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CHAPTER I

STATEMENT OF THE PROBLEM

Conceived in this Dissertation is a curriculum based on a
genPine philosophy, embodying indigceneous cultural richness and
diversity, énd reflecting political, social and cthical values of
the society of Uganda. ) i
‘ Geographical, historical, social, educational and philo-

sophical aspects of the problem are fully discussed as a preamble-

to this. Dissertation.

The Geographical Setting of Uganda

The State of Uganda epitomizes the beauty of Africa. East
of the countfy towers Elgon Range. Westward lies the snow-covered -
ﬁwenzor@ Range -~ referred to as Mountain of the Moon 'in the
ﬁncient Eg&ptian legends. Southward lies Lake Victoria from which
issues the River Nile, northward bound through the dry deserts of
Sudan and BEgypt to the Mediterranean Sea. ; N

. Uganda is a tropical country blessed with heavy rainfall
and fertile soil, interspersed with good pasture lands, Conse;
quenfly, aé;iculture forms a major occqpation for thé majority
of the inhabitants, and a substantial section of the population is '’
éngaged in animal husbandzry.

-+—-The entire population is predominantly rural and is likely
to remaih so for a -long tiwe. There are few towns.in thevcountry,

and “the urban population consists of Government Civil Servants,

traders and a few industrial labouxexs.

-1 -
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Ethnically, Uganda is a focal point of the original major

African races, ﬁamely,’Hamit%s, Negroes aud Pygmies. As a result
of a long history of contact of these races and of their misce-

. , . s s .
genation, many racial variations have evolved. Such ethnic

variety is reflected in cultural richness and diversity. The

.
following description would cmphasize the cultural and ethnic
diversity of the people of Africa as well as their capacity for-

adaptability to change as reflected in the population of Uganda.

The significance of the Hamites in the composition
of the African population consists in the fact that as
nomads and as conquering warriors they have not confined
themselves to their original homes, but have pushed
their way into the countries of the Negroes. Owing to
their racial superiority they have gained leading posi-
tions and have become the founders of many of the larger
states in Africa. Their influence is strongest in East
and South Africa and in the Sudan, i.e., the territory
between the Sahara and the forest lands. Most of the
peoples 11v1ng in these regions are a result of cr0551ng
between Hamites and Negroes,

The majority of Hamites are cattle-owners, and this
has no doubt intensified their racial qualities. The
calling of herdsman leads man more into the loneliness
of the wide steppes than the sociable life of the farmer.
Owing to the constant necessity of protectlng himself
and his cattle against human and animal encmies, he is
thrown upon his own resources. He must look for fresh
pasturage, and often enough win it by conquest. He has
little to lose, with the exception of his herds, which
can easily be moved, and is therefore more inclined to
settle disputes by war than is the sedentary Negro. The
Hamite is proud, reserved, self-conscious, and warlike.
He has accustomed himself to live as an aristocrat among
the Negroes, and to look on them as his subjects. Thejr
chief occupation, agriculture, seems to.him unwoxthy.
Cattle-breeding is the only activity worthy of an aristo-
crat;. agriculture is.left to the inferior classes. His
relationship to the European is different also fxrom that
of the Negro. He does not see in the white man a superior

“belng but a kinsman, and Fulani addressed the First
“Europeans who came to them as cousins. This racial
self-consciousness, which is quite nmatural to the
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Hamites, is still more marked in places where they have
_accepted Islam. As a rule they are indifferent or
fHimical to European cividization and education. It
costs them a great effort of self-denial to admit the
superiority of the white man, and to adapt themselves

to the new conditions of life crecated by him. As‘econo-
mic values are more highly esteecmed today than aristo-
cratic privileges, they are in danger of being relegated
to the background in comparison with the Negraes.

The Negroes are, apart from their mixture with other
groups, a homogencous race. Their division into Bantu
and Sudan Negro is a linguistic one and not a racial
Aistinction. e e iniiarireressedenersnanosscnnnnnnan
The Negro is pbysically well developed; his agriculture
and his rich matexial culture have accustomed him to
constant activity...e:iveesessae. In contrast to the
Hamite and Pygmy it was easg for him to adapt himself
to the conditions of today.

The Negro is a peasant; he loves the cultivation of
the soil and in it finds his vocation...iieeiervecennas
Other occupations such as hunting and fishing, rearing
cattle or plying a craft are only subsidiary to the
agriculture which nourishes every household and is thé
foundation of all material life.

The Pygmies are distinguished by their small stature.

They have a light-coloured skin which is usually covered
with light, .downy hair. They are not sedentary, but
move about as hunters and collectors, each group in a
definite district, to which it claims a right of owner-
shiPicvseesceass..s They do not practice agriculture

' ox possess cattle, but are dependent on what a day's-
roaming in bush or forest offers them.4

The pure original Pygmy stock has almost completely disappeared

from Uganda\

%

1Westermann, Diedrich. The African To-day. London: Oxford

University Press, 1934. pp. 26-27,

2rpia; o ) -

3Ibid. . .
G .

Ibid., p. 21.




Traditional African Education

In Africa, as well asiin many lands, the strength of the

‘family is reflected in that of the society. It was the family

in Africa that undertook the entire burden of providing, with

devotion, the education of the young.
.
A family consists of several houscholds in which live the

hecad of the family, his wife oxr wives, their unmarried spnsvand

o

daughters, as well as their married sons, their wives and children.

The Young Members have obligation to help or make
presents to the older membexs, especially to the ranking
member who carries the moral responsibility for their

welfare.
. .

The family ties are more often thought of as cate-
gorical than individual., Most terms of relationship
are applied not to the individual but to a group of
persons.1

“Thus all members of the same generation within a clan2 or group
of related clans may call each other as brothers and sisters.
A child has to learn correct bechavior to his relatives
and his superiors‘in age. This makes him conscibus of the fact
that he is a member no@ only of his family but of a large group
which in turn influence him to. learn from his elders knowledge

and‘attitudes to life.’

Education is not something which the African has re-
ceived for the first time from the white man.....eeee..
essssssseses Many Africans, men and women, who have

— -

1Moore, Clark D. and Dunbar, Ann. Africa Yesterday and Today.
Bantam Books, 1970,

2A Clan: 'A large group of thousands of people who have a éommon
totem and.similar traditions, and who claim common ancestry.
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never been to school nor in contact with Buropeans, show
such dignified and tactful behavior, and reveal so much
refinement in what they ,say and do that they well deserve
to be called 'educated.' On the other hand, 'uneducated'
behavior is at times met with among people who have for
years been under intensive Eurogean influence and in
schools conducted by Europeans.

. ' The term "education" in one of the most prominent Bantu
languages is known as "Okugunjura,"2 a word whose literal equiva-
lent in Bnglish is "upbringing." In?erent in the meaning of tﬁis:
word is the act of preparing, training and transforming a you;g
paerson into a mature responsible person.

* Under the traditional African system, education took the

form of socialization and maturation of children, and of inducting

them into the accumulated heritage of their predecessors.

Mythologies, legends, geneologies, proverbs, oral history,

-music, dance, drama, nature of the universe, codes of conduct and

speech'were inculcgted into the young, 1In some large kingdoms,
training in leadership took the form of exposing sons of rulers
to cour£ manners. The young pages were thus trained in the arts
of service and war. Modes of livelihood among the comm;n class
were éometimes inculcated by means of apprenticeship, at the .end

of which apprentices were initiated into the trade.

A systematic and intense course of education was im-
parted in the initiation rites, at the period of transi-
tion from childhood to adult life, and of admission to
full membership in the group. ‘

1Westermann, Dietrich. The African To-day. Londen: . Oxford
University Press, 1934, p. 206.
- R

2A Runyoro word for education.

3Hoernle, A. W., "An Outline of the Native Conception of Educa-
tion in Africa," Africa, Vol. IV, pp. 145-63.
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By undergoing a series of initiations, young mcmbexrs of a
- community are brought inté the spiritual inheritance of their
. p )
forebears. Customs and ideals of the society are therecby handed
over. to'posterity by such initiation rites. The rites are con-
‘sidered important fqr.the welfare of the society and_it; unaltered
cgﬁtinuance. The initiated become willing membeis of the community

which includes the ancestors. Hence, the strong sense of com-

munity, still a living force in Afrida.

Historical Aspects of the Problem

- The history of modern education in Uganda starts with
_Catholic and Protestant Missions, which arrived in the country
during the last quarter of the 19th century. Although Islgm hﬁd
been introduced into the country long before Christiénity, it
~had not taken firm xoots by the time of the arxival of Christian
Missions. The primary motive of Arab Moslcms_in the country had,
hitherto, been trade rather than propagation of Islam. It was
the arrival of Chridtian Missions fhat threatened the expansion
of Islam and created an atmosphere of religious competition that
eruptéd into bloody wars between Moslems and Christians, between
Protestants and Catholics, and between the exotic religions and
the non-committed or animists. The early history of Uganda Edu-
‘cation was enacted by two religious factions, namely ?rotestant

'and catholic Missions. The Moslem faction did not at first show

interest in schools beyond the religious ones which taught the

reading of the Koran.
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The interest of early Missions extended beyond teaching

‘their converts the art of reading the Bible. Mackay, an early

Protestalit Missionary in Uganda, "taught Africans the rudiments
of wood craft and engineering."1

Rishop Tucker, the second Protestant Bishop in the coun-~

z

try, arrived in 1890. By then there were six schools with a

2

student pqpulation of 454. In the following quotation will +be

seen the aim behind this early education. The Bishop wrote this
in 1898: '"The course of our story now turns to education, or,

as it has been fitly described, character-making. For what after

all is education but the moglding of the character in high and

noble ideals?"3

¢ From this missionary concept of education originated

creation of a new Christian schooled African, so uprooted from

his pasf—that he had frqm thence to be known and calleé by new

biblical names, seeé a white collar job in town and imitate in-
disérimiﬁately his European teacher. The followigg quotation,

which clearly portrays missionary educational activities in

Africa is most apt for Uganda:

The-missionaries have arranged their schools.for
their own purposes.” They have to care for the religious
education of Christian children, but at the same time
they regard the schools as a means of missionary propa-
ganda, since tggy,are attended also by pagans. For the

1Jone;, Gresford H. Uganda in Transformation. London: 1926,
p. 177. e

?1pfd., p..117.

3Ibid., p. 117.




missionary the interests of his religion or his Church
are naturally paramount. This is clearly shown by the
character of many of the,village mission schools, which
often fail to satisfy even the modest claims of a general
education. They may even incur the suspicion that they
make use of secular knowledge merely as a bait to fill
their classrooms, and then show their scholars the way
into theisxr Church.

s Like every other activity of the white mah, the
school,'and especially the school in the hands of the
mission, has a destructive effect on social cohesion.

The missionary aims at replacing the indigenous religiomn
by a foreign one, and in doing so.he strikes at the very’
root of Native life. Religion is so closely associated
with all other departments of life that this destructive
effect is inevitable, even when the missionary proceceds
with the greatest caution, which is not always the case.

There are two main schools of thought among mission-
aries about these problems. One school sees Christianity
and Westérn civilization on the same plane. Even if they
do not regard them as identical, yet for them they are
so closely bound together that the one is not thought of
without the other, and the union of the two is expressed
in the term 'Christian civilization.' The institutions
and outlook of the West are the ideal, and to transplant
this Christian ideal to Africa is the aim of their work.
Where Native institutions are different from our own,
they are unchristian. To succeed in replacing African
customs by European or American is a victory of the
Christian spirit. According to the personal outlook of
the missionary he may in his efforts emphasize the Chris-
tian or the civilizing side, but in essence both are one.

Christianization and Buropean cultural indoctrination went

hand in hand. The success of the former was measured by thatrof

the latter. "Ambivalerice of the African toward his heritage,"2 a

1Westermann, Diedrich. 7The African To-day. London: Oxfoxd
University Press, 1934, pp. 218-219.

2Hanson, John W. Imagination and Hallucination in African
Education. Michigan State Univexsity, 1967.
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problem which is plaguing present-day educators in the country, «
-
has its root in this early education. To the Mission's way of

k4

thinking everything African represented paganism, and an African
who had lost his culture was bound to remain a Ffixm Christian.

School subjects bore no relevance to real life of the

péople. African Music was considered pagan and despised by the

tecachers and pupils. Yy

While Christian Missions wefe busy founding schools, the

British Colonial Government was preoccupied in building up admini-

strative machinery and establishing law and oxder., It was éopn
realized by the Colonial Government that a little schooling would
N

increase the usefulness of the African; and a compxehensive pplicy
making was begun in 1920.

This interest in education was further stimulated by the

" trustees of the 'Caroline Phelp Stokes Trust' who resolved to

send from the U.S!A. a Commission to East Africa to visit Kenya,

Uganda,. Tanganyika,1 Basutoland, Swaziland and Ethiopia on 21st

November, 1923, in order to study African Education on ‘the spot.

The Commission was led by Dr. Thomas Jesse Jones, a U.S.

citizen. It included among its members Dr. Garfield Williams, a

vBritish, on the Church Missionary Soclety, and Professor Aggrey,

an African from the Gold Coast2 then teaching in the United States

of America. “

"1 .
Now Tanzania. . . .

2N6w Ghana.
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The significance of this Commission is firstly in the ¢

fact that African education had attracted international interest;
r

secondly, largely as a result of the Commission, the British House

of Commons appointed a permanent Committee.to report to H, M.
Government on African Educational Aff%irs; and thirdly, the sig-
nificance of the Commissiop is in:what was.iecoméended, expres-
sing their concern for lack of relatedness in the existing §ystemv
of education: "Education must be enlarged, and better aéapted to
the needs of the native people."1

On 24th November, 1923, the.British SecretarQ of Stafe

for the Colonles appointed an 'Adv1sory Commlttee on Native BEdu-
L1
.

'catﬁon in the British Tropical African Dependenc1es'2 whose teims

of reference were to "advise the Secretary of State on any matters
. .

of Native Education in the British Colonies and Protectorates in

Tropical Africa which he may refer to them; and to assist him in

advancing the progress of educdation in those Colonies and Pro-
"3
tectorates.
In 1925 the British Government assumed an ever increasing
interest in Uganda Education, as can be seen in the following
memorandun which constituted the earliest declared British Govern-

ment Policy of Education in Uganda:

1Jones, Gresford H. Uganda in Transformation. London (1926), p. 185.
zafi”fiéh Colonial Office: Education Policy in British Tropical
Afrlca. (British Parliament Papers by Command cmd 2374)  London:
H M. Stationery Office, p. 1.

Ibld.




s
"

Government welcomes and will always encourage all
voluntary educational effort which conforms to the gen-
eral policy. Co—operation between Government and other -
educatlonal agencies should be provided in every way...
sesesassssss - Education should be adapted to the mental-
ity, aptitudes,.occupations, and traditions of various
people, conserving as far as possible all sound and
healthy elements in the fabric of their social life. Its
aim should be to render the individual more e¢fficient in
hlS or her condition of life, whatever it may be, and to
promote the advancement of the community as a whole through
the improvement of agrlculture, the developmont of Native
1ndustrles, the i ovement of health, the training of the
people, in managem&t of their own affalrs, and the lncul—
cation of true ideals of citizenship and sérvice.t

N

A policy of patterﬁship in fhe running of African cdu-
cation was thus formed between Government aqd Missions, Gdvern-
ment financial aiq to Missio? Schools was unfortunately subjected
fo examination results although this had not.been the original

intention, as can be seen in the following quotation:

The policy of encouragement of voluntary effort in
education has as its corollary the establishment of a
system, of grants in aid to schools which conform to the
prescribed regulations and attain the necessary stan-
dard. Provided that the required standard of educational
efficiency is reached, aided schools should be regarded
as fillithg a place in the scheme of education as impof-
tant as the schools conducted by Government itself. The
utilisation of efficient voluntary agencies economises
the revenues available for educational purposes. The
conditions under which grants are given should not be
dependent on examination results.

“In practice there was no other means by which the Missions

thools' attainment of 'the necessary standard' was ar;ived at by

lJonés;*Grésfofd H. Uganda in Transformation, London (1926),
p. 175. :

gBritish Colonial Office: Education Policy in British Tropical
Africa. (British Parliament Papers by Command cmd, 2374)
London: H.M. Stationery Office, p. 7.
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vaerﬁment except thfough studying examination results. School
work became examination centred, and education was narrowed'down
to bookish work. ’

Examinations were prescribed by Government and some of them
prepared in England for British and unrelated to the African stu-
dents. So education became bookish, and school subjects were
divogced from thé real life of the Afxican student.

. N v

Agencies which founded and administered Primary School
Education were Missions, and later on, Moslems, Private Indivi-
duals ana Local Governments. The Agencies financed the schools
from tuitiop fees, private donations and Central Govefnment grants.!
The Go¥Frnment grants éovered'the salaries of teachers only.
Building construction, maintenance and equipment were financed
from tuition fees and pr%vate donations.

N Largely as a result of this system, we note a disparity
in education. Tribal or culture groups most receptive, or having
easy access to education benefited considerably to the extent that
Post~Independence Government has seen.this imbglanée in educa-
tion$1 development as a cause of disunity.

The problem was further aggravated by religious animosity
and cémpetit;on.l Protestants and Catholics competed-in their
process of evangelizing the country to the extent that Schools and
Churches were buiit‘héxt door to each other and sometimes away

from real centres of population. . Consequently, children had to

go_ioné distances to obtain education. Where spacing of schools

~—

1seevReligic-ms Wars referred to on page 6.
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is reasonably fair, some children have to pass the nearest school

in search of schools of their own denomination.

H

.In 1952 an attempt was made to create a homogeneous Pri-
mary School Administrative body. This was contained in the recom-

mendations of the de Bunsen Committee:

L3 .
We regard it as fundamental that within the policies
determined by the Protectorate Government, the responsi-

bility for local educational planning of Primary educa- v

tion should rest with the District Local Education

Authorities who will, we hope, create their own local
development schemes and stimulate through School Boards o
of Managers a real and increasing sense of local respon-
sibility for the first five years of Education.

