are

not acceptable. This was captured in songs 4, 10 and 11.

Mwomboko music also contributes to the continuity and stability of the AgTkiiyii

cultural norms. The songs are used as a means of transmitting history through

education and control of straying members of the community. The songs are

meant to bring about change in the behaviour of members of the community. This

is expressed in song 4 and 21. Justification of religious system is also done

through mwomboko music where the AgTkiiyii articulate religious principles.

Members ofthe community acknowledge God in all their endeavours. Worship is,

therefore, part and parcel the AgTkuyii social life. Song 9 expresses the use of

mwomboko as channel of worship to Ngai (God).
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CHAPTER SIX

SUMMARY, CONCLUSIONS AND RECOMMEDATIONS

6.0 Introduction

The objective of this chapter was to underscore the main points emerging from

the previous chapters and to have an overall summary of the statement of the

problem, objectives, assumptions, literature reviewed and the methodology used

in the research. Conclusions were drawn from the findings of the study,

recommendations and,suggestionsfor further studies.

6.1 Summary

The focus of the study was to analyse the content and style of mwomboko music

genre to determine factors that have contributed to the survival of mwomboko

among the Ag'ikuyu. It featured an analysis of the song texts and the musical

elements found in the mwomboko music.The analysis of the rhythmic, melodic

and structural attributes of mwomboko in context of the Agikiiyi: music

traditions.The analysis of the textual content of mwomboko to expose the meaning

of the messages -it embodies. To determine the role mwomboko play within the

socio-cultural settings among the community. To establish factors that have

contributed the survival of mwomboko among theAgTkilyii.

The assumptions were that Mwomboko is not a traditional Agikiiyi; music genre

but has stylistic attributes that are associated with 'Agikiiyii culture. The messages

embodied in mwomboko are useful in establishing its significance among the
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Aglkiiyii. As a neo-traditional genre, it has aspects of Agikiiyi; culture for it to be

accepted by the Aglki7yu. Mwomboko has important social cultural functions

among the Aglkuyu hence its continued existence within the culture. The

continuous existence of mwomboko among the Agikiiyi; has been influenced by

certain unique aspects that have distinguished it from other neo-traditional genre.

Literature review was done to obtain information on what has been expressed by

other scholars on the issue under study. This involved a review of existing

material on mwomboko and general indication of scholarly line of thought and

statements about mwomboko music from proponents who have studied other

aspects of mwomboko music and general information on African music. The study

also reviewed literature that discussed traditional music found in the various

Kenyan communities, the role played by new music genres that emerged during

the colonial period, the fact that African music has borrowed aspects of other

traditions either extensively or in small degrees among others. The review of

literature enabled the researcher to make inferences in relation to the mwomboko

music genre in order to determine the factors that contributed to its survival.

This study was based on the theory of syncretism as advanced by Manuel (1988).

The theory of syncretism states that it is the process through which elements of at

least two or more cultures are blended. The process of syncretism thus exhibits

the borrowing and exchange of musical elements from a cultural group that a

society is in sustained contact with. The study used this theory to analyse the
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content and style of mwomboko music among the Agikuyu by examining the

rhythmic, melodic and structural attributes of mwomboko, the textual

content.Determine the aspects of Agzkiiyu traditions that characterise mwomboko.

Establish the socio-cultural roles of mwomboko. Determine the factors that

contributed to the survival of mwomboko.

The field study was carried out in Milrang'a County of Central Province.

Milrang'a as a field study was considered due to the fact that it is one of the

earliest places where mwomboko began . .The study involved data collection,

transcription and analysis of mwomboko songs from Miirang'a.

Descriptive design was used to obtain important information concerning the

factors that contributed to the survival of mwomboko. The target population

included members of the three dance troupes sampled, namely; Milkangfi,

Kangema and Kamune. These dance troupes consisted of the soloists, dancers,

instrumentalists. Key informants, elders versed with mwomboko history, cultural

officers in Miiranga cultural office and former mwomboko dancers were among

the target population.

The methods used in the study were qualitative and quantitative. The study used

purposive sampling to pick key informants who had the required information and

experience related to mwomboko music. Random sampling was also used to

obtain equal representation of both men and women into the sample size and

snowball sampling was used where the identified respondents helped in
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identifying other respondents. Twenty-four songs were selected for analysis

where 9 of them were transcribed in order to establish the rhythmic, melodic and

structural attributes of mwomboko. Data collection instruments included interview

schedules, questionarre and observation schedules. Th~ questionnaire was used

for obtaining important information. It contained questions appropriate for getting

the desired responses from the respondents concerning the role played by

mwomboko and the textual content. Interview schedule was used to collect

information concerning historical and developmental aspects of mwomboko. The

observation schedule was used in order to enable the researcher to record what

was observed during data collection.

The research equipment used was a t~pe recorder, still camera and writing

material. These enabled the researcher to record the data from the field. The song

texts were translated from Agzkuyu language to English and musical trancriptions

were also done. The musical analysis included that of the melodic structure,

rhythmic organisation, instrumentation and form. Textual analysis included that

of thematic content, idiomatic content and social cultural role of mwomboko. This

information was useful in discussing aspects of Agikiiyi; music that characterise

mwomboko.

The structure of the ana lysed mwomboko songs is made up of solo with an

instrumental accompaniment consisting of the accordion and karing'ang'a. The

songs are chacterised by melodies which adhere to the speech-tone which had a
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consinderable influence on the melodies since patterns of speech affect the

melodies if they have to be intelligible. The rhythmic patterns of the transcribed

mwomboko songs consisted of short notes basically quavers, semiquavers and

dotted notes and syncopated rhythms.

The study found outthat mwomboko themes tended to rotate around matters of

common interest and concern to the members of the Ag'ikuyu. The themes evident

in the analysed mwomboko songs covered land issues, children and the

importance placed on the birth of a baby boy, worship, political issues, and

especially importance of working hard, among others. The study also found that

the songs played the roles of emotional expression, entertainment and recreation,

informing the members of the community, social control through direct or indirect

warning to erring members of the community and transmitting the history of the

Agikuyu, among others.

6.2 Conclusion

Mwomboko soloists compose appealing tunes to convey contemporary issues

which are relevant among the Ag'ikiiyu. The songs discussed embody messages

which are important within the socio-cultural setting of the Agikuyu. The

messages conveyed make meaning to the people and address issues which affect

them such as HIV /AIDs, prostitution. patriotism, among others. The accordion is

the most dominant instrument yet western, has been adopted and adapted not just·

to speak GTkuyil language but also the ability to speak to the Agikiiyii in salient
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ways. The metal ring is used in mwomboko performance to provide percurssive

accompaniment to the dance, to control the formations, pace and tempo of

dancers.

The textual analysis of the various mwomboko songs revealled that mwomboko

song texts are used to educate, warn, express community sentiments and enforce

conformity to social norms of the community. The songs cover a wide range of

both contemporary and cultural issues which are useful in maintaining the

Ag7kUyu culture. Mwomboko songs survived among the Agikiiyi: since they are

able to incorporate contemporary issues in their texts.

6.3 Recommendations

Based on the summary and conclusion drawn from the findings of the study, the

following recommendations have been made for the purpose of further studies.

• A similar study of nee-traditional genres from other communities which

emerged during the colonial era can be studied for purposes of comparison.

• The present study was conducted on mwomboko music in Miirang'a County.

Similar studies could be undertaken on mwomboko music in other districts in

Central Province which have not been covered.

• There is need to study mwomboko music performed by the AgTkGyU pop

musicians.

• There is need for further study to be done on other aspects of mwomboko

music .which were not the object of this study.
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• The adaptation of mwomboko music into the Christian church music.

• The development of mwomboko music since its inception.
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LIST OF INFORMANTS INTERVIEWED

King'ori wa Mwangi- Leader ofKamune dance troupe 20th June 2008

John wa Nyambura- Dancer Kamune dance troupe zo" June 28

Ndaiga Muchiri- Dancer Kangema dance troupe 28th June

Mwangi Murefu - Dancer Kangema dance troupe 20th June 2008

Lazaro Maina- Dancer Kamune dance troupe 20th June 2008

Florence Wangari -Kamune dance troupe 20th June 2008

Julia Wangari- Kangema dance troupe zs" June 2008

Gaitho- Dancer Kangema dance troupe 28th June 2008

Miiriithi- Dancer Kangema dance troupe 28th Jun e 2008

Kihonge- Leader Kangema dance troupe 28th June 2008

Hunja - Dancer Kangema dance troupe zs" June 2008

Wangeci -Dancer Kangema dance troupe zs" June 2008

Kabura - Dancer Kangema dance troupe zs" June 2008

Wambugu- Dancer Miikangii dance troupe 16thNov. 2008

Elijah- Dancer Mukangii dance troupe 16thNov. 2008

Njuguna -Dancer Mfikangii dance troupe 16thNov 2008

Waigwa -Leader Miikangii dance troupe 16thNov 2008

Wambui Maina- Dancer Miikangii dance troupe 16thNov 2008

Nellius Wa Mwangi - Elder 20th June 2008

Wanjiku- Dancer Milkangfi dance troupe zo" June 2008

Githaiga -Dancer Miikangii dance troupe is" May 2008

Waititu- Dancer Mfikangii dance troupe zs" May 2008

Wahome Dancer- Miikangii dance troupe 12thApril 2009
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Christopher Kariiiki io" Jan. 2010

Charles Michigo loth Jan 2010

Wanjiru Wa Githere 16th Jan 2010

Irene Ndang'atha zo" Jan 2010
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APPENDIX 1

QUESTIONNAIRE FOR THE MEMBERS OF DANCE TROUPES.

Dear Respondent (s)

I am undertaking a study on "The analysis of content and style of mwomboko

music genre among the Aglkiiyii", Please answer the following questions to

enable me to reach a fair judgement. All information will strictly be treated

confidentially and will only be used for the purpose of this study.

Tick appropriate answers or fill in your opinion where applicable.