Since 1953 there has been a marked iﬂterest in education
at al; levels in Uganda. It ;as during the same year that the
Price Assistance Fund was renamed African Bevelopment Fund
(£ 20,000,000) and resorted to in the general development of edu-
cA%ion. Of this amount : 8,000,000 was set aside for educational
expansions and innovations. The Fund was used up in six years,
having financed Teacher fraining Colleges and Secondary Schools,
all of which have a direct effect on Primary educaéion.

The Rrpblem of Primary School drop-outs is due, among other
causes, to uneven distribution of schools which involve childreﬁ
in tr#vgllin; long distances, to and fro, for their eaucation.

Several.clas;es are run at half capacity of pupils.zb Noxr-

mally, Primary I and II have maximum number of pupils, but en-

rollﬁentufalls 4n classes-above Primary II.

lRepdrt: African Education in Uganda (1952), p. 1.

zForfy is régarded as maximuf number of pupils per class in Uganda.
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In 1951, 66,405 boys were enrolled at the bottom
classes of the Primary Schools throughout Uganda. = This
showed that well over 75%.of school '‘age boys attended
school in their lives, if only for a term or two. En-
rollment fell off rapidly. Oaly 19,657 were enrolled
in Primary IV; 9,080 were enrolled in Primary VI; and
1,831 were cenrolled in Junior Secondary III (now the
equivalent of Primary VIII).

Consequently, the Committee on "African Education in

A

*

Uganda" (de Bunsen Committee) of 1952 emphasized the need fox con-
solidation of e*isting Primary Schools” rather than expansibn:
"Wery broadly speaking; as many children now enter Primary School
Systen as the economic state of the country 5ustifies, and the

main aim should be to ensure that those who enter stay on for the

N
fullest course which can be made available to them."2

The year 1959 heralded a new government policy of ediuca-

tion contained in Uganda Government Session Paper published in

February. of that year. The Paper dealt with Primary ahd Secondary

education of all races. The*Pioblem it considered was one of

consolidation rather than expansion.} !

However desirable expansion might seem to be, for
the next few years the principal effort should be directed
towards raising the standard of teaching in all grades of
schools and providing a minimum of four years of schooling
for all who desire it with the ultimate objective of a
basic course of eight years for every child.2 '

At the end of 1960 the number of Government and Grant-

aided Primary scho&is in the whole country was 2,354, with a total

~

e - . -

1Repoirt: African Education in Uganda Protectorate:(1952), p. 13..
21bid.

3Uganda: The Making of a Nation, p. 21.
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enrollment of 346,00d African children (108,000 girls), 16,000
Asians and 1,100 Enropeans.l ,T?e majoxity of schools were managed
by_Missions (voluntary agencies), a numbér of schools were run
directly by local government, and a féw were privately owned.

The year 1961 heralded for the first time in the history
of Ugéhda a pre-independence National Assembly with.a majority of
African Representatives. - The following private motion was intgo-
duced into and adopted by the Assembly:2 "Be it resolved tﬁat
this House urges Government to intrqduce the teaching of African
Music in Uganda Teacher Training Colleges."3

1962 was the year éf Uganda's independences One of the
first actions of an independent African Government was to appoint
a Commission under the chairmanship of Professor Castle to study
and report on Education. In its report the Commission.iaid empha-
si;‘én Secondary School expansion and reaffirmed an earlier deci-
sion to expand the Primary school course to eight years.

One of the most important decisions taken by the Commission
was to propose multi-denominational Teacher Traininé Colleges, and
to propose formation of multi-denominational Primary Schools where
there was need for some. 7This is bound to result firstly, in
evenly distributéd schoolé; secondly, in decline of religious in-

fluenced management of schools; and thixdly, in a balanced secular

and religious instruction in Primary schools.

1Unanda: The Making of a Nation, P. 21.

2The Mofion was proposed by the writer of this Dissertation, then
a Member of Uganda National Assembly,

3Ha.nsard: -Uganda National Assembly Official Report of Parliamentary
Debates. Entebbe: Government Printers, 196l. .
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The comprehensive expansion of primary education from six
to eight years is being formed with full speed since 1962, Not-

withétanding.the implementation of this recommendation, the problem
' ! o
posed by immature Primary School leavers is immense and far from

being solved,

The Castle Report did not go far in its reference to need

v

" for curriculum chanées. It simply stated: "The governing prinw<
ciple in curriculum building is summed up in the woxd 'rélevance,'
and curriculum should be relevant to the present and future needs
of Uganda."1 "

i ‘ Independent Uganda pledged in 1962 to eradicate "ignorance”

" in its society.2 This goal impinges on the function of education
in that universal primary schooling has become an educational objec-
tive. Thexe has followed a steep rise in Primaxry School output
-‘graphs.s .Ihe effect on ‘educati;nal Pyramid' is that the middle
and the upper heights begin to resemble more closely the slopes of
a real pyré@id, in contrast to their previous resemblance to a

narrow -spear perched upon a broad, low box.

Owihg to limited funds available for educational expansion,

S

Secondary Schools and other Post-Primary institutions cannot
absorxb all primary school output. These institutions have resorted

to a selective system which stamps the rejected as failures:

ar.

‘1Repﬁft: Uganda Biucation Commission (1962), p. 27.

2Policy Statement of the then ruling Political Party: The Uganda
Peoples' Congress.

3Coombs, Philip H. The World Educational Crises. London: .Oxford
University Press (1968), p..66.
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The selective system is inclined to worry less about
those who leave prematurely because, as we noted; its
traditional mission, aboye the primary level, has been
to winnow out the most promising and form them into an
educatéd elite which will guide the affairs of society.
Through its screening and rejecting process, it stamps
large numbers as failures before they even have the
chance to choose for themselves whether they will
struggle on or become dropouts. In such circumstances,
‘a 'failurglimay be crippled for life.l '

ﬁapy of the "failures'" cannot find jobs, so they add, to.
the unemployed; This is aggravated b} the fact that during theif
education they received no vocational guidance which can only
come th;ough use of carefully conceived curriculum. Young chii—
dren should be given a chance fo prove and‘develop their person-

. .

‘alities to enable them to sufficiently play their part in the
drama of life and progress o; society.

During the course of their education; unfortunate atti-
;udes axe formed. The attitudes formed, very often, hake them
covet white-collar‘jobs and disapprove of manual labor .and tech-
nical vocations. School subjects beariﬁg no relevancy to real
social and cultural life of Uganda turn out chiléren whd are city
oriented. The 'failures' rather than turn to development of their

family lands run to the cities to join the unemployed.

Problems Challenging Music Education

Music curriculum must progressively reflect political,

rellg;ous, soc1al and ethlcal values of the society. Henée, the

S

need to 1nvestlgate and establzsh a genuine phllosophy for the

1Coombs, Philip H. The World Educational Crises. London: ' Oxford
University Press (1968), p. 68.
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education of the young which is. regrettably absent in Africa at
the present moment.l ,
‘A music curriculum must focus on sociéty:

All education proceeds by participation of the indi-
vidual in the social consciousness of the race., This
process begins unconsciously almost at birth, land is con-
tinually shaping the individual's powers, saturating his
consciousness, forming his habits, training his ideas,
and arousing his feelings and emotions.

k4

Promotion of all such worthy cultural féatures as would
contribute to a better future and mature the ideal quality of

life in the educand, should be the function of a musie curriculum,

Corollaxy to this, is the call to mitigate against the unfortunate
N

tambivalence of the schooled African toward his heritage,'3 and |

to eradicate divisive elements in society which are sustained by
unhealthy religious competition and negative ethnocentricity.
Education has been defined as

The stimulation of the child's powers by the demands
of the social situations in which he finds himself,
Through these demands he is stimulated to act as a mem-
ber of a unity to emerge from his original narrowness of
action and feeling, and to conceive himself from the °
standpoint of the welfare of the group to which he be-
1ongs.4

Music education must help a child to grow and mature, to

put service of mankind above personal gain, to learn how to live

1Notable exception Being President Julius Nyerere's "Education for
Self-Reliance," which adopts Socialist educational concepts for
‘' Tanzania's-education.

2Dewey», John, "On Education.” New York: Modern Library, Inc.,
p. 427. . ’ :

3 Pad

See page 8.

4Dewey, John, '""On-Education," p. 427,
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successfully with others, to gain skill and knowledge, to develop
"a respect foxr high standards ,and values, and to find his own
place 'if society.

A music curriculum must broaden the mind of the educand
by promoting appreciation of music of other cultu?es as well as

5

his own. This will open the way to his acceptance of differences
in cultures. "It is an irony of fate that in order to avertra
catéétrophicIWOrld Wax, 'man' must be;d every.effért to realizing
a truly human society.“1

JAll this necessitates a deep sense of commitment on the
part of a teacher in order }o "guide growth" and to effect a
-requisite “changed behavior".2 in the child. °

In a developing nation like Uganda, faced with educ&tional
Poverty and plagued by low enrollments, high wastage rates, gross
differences in educational opportunities, and a growiﬁg rate of
unemployed primary ﬁchool leavers, it is important that the pro-
'posed music curriculum should take note of the cquntry's meagre

resources without denying general music education to every child.

Philosophical Aspects of the Problem

It has been suggested that African Religion can be depicted

as a triangle.3 At the top, head of all powers, is God. On two

.lFannle Shaftel R., "Values in a World of Many Cultures," Educa-
tional Leadership 18 (May 1961), p. 489.

2Mursell, James H., "Growth Process in Music Bducation," from

"Basic Concepts in Music Education,' NSSE (1958).

35ee Figure 1, page 20.




sides of the triangle are the next greatest powers, gods and an-
cestors. At the base are lpwer forces, with which magic and medi-
cine are concerned. Man is in the middle, énd<@ust live in harmony

with all powers that affect his life, family and work.1

Figure 1. .

God

Ancestors

Gods

Man's life is dichotomized into birth, infancy, puberty,
t
- adult (marriage), death and succession. Each of the dichotomies

form important landmarks in one's life with definite educational

experiences in which music plays a leading role.

Figure 2 below is illustrative of life and its dichotomies:

Figure 2.
Succession
Death Birth
Adult Infancy
et - "Marriage"

2 Puberty

lparrindér, Geoffrey, African Mythology. London: The Hahlyn Pub-
lishing Group, 1967, p, 12,
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. 1}
The act of preparing, training and transforming a young

. child into a mature responsible person was and still is of utmost
importance in a community. A child had to be inducted into the
heritage of his predecessors1 manifested in the music, poetry, art,

drama, dance and stories including mythologies, legends, gencolo-~

gie$, proverbs and oral history of the country.

Figure 3.

Geneoclogies
History

Drama
Story-telling

Art N
Poetry

. &§\ . Dance

The life-cycle of an agricultural communfty as represented
in Figure 4 below revolves around production of crops. Weather
and 'Mothexr Earth' play their part in such production. They are
forces tha£ are unpredictable., However, they are aésured to the
community if man lives in harmony with all powers that affect his
iife nanely, God, the gods, and ancestors, -Man is therefore

- obliged-to fulfill all rituals pertaining to the agricultural acti-
. -~

vities indicated in Figuré 4, .

s : a

1Sée Figure 3.
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- Figure 4.

* Bush
! Clearing

Thrashing

Ploughing

Harvesting Planting

Weeding

Schools have come into existence in Africa because civili-.
zation has grown complex, so the formal method of education has
been superimposed upon the traditional or informal method, un-

“fortun?tely without prior study and appreciation of the latter.
Such ill-conceived formal education has produeed members who no
longer conceive themselves from the standpoint of the communities

which they are expected to serve and offer effective leadexship.




CHAPTER II

JUSTIFICATION

Philosophical Basis for Teaching Music

Music plays a unique role in the life of }he'African. It

B
provides a medium between the living and the dead. Through Music,
invocation,of‘ancestral spirits is achieved. Similarly,.communi-
cation between man and his gods is p;ovided t#rough the medium of

Music. The spiritual role of Music is illustrated in Figure 5

below: .

*+ Figure 5.

God

Ancestors

Each of the dichotomies indicated in Figure 2 is charac-
terized by its own music. There is music for birth, for infancy,
for puberty, .for marriage; for adults and for deafh. In the

o~

ritualization and dramatization of each of the life's dichotomy

23,
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music plays a main role as is indicated in Figure 6 below:

r Figure 6.

Succession
(Music)
Death Birth
(Music) (Music)
Marriage d
‘& Adult Infancy
(Music) (Music)

Pubexrty Music

Music is indisﬁensable for all man's feelings and‘emotions.
It expresses his happiness and jubilations at weddings and festi-
v;ls,'his pride and sophistication at court, his loneliness and
devotion at religious rituals, his simplicity and humbleness at
home b& his fireplace and his bravery and courage at war.

Music is used by verbal artists to accompany o;al history,
story telling, speech making and various forms of poetic recita-
tions, Geneologies,AProverbs, legends and mythologies are all
portrayed through music. In fact, music is the most effective

medium through which children are inducted into the heritage of

. 1
their ancestors.

Schools have come into Africa because civilization has

grown complex, so the formal method of education hds been supef-
-~ -

1See Figure 7. .
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impoSed upon the traditional or informal method, unfortunately

without prior study and appreciation of the latter. Such ill-
4 i
conceived formal education has produced members who no longer

conceive themselves from the standpoint of the communities which

they are expected to serve and offex effective leadership.

.
1

Figure 7.
Geneologies ”
and History. .
(Music)
(zﬁ:?z) Story Telling
(Music)
Axt
Masque Poetry
q
(Music) (Music)
- Dance
{Music)

Life means growth, and living has its own intrinsic quality
which becomes the main concern of education., Each of the dichoto-

mies of life referred to in Figure 2 has that quality, and shouid,

. therefore, interest educatoxs.

It is essential that the African be educated by his socialr
environment. He will thus become a sharer or partner in the acti-
vities of the spcigty; itsnsucpess will become his success, and
its failures his failures. It is only through this means that he.

will become a servant and a leader of his people. -




26.

When nature and society can live in the classroom,
when the forms and tools of learning are subordinated
to the substance of experlcpce, then shall there be an
opportunity for this 1dent1f1catlon, and culture shall
be the password.

Contribution of Music Education to
National and Cultural Building

Uganda is still plagued by negative ethnocentricity which

beset proper growth and development of a young nation. A richsv

music curriculum which draws on all diverse cultural heritage
could contribute effectively toward production of mature indivi-
duals who would actively contribute to national and cultural

building:

s

The individual who is to be educated is a social
individual, and that society is an organic union of
individuals. If we eliminate the social factor from
the child, we are left with an abstraction; if we elim-

., inate the individual factor from society, we are left
with an inert and lifeless Mass .coeess

Most unfortunate is the fact that modern ill-conceived
eduéafion has produced a large number of "inert and'lifeless
mass," who are uprooted from their society, and no ionger act as
members of a unity, or conceive themselves from the standpoint
of the group to which they belong. Not only are the educational
:products "inert and lifeléss," but they are extremely disunited

and incapable of offering effective service and leadership to

PR

their communities.

1Dewey, John. The School and Soc1ety. The University. of Chicago
Press, '1943.

2Archambaut,»Reginald D. (Editor) John Dewey on Education.
Modern Library, p. 429.




Need for Relevance in Music Education

Music pervades all African social environment;l It is the
medium through which the African expresses all his feelings and
emotions., Therefore, in music all arts, drama, poetry, dance,

oral history and folklore have been conceived and bequeathed to

*

posterity. Figure 8.
Clearing of Bush
{Music) i
—'——'I' e e
Geneologies =~
History . i
Thrashing (Music) \\ Plougl:n.ng
(Music) ) . v (Music)
R Drama // Stoxy
(Music)\.” * Succession ,Telling -
(Music) (Music)
/ Death ! Birth \
/' (Music) SMusic) \
/ \
S
Marriage Infant
. { art |(Music) , Music)
Harvesting '(Masq_ue)"- Planting
(Music) “(Music) 5 (Music)

Puberty(Music)

Dance(Music)

S - - -Weéding( Music)

:."See Figure 8,
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This enhances the importance of African Music in the

school curricula. Failure to relate school music to real life
&

and experience would and has created loss of valiue in and disre-
spect of African heritage among Schooled Africans. Devaluation
of African culture aund general ambivalence toward African heritage

.
may create psychological repercussions in the educand. Education

should not separate a child from its environment.

Education has two sides, one psychological and one
sociological. The psychological and sociological sides
of the child are oxganically related. The child's own
instincts and powers furnish the material and give the
starting point for all education, but knowledge of
social conditions, of the present state of civilization,
is necessary in order to properly interpret the child's
.powers. The child has his ‘own instincts and tendencies,
but we do not know what these mean until we can trans-
late them in their social equivalent.l

The loss is not only spiritual but it is also technical.
Exci&sion of African Music from the school curricula has led to
formation of generations of men and women who are incapable of
performing music. The skills of performance and the rules of
the "art are gradually disappearing. : -

Traditionally, music plays a most predominant role in the
culture of Africa.2 If schools are to be the spearheads for pro-
ﬁoting,‘encour;ging, and stimulating a continued evolution in the

culture of Africa, they must enhance growth and continued influence

of African Music to fufiction as a true element of that culture.3

1Dewey, John. On Education.  Mcdern Library, p. 428,
zRefer-gd Figure 8,

3Mbabi7Katénat S. Preface to Introduction to East African Music

for Schools. Adult Education Centre, Agip House, 9 Kampala
Road, P,O, Box’ 7176, Kampala, Uganda.




Inculcation of High Standards and Values_ in Life

Positive experience in early childhood tends to create
confidence and bring forth morally positive‘reaétions. Through an
uninterrupted series of favorable stimuli of conscious and sub-

conscious ®haracter, an ego is being formed which will allow for
R .

a natural formation of moral super ego, and the result will be a
mature and well directed personality.l : : w
Exclusion of African Music fromﬁthe mission-conceived
school curriculum was and still is tantamount to confempt of the
natural joys of young people, and a worst foi@ of oppression ana

suppression of man's happiness. It is indicative of lack of

ps&chological interest in, as well as absence of "love!" for the
educands.

Thi§ absence of "love" strikes a sharp contrast to the
pri;ciples ;f Christian teaching: "Suffer the little children to
come unto me."2 Love is a pre-requisite to good teaching. It was
John Gerson, a medieval educator, who postulated: rLove is the
source and end of educa.tion."3 )

A child centred curriculum is a result of considerable \
. interest in, love for and understanding of children. It is in-

tended to provide much more than mere cultural conditioning. "If

knowledge and study cannot transcend conditioning, then probably

1.

lp1ich, Robert. History of-Educational Thought. New York: Van
Nostrand Reinhold Co. (1968). [/ On Pestalozzi, p. 261._/

2Jesus/, quoted in St, Maxk 10:14,

’
3Ulich, Robert. History of Educational Thought. New York: Van
"Nostrand Reinhold Co. (1968), p. 100,
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nothing can, and music cducation can be only one more species of

conditioning."1 .

Music ‘education should lead to progicssive development and

deepening appreciation of the art. Music should ultimately become

a great instructive influence in the life of the educand.

+

Appreciation of Music of the World's Cultures

- k4
The deepest source of development and education lies
in the experience of love which a person has as a child
in relation to his parents. If a child is put on this
'road of nature' he will understand without many words
the most essential moral elements of human life, namely,
fellowship, peace, gratitude, and justice.

According to Pestalozzi,

The sphere of knowledge from which man in his indi-
vidual station can receive happiness begins closely
around his own self and his nearest relationship; from
there his knowledge will expand, and while expanding it
must regulate itself according to this firm centre of
all powers of truth ....... Educate only in this ‘path
of nature,' then men can understand and estimate one
another because they will develop a pure sense of sim-
plicity and uprighteousness.

This offers support to the African conc;pt of education
which has its foundation in the family, and which gradually ex-
pands the horizon of a child from family to broader relationéhips.

E&ucétion should liberate children from préjudices and

lead them to discover great ideas and to aim at love, respect of

1Nelson, Henry B. (Editor) Basic Concepts in Music Education.
" Chicago: NSSE, p. 83, s

2Qubtation of Johan Heinrich Pestalozzi in: Ulizh, Robert.

History of Educational Thought. New York: Van Nostrand
- Reinhold Co. (1968), p. 258,
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life, and at appreciation of the dignity and greatness in the
world's Art. As Friedrich Froebel points out: "Education should
lead the child to relate his experiences organically one with

anotheér, Thus the child will realize his own personal unity and

the unity inherent in diversity of life.“1

kS

Development of Creativity

"Childhood is not merely a preparation fox adulthood, it
is a value in itself and possessesﬂits own ;:reativeness."2 Life

and its dichotomies are illustrated in Figure 2 on page 20, Each
dichotomy constitutes highly valuable experiences ingrained withq
qualities and values most interesting to educators who seek to re-
construct such experiences for enrichment of the minds of the’
educands and stimulation of their powexs of creativity.

The purpose of learning should not be mere continuance of
tradition, it should aim far beyond this goal in ordér to assist
the educand towara a higher degree of self-expression, and a better
undersfanding which leads to independence of thought and spon-
taneity of action in the field of creativity. The ultimate goal
being growth and enrichmenf of art and full enjoyment of life.

A music curriculum must aim at exposure of children to the
best thefe is in musi; and performance. Through life itself chil-

. dren must so broadep in knowledge and skill, that ultimately music

s

has to become a powerful constructive force in their lives.

1Ul‘ich, Robert. History of Educational Thought., New York: Van
Nostrand Reinhold Co. (1968), p. 288. :

2Quotation of Froebel from: Ulich, Robert. History of Educational
Thought. "New York: Van Nostrand Reinhold Co. (1968), p. 288.




CHAPTER IIX

I3 METHOD

General Music Education

General Music is required of all pupils in’ Grades 1-8.

'Music belongs to all, anfl the task of a music teacher constitutes

the act of "bringing music and people closer together."‘1 g
General Music experiences Jill spring from the still

living folk heritage illustrated in Figure 8 on page 27. The

following words of Kodaly meant for Hungarian Folk Music, equally

apply to Uganda Folk Musical heritage:

Folk music is not primitive music, but an art that
has matured in an evolutionary process lasting a thousand
Vears s...... So far it is the most consummate musical
expression of our national spirit .......

Those simplified and worthy elements of thé African en-
vironment> which are deemed capable of contributing to a better
future for our children will be committed to syubols and be in-
grained into the daily activity of the school.

Over one hundred and fifty songs of various degrees of
difficulty and involving various activities, have been drawn from
the traditional Eaét.African Musical heritage, and committed to

symbols. '

'1Essze, LaszlS. zZoltan Kodily: His Life and Work. London:
Collet's Holdings, Ltd. (1962), p. 39.
21bid., p. 83.

311lustrated in Figure 8 on page 27.

32,
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The school will thus be made to absorb in successive
stages graded musical herita?e, which has been committed to symbols
and made available to all children irrespective of their social
limitations.

It is hoped that elimination of two kinds of musical illi-

ter;cy will be achieved through teaching people, on one hand, to
read music, and on the other hand, to appreciate true musical
values.

Alongside the 150 songs, there will be graded sight read-
ing and memory exercises in tunes and rhythms. Musical growth .

will be stressed at every level and in every activity.

Y

Musical growth depends altogether upon study of and
dealing with music itself and upon differentiating the
constituents which determine its significant expressive-
ness, its appealy its beauty. Musical growth does not
depend upon studying those constituents in isolation .,.
«e.s It becomes evident once again that the all-too-
common distinction between the musical and the technical
is a fallacy. Rhythmic organization, key relationships,
phrase structure, and so on, might be thought of as
technical considerations, and in a sense they are. But
at the same time they are the constituents upon which
the whole efféct of music and the art of music itself
depend. They must be progressively apprehended, or
musical growth itself ....... becomes impossible.l

The curriculum will progressively provide for discovery

of aptitudes, and differentiation in needs, interests and abili-

ties; and will accordingly strive to cater for such specialities

and introduce use of flexible programs.

1Quofation from Mursell, James H., "Growth Process in Music Educa-
tion," p. 150, in Nelson, Henry B. (Editor) Growth Process in
Music Education. Chicago, NSSE (1958).
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Integration of Various Related Learning Experiences

in a Uganda primary sshool, the usual practice.is to have
one teacher offer instructions in all subjects in his class. Be-
cause of such self contained class rooms, a trend toward the core
curriculum integrating various related learning experiences is

A .

being emphasized. In this way, a highly divided curriculum that
separates a;tificially the "segments of life common to all
people“1 will be avoided.

Thus the following related learxning experiences, all of
which are integral parts of the Folk heritage2 will be incorpoF
rated into a Music Class: Poetry, Drama, Story-telling, Art
'(Masque), Crafts (making of musical and stage instruments), Dance
and Physical Education games.

It is thereby hoped that additional time gained will auto-

matically benefit all subjects. "Time is to a school subject what

water and sunlight are to a plant."3

Use of Para-Professionals

Owing to the country's meagre financial resources, there
are limited funds available for education.4 It is the general
class teacher, rather than music specialist, that is’ envisaged in

this curriculum.

1Douglass, Harl R. Principles and Procedures of-Curriculum Im-
provement. The Douglass Series in Education. ’

2

See -the illustration in Figure 8 on page 27.

3Broady, K. 0., "Enriched Curriculum for Small Schools," The Small

School in Action Series. .

4Refe: to page 16.

"
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However, there is expressed in the curriculum, need foxr
employment by each Primar& School, of a demonstrator-artist ob-
tained locally and cheaply é; either part-time or full-time basis,
who would assist in instrumental training and participate in
concert production.1

Through such para-professional artists, it is hoped, a
wealth of traditional African verbal artists® knowledge will be

. . -
portrayed in a living form to the Music class. Music, Poetry,
Story-telling, Proverbs, Folklore in general, and Dance will‘
thus be made available to school children.

It should be emphasized, however,.that the entire respon-
" sibility of teaching a mus}c class would still rest with the
general class teacher. The para-professional artist's role would
be that of assisting the general class teacher, by filling in his .

expertise knowledge where it is required in the normal lesson,’

and. by displaying his art at concerts and some other productions.

Flexible Scheduling

The curriculum, in order to cater for individual pupils,
recomﬁends that differentiation should be progressively achieved
by: ability gxouﬁing_(special sections), homogeneous grouping
(interest groupings, electivess, diagnosis and remedial treatment,

© extra curricularaactivities, and individualized learning.
Consequently, it will be necessary to introduce a system

of flexible scheduling as indicated below, bearing in mind that

e
1The practice of hiring, on part-time basis, of local artists exists
in some’ schools in Uganda. It is proposed here that the system be
officially confirmed and widely practiced throughout the country.
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the maximum number of pupils per class is 40, and that the time

allocated to general music %;ass is 150 minutes per week, or a

minimum average of 30 minutes daily.

Primary Grades one and two.--Under the supervision of two

classroom teachers with the assistance of a local demonstration
v

artist.

On- Mondays, Tuesdays and Thursdays, ?he classes wilﬁ be
taught by their teachers -- playing, writing and reading of
simple rhythms, rote singing, listening, dancing, learning
poetry, singing playsongs as well as story songs, and acting.

On Wednesdays and Fridays -- classes will be combined

(see Figure 9) and the time will be devoted to performances by

pupils of materials learned in class. On some occasions local

_executant artists will be invited to perform to the classes.

" Teachers will seize this opportunity to observe and
evaluate their pupils regarding general development and behavior
change with respect to sense of responsibility, co-operation,

gaining of skills and knowledge.

Figure 9.
> Class Scheduling for Level I

Units of Instruction

Monday .. Tuesday Wednesday Thursday Friday

Primary .
one

L
Primary
two
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Primary Grades three, four and five,~--~Under the super-
vision of four teachers, inclgding the demonstratoxr-local artist.

On Mondays, Tuesdays and Thursdays, the combined three

classes will be divided into four groups:
(i) A large group of 75 pupils, and three small groups

of 15 pupils.

Pupils in the large group will be offered self-~

administering individualized material,

Selection in the small groups will be based on
ability, electives and diagnosis or remedial

treatment. *

It is in the small groups that the services of
the demonstrator (local artist) will be needed

for studies on musical instruments.

Instruction offered to the small groups will in-
clude playing, writing and reading rhythms and
tunes, listening, singing songs, reciting poetry
and story songs,1 singing of playsongs, acting,
and learning the craft of making instruments.

Wednesdays and ?ridays will be devoted to concerts, etc.

1Recitation of poetry and étory telling is more often declaimed
or chanted, to accompaniment of a musical instrument, than
spoken.
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Figure 10.1
Class Scheduling for Level II

12
Monda, ) Tuesday Wednesday - Thursday Friday
y

Primary Grades six, seven and eight,~-During each of the
first four days of the week (Mondays t0 Thursdéys), the coﬁbined
three classes will be divided into the following groups:

A large group of 90 pupils, and three small groups of

10 pupils per group.

a

Pupils in the large group will be offered individualized
materials which are self-administering. It is hoped the
pupils will be motivated and directed at every step by

the material itself.

Pupils in the small groups, based on either ability, or
eiectives, or diagnosis and remedial treatment, w%ll be
given instruction in playing, writing, énd reading

‘rhyfhms and tunes; 1i§tening, dancing, singing, poetry,
playsongs and stories, acting, performance skills, and

making instruments.

Fridays will be devoted to performance by pupils of mate-

rials learnt in class, while teachers will utilize this opportunity

As pah be learned from Figﬁre 4, each pupil will meet for indi-
vidual instruction twice a week, for group instruction once a
week, and for performance twice a week.

1
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to observe and evaluate musical growth and artistic maturity of
each pupil.
14

On some occasions, executant artists, local or otherwise,

will be invited to perform to students.

Figure 11.
Class Scheduling for Level III

Monday Tuesday Wednesday Thursday Friday

a

General Music in Primary School.--Learning will generally
take the form of reduction of tension in relation to solving érob-
lems involving wholes.1 Growth aﬁd development will thus be re-
flected in the order of topics which should always reapéear in

new setting with added meaning.

Albngside this progressive development will be a careful

ascertainment of pupil's interest, channelling it along suitable
lines of action while at the same time pursuing integrated develop-

ment.

Continual evaluation will be necessary in oxder to ascer-
tain pupil's level of maturation, which should determine his posi-

g,

tion in.ability grouping and the level of individualized material

on the one hand, and the di;tribution of work load in the program

of study and practice.
-~

¥leson, Henry B.. (Editor), "Basic Concepts in Music Education,"
NSSE (1958).
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Efforts will be repeatedl& made to clearly demonstrate to
v
the pupil goals and objectives, so as to enable him to discemn
requisite standards., '

In conclusion, it should be emphasized that owing to
Uganda's limited resources, it will not be possible tq_use film-
strips and to employ music specialists at Primary schools for many
yeafs to come. However, it will be péssible to cheaply utilize

P
the services of local executant or verbal artists of high calibre
--at—-school concerts, during practice hours in class, to demonstrate
new techniques, correct faulty techniques and inspire and motivate

pupils to acquiring further pexrformance skiils.

*

B A:{




CHAPTER IV

REVIEW OF RELATED LITERATURE

None of the books reviewed in tﬁis chapter contributes
to the data for this dissertation. The purpose of writing the
chaﬁter is to demonstrate the inadequacy of avail;ble litera-
ture on Uganda music, as well as convey general information'Pn
studies tha¥ have so far been carried out on the subject ﬁre-
vious to the writing of this dissertation.

A number of early European travellers and Missionaries
left us;ful information on Ugaﬂda. They covered a wide field
‘of studies embracing politi;al, social, economic and physical
aspects of the country.

Their information on Uganda music, however, is sketchy
;nd tale-like. On the whole it seems to have been prompted by
curiosity and is replete with idiological or cultural bias.

In 1945, the Trustees of Uganda Museum, probably through
‘the influence of Dr. K. P. Wachsmann,1 expressed}in their annual
report, interest in the future of folk music in Uganda.

Pres;mably, that annwnal report was instrumental in
prombting éhe British Colonial Development and Welfﬁre Fund to
sponsor in 1948 a '"Regional Collection of Folk Music under

Scheme R.233."% ©

1Dr.'K. P. Wachsmann was the Uganda Museum curator.at that time.

2Wa€hsmann, K. P. 'Folk Musicians in Uganda. Kampala: The Uganda
Museum, 1956. '

41.
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The scheme was conducted by Dr. K. P. Wachsmann, who had
already been making investigat%ons on Uganda folk music on his
an. His "Folk Musicians in Uganda" is based on the 'Research
Scheme R.233,' as is his contribution to a book entitled "Tribal
Crafts of Uganda," published in conjunction with Margaret

Trowell, M.B.E.

First Systematic Approach to Uganda Music.--For thg first
time a systematic approach to the studyhof Uganda music is notice-
able as a result of Dr. Wachsmann's publication. In spite of his
scientific methods, he attached great importance to judgements of
folk musicians as can be read in the following admission: "Working
with folk musié;ans has taught an important lesson, namely, to
allow their attitude towards music to guide the student."1

He makes a careful appraisal of the bias of the minds of
listeners-to and performers of Uganda Folk Music. FromAthis
standpoint he makes interesting descriptions and evaluation of
the music, as well as an attempt to dispel misinfogmed judge-
ments on the music by non-Africans. ’

He makes interesting assumptions on the histoxy of the
country, arrived at through speculating on rhythmic and melodic
characteristics of Uganda Folk Music; and notes a strong social
impact created by a broad song spectrum observable in Uganda

Folk Music. He also raises interesting issues relative to the

1W’achsmann, K. P. Folk Musicians in Uganda. Kampala} The Uganda
Musetim, 1956, p. 2.
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usual formal pattern of Uganda songs, which gives rise to a
characteristic responsoriél style of singing.

On the whole, the bJok serves one important purpose, .
‘namely, it raises interesting and highly intriguing points which
merit further investigation. Most significant are the following
twd remarks: '"Uganda might claim not only geogréphically but
musically, a place between West Africa and the Orient,"1 ang "of
course, thé music of Africa with all "the diversity of its peoples
and their histories, can no more be uniform in concept than the

music of the 25 Uganda tribes can be reduced to a common formula."2

An Anthology of Uganda Musical Instruments.--Dxr. Wachsmann's
a

'precise classification, description and anthology of African
(Uganda) sound instruments forms a monumental work in the study
of African ﬁﬁsic.a
N . His classification of the instruments is based on E. M.
von Hornbostel.4 He divides sound instruments into the following
four groups: Idiophones, Aerophones, Membrophongs and Chordo-
phones., .

Dr. Wachsmann's ethnological account and descriptions

bearing on the instruments was the first of its kind. The ori-

ginality of this work enhances its value.

1Wachsmann, K. P. “Folk Musicians in Uganda. Kampala: The Uganda
Museum, 1956, p. 1.

2rpia]”

3Wachsmann, K. P. The Sound Instruments (Part Two of Tribal Crafts
of-Uganda. Margaret Trowell and K. P. Wachsmann), Oxford Univex-
sity Press, 1953. .

4Hornbostel.'s classification of sound instruments as shown in
Africa, Volume VI, p. 303.
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The work is purely ethnological rather than musicological
or both. However, the omissio? of music in no way reflects on
the signifiéance of this work to musicologists. In fact, a sub-
ject as vast as Uganda Sound Instruments could not have been better

tackled.

1

The work as a whole is precise and basic in nature; hence,
its referential value for ethnographers, historians, musicologists

and educators.

The First Transcription of Uganda Xylophone Music.--Not-

withstanding the fact that only one tribal xylophone music is

covered in African Music from the Source of the Nile, by Joseph

Kyagambiddwa,1 the work merits a review in this dissertation
mainly because it forms one of the first attempts to transcxribe
Uganda xylophone music into conventional notation.

Regrettable, however, is the fact that the xyloﬁhone
scores are unintelligible even to someone who understands the
Ganda xylobhone patterns. Similarly, a good many historical

‘statements made in this book have not been substantiated..

However, the publication of sixty-two xylophone scores

is a major step in the study of Uganda music.

The First Theory Book on East African Music.--In 1961, a

'Research and Training in African Music' program was launched by

the author of this dissertation through the financial assistance

of a Rockefeller Foundation Grant to the University of East

leagambiddwa, Joseph. African Music from the Source of the Nile.
New York: Frederick A. Pareger, 1955,
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Africé, with the aim of training and developing musically talented
* teachers in teaching techniques.
: v

An Introduction to East African Musié for Schools, by

S. Mbabi-Katana,1 is a sequel to an extensive collection of 150
East African songs which form the main data of teaching mate-

.
rials appearing in this dissertation.