I) Name of the dance troupe --':- _

2) Sex of the respondent Male ( ) Female ( )

3) Number of years you have been performing in mwomboko

Up to 5 years ()
6 to 10 years ()
11 to 15 years ()
16 to 20 years ()
21 to 25 years ()

Over 25 years ()
4) What is your role in the group/ troupe?

Soloist ()
Instrumentalist ()
Performer ()
Group leader ()
Artist ()
Other ( ) specify
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5) In your opinion do you think mwomboko incorporates any aspects of Agikilyfl

music traditions?

Yes () No ()
a) If yes tick from the list below: -

Instruments ()
Dance styles ()
Traditional tunes ()
Costumes ()
Vocal techniques ()
Style of performance ()
Others Specify

b) If no explain

6) From the answers given above specify your answer in each category.

Instruments- eg Kigamba, njingiri etc

Dance style -

Traditional tunes-

Costumes -

Style of performance-

7) In your opinion you do think mwomboko incorporates any aspects of

contemporary music.

Yes () No ()
a) If yes tick from the following
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Use of popular music tunes

Harmonization of voice parts

Use of instruments

Dance styles

()
()
()
()

Others ( ) Specify _

8) What role does mwomboko music play within the Aglkilyil community?

Entertainment ()

()

()
Communication

Enforcing social norms

Political campaign ()

Education ( )

Worship ( )

Others ( ) Specify _

b) Ifno explain _

9) On what occasions is mwombokoperformed?

Wedding ceremonies ( )

State functions ( )

Political rallies ( )

Worship service ( )

National celebration days ( )

Administrative barazas ( )

Cultural music festival ( )

284



Others ( ) Specify _

10) Why do you think the Aglkiiyii perform mwombokoand not any other

community. Because it is: -

Contemporary ( )

Both contemporary and traditional ( )

Traditionally Agikiiyii ( )

Its neither traditional nor cotemporary ()

11) In what setting is mwomboko performed more?

Contemporary ( )

Traditional ( )

In both contemporary and traditional ( )

12) Why do you think mwomboko has remained a genre confined to the Aglkiiyii?

13) Who perform mwomboko?

14) What messages are embodied in mwomboko song texts?

15) Who creates the text for mwomboko?
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APPENDIX 11

INTERVIEW SCHEDULE FOR KEY INFORMANTS

Date of interview -------------------------------------------

Time

Place

N am e of informant -------------------------------------------

1) Briefly explain the origin of mwomboko under the following: -

a. When did mwomboko emerge?

b. Who started it?

c. What was the reason for its emergence?

d. Why is it called mwomboko?

2) In which traditional occasions is mwomboko performed?

3) For how long have you known mwomboko to exist?
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4) What are some of the contemporary aspects of music found in mwomboko?

5) What are some of the Agikiiyil music traditions found in mwomboko?

6) In your opinion do you think mwomboko will continue surviving or it is dying?

7) What is the significance of mwomboko within: -

a. The contemporary society

b. The Agikiiyli traditional society

8) What are some of the topics covered in the mwomboko song texts?

9) Why do you think the Agikiiyt; have incorporated mwomboko into their music

tradition.
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APPEND EX 111

OBSERVATION SCHEDULE

Date of observation ------------------------
Place of observation ----------------------

ame of dance troupe ~~-------

1) Occasion being observed

2) Instruments used in the dance

3) Style of dancing

4) Costumes used

5) Instrumentalist

6) Elements of Agikilyu traditional music in the dance

7) Time span for the dance

8) Role played by the music

9) Performers of mwomboko music
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10) Elements of other cultures in mwomboko music

J 1) Style of performance

12) Role played by specific instruments
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APPENDIX IV

MAP 1: CE TRAL PROVINCE BOUNDARIES
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APPENDIX V

MAP 11: MiJRANG'A COUNTY: ADMINISTRATIVE BOUNDARIES
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APPENDIX VI

MAP 111: LOCATION OF MURANG' A IN KENYA

lCY'...AnON OF Ml.IRA.NGA IN KENYA

Source: Kenyana University Library
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APPENDIX VII

RESEARCH AUTHORIZATIO
......._--_ .•........................•.. - ---~.------.....•
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MINISTRY OF SCIENCE & TECHNOLOGY
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Hellen V"angech, Klnyua
Kenyatra UniverSity
POBox 43844
NAIROBI

RE: RESEARCH AU'THORIZATION

FolloWing your application for autnon y to carry out research on, 'Content
and Style Analysis of Mwomboko Genre among the Agikuyu: The
C;)SC of Murang'a District'

I oro pleased to inform you thaI you have been authonzed to carry out
research 1" Mursng a District 101' a ••"nod enchng 30" ..J !y. 2008

You are .advised to recort to the Drstnct Commissioner and the D,stnct
£:.ducatlon Officer Murang'a Drs rct before embarking on your research
project

On completion of your research you are expected to submit 1010 copies 0
your research report to trus office

/1
M. 0, ONDtEKf
FOR: PERMANENT SECRETARY

Copy 0

ne Distnct Cornnuas.oner
Murang '" Distnct
MURANG'A

The District Education Officer
Murang'a District
MURANG'A
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