In An Intrxoduction to East Afyican Music for Schools, the

author demonstiates clearly the meanihg and uée of the mﬁsical
elements of notations, pitch, time, intervals, scales, and rhythm
with special reference to the indigeneous music of East Africa. )
N The book was written with the aim 6f providing East
‘African teachers and studen;s with a background knowledge of
musical elements based upon examples drawn from their natiohal
songs. It was also the hope of the author that the publication
;ould enhance a true undexrstanding of the national sohgs and

growth of African Music to function as a true element of the

cultures- of the new and developing nations of East Africa.

leébi-Katana, S." An Introduction to East African Music for
< Schicols. Kampala: Uganda Adult Education Foundation, 1966,




CHAPTER V

EXPO%;TION OF DATA

This chapter deals with the exposition of the main data
for this dissertation, which consists of 150 songs. In the next
chapter, refgrence will be made regarding additional aata, which
is in the form of phonograph records, musical instruments, various
poems, plays and dances. .\ ’

The main data consists of 150 folksongs. Their inclusion
in the dissertation as Course Work is intended to ensure their
availability to readers.

The songs were collécted and transcribed under a scheme
entitled: "Research and Training in African Music," conducted ﬁy
the author and financed by a Rockefeller Foundation Grant, for
the purpose, to the University of East Africa.

&he songs were drawn from a rich and vast folk heritage of
the East African Nations of Kenya, annda and Tanzania, and from
some related ethnic groups to be found in neighbouring countries
of the Republics of zéire-Kinshasha, Ruanda, Malawi and the King-
dom of Burundi. -

The" East African folksong is consummate, rich and varied.
It is mature, and some of it has weathered centuries of evolution.
It portrays immortal musical achievements of past generations, as
well qiﬂbgars_witness to otherwise forgotten centuries of African
life,. ‘ -

/‘ As a product of the rustic population, the folksong is

simple and sincere. It appeals to all people and justly claims

46.
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the epithet of National Art. Indeed, it forms the most consum-
" mate musical expression of Eﬁe national spirit of the countries
of East Africa.

Figure 8, on page 27, illustrates the predominant part
played by folkmusic in the African social environment. The rich
va£iety and multiplicity of functions of the sonés in the Course
-Work confi;m, further, the important xole of music in the African .
social enviroﬂment. Hence, the'signfficance.of songs in.explana-
tions of variocus phenomena of African life.1
It should further be stressed that a collection of natioggl

folksongs, such as one appearing in the Course Work, portrays

a

" "man's cumulative behavior"2 or culture. Consequently, the under-
standing of the songs and of the rich and varied folklore they
contain would enable one to achieve an organic cultural growth in -

wan evex~changing Africa, and to develop a quest for the deeper
meanings in not oniy the Art of Music, but also in the nature of
man himself. 1In this way music should be locked at as a great
instructive influence in the life of students.az, i

As a chief receptacle of man's 'cumulative behavior,' folk

music reveals multidimensional aspects of man's life. From the

standpdint of man's movement in time, folk music manifests the

past, present and gives direction to the future of man's achievements.

S

;Regrettably; the significance of folk music in the African Studies

has, so far, only been dimly realized.

zMg;riam, Alan P, Prologue to the Study of the African Arts. 1961.

3Refer to. last paragraph under subtitle "Inculcation of High Stan-
dards and Values in Life" on page 29.
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From the standpoint of man's movement in space, folk music conveys
a picture of man's conqﬁesfs, migrations and expénéion in space.
From the standpoint of man's existence in society, mention has al-
ready been made of the predominant part played by folk music in

the African's social environment.

*

Interesting Sideline Studies

The songs appearing in thiskdissertation represeng a widé
variety of African folk music and broad social spectrums. In this
dissertation they serve a limited function of building up 'a music
curriculum for the first eight years of schooling.! The author's
comments are, therefore, restricted to this task and to making
additional notes as would facilitate the teaching of the ;onés.

Nevertheless, it should be pointed out that, in the long
run, a collection of songs, representing a wide variety of African
folk music and éultural heritages such as one appearing in the
Course Work, is bound to contribute considerably to understanding
of relgted aspects of learning ana to aid in answers to such qués-
tions as the following:

‘ Could similarities of musical phenomena over several
ancC scattered areas in Africa be used as indicators of
geographical origins of present ethnic groups, or of
historical eﬁpansions, migrations and conquests, and of

the history of man's conquest of space in Africa?

Could a collection of songs such as the cne appearing

in this dissertation aid in the study of African cultures

e

and their interractions, in view of the fact of folk music




being interdependant upon dance and language, shéuld it
‘not hold a key position in the study of cultures?

-? Could African music b; used to identify presence ox |
otherwise of African musical traits in the music of the ‘
Afro-Americans, to determine the extent or rate of musical
Lhanges,'and to answer questions such as to wh;t extent
does change of language play in accelerating such musica%
changes?

Could the songs in the Course Work with their various
musical styles and startling variety of musical idioms be
reduced to certain basic principles of Sound construction
and be used to provide ; basis for testing the univer-

sality of such principles in the music of the world re- -

gardless of cultural contexts?

- A Musical Pexception of the Words of the Sonés

The three main language groups of East Africa, namely,
Bantu, Lﬁo and Nile-Hamitic, are represented in the songs ap-
»pearing in this dissertation. |

A general and brief study of the musical accents in the

words of these languages is most significant because, generally,
it is the word that gives rise to a tune in most of the songs
quoted in the disssrtation.

In several instances, melodies are so fotally word-con-
ceivééw;o the‘éxfent th#é‘it‘is the word that determines the timbre

or xoice quality, pitch or location of the voice in a tonal scale

and rhythm including the dynamic and durational aspects of the

notes of melodies.
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Consequently, a gengral musical perception of the words
of the song is considered ess%ntial and necessary to fécilitate
the teaching of the songs.

Timbre.~-Is conceived here as the quality of tone and

pronunciation of both consonants and vowels as conditioned by

N N

the shape of sound passages, namely, mouth, nose and throat.

7 All the languages referred to above are written in Roman
alphabets which; as a result of long u;age, haQe become es?a-
blished as pictures of all the word sounds. Consequently, alpha-
bets are used below in illustrating the timbre characteristics
of the languages.

A good practice in the correct pronunciation of the fol-

lowing common consonants will facilitate the reading of the words

of the songs:

Timbre Characteristics Consonants

Bilabial P b

Bilabial nasal m my

Labio w .

Labio dental f v

Alveolar t d n

Sibilant z ]

.Paiatal : c 3 ‘y sh

Velar ’ g k

Veiar nisal 7

Guttural h

. . Latexral trill r Ir

Glotal al (Fof stopping or
- i refusing it implies‘a warning.)
g Pre-nasalised bilabial mp mb
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Timbre Characteristics Consonants
Pre-nasalised labio dental nf v
Pre-nasalised alJeo;ar ' nt nd nn
Pre-nasalised sibilant nz ns
Pre-nasalised palatal nc nj ny
Pre-nasalised velar ng nk

The following table will illustrate the timbre character-

istics of common vowels found in the words of the songs: v

Lip Spread Lip Rounded

Mouth closed Mouth closed
and front i u but back
Mouth half open : Mouth half open
and front e o and back
Mouth open a /7717

Pitch.--The rising and falling of voice is an inalie#able
g}ement of speéch in all the languages represented in the songs
appearing in the dissertation, Every syllable in a wo¥d has a
special pitch relative to other syllables,

In consequence of different pitches of syllables between
themselves, every word gets a certain intonation whose mévement is
either level when all syllables have the same pitch, falling when
the pitch of the ultima is lower than that of the root syllable,
rising when the pitch of the ultima is higher than the pitch of

the root syllable.

i

The intonation of the worxds can become combined in view
of different -derivations and bosition in a sentence;, The intona-
tion may be raised or lowered according to the elevation of the

- .

tone, which is not only determined by the meaning of the word,
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the sentence, or sentence group, but also by the feeling of the
‘speaker. .

Generally, three pitches are discernible (High -~ Middle -

Low) and arxe graphically represented here below:

Example 1

High

Middle 7

Low

In a majority of songs in the dissertation there is a
duality, in a varying degree, between the gradation of the pitch
of spoken words of a song and that of the tune of a song. Song
nunber 36 quoted here below is designed to illustrate the duglify

between speech tones and the music of the song:

Exampl; 2
Sse~ka-ti aka - li emu-gga Gi-ya Gi -ya-nga
high ‘-J J):! :b } -.J } } !
T o . .
Speech |miggre 1+ ) | . ] ) J 4
Tones : A RS i —o—]
LN S SN VLA S S U S EPYRIND O S
- R X . . . . . = .
Song LV > ] T IAY : N T 1 : I I :: : ) :z :l L h— |
[J) &
Sse ~ka-ti aka - li emu-gga Gi-ya Gi - ya-nga-
Solo . . Chorus

Lying at extreme ends are examples of songs‘in which the

dua:l,ify does not exist at all. At one extreme are those songs

whose tunes are word-conceived; and at the other extreme are’
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tunes which are purely melismatic, such as the one below taken

‘from song numbexr 76:

Example 3

nr
| armt o e — T T T T T N —7 T T 3}
7 - T 1 T  — -2 T 1
Hos————] - T ) 1 T—1 . I—
jANAY a L1 [ 1 1 I 7 1 (#] I 7 1 1 ik —J
e ! T T

Ah Ah___ = v = -

Rhythm.~-Is conceived here as embracing the dynamic and
quantitative properties of sound. Rhythmic accent manifests it-
;elf in two dimensions: dynamic and quantitative; Dynamic accéent
is in turn perceived in three gradations: the strong, half-étrong
;?d weak accents.

A strong accent may fall either on the root syilable of
a word, or on the penult, or on the ultima. Similarly, a half-
strong or weak accent may fall on either syllable:

A strong accent which is heard as the strongest in a word
may fall on different syllables of the word. Similarly, both
halffstrong”and weak accents may fall on different syllables of
a wérd. o

Quantitative accent is the durational aspect of rhythmic

stress. It manifests itself in vowels, consonants and syllables.

A vowel or consonant or ;yllable having any of the dynamic ac-

cents-may be long or short.in a strict proportion of 2 to 1.1

S,

1See Example 2,
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That is to say: if the time unit for the long accent is one, the
time unit for the short accent, is half.

- In ordinary communications of ideas or opinions, a
speaker produces sounds whose quantitative accents have fixed
time values that can beé expressed in notation in wqich'degree of
dyna;ic accent is realized.l The notation represents measured
rhythm with strong accents occurring anywhere as in prose. This
type of notation could be played on a Aembraneous drum or idio-
phonic slit-drum. The sounds thus produced could convey a mes-
sage to listeners a long distance away.2

hY When words are arranged as they are in a song, with regu-
lgr alternation of stréng and weak syllables, they assume a closeée
relationship with music which also has various schemes of accénted
agd unaccented notes.

Poetry is based on such patterns of regular altérﬁation
of strong and weak accents. Poetry improvisaéion with instru-
mental accompaniment is a cherished art among the gultures whose
songs are quoted in this disser:tat:f.on.‘~ Poetry improVisa{ion is
developed a stage further and married to music. Hence, the re-
markably cloye relationship between speech and singing in the

various languages whose songs are quoted in the dissertation.

1See Example 2.

2A vérb;i'messige is also communicated on a talking-drum which
is technlcally equipped to express both the rhythmlc and pitch
accents in a worxd.

< -
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-
Word-conceived rhythmic stress, both durational and ac-

centual, is a regular phenomenon in the songs quoted in the
PR .

dissertation. Therefore, primacy of text is an indisputable
factor for a successful and accurate rendition of the songs.
Clarity of pronunciation and correct accentuation are indispen-

A
sable for a successful execution of the songs.

Form in the Songs o

A fusion of text and tone giving rise to a dual art is a
feature that has already been observed in the songs in this dis-

sertation.- It is the text that shapes a melody tonally and

rhythmically, imparts color to,it, and makes a song what it is.

Composers and interpreters alike approach the song
through the poem. They study its structure, the movement
of the verse, the organization of its lines, rhyme and
stanzas. These are important, for the poem gives form

~to the music.

In determining design in the songs appearing in this dis-
sertation, due attention is being focused on the poetic forms of
the texts of the songs.

Strophic form is common for most songs in the disserta-

tion, basic characteristic pattern of which is that the same music

: A
is repeated for succeeding stanzas. Within this framework there

are numerous variationms.

In a number of songs we note the strophic repetition is
resorted to only to break the pattern of monotony in the course
Af the song; The form here is referred to as Modifieé Strophic.

o)

1Hall, James Husst. The Art Song. Norman: The University of’
Oklahoma Press, 1953, p. 4.
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There are a few examples of songs in which there is no
musical repetition, and the egtire song is through-comﬁosed.

So, we -have three clear types of song forms observable
in the Course Work. It is these three forms that merit a de-

tailed discussion in the pages that will follow.

%

Strophic Form.--Whose common feature is that all stanzas
of the text are sung to the same music. The design is not limited
to simple lyricé, it is frequently metwwith in>dramatic an& narra-
tive texts as well. It is in the latter type of texts that music,}
owing to_its being word-conceived, in its fqrmal structure fol-
lows closely that of the tex:c.1

Within the strophic song form there are subtle variations
brought about by a typical two-part structure of melodic styie
known as responsorial, in which the first part is sung by solo
a;d the second part by a chorus. It is the subtle intérplay be-
tween solo and chorué that creates the variations to the plain
strophic pattern. In the succeeding discussion thgse variations
will be given alphabetical groupings. ‘ ’

‘Group A - consists of plain strophic form in which the
same ﬁusic is repeated for every stanza in a poem. In this group
there is no responsorialvpattern. The song in this form may be
sﬁng by one individual or by a group of singers. For precise
exAmples of this fo;ﬁ, the reader can look up the songs whose ex-
'fraéts"are indicated below:

Wt
lIhis point has been exhaustively discussed under "A Musical
Perception of the Words of the Songs," p. 49.
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Example 4
(i) Song Number 99

J=104
fa) A\ : T — A—\ }
I 1] ] -
e e
v T v _0 _d_. L T
Twi - ri-rwetu - go-nye Mn___ =7 Twi - ri-rwetu - go -
Example 5 Y
(ii) Song Number 88
J=138
n
£ Uy A I 3 I N
h = T 1 [4 o " "N | T
LA A 1 1 f =l i i) 1 1
7] (21 i [l K | 1
D] 0'\__/° = fie
Uuu ki - ra

Group B - in which each stanza has a refrain, a stanza
is given a complete musical idea, and the same idea is repeated
to the words of the rgfrain. The reader 1s advised to refer to
the songs whose extracts are indicated below:

Example 6
(i) Song Number g5

A

Gl

Y I H 1

- ya Mu - bhu-ma wa - nge
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Example 7
(ii) Song Number 127

d.=69

AN N

[ ER7.anay. (>} ¥ | ] Y I [l ' T

A h (™) . ! 1 [ IAY 1 ) T 1 1 13
[1{av0d rA = = Vs J 1. o 17 Il 1 il I 1
AN E2 3 1 ] ) 12 ,',It 1 :.I ] 1]
[ 1 I . =3

a

Ku- mi ~ tu ku - ta - le va ="ka - ndo le -

Group C ~ whose features are: the solo part is an incom-
plete musical idea and its complementary part is the chorus. A

goed example of this design is found in the following songs:

N
Example 8 N
(i) Song Number 44
J =160 Solo Chorus -
ool
B N N T 1 N ]
) 1 . = - 1 P = - 1T IR 11
4] 173 174 ¥ i L | 1 1 — - I 1 -~ LS P Lo L |
.} L] T ¥ T T T T o L 4 &
Ki-so-ma bwi - re” itu - mbika - lya - tu -mba Ki-so-ma
.
Ol k
7 T N N { Y —+ i ~ —=l|
= % o——¢t T 3 Z |
i bwi - re” ota- li - nso- me - ra omwa - na
.
. . |
R
o ~




-59.

Example 9

(ii) Song Numbexr 30
. 1

Jd =208 ‘ T : e
" Solo Chorus
3 7 (5} T N T |\ | [ Y 3 1 I LI T ]
A T Tt T 1T T bl | 1 I 1 1 1 T 1 T 1 T 1
HNNY T 7 Py ~N P kA | o 1 ) ! 1 Pl 1 1 7 pui ]
lb&/ LS 3 i ~ e - 1 = o /) L] = ] 1 .’.i et hd ]
— o
i

Sse - ka-ti” aka -~ emu-gga Gi-ya . Gi - ya - nga

Group D - in which the solo's part is long while the
chorus is short, often consisting of one word as in the fol~

lowing example:

Example 10
Song Number 68

, J.=63 Solo Chorus

0l - —
%ﬂ' yommay | {1 R i 2 I:\E ‘p <t ; 2
X o (&] ¥ ! 1 y] "4 AI ] "4 l'l l’l I Ifl - l;j ] I'l
‘Nya-wa - wa mpaicu - ba-lya Nya - nge Mu-twa-1i - re

Group E - is one in which the chorus part is interpolated,
here and there, in the music. Structurally, there is no clear-

cut musical division of ‘the part for 'solo and chorus, for example:

Example 11
Song ‘Numbexr 81

J\J =100 Solo Chorus Solo Chorus

| ﬁ Ewe I - T X B T ~& T -y ]
N g1 A —e—e—r e —-—H—e o—H
[ 7 i Yy | 4 b | 4 7 Yi 4 b

. Ki - na-tsiKi - le-ngu-ru-ma Ki - na~tsi_> Ki - le-ngu-ru-ma
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Group F - is one in which there is a partial super im-

position of the solo and chorus parts.

of the solo before the end of the chorus pai't.

two-part music.

This is due to entrance
The result is

A good example of this foxm can be found in the

Group G - in which therxe

is complete super imposition of

the solo and chorus parts resulting in part music, in which the

chorus sings an ostinato like part while the solo part is free.

The following example is the simplest available: -

following:
Example 12
Song Number 146 v
de=100 :

s Solo .

e Py | N Py 2. - ]
W .1 Ly ] (&) &7 L3 =, 1 17 = .t = furd £ 1
1N («) [ ol 7 Ji T 1 r.J b 1] < I} i) [t ]
ANS”S 1 Y 1 %1 4 174 r- 14 1) 1
) 4 A

R .
nsa - nze aba-lu- ngi ba - na - nge

s Chorus . N

LV X« 1Y N N 1Y I . 3 ]
@ 4 gi E ﬁ P 3 f 'l [R] ] A\ A\ [} [y \ \ Y ]

o 1] 1N N N 1\} I\ N 18 1
| — 1 1. 1Y i1 IA] 11 i1 {7 1
0)) © © [ (] ¥ -4 -4
Ba-yi - nda nko-le-ntya nsa - nze aba-lu- ngi ba - na - nge

Example 13 -
Song Number 106
.
Solo
. —
Lf 17 ¢y S 1 ] ST 1 T .Y LN ]
. & =0 N ) (4 | [4 "0 N ] Py - { o IR} 1] 1
124 1, U f ol | - (et = | o —F | & ]
@—A——n—d—l——d ) — Y o] ﬁ T 1 9 o3
© Y 4 . Y ¥, |
Do-~i - e do - i - e m-che - ku we wa
" Chorus .
A¥ STt 2> ) 1 T ST Iy [y Y 1 J N 1 - 3 D ]
e e e e e e e e e e s
i 23 I Gu.v 1 m b S | al. A A H“_d‘—.f—{
Do-i - e do-i do- i - e .
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Group H - in which the solo and chorus may be or may not
be superimposed upon ‘eac%h other, but a distinct feature of the
group is in the chorus section being sung in several parts. The

parts may range from 3 to 8. The following example is typical:

 Example 14 .
Solo
V4 N — \
L4 { |3 - ] { T l l" i I 1
@‘__—”‘i—eﬁfﬂ — i — !
O -lo-bd olo - bo '
' ' Chorus
t T Y T [ Y 1 3 1
1 [ 1 i 1Y 1 [y ) N X 1 i
v_ir A 1 £ { 1 Aél 11 InY I vi L] I 1
A £ 1 T T 1 - 11 1 L4
O] (4 ]
. Te - ku-le te - ku-le te -
*  Chorus
Nt . ! 1 . L [URSEY
,ﬂ‘:’n". i - — { ] d"; { H—t 5 —]
\y" 14 4 = & } -] 7 : .4 4 : — 1
O] 4
Te - ku-le te - ku-le te -
- Chorus
1 1
AV AT ¢ TS ] - T 3 1 T A\ 1 A —|
(o N f——w t—H— —1 it ]
AN Y L2 T 1 =1 3 -} +
)y © - 4
: Te - ku-le te - ku-le te -~

Modified Strophic Form.--In this form repetition is re-

sorted to as a unifying factor at some moment in the course of
the song. Apart from such repetitions, the song is through-
composed.

For a good example of this design, the reader's atten-
tion is drawn,to song number 144, an extract of which is given

below:

wi
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Example 15
12
l’) [>»] T T |
A y
7 = ! = . ——
\é\l 2 1 I 1

Hoy mo-mo ke-re-bet Hoy mo-mo.ke-re-bet Ki-be-ndi ma-ra-

This opening section of the song recurs again and again
in the course of the song.

Through-Composed sang Form.--In which music matches the

poetry, so much so, that at times unifying continuity in the
music seems absent.

- However, this is the most advanced art form in which
music aims at capturing the meaning of each phrase and illumi-
nating each word.

" A simple example of this form is found in song number 104,

an extract of which is quoted below:

Example 16
Solo
1 3\

T T 3 .Y )] A N 3
e e e e =
Ki-kn - ru Sha -~ ri - sha

n Chorus . :
AV A > I Y 1 A 1 1% A\ A |

7  — —— — —F 1} ) ]
= I i —ha 1 e v —

Ri - sha She - nde-kwi

.E
|
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E
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Conclusion

In conclusion, the auwthor wishes to stress the musical
significance of a spoken word in the African ﬁusical art as has
been pointed out earlier on in this chapter; he also wishes to
,suggﬁst, in this connection, new and important sideline studies.

The vastness and complexity of the subject of musical
significance of spoken words rules out its discussion in thig
work, It merits a separate dissertation. However, it is neces-
sary to emphasize one musical aspect of the spoken words, namgly,”ﬁ
rhythm, .and draw out its potentials as a sideline study.

Earlier on in this chapter observations were made re-
garding the nature of woxrd rhythmic patterns and their arrange-
ment in songs and &rum messages. It is from these observations
ppat the author wishes to advance in simple terms a new concept
of the nature and foundation of African rhythms. A magority of
songs in the CourseIWOrk bear witness to the fact that their
rhythmic patterns are text-derived. Therefore, a_concept of
verbal foundation of African rhythms" if fully investig;ted is
bound to supersede earlier concepts on the subject of African

rhythms.l

1In—1928 Dr. Eric von Hormbostel propounded the coﬁcept of "Motor
Foiindation of African Rhythms." (E. M. von Hornbostel, 1928 -
"African Negro Music." Africa, Vol. 1, No. 1.) :



Chapter VI

TREATMENT OF DATA

v

The data for this dissertation will be classified and
reduced to learning experiences suitable for the age ;nd maturity
of btudents, The classified data will be structured in a logi-
cal form in which they can be easily presented to students,

¥

There are several methods of presentation, but the most
common one which is frequently recommended in the sample lesson-
plans appearing in the Course Work is rote method.

.The following is a general descripfion of rote method of
‘presenting a new song: Fifétly, a teacher pronounces the song
text and explains its meaning to class. Secondly, he pronounces
the words of}the text as the class repeats them after him. Thirdly,
'4s fluency in pronunciation of the words is gained,the teacher
sings the song through, drawing attention of the class to any
point of importance in the music. Fourthly, he sings the song
phrase by phrase as the cl;ss sings after him. This process is

repeated in longer passages until the song is mastered as a whole.

Classification of Data

Classification has as its aim simplification and clari-
fication of material to be classified. Classification must be

_ simple, easy and assimilable. A classification that does not

achieve this aim is bound to remain a meaningless and illogical

exexcise.

64.
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The present classification is motivated by a desire for
clarification of the main data,for this dissertation. The
classification has been made broad in order to produce clarified
and assimilable classifications. The data has been cast into
four functionai categories, namely, story songs, play songs,
dancetsongs and general songs. The value of this b;oad and com-
prehensive division is enhanced by the fact that the multipligity
of fﬁﬁctions typical of African songs is reduced to a simpie
assimilable form.

Each of the four classifications has been recast into
three broad subdivisions based on degree of difficulty of the
séngs. The three subdivisions correspond with three levels of
musical maturity.

The first level of musical maturity encompassing Primary
Gfgdes I and II correspond with the first subdivision., The
second subdivision is designed for the second level of musical
maturity involving Primary Grades III, IV and V. The third sub-
division constitutes course work equivalent to the.third Tevel
of musical maturity attributable to Primary Grades VI, VII and
VIII.

Broaé levels of musical maturi?y encompassing-two or
three school classes do not create any educational hazard, in
fact, based as they are on flexible scheduling, they do offer an
oppoitunity to feaéhers for putting into practice skilled plan-

ning and inventiveness in instructional methods. The broad

levels of musical maturity provide an operational field in which



there would be discovery of aptitudes and differentiation in

needs, interests and abilities, as well as application of the
12

following schemes: ability grouping (special sections), homo-

genecus grouping (interest grouping, electives), diagnosis and

remedial treatment, extra curricular activities and individualized

learnihg.

Purpose or Function of a song, and its musical and tex;
tural structu?es are determinant factors of the degree of aiffi-
culty in the song. A song with a simple purpose does not require

long and elaborate music or text, a factor that explains the

facility with which present classification has been achieved.

+

It has already been established that there are musical
traditions surroﬁnding childhood life with a wealth of songs,
dances and musical games of all kinds.1 Musical traditions are
diéﬁotomizgd.z This .dichotomy has naturally facilitated the
present classification and the musical experiences contained in
eacﬁ classification have been drawn from it. The African musical
traditions are highly reliable in their age group dichotomfes,
needless to say, such dichotomies have been established by custom
and experience.

From ;hat has been pointed out in previous chaéters, it
ig apparent that African music is not a luxury but a part of the
ptoéess of living itself. Before the advent of modern schooling,

1See Chépter II, second parégraph on page 23, .

2See ngure 6 on page 24.
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children whose ages range from 6 to 9 years were left to them-
selves to engage in their own, pastime activities whicﬁ had values
in themselves and possessed their own creativeness. It is from
such activities, namely, musical plays, songs,dances and stories

that the learning experiences for the first level of musical matu-

s

rity have been drawn.

Within the age group ranging from 9 to 12 years, children
could begin to discharge simple dutieg under cbnstant supérvision
of their elders or parents. Their way of life was changing as
they approached puberty.1 This change is mgrked in their pastime
activities from which learn%ng experiences for the second level
6f musical maturity have been drawn.

The age range of 12 to 16 years formed a group of boys and
girls that were about to or had already had puberty initiations.
é;fore the advent of modern schooling, this age group aischarged
adult duties for their parents. Girls would prepare meals in aid
of their mothers and do various domestic duties. _Boys would do
men's work such as looking after cattle or felliné trees, clearing
bushes ‘or participate in hunting expeditions. Their adulthood
experiences climaxed in marriages, at which stage they assumed
full adult responsibilifies.

This age group correspond with level III of musical matu-
xity in the envisaégd curriculum for the Primary School Grades VI,

VIT and  VIII.®

-
1Last paragraph on page 5 refers to intense and systematic tradi-
tional education of this age group.
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Ireatment of The Classified Contents

Essentially, it is thé same learning experienées that are
to be ﬁrogreﬁsively provided at all levels of musical maturity
with the aim of bringing about evolution of musical responsive-
ness, And the learning process which is conceived.is that of
gradually claiifying understanding.1

Such' progressive development would, hopefully, lead to
achievement of great depth in appreciation of the art and would
bring about conditions in which music would become a great in-
structive influence in the lives of students.

It is the progressive grasp of musical concepts which is
held as the main instructional objective that coincides with the
long texrm behavioral objective envisage& in this dissertation,
namely, attainment of a condition in which music would become a
great instructive influence in the life of a student.

With this objective in mind, the instructional objectives

outlined in this dissertation are structured in the following

. fundamental and logical manner:-

2

-Figure 12 - ,
: Integrated Aspects of
‘Music Study

Study of . Study of Acquisition of
Conventional Musical technique to
Musical Notations . Elements translate Musical

o : . conceptions

=

1

Refer to quotation on page 33 taken from James L. Mursell,
Growth Process in Music Education.




69.

The above structure emphasizes study of integrated learn-
ing experiences, and learning by wholes of materials adopted to
the age and maturity of children; the fundamental condition for
learning must be an element of familiarity, along with introduc-
tion of new factors which produce problems. The arrangement
woul& be in a "Cyclical Sequence."

+ « « the various items that need to be presented do ,
not occur once for all at some predetermlned time, they
appear again and again, always in new settings, always
with added meanings.

Progressive introduction of conventional musical notations -

-
which, in actual fact, symbolically represent musical concepts
right at the beginning to the first level of musical maturity.

Even the vague and incomplete understanding which
is all one should contemplate in the early years is
impossible if all symbolism is excluded on some ill-

Jjudged principle.

Right at the beginning of the first level of musical matu-
rity there should be a progressive introduction of the elements
of music which ultimately make up the content of music theory.
Ax flrst they should be 1ntroduced vaguely, but as. tlme goes on
“and, experlence and maturlty galned by students, the full s;gn1-
ficance of the elements and their interrelatedness will emerge.

One has to bear in mind that music is a tonal art and

its theoretical knowledge is best developed from music itself,

hence, the significance of listening experience. Listening

1Nelsoh, Henry B. {Editor). Basic Concepts in Music-Education.
NSSE. (1958), p. 157. '

2Ibid. : '
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experience is a controlling factoxr in pursuance of the music pro-
gram conceived in this dissert?tion. This point will be developed
latex on.

This program is chosen for its suitability to the age and
maturity of students guided by an important concept, namely, music
formslpart of a natural setting in which students piay and work
together as is evidenced in the sample-~lessons appearing in the
Course Work. Allvthe time teachers will have tobear in mind ¥he
following important precepts:

« o« « it is the musical content of the program that

determines the presentation of musical concepts. Music
is chosen for its own intrinsic worth, not for the sake
of illustxating or teaching the so-called fundamentals.

And the concepts for dealing with it are developed as
occasion suggests.l

Materials for Instructional Use During Listening Experiences

Musical ‘concepts are factors that engage the atéention
of the listener. Ali integrated aspects of music study utilize
listening experience. Conventional notations whicQ represent
symbolically musical concepts must be heard in order to be-under—
stood. S$imilarly, a proper grasp of technique to translate
musical concepts hinges upon good listening experience and abi-
lity to pre-récognize aufally the concepts.

Consequently, the value of a listening experience which
is completely integfgfed in the overall learning experiences can

‘ not be overestimated. Ligfenihg experience is highly contributive

.

-

1rbid.
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to both the short term instructional objectives and the long term
behavioral objectives already referred to in this dissertation.

It is suggested in the lesson-plans éppearing in the Course
Work that before a song is sung by students they should hear it
as a whole sung by their teacher. The method of.teaching sug-
gested would enable them to learn the song as a whole or by phrase,
and their singing will be an expression of what they have heard.

From such simple experiences;listening habits will be
formed that would aid students in listening to recordings that

have been made by professional artists.

Listening experience along with other learning experiences

should be properly guided and focussed upon progressive develop-

ment of musical understanding. Available phonograph records en-~
tail upon a teacher the task of grading of and selecting from a
widé range of musical styles in Africa. However, thé last of
the following records has been specifically designed for educa-
tional purposes by the author: Hugh'Tracey's Mu§ic of Africa
Series, UNESCO "Ocora' Series (supplied with anthologie; in
French and English), Folkways: The World Ethnic Music (supplied
with anthologies in English), and Mbabi-Katana's Music of East
Africa for Schools (avéilable at the Institute of Education

Library, Makerere University, Kampala, Uganda).

er. -

One of the aims pursued in the building of this curricu-
lum ig that children should be liberated from prejudices and
encouraged to discover greatness in other cultures. It is in the

-~

listening experiences that this important task will find expres-

sion.
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In order to satisfy this important need the following
phonograph records are suggested for listening experiences: In-
struments of the Orchestra (22 full orchestra pictﬁres, J. W.
Pepper and Sons), Great Masters' Repertoire of Children's Music,
Carl Orff's Music for Children (two records, 33 1/3, Angel), Ad-

ventures in Music (Living Stereo, 33 1/3), and Andrelle Manning's

Original Children's Activity Songs (33 1/3). ¥

Treatment of Musical Instruments

Instruments upon which progressive acquisition of tech-"
nique should be developed are human voices, drums, xylophones,
marimbas, bamboo flutes, Sansa (thumb pianos), rattles, wood blocks,
bells, sets of side-blown trumpets, lyres, harps, zithers, b;w
lutes1 and recorders.

Traditionally, technical skills in playing or singing music
had b;en handed from one generation to another until the advent of
modern schooling which disrupted the traditional educational means
and failed to absorb them into its system. Theé result musically
was loss of ‘technique.2 There followed generations of men and
women who were and are incgpable of performing music.

Throughout this work, especially throughout the sample les-
sons appearing in the Course Work, music is conceived as a matural

part of a setting in which students will learn to work and

1F9r descriptions of the instruments, the reader is referred to
Trowell and Wachsmann. TIribal Crafts of Uganda. - London: Oxford
Univexsity Press (1953).

‘2The loss ig also spiritual, as is discussed on page 18 under
"Problems Challenging Music Education.®
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play together so as to xrightfully derive maximum joy and pleasure
from the art. It is conce%ved that music-making will pervade the
entire setting for music education.

Acquisition of technique to translate musical concepts is
part and parcel of the integrated aspects of musical studies al-~

1y
ready referred to in this chapter, and achievement of this tech-

nique is a logical result of a well-conceived music curricplum.

Treatment of Dance

Dance with its attendant rhythm and music plays a great
part in the life of the Africans. For the African, music and
dance are not separable, Bor are they a luxury, but part of ?he
whole process of living.

Musical tradition surrounding birth of a child, which

' begins before the birth of the baby at the seeking of a diviner's

message regarding safe delivery of the baby, consists of music
and dance.

Music and dance ceremonize birth of a Haby, especially of
twins. Infancy and childhood life is a welter of songs, dances
and musical games.

ﬁuberty is a momentous occasion marked by circumcision,
music and dance. Singing and dancing ;ark marriage ceremonies,
also dea&h and funerals. Succession ceremonies are joyful occa=-
sionswmarkgd by contemplat;ve songs and dignified dances.

Singing and dancing form a medium through which benevof
I&nce of the spirits is‘sought before some project is undertaken.

Similarl&, singing and dancing are used in seeking protection
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against the inclement elements, at the new moon, at various
seasons and sundry agricultural festivals. ‘

The spélls and prayers of medicine men are accompanied
by singing and dancing. They do often produce healing.

In this dissertation no attempt will_be'made to refer to
sociological or psychological aspects of dance. It is technique
that is our concern, as is seen in some sample lesson-plans ap-
pearing in the Course Work. ’ ‘

It is sufficient to mention that two types of dances,
namely, ordinary social dance and ceremonial dance, have been
introduced. They are all‘communal in nature and are accompanied
by drumming, singing and rhytha-making.

Most of the dances have an underlying idea which ﬁervades
the entire perfdrmance. For example, in a war dance, dance ﬁ;ve4
ments -follow the patterns of fighting, the songs spéak of war and
praise bravery, and the mood of the whole show is martial,

" Modes of occupation are also reflected ;n dance patterns.

For example, most of the songs of pastoral people are hormally in

. praise of cattle, in particular bulls, and the dance patterns are
imitative of movements of cattle.

It is importaht for a teachexr on introducing a song or

~dance to a class to be familiér with any underlying idea there

might be in the song or dance.

Treatment of Various Related Learning Experiences

-
Earlier in this dissertation mention was made of need

for a core curriculum integrating various related learning
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experiences. The reader will notice that story-te}ling, poetxy,
drama and physical education have also been incorporated into
some of fhe sémple lesson-plans appearing in the Course Work.

Axt in the form of masques is an intégral part of the
African ritual dances. Significantly, it symbolizeés the under-
lying idea of a dance and it is a teacher's task to exploit the
functional role of the masque so as to benefit his or her’teachihg

"

of art. -

The presence of drama, poetry, stories, proverbs and
riddles in the African folk song is indisputable. The 150 folk
songs which are the main data for this dissertation form a rich
mine of African oral traditions upon which it is hoped a teacher
could draw, not only for ?nrichﬁent of his music lessons,'but
also for benefiting other subjects.

N In the main data there are numerous example; of story
songs, ballads, funeral dirgés, epics and sundry praise songs.
Needless to mention, Several narrative and dramatic songs which’
demand staging and dramatization. )

Such instances would provide students with full expe-

rience through which they may derive enrichment and attain a high

degree of self-expression and spontaneity of action in creativity. .

Additional data for inclusion in the teaching program may

be obtained from a number of books, notably from The Uganda
Journals (publications of the Uganda Society, Kampala, Uganda).
It is also hoped that the alréady recomended use of para-

-
professional artists would bring to schools the rich local talents



of the African verbal artist and thus enrich the program with

live performances as well as inart skills to students.




Chapter VII

SUMMARY, CONCLUSIONS AND IMPLICATIONS

As has already been pointed out in previous chapters,

conceived in this curriculum are three levels of musical maturity.
The‘first level of musical maturity constitutes learning expe~
riences designed for Primary Grades I and II. The second lewel
of musical maturity-includes a three-;eaf coufse of study'for
Primaxry Grades III, IV and V. The third level of musical matu-
rity also is a three-year course of study Qesigned for Primary
Grades VI, VII and VIII.
. Presentation of learning experiences, adapted to the age
and maturity of pupils and conceived in an integrated form, will
vary directly with the progressive change in musical maturity of
students.

The learniﬂg of experiences which are presented in an
integrated form will be by wholes, hofwithstanding the dichoto-
mized experiences in this chapter where the main purpose is to
present to the reader fully and in a formative manner, various
aspects of the learning experiences.

Should the rea&er r;fer to Book I in the Course Work, he
Wili note that the methods suggested in the sample lessons pro-
ject music as a naiuQal setting in which students work and play
togethexr. A song will be presented to the students by the sug-
gestéd methods, where apprﬁpriate musical elements' and symbols

-
of notatiqn will be demonstrated aurally and visually. The  song

77.
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will be introduced for its own sake, not for the sake of illustra-
ting musical elements. The samg,learning experiences introduced
to students at Level I will be progressively pufsued with greater

. depth and added meanings in the study of the succeeding songs for
Levels II and III. Thus singing experience will be providing a
major ;edium through which students will be progressively acquiring
technique to translate musical conceptions. ¥

The instructional objectives, na%ely, stﬁdy of conventional

musical notations, study of musical elements, and acquisition of
technique to translate music conceptions which are illustrated in
Figure 12, will be pursued uanr the following learning experiences:
siﬂging experience, rhythmic experience, listening experience,

. - s 1
reading experience and composition.

Level I for Primary Grades I and II

Singing Experience.--The reader should refer to Book I in

the Course Work. There he will find play songs, story songs and
dance songs‘numbering over fifty. They are all in unison, }n simple‘
time, and are short and within the age and maturify of the students.
If is hoped that all the songs-together with their respec-
tive activities will be presented to students. The activity might
be dancing, playing or acting. They are all drawn from, and related
to the pupils' own childhood environment as illustrated in Figure 2.
Ihe songs will be taught by rote method, and in the course

of teachlng every attempt will be made to study the song texts,

—
1Inherent in these exper1ences is the concept of Comprehensive.
Muszclanshlp, developed in the U.S.A. by the Contemporary Music
Project, which acknowledges performing, composing, analyzing and
communicating as constituting a well-integrated music education.
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identify underlying ideas and capture the spirit of the songs and
activities. .

Rhythmic Experiences.--Most of the songs provided for

Level I have exciting rhythmic accompaniments such as drumming or
hand-clapping or stampiﬁg of feet. It is hoped that teachers
will exploit such rhythms from the singing experiences. It is

also hoped that the musical beats in a song which are clapped by

"

pupils will be written in symbols of notation on blackboard and
that the pupils will be allowed an opportunity to copy them.
After a class has learnt to sing a song, they could be
N divided into two groups. Group I would sing the song, Group II

would accompany Group I with clapping, and a teacher would play

on a drum the rhythmic pattern of the words of the song.

"_ As the teacher pronounces the words of the song text and
the pupils repeat them after him, as is indicated in the sample
lessons, he could illﬁstrate the rhythmic patterns of the words
apd ask the class to play the patterns én drums orxr benches. The
teacher could, further, illustrate certain drum messages which
make use of the same principle;, and ask the class to play the
messages on drums, on any idiophonic or chordophoneinstrument and

 on any wind instrument byrplaying on one note only. Students should
be asked to make their own rhythmic patte;ns and to play them.

Listening Experiences.--Listening experiences will be

compiéféi; inteérated in the overall learning experiences. The
rote method of teaching a song, which has already been described
- -

in this work, utilizes listening experience. A song is heard as

a whole sung by a teacher before the students learn to sing it;
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and theixr final knowledge of the song is an expression of what

they have heard.

7

Also, listening experience is provided in the following
manner: a teacher sings a story song ox ballad accompanied by a
trough-zither;1 or the song is rendered by a local p;ofessional
artist, while the class participates in the chorus part. The
class is, later on, asked to relate the story. .

Fﬁrthéz listening experiences could be achieved through
investigations of the simple formal structure of a song. A teacher
uses the Solo-Chorus pattern (A-B) of the already referred to stoiy
song to illustrate similar pattern in other songs. Later on he
- could ask the class to ideﬁtify the pattern in the songs which.they
have already learnt.

A local artist should be asked to perform music or recite
“poetry to a class, and students should be encouraged to learn the

skill during individualized instructions.

Reading Experience.--In conjunction with rhythmic, listenf
ing and singing experiences it is proposed that ﬁusical.symbols
should be presented on the blackboard. Although at this level the
symbols will be vaguely and incompletely understood, it is hoped
that as tiﬁe goes on, experience and maturity will be gained and
the symbols will be progressively mastered.

From Book-+I in the Course Work, a teacher should select

songs_with undivided beats and scalewise melodic progressions,

ng;‘a description of a trough-zither the reader is referred to .
Trowell and Wachsmann. ZIribal Crafts of Uganda. London (1953),

Oxcfoxrd University Press.




e ———

N

81.

and use passages from them for reading. Siwilarly, sight singing
exercises should be melodically §hort and scalewise and sﬁould
use gndivided beat notes.

Composition.,--It was suggested nnder 'Rhythmic Experience'
that students should be asked to make their own rhythmic pattexns
and pla; them; and ?his is composition. A teacher sh;uld endeavor

to provide for his students creative experiences and thus integrate

composition in the overall learning experiences.

Level I1 for Primary Grades III, IV and V

Singing Experience.~-Book II in the Course Work has over

.fifﬁy songs, demanding various activities such as acting, dancing
and playing. Some of the songs are in compound time, have unusgall
rhythmic complexities and are in two parts. However, they are all
within the age and maturity of the students.

A teacher shoﬁ1§ plan to teach all the songs together with

their activities. He should be familiar with the pronunciation of

the words of a song before he introduces it to the class and should

take note of the underlying idea there might be in the song and its
activity. .

‘The song should be presentéd by the rote method; but later
on, the teacher counld distribute to the class a written version of
the song so that the cigss could learn to sing with the aid of

written notes.

Rhythmic'Experience.--Rhythmic experiences for ‘this level
should Ep'drawn from the songs being learnt. Many of the songs
have rhythmic accompaniments such as hand-clapping, drumming and

‘stamping of feet.
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A teacher should write on the blackboard the beats clapped,
as well as the rhythmic patterns,of the tune being studied, and |
teach the class to play and sing the written symbols. He should
divide the class into three groups. Group I should sing the song,
Group II should accompany with hand clapping, and Group IXI should
play th; rhythumic patterns of the tune on drums orx iéiophonic sub-
stances or chordophonic or wind instruments, playing only one ngte.
Students should be encouraged to make and to play'their own fhythms
and tunes,

A teacher should introduce to the class some drum messages
and some well~known drum accompaniments to sonés.l Whatever he
' preéents aurally he should wri;e on the blackboard and ask the

class to play it and to copy it in their notebooks.

Listening Experience.--In addition to listening to story

sonég as indicated under Level I, a teacher should introduce short
instrumental pieces. With the aid of a local artist, a teacher
should illustrate different parts of xylbphone music, after which
the combined xylophone parts could be performed. Si;ilarly; in
connection with an instrumental ensemble, a teacher should illus-
trate the different instruments as well as the theme used before
pl;yingrthe mu;ic to his class. -

A teacher should develop the two-part formal structure of
Solo-Chorus (A-B) referred to undér Level I, and make his class
‘aware of~contrasts and similarities in music leading to A-B-A formal

—

1$ome Uganda drum-rhythms can be found in Mbabi-Katana, S. Intro-
duction to East African Music for Schools. Uganda Adult Education
Foundation (1967), pp. 52 and 53.
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design. He should ask the class to identify the A-B-A structure
in any of the music known to }hem. 7

A local artist should be asked to perform music or recite
poetry to a class. Students should be encouraged to learn the
skill from the artist, especially during individual or group in-

.
struction periods.

Reading Experience.--It is being emphasized that whatever

sounds are presented to a class aurali& shouldialso be written on
the blackboard, and the class should be encouraged to copy the
written_sounds in their notebooks.

The melodically short and scalewise sight singing exercises
}eferréd to under Level I should be continued, but some of the beat
notes should be divided into halves. A teacher could introduce
very simple tunes for memory exercise.

; .Comggsiiion.-—ln addition to the suggestion made under
'Rhythmic Experiencés' that students should be encouraged to make
and to play their own rhythms, it is éroposed that in conjunction
with 'Listening Experience,' students could be asked to supply a

chorus (B) to a given solo (A) in a two-part formal structure

(Solo-Chorus: A-B).

Level III for Primary Grades VI, VII and VIIIX

Singing Experience.--A teacher should plan to teach all the

_songs in Book III appearing in the Course Work. Some of the songs
demand certain activities such as acting, dancing and playing.
Some. songs are long and do abound in intricate expressions. Some

are multipart and multirhythmic to such an extent that their
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rendition requires conducting. Nevertheless, they all fall within

‘the age and matuxity conceived for Level ITI.

Ample time should be devoted to pronoﬁncing the song texts
and studying the rhythmic patterns of the words of the texts.‘ The
approach would ensure a quick and successful mastgry of the songs.

) Presentation of a new song by rote method should be re-
sorted to as an aid to reading. Students should by now be able
to follow on a.song score music as suﬂé by their teacher.

A teacher should be aware of an underlying idea in a song
and its activity, and should encourage his students to investi-
gate such ideas in music.

a

Rhythmic Experience.--As has previously been mentioned,

rhythmic experiences should be drawn from a song being studiéd,
and rhythmic accompaniments to the songs as well as rhythmic pat-
t;rns of. the words of the song text should be experien&ed aurally,
visually and activeiy by a class. The class should be familiar
with rhythmic notation.

Students should be encouraged to make their own fhythmic

patterns and corresponding tunes, and to perform them as well as

other known

drqm rhythps, drum messages, and rhythms taken from
some well known music. 4
A local artist should be asked to perform, to the class,

some clan beats, drum messages, or chief's official drum beats.

‘At this“stage some students specializing in drumming should also

v

perform to the class. .
~

Listening Bxperience.--In addition to listening experience

outlined under Level I and II, a teacher should introduce short
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pieces of the Music of the World.1 He should illustrate similari-
ties with and differences from the national music with respect to
forms, scéles, instrumental and vocal colors, and general expres-
sion.
At this stage, a class could start follqwing music on the
.
score, and should be able to indicate on the score a general form
of music that is being played. Alternately, a class could”be ‘sup=
plied copies of music scores withouévexpression marks, and would
be expected to indiéate on the same score appropriate expression
maxks .as they listen to the music.

A local artist should be asked to play to the class live
music; also, individual members of the class should perform music
for the class on their respective instruments, or recite pbems to
the accompaniment of a trough-zither or drum.

- Reading Experience.--Supplementary to the reading encoun-

tered in connectién with previous experiences referred to under
Level III, a teacher should introduce to the clgss appropriate
sight singing exercises. The exercises should be short in length,
and generally progressing by step, but a few familiar intervals
such as m§hor third and octaves should be introduc_ed.2 .
Rhythmically,Athe beat-note used in the exercises should
be subdivided into quarters, and rests could be progressively

introduced.

lThe reader should refer to Chapter VI under "Materxrial for In-
structional Use During Llstenzng Experience."

2M1nor thirds are inherent in the five-note scale found in' a major-
ity of the songs suggested 1n the building of this curriculum.
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Simplexr exercises than the ones implied above should be
provided for memory trainings

Coméosition.--As was suggested under 'Rhythmic Experience,’
students should be encouraged to make their own rhythmic patterns
and corresponding tunes. They should be encouraged to write and
play their éwn drum messages.

In connection with formal analysis of tunes appearirdg
under 'Listening Experience,' students should be asked to compose
their own tunes and to make a formal analysis of their composi-

tion., -
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CONCLUSION

Music plays an impértant part in the life of the African.
It is not a luxury but paft of the whole procesé of living. Be-~
fore the arrival of Europeans in Uganda,'music held a leading
role in the traditional African education which'has'been defined
in this work as the act of preparing, training and transforming
a young person into a mature, responsible person. Basic ﬁailos-‘
ophy behind this education centred around socialization and
maturation of children, and their induction into the accumulated
heritage of tyeir ancestors.1

Music, itself beihg a major source of accumulated heri-
tage of thé @frican,‘it, therefore, needs no justification iﬁ the
present day general education curriculum. Unfortunately, this
is nof the case. School education as introduced into Uganda was
not b;sed on organic African concepts. Hence, the ambivalence
of the modern schooled African towaxd his heritage, his inability
to offer effective service and leadership to his commupity, and.
his inability to conceive himself from the standpoint of the
group'to which he belongs.- Disunity and ethnocentricity beset
the progfess of not only Uganda but most of the young nations of
Africa.

Conceived in this dissertation is a child centred curri-

_qglugvin music based on genuine African philosophy, embodying

cultural richness and diversity, and reflecting political, social

=

1Refer‘t'o Figure 3.
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and ethical values of the society of Uganda. The curriculum is
intended to revolutionize.?usic education in the country as well
as in the neighboring states of East Africé\.1

As successful implementation of this curriculum would de-
pend entirely upon teachers' abilities and convictions, it is
p;rtinent'to describe in this work conceptions of a right teacher.

A teacher should possess an active mind, he should be up-
right and should practice moderation and proportlon in dealing

with others, and should be courageous in upholding his convie-

tions. 1In general, he should be a cultivated man.

The cultivated man is humane, treating other people
with kindness and compassion; and he is sensitive to
their feelings, rights, desires, ideals, and attitudes.
He is easily approachable, being friendly and hospi-
table. His humanity extends beyond individuals to
social groups; so he may be said to have social sympa-
thies, the habit of referring in thought all partinent
matters to social values and aims, and of emphasizing
large social meanlngs instead of narrow and personally
utilitarian. - He is also deeply concerned for the im-
provement of society.

To this must be added progressive knowledge of the natufe
of the child, knowledge of the subject matte?, and ability in
discoverihg and making use-of techniques for learner stimulation.
All enumerated form the essential characteristic attributes of

a teacher.

1’Ihe reader will notice that the songs in the Course Work have

been-collected from all over East Africa.

2Biiggs, Thomas H. Pragmatlsm and Pedagogy (1940). New York:'
The Macmillan Company, p. 106.
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Knowledge of the child should rank highest among the

" teachex's needs. Developmental pattern of one child differs from

another. So, for a successful implementatioﬁ of the curriculum
conceived in this dissertation, it is important that the teacher
should always endeavor to discover the needs, the.capacities, in-
ter;sts, and habit patterns of his student. It is only through
this means that the cooperative process of téaching and learning
may be adapted to individual needs, i;terests‘and potentialities.
The curriculum has been based upon worthwhile goals, it

includes learning situations that emphasize individual differ-

ences and child activity, and creates learning situations that
Y

have relationship to the child's life. In order for the teacher

to provide opportunity for the child to solve problems within
the limits of his interests and capacities he must discover how
éach child can bemnefit from his instruction. He must ascertain
the child's capacit& for acquiring knowledge and developing right
attitudes, emotional and social.

The teacher must evolve a system for evaluating ﬁnowledge
acquired, skill mastered, and attitudes developed. The results
of his invgstigation must be estimated in terms of the goals set
up.

Curxently, Uganda schools evaluate acquired knowledge
only. However, th;’objective for evaluation proposed in this
cuiriéﬁlum, without disregarding measurement of knowledge ac-
quiréd, is to help the stﬁdent to use knowledge in'developing

—
positive attitudes and behaviors.

D
g
g
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L ' Genuine test of development is found in what a stu-
: dent does with his capacities in reorganizing himself in
light of the particular course; how he meets the re~-
sponsibilities of the coiirse; the contribution he makes
to it; how the course has altered his attitudes; what
use he makes of the knowledge acquired.

The evaluation process that is proposed in this work
would take into account what the student writes, 'speaks and does

from the beginning to the conclusion of the course, The teacher
>
is expected to determine progress in the development of the student

from this information. He should also judge the range of ability
and achievement of all members of his class in relation to the

educational goals set up which are summed up in the following

. . statement: ¢

Music should become a great instructive influence
in the life of the educand. It should enable him to
grow and develop in appreciation and enrichment of the

. art, and attainment of full enjoyment of life.2

1Cantor, Nathaniel. Dynamics of Learning (1950). Buffalo:
Forster and Stewart, p. 247. .

zRéfer to Chapter II under "Inculcation of High Standards an
Values in Life."

N7
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IMPLICATIONS

Reference has been made to the need for integrating various

related learning experiences. Sample lessons appearing in the

Course Work treat ngt only the subject of Music butvalso Poetry,
Drama, Story-telling, Dance, Physical Education; Art and Crafts,
all of which are integral parts of the folk heritage. an? of
the above subjects has been incorporated into a music lesson as
occasion suggests and whenever there has appeared relevancy for
it in the music lesson.

On the other hand, the entire collection of African folk
songs appearing in the Colrse Work presents enormous opportunities

for the study of each of the already referred to subjects, as

well as other studies to be mentioned later on.
African Music is an interdisciplinary subject. This fact
is increasingly gaining recognition, and many leading musical

anthropologists, ethnomisicologists and organologists or scholars

of musical instruments are specializing in the s%udy of. African
Music. Africa has for a long time practiced musical therapy and
AfricAn spiritualists emplo& music in the quest of their art.

Music in Africa forms part of the whole process of iiving.1 The

traditions surrounding man's life stages such as birth, infancy,

‘puberty, adulthood, . death and succession are conveyed in Music.

Conséquently,

music is the chief receptacle of man's cumulative

11@15 point is well illustrated in Figure 8.
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behavior, and the chief medium of expression for the African ver-
bal artist. R

- Poetry.-~The concept of music and poetiy has long been a
subject for speculation by scholars and musicians., Aristotle, in
his 'Poetics,' set forth melody, rhythm and language as elements
of p;etry. The idea of music as essentially one with the spoken
word appears in Wagner's theory about music drama. Various con-
temporary composers of European or Weséern music have in one way
or another endeavored to search for perfect union of words and
music. The concept of music as essentially one with the spoken
word in African songs has been discussed earlier in this work.1
fhe unity between melody, rhythm and language is clearly illus-
trated in Example 2. So the African folk musician is at the.same
time the poet:

The importance of the collection of songs in the Course

Work is further enhaﬁced by their poetic value. The songs do
present in their own rxight a rich sourée of African poetry,
covering a wide range of topics and forming a deep mine of beauti-

ful, philosophical, humorous and highly poetic expressions.

Language.~-A close relationship that exists between music

and speech has been illuétrated in Example 2. Such a relationship

would point to the possibility of using music in the study of

language. Since musical elements of pitch and rhythm have been

shown 13 be more or less synonymous with those of pronunciation.2

-

Refer to Chapter V under "A Musical Perception of the Words of
the Songs."

2

1

The reader should refer to Example 2.

e —
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* tive of many of the major la?guages of Africa, There are songs

‘number of sample lessons suggestions have been made regareing

93'

The songs appearing in the Course Work are representa-

in dialects from Bantu, Luo and Nile-Hamitic languages. Repre-
sented in these songs are -some of the dialects' best poems,
ballads, epics, and stories of all kinds. They are the most
autﬁentic_examples, and, as far as the author is aware, the first
of their k;nd to be published in such a graded form adapted ito
school educatiﬁn. . » -
Drama.--The folk songs appearing in the Course Work en-

compass a wide range of social spectrum and cultural heritages.

They do offer enormous opportunities for dramatization. 1In a
4

dramatization of a number of songs, especially story songs.

The flexible scheduling that forms the basis of time allo-
éation in this curriculum, prévides for a combination of two or
more classes into a.single unit on certain days of the week during

which there would be performances by pupils and staging of mate-

rials learnt during class time.

- Art and Crafts.--It has already been pointed out that

during a musical performance attention is paid tothe portrayal ;f an
undexlying idea which should pervade the entire show. For ex-
ample, in a war dance, the dance movements follow the patterns of
fighting, and the ;6ngs speak of war and praise bravery. Such
pefformances are heightened by the use of appropriate art.and crafts.,

P

Dancézs may paint themselves like warriors with certain designs

Pad
that have meaning, or they may wear masks that have designs of
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particular significances and may carry certain implements appro-
priate for the occasion. It i? proposed that such equipment
should: be prepared by students themselves.

It has already been pointed out in this work that modes

of occupation are reflected in dance patterns, that songs of

*
pastoral people are in praise of their cattle, and that dance

patterns are imitative of movements Bf cattle. "
The occﬁpation modes are similé&ly reflécted in arf. It
is therefore suggested that in pursuit of a core curriculum inte-
grating Yarious related learning experiences that is recommended
in this work, a teacher should ask his class to paint the mode
.

of life as reflected in music or dance,

Physical Education.~~Training of the body and mind of a

learner has been the concern of educators since the ancients,
M;;ic has. played a leading role in the programs designed to train
the body and mind. As music and dance performances involve co-
ordinated body movements, so they do‘héve direct influence on
the development of the body and mind. The same aféument could
be advanced with regard to performances of play songs.

In the Course Work there are several dance songs as weli
as play songs. In the sample lessons attached to the songs there
are detailed and illustrated dance or play instructions appro-
priate for each soné: 4Suggestions have been ﬁade in the sample
iesﬁons‘to the ‘effect that such lessons should coincide with
PhYsicél Education lessons;, .

g Since the usual practice in Uganda Primary Schools is‘to

have one teacher offer instructions in all subjects in his class,
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so a trend toward the core curriculum integrating various related
léarning experiences is highly ;easiblq:

‘Musicologz.--In Chapter V, mention has been made of side-
line studies afforded by the collection of African Folk songs ap-
peari?g in the Course Work. It will suffice to empyasize here
that the collection is bound to enrich the study of musicology
in certain fields, especially in the field of rhythm. T

Rhythm is deeply rooted in the ;sycholoéical grounds as
a‘function of ;ur bodies. It is one of several elements which
all concur in creating beauty of sound. A conceptual realization
of rhythm as employed in African Music is bound to enrich the
m;sic of other cultures.

Anthropology.--It has already been emphasized in this‘
wo{k that African Music is part of the whole process of living;
therefore; it should be studied as a broad human phenoméncn.

As African Mu%ic forms a key position in "Man's cumu-
lative learned behavior" or culture,l it ha; rightfully caught
the attention of anthropologists to such an extent that there
has emerged a branch of musical anthropologists among them.

A study of his musical traditions would throw light on
the African's social environment, his historical background and
political framework, as well as, spiritual concepts.

History.--African verbal artists have for centuries

treasured historical eventé‘in"poems and song. Consequently,

.

-
1Merriam, Alan P. The Anthropology of Music (1964). North-
western University, p. 21.
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thé value of music in the reconstruction of African history is
" being acknowledged. .

The collection of songs appearing in‘the Course Work con-
tains, apart from the presence of historical songs, the whole
story of man. Therefore, it offers an insight iqto the past and
thu; contributes enormously to the study of history.

Cultural Growth,~-The collection of songs appearing’in
the Course Work is representative of“the ricﬂ and diverse East
African cultural heritages.

. It has already been pointed out in this work that Affican
traditions which surround {ituals of all kinds are expressed in
'music, and that music is firmly entrenched in the diversity of
social functions found in Africa. It has also been assertéd in
this work that music in Africa forms part of the whole process
;f living.

It fOllows; therefore, that a study of music such as is
proposed in this work is bound to promote growth“and development
of culture among the future generations. Also, this stddy is
bound to mitigate against negative effects accruing from the )
ambivaléncg, among present-day schooled Africans, toward their
cultural heritages.

The study proposed in this dissertation promises an edu-
cation that would’;ake the educands conscientious mewmbers of
théif'ébmmuni%y,'rather‘than‘turn them away from the community.
The Stndy promises an education that will enable the educands

-~

to render valuable service to their community. The study prom-

ises an education that would .turn the educands into good leaders
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y of their community. Finally, the study would provide conditions
‘in which music would become arstrong constructive force in the

life of the community.

.
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A Lango Children Playsong “Bul okok Kilaci acel"

Class one, the drum had sounded.
If you are late you will be given a zero mark.

That means you will carry a zero mark.

.
Suggested Teaching Procedure:

Write‘on blackboard the text of the song "Bul okok Kilaci
acel,™" - . '
Explain to class meaning of the text.
Lgt class pronounce the words of the song after you.
Teach clgss by rote method to sing the scng.
N
Ask class to accompany their singing by clapping the beats

indicated in the music.

Arrangement of Class:

Lét class form a circle with teacher in the middle.
Sing to class while demonstrating hand gestures at their

right posifions in the music.

Ask class to sing the song while clapping and making the

hand gestures.

Gestuzes: >
Beckoniné at "Apwony lwongo wal'
Zero sign at "Okete not.”

Zero sign and pointing

finger at head at "Okete not iwie."
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2.A JOPADHOLA CHILDREN PLAYSONG "NYA NYA NYA"
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Jopadhola Children Playsong "Nya nya nya"

7
Nya nya nya (play word)

A bat does not eat vegctables.

Suggested Teeching Procedure:

Teach the song “Nya nya nya'" by rote method. Start with

»

pronunciation of the text. Follow this by teaching class to

sing the chorus part in the music while you éing the 5016 part.
As soon as class can pexform the song with spontaneity,

teach them to clap the beats indicated in the musié under

"Steps."

Arrangement of Class:

Arrange class to form a circle. Let pupils siﬂg tﬁe song
_as well as stamp the ground with alternate feet the beats indi-
cated in the music. The class should jump high whenAthey sing
the word "QClu." .

"Finally, class should run to the beat o{ the music indi- -
cated under "Steps" (see the music) and jump high and f;ll down
heavily with hands touching the ground at the word "Olu" in the

music.










3.AN ACHOLI CHILDREN PLAYSONG "DINI DINI"
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Acholi Children Playsong "Dini dini"

Dini dini Oh!
My sister-in-law died in a potato garden.
She died!

*

Suggestced Teaching Procedure:

Ask class to pronounce the words of the song after §ou.

Sing the song-to class severgi times.

Ask class to join in the song by singing the chorus part -
"Otto bee."

Teach class by rotg method to sing the solo part.

After class has learnt to sing the song, let them ac-
company their singing by rapping on top of their benches thé
‘rhythm indicated in the music against the words "Solo hitting

the back of another child.”

Arrangement of Class:

Take class outside (preferably combine this lesson with

Physical Training).

Arrange class in a circle with one of them as solo and
another as-his friend %n the middle of the circle.

The solo singer should kneel behind his friend, who
should be seated Q§ee diagram).

The soloist should sing his part as well as play upon
thé‘?;:k:of ﬁ;s friend ;he rhythm indicated in the music, while

B

c1%§s sings the chorus and run round in step with the beat of

the music.




10.

Acholi Children Playsong '"Dini dini"

2
The soloist is expected to stop the song at any moment,
at which stage ?he rest of the class must run away, for whoever
is caught by the soloist must be brought in the middle of the
c£¥cle to play the part of the soloist while hi; captor sits
down to replacc his friend. Y
The procedure is repeated séveral times until a; many

pupils in the class as possible have had the opportunity to

perform the solo part.
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4, A RUNYANKOLE CHILDREN PLAYSONG "KANEMWE"
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A Runyankole Children Playsong "Kanemwe"

i
The song is useful for teaching children the art

of counting numbers up to ten,

Suggested Teaching Procedure:

L3

Write the text of the song on blackboard, and explain
its meaning. o
Ask class to pronounce the words of the song after you.

Teach class to sing the song by rote method.

Arrangement of Class:

! Arrange ten pupils ip a straight line.
. Ask the first pupil to sing "Kanemwe," the second pupil
should sing "Kanibiri," and the third should sing "Kafendere”
(sFe the music)f
The teacher should conduct the song pointing toieach
pupil as his or her furn is up. The last pupil who sings "Tabwa"
falls out of the line.
The number of pupils thus becomes nine. This necéssitates

one of them to sing twice. Orce again whoever sings "Tabwa"

falls out. The process is repeated until one pupil is left as

the winner.
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5.A LUGBARA CHILDREN PLAYSONG "TULE TULE TU"
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Lugbara Children Playsong "Tule tule tu"

12
This song is in Bangala language of Congo Kinshasha.

The words of the song are meaningless.

Suggested Teaching Procedure:

Let class speak after you the words of the song "Tule

LY

tule tu." Sing the song to class several times. Let class
take up the chorus part '"Pambala® which is vefy easy indeed.
Teach class to accompany the song by clapping hands to the beat

of the music,

Arrangement of Class:

)

Arrange class into two groups. The two groups should
stand in straight lines facing each other. As the song is éung,
a pair of children facing each other clap each other's hands as
is shown in the diagram. The clapping is done to the.beat of
the music. ‘

The last opposite pair while singing anddclapping each
other's hands should‘hop to the other end of the line, bénding
low in order to pass betweenm the two lines. The pair stops
hopping at the opposite end of the line but continue singing and
clapping each other's ﬂands. The same process is continued by

the next pair until each pair has had its turn. /See diagram./
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6.A RUNYORO AND RUTORO CHILDREN PLAYSONG "PA MAKULUPA"
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A Runvoro and Rutoro Children Playsong 'Pa makulupa"

¢
Pa Makulupa you my children, you should eat

a reasonable amount of food.

Suggested Teaching Procedure:
>
Wrife the text of the song on the blackboard, and
explain its meaning.
Pronounce thc words of the te%t and ask class to re-
peat them after you.

.Teach the class to sing the song by rote method.

Arrangement of Class: *

Arrange the class into two opposite lines of equal
number of pupils. Preferably, boys should form one line and
girls should form the opposite line.

;As they siﬁg the song they should jump forward (op-
posite lines moving toward each other) and backward. The
Jumping ;hould be performed strictly to the beats of the.music.

As they jump forward they should clap each other's
hands tsee diagram).

As ~they jump backward they should clap their thighs.
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7.A LUGANDA CHILDREN PLAYSONG "KANNEMU".
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A Luganda Children Playsong "Kannemu'

2

This song is useful in teaching children the art
of keeping time in music as well as counting

numbers from one to ten.

*

Suggested Teaching Procedurec:

Put the text of the song on the blackboard, and pre-
nounce the words to class as the class repeats them after you.

Teach the class to sing the song by rote method.

Arrangement of Class:

Ask pupils to sit,on floor with stretched legs and in a
straight line, as is indicated in the diagram.

One of the pupils should sing the song while counting
3continuously from one to ten from either side of the line and
hitting one of the pair of legs at every count. .

The leg touched at the beat under the syllable "gyo!
of the'phrase "ku lugyo" (see the.music) must be folded.

When the same person is again touched at the s;me
sylldble ""gyo," she or he must fold the remaining leg and leave
the game as a winner.

The same process is repeated until the last person

. leaves the line as the loser.1

-

1Ihis lesson could coincide with Mathematics.
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8.A RUNYORO CHILDREN PLAYSONG "KOMA KAMAGIRA"
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A Runyoro Children Playsong "Koma Kamagira'

This song is useful for training children the art
of keeping time in music and of counting numbers

up to ten. (The words of the song are meaningless.)

Sugqe%ted Teaching Procedure:

Put the words of the song "Koma Kamagira" on the
blackboard, and ask class to pronounce “them after you.

Teach the class to sing the song by rote method.

Axrangement of Class:

Ask the class to siti feet stretched, on ground.

They should be arranged in a straight line,

While the rest of the class are singing, one of their
members should continuously count (as indicated in the music)
fr;m one to ten, touching a foot of each member of the class at
every count.

A foot that is touched at the syllable "baf of the word
"Warugaba" in the fifth bar of the music, must be folded.'

Singing and counting must go on until the touching of a

foot of one whose other foot is folded. .He thus wins the game.1

s

1Ihis lesson could coincide with Mathematics.
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9.A RUNYORO CHILDREN PLAYSONG "DA BUJOGERA"
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A Runyoro Children Playsong "Da Bujogera

Here, my dear child, take this little .skin.
Here, my dear child, take this little speax.

Here, my dear child, take this necklace.

Suggést ed Teaching Procedure:

Put the text of the song on the blackboard, and explain
its meaning lto the class. l
Ask the class to repeat word by word after you the
entire text of the song.
:.l‘each class to sing the song by roté method.
.

Ask the class to clap the rhythm indicated in the music.

against "skipping" (see the music).

' Arrangement of Class:
- Ask class to stand in a circle holding each ot};er's
hands, as is indicatred in the diagram.
As they sing the song, they 'shbould skip rq_und the circle
in both anti-clockwise and clockwise directions, as is in.dicated

in the music.
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10.A KARAMOJONG CHILDREN PLAYSONG "OTIYO"
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. Karamojong Children Playsong "Otiyo"

"Qtiyo" i$ a Karamogong Children Playsong whose text
refers to a path frequently used by rats and rarely
used by squirrels. Note, A zigzag movement performed

a by one member of the circle of performers explains
how a rat is difficult to catch.

k4

Literal Translation: "If an. elephant finds you she

may kill you."

Suggested Teaching Procedure: o

Ask class to repeat the words of the song after you.
Explain the meaning of the words.

Teach class to sing the song by rote method.

Arrangement of Class:

; - Arrange class in a circle facing inwards. Aék children
to hold each othef's shoulders as is indicated in the diagram.
The class should sing the song while running round, in an anti-
clock direction, to the "footsteps" indicated in the muéic. A
teacher may assist class by playing on a drum the "footsteps"
indicated in the music as the class performs.

As soon as the class is performing with spontaneity,

_ask each pupil in turn to run in clockwise direction, passing
below the raised ;ims of his immediate two neighbours and
joinitg the circle as beforé at his original position (see

diaéram). . )
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11.A LUGANDA CHILDREN PLAYSONG "KIBUGGA"
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A Luganda Children Playsong "Kibugga"

Kibugga don't you break my back!

Kibugga shake me properly.

Suggested Teaching Procedure:

S

Put the text of the song on the blackboard, and explain
its meaning to class.
k4

Ask class to pronounce the words of the song after you.

Teach the class to sing the song by rote method,

Arranqemenf of Class:

Divide class into two groups of equal number.

Arrange each group to form a straight line, one in front
of the other, facing the same direction.

Ask pupils in the rear line to sing the word “Kibugga™
Hwhile those forming the front line sing the rest.

Ask pupilé in front line to kneel down, placing their
hands on ground so as to be on four#. Each pupil in the rear
; line should stand between the legs of one immediately in front
of her, holding her waist as is indicated in the diagram.

As the pupils iq the rear line sing the word '"Kibugga,"
théy should shake the waists they are holding up and down to thg
beat of the music. Similarly, those pupils in the rear line

should turn rounéfand be shaken up and down as well.
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12.A MADI CHILDREN PLAYSONG "AU ANGWA KODU"
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A Madi Children Playsong "Au angwa kodu"
(used by children to hypnotize fowls)

f

- Small chicken if you fall asleep a hyena will cat youl

Suggested Teaching Procedure:

Write the text of the song on blackboard and eiplain its
meaning to cl;ss.

Pronounce the woxrds of the text and ask class to say ;hem
after you.

Teach class to sing the song by rote method.

Arrangemént of Class:

After class is familiar with both the tuneqand the words
of the song and can sing it well, ask each member of the class
te place his left hand upon his bench pretending that he is
holding a fowl. With their right hand the class should tap the
bench nea; where the chicken is supposed to be tightly held.

The tappiqg must fall in step with the beats in the song (see

music). The song is repeated several times, gradually begoming

soft until the fowl is sent to sleep.

Note: To put the actual chicken to sleep, first put the

" chicken's head under one of the wings, cover it with your left

hand firmly on ground. Sing the song while tapping the ground

with the hand that i§ free. After singing the song several

’f”fiﬁé§j7gradually‘becoming'soft<and softer, the chicken will

finally fall asleep. .

—
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13.A LUGANDA CHILDREN PLAYSONG
"ABAGENYI BA BAALYA ENDEREMA"

40,
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A Luganda Children Playsong "Abagenyi ba baalya Endercma'

i
It was visitors who ate '"enderema" (Spinach).

Suggested Teaching Procedure:

Write the song text on blackboard and explain its meaning

e

to class. .

Pronounce the words of the sorig slowly, sentence by sen-
tence, and ask class to repeat them affér you, ‘

Teach class to sing the song by rote methed.

Ask the class to accompany their singing by clapping

hands as indicated in the music.
*

Arrangement of Class:

Ask class to stand in a circle facing inwards. As cléss
sing the song they should jump forward at the word "Ekidimbo,"
falling down at the accented beat as indicated in the m;sic.

At the words "Sinsimula Enderema' the& shouid jump back-

wards, falling at the accented beat indicated in the music.
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14. AN ITESO CHILDREN PLAYSONG "ABAKASI KOLO EBEY
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An Iteso Children Playsong '"Abakasi Kolo ebe"

People used to say fthat it is the lizaxd which fries

simsim. But nowadays the lizard does not fry simsim,

Suggested Teaching Procedure:

*

Write the song text on blackboard.
Pronounce the words of the text to class and ask class

to say them after you,

Teach the class to sing the song by rote method.

Axrrangement of Class:

Ask class to form.a circle, preferably outside the
class room during a Physical Training lesson,

Let pupils kneel down and hold cach othex's hands as is
_ﬁindicated in the diagram.
© Ask clasé to sing while playing the actions of a lizaxd.
During the first half of the music pupils should bend
heads down and up to the beat of the music.

During the second part of the music they should shake

each other's hands instead.’
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15.A LUSOGA CHILDREN PLAYSONG "KUDU KUDU"

Solo Chorus Solo
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A Lusoga Children Playsong "Kudu Kudu"

7

Mr. Tortoise is busy walking with his children,

he cannot notice us.

Suggested Teaching Procedure:

Write the text of the song on blackboard and explain its
meaning to class. 4

Ask class to pronounce the words of the song after you.

Teach the class to sing the song by rote method.

Arrangement of Class:

After class is familiar with the song and can sing it
fluently, arrange pupils in lines and ask them to assume squatting
positions like frogs.

As they sing the song they should jump like a frog at

evexy accented beat.
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16. A LUGANDA CHILDREN PLAYSONG "GGULU SINSIMULA"

Solo Chorus Solo
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A Luganda Children Playsong "Ggulu sinsimula"

Wave arms in the air
Wave arms in the air

Heart leaping in you.
N

Suggested Teaching Procedure:

Write.on blackboard the text of the song "Ggulu sinsimiila.™
Ask class to pronounce the words of the song after you.

Teach class to sing the song by rote method.

Axrrangement of Class:

Arrange class to stand in a circle.
Ask class to sing the song while marching round and waving

their arms to the beats of the music (see diagram).
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17. A LUSOGA CHILDREN PLAYSONG "ARABINA KATOOLE"
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A Lusoga Children Playsong "Arabina Katoole!

"Arabina pick that one; pick that one, pick that one."

Suggested Teaching Procedure:

Teach the song "Arabina Katoole" by rote method.

+

Arrangement of Class:

kd
Arrange class to form a circle (see diagram). Give.a
stone to each member of the class except one.
As they sing the song each pupil puts a stone in front

of his neighbour on the right hand side.

There are two beats in each measure of the music. These
we call the accented and the weak beat. At the accented beat a
pup&l picks the stone in front of him, and at the weak beat he

puts the stone in front of his right hand neighbour.
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18.A LUGWERE CHILDREN PLAYSONG "OKABEIJA NA ONAIGINO"
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Lugwere Children Playsong "Okabeija na Onaigino"

7
"Okabeija and Onaigino are warming themselves by a fire,"

Suggested Teaching Procedure:

Teach the song by rote method. .

Explain to class that the song refers to two old women
named "Okabeij;" and "Onaigino" who used to warm themseives by
a fire (see diagram). v

Children in the neighbourhood used to come and watch the

two old women who never left the firxe. The children would then

start singing the song "Oka?aija na Onaigino."

Arrangement of Class:

After the song is well learnt, class should dramatize it.

Two children should impersonate two old women Warming
themselves by a fire.

The rest of the children, or some of them, should come

to stare at the old women, and later on start singing the song.
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19. AN ACHOLI CHILDREN PLAYSONG "LAWIRI WIRIL"
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Solo Chorus
J=126 La-y wi-ri wi-ri wai | mi-na wii A-fdp-mi-to—_
I .8 I s .s :dl .d :dll s :l :1__1; l o :d l
n' . ‘ 1
] 1 T } T 1 ul]
4 1] 1 1] 1 ] § ]
d ‘_;I T & o I"
Children jumping in anti-clockwise direction. N~
SMew 1 d 5 oy oy )y
MY | L ¢ < ¢ o coo A |
¥4
Solo ’ -Chorus
La-ywi-ri wi-ri wai | 16 -ke tungjcel a-fid -mi-
n 2 l r .r !5 .S :S m :r :m d :m :m | m :m “
M_NI 1 ;N A T T I T o R |
V.t ﬂl: 1 3 3 1 I, I) ] ] 1 I 1 ] 11 1] L1 1] T :IE
e = ¢ © = 4 o1 = o =7
ere children jump in clockwise direjtion.
T S 1 R S S A S 0 SRSV ||
ir | ¢ G e oo |




59.

Acholi. Children Playsong "Lawiri wixi®

"Lawiri wiri give me your head. I want it.

Lawiri wiri turn on one side. That is what I want."

Suggested Procedure:

*

Write the words of the song on blackboard. .
Read the words loudly to class.

Ask class to repeat the words after you.

Sing the song to class several times.

Ask class to join in the song with the chorus part

"ana amito."

Arrangement of Class:

Ask class to form a circle holding each other's hahdsl
(see diagram).
' . As class éings the song they should jump in a circle at
the strong accents indicated in the music.

‘During the singing of the first line and its repeat the

movenent of the class should be anti-clockwise.
During the singing .of the second line and its repeat,

the movement should be clockwise.

o~

1P:eferably this lesson should coincide with Physical Traiﬁing.

;
;
;
i
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20. AN ACHOLI CHILDREN PLAYSONG "NYOK DYEL MIYA WII"
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Acholi Children Playsong "Nyok dyel miya wii'

She-goat, give me your head.

Tile, my head cannot be bought. {Then she trots away)

Suggested Teaching Procedure:

. Ask class to pronounce the words of the song, after you;

and explain the meaning of the words.
Sing the -song while clapping its beats.

sing the song again; this time the class should clap the

beats.

Téach class by rote method to sing the chorus part of

the song while you sing the solo part.

Arrangement of Class:

After class has mastered the song, take them outside
(bfeferab}y combine this lesson with Physical Training).

Arrange class to form a circle facing outside the circle.
Place thevsolo singer in the middle of the circle.

Let class assume squatting positions. As they sing the
second line, at the words "ﬁm Hm Hm Tile wic yang giwilobo Tile,"

they should hop like goats.
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21.A LANGO CHILDREN PLAYSONG "WINYO MAN GWEGWETQO"

Solo Chorus
J =100 Wi- nyo man ve—g\ve ~ to pmg A - gwe - to
! 1 A :1 m l tm m tm I
A\ 1 I 1
l\ | [ L] 1 ]
_‘&b‘_‘f{:ﬂ%—':;t:g_i == = 3 ]
T

Rap stone on desk

A
T
Q.
| N

4+

4101 o v
4 | {
v
E - e-e - e A -gwe-to I-n0 - ku-llo A-dwong
h| 1 ls :m i d :m Im :m r ..t - .r lr :d
—T t -

gam me-ri
L ¢y 0 s :d

Stone handed over to
Okullo, who happens
to be the right hand
neighbor.

m .mn :m .m Ild :s S, :§, |
\

en - kom | Wo-ro me-re en A—lgwe—to
]
1
1

Vs I\ A\ A\
17 L IhY IAY EAY 1} I 131

- =t
a7 ) 1
[3)

| M

=t
J

n Gl

ea=
L

J ol d 4]

JJu
— | il




N

65.

Lango Children Playsong "Winyo man gwegweto"

A bird is scratching thefsoil.

You Okullo take your own stone because you are selfish!

Suggested Teaching Procedure:

tTeacher_should introduce the song to class by‘rofe method.
First, class shounld pronounce, after the teacher, the words of
the song. After class has demonstrated familiarity with the te;k
of the song, they should sing the song after the teacher,

Class should be taught to produce the rhythm indicated

in the music by rapping benches with stones.

.

"Arrangement of Class:

Each of the children occupying the first seat, on the
left hand side of evéry bench, should sing the solo part as well
as ﬁiay the rhythm by rapping the bench with one of the stones
from a heap of stones1 placed in front of him.

At the appropriate point in the music, he should place

- the stone in front of his right hand neighbour who is a member

of the chorus and who joins in the production of the rhythm and
héﬁhs over the stone to his right hand neighbour at the point
indicateﬁ in tﬂe music.

This procedure is continued uﬁtil the last of the heaps

of stones on the left hand side of every bench. Zgée diagraE72

lThe number of stones in each heap should be equal to pupils
51tt1ng ‘on the bench.

2Inherent in this exercise are opportunities for illustrative

addition, subtraction and multiplication in Mathematics.
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22.A MADI CHILDREN PLAYSONG "MELEMELE"
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A Madi Children Playsong "Melemele"

(illustrating a story)
i

vTree of Wisdom, we have lost our way.

L2
Show us our way home.

Suggested Tcaching Procedure:

Stage I. Relate the following story to class:-

Once upoﬁ a time, a certain Madi fahmily went on a long'
journey. On their return home they lost their way. So,.they
went to a Tree of Wisdom, known as "Melemele," and sang the
song "Mele%ele" holding each other's hands and running round
the tree to the beats of the &ﬁsic.

First they ran round the tree in clockwise direction.
During the repeat of the song they ran in anti-clockwise
diféction._

They continued singing and running until the tree told

them which direction would lead them home.

Stage II. Put the text of the song on blackboard and expléin
its meaning to class.

Pronounce the words of the song loudly andiask class
to say them after you word by worxd. (

Teach the class to sing the song by rote method.

=

Stage ITI. Help class to dramatize the story and song.
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23.A LUGWERE CHILDREN PLAYSONG "KYONKA"
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Solo Chorus
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A Lugwerc Children Playsong: "Kyonka"l

. 7
Child of Izima, 'Kyonka,

One who is still sucking its mother's breasts.
Kyonka cannot climb and swing on a tree branch.
Look at him, 'Onabwolo,!

He has swollen eyes.

Onabwolo is loecking for a ladder.

Suggested Teaching Procedure: -

Stage I. Write the text of the song on blackboard and explain
its meaning to class. Pronounce slowly and loudly the words of‘
the s;ng, and ask the class to say thenm éfter you., Teach the
class to sing the song by‘rote method.,

After you are satisfied that the class can sing the
song fluently, ask them to stand up and sway from left to right

" and back on the time of the music as they sing (see ‘indications

in the music).

Stage II. Take the class outside to a seesaw or to a suitable
branch of a tree where they should perform the song as some of

them 'swing on a tree branch.

.

1This is a typical children's song sung while swinging on a
branch of a tree. The song contains some jibes at other
children who fail to climb.
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24. A RUKIGA CHILDREN PLAYSONG "TUNTURURU"
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A Rukiga Children Playsong "Tuntururu"

i

Tuntururu, tuntururu, tuntururu, wicked people. :

Suggested Teaching Procedure:

Put the words of the song on the blackboard, ahd ask

S

class to pronounce them after you.

Teach the class to sing the song by rote method.

Clap the rhythm indicated in the music while the class

is singing. -

Ask the class to sing and clap the rhythm while you play
b the drum rhythm indicated in, the music.

Let one pupil play the drum rhythm.

Arrangement of Class:

N

Arrange the class to stand in a circle as is indicated

in the diagram.

The class should perform the song with clapping and drum-
ming accompaniment, while two pupils run round their neighbours
once and resume their position -- a process that is continued by

successive pairs until all of the class have had their turn.

Note: As is shown in the diagram, two pupils move in opposite

directions until they resume their positions.







DANCE

. . SONGS




77.

25.A LUGBARA CHILDREN DANCE SONG "AFA NANARU"
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A Lugbara Children Dance Song "Afa nanaru"

7
Your commodity is too small
You should not ovexcharge

.Anyway, I have my own.

Suggestea Teaching Procedure:

Write the song text on blackboard and translate its

meaning to clasé. N
Ask class to pronounce after you the words of the song.
Teach class by rote method to sing the song.

Train one pupil to sing the solo part while the rest of
‘class sing the chorus part. )

Train another member of the class to accompany the
singing by playing the rhythm of the "small drum" indicated in
the ﬁhsic.

After the performance becomes spontaneous, supply the

"big drum" rhythmic accompaniment indicated in the music.

" Arrangement of Class:

Place an equal number of -boys and girls into two lines
facing each other.
Dancing:

As they sing the song they should swing their hands and
move their feet on spot and in step with the beats of the music

(see diagram).
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26. A LUSOGA CHILDREN DANCE SONG "TIiRIJABUKO"
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A Lusoga Children Dance Song "Tirijabuko"

2
' Frog's puffs, which causes movement of its stomach,

in and out, is so shameful that a frog can nevex

visit its in-laws for fear of this habit being

noticed.

Suggested Teaching Procedure: -

Write the words of the song onnblackboard and explain
their meaning to class.,
Ask class to pronounce the words after you.

Teach class by rote method to sing the song.
) N

Afrangement of Class:

After you are satisfied that the class can sing the

song with spontaneity, arxange them to stand in a semi-circle.

Dancing:

Dancing is performed by contracting and relaxing muscles

of the stomach in step with the beats indicated in:the music.
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27.A JOPADHOLA CHILDREN DANCE SONG "PAKINO NYALI"
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A Jopadhola Children Dance Song

?
How will you manage? How will you manage? Never!
However, you try five times! You will never manage.

However, you try five times! You will never manage.

4
Suagested Teaching Procedure:

Put the song text on blackboard and explain its meaning
to class.

Pronounce the words of the song and ask class to say
the words aftei you.

Teach the song to class by rote method.

S

Arrangement of Class:

After class has demonstrated ability to sing the soné
w?th facility and to clap hands to the beats of the music,
divide them into two equal groups, preferably of opposite sexes.

Place the tﬁo groups in line opposite each other.

Dancing: B

Boys should move shoulders forward and backward to the

beats of the music.
Girls should do the same, in addition to jumping on spot

(see diagram).

4
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28.A KARAMQJONG CHILDREN DANCE SONG "INGERINGERI"

: Solo. ~ Chorus
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A Karamojong Children Dance Song "Ingeringeri'

This song is satirizing ; proud careless girl who so
b;dly ground her grandmother's sorghum that the
latter could not eat it. She had to go somewhere
‘else for a meal. When boys learnt of the grand-
mother's complaint, they composed the song in order

to hurt the feelings of this rather proud girl.

Suggested Teaching Procedure:

Write the song text on blackboard, explain its meaning

\and read it aloud to class.

2

Ask class to pronounce the text word by woxd after you.

Teach the class to sing the song by rote method.

Demonstrate to class the clapping of this song and ask
them.ko imi@ate you.

Demonstrate to class bending of head down and up, as
indicated in .the music, while singing and clapping. Ask class

- to follow you as they sing, clap hands, and bend heads down and up.

Arrangement of Class:

Ask class to form a circle facing inwards. Place one -
pupil in the middle of the circle. As the class sing the song,
clap hands and bend heads down and up loocking at the pupil in

the middle of the circlé, he jumps high on spot as is indicated

in-the musi@,
Dancing:
- g < R

Demonstrate to class the Karamojong dance of jumping

“high on spot.
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29.. AN ALUR CHILDREN DANCE SONG
"NYAKATHANYA YO NYARATHANYA"
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An Alur Children Dance Song "Nyakathanya yo Nyakathanya

7

Lioness, your mother is calling you.

Suggested Teaching Proceduxre:

Put the text of the song on blackboard, and explain its
. .
meaning to class.
Ask the class to pronounce the words of the song after

you.,

Teach the class to sing the song by rote method.

Arrangement -of Class:

Take the class outside and ask the mewbers of the class
to stand in a circle facing each other's. backs. éﬁfeferably,
this lesson should coincide with Physical Training./

Teach class to sing the song as well as dance to it,

Dancing:

Dancing is performed by trotting in an anti-clockwise

direction to the beats of the music with a relaxed body -- head

and neck moving to the beat of the music (see diagram).

s

N Y
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30.A LUGANDA CHILDREN STORY SONG "GIYA GIYANGAY
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A Luganda Children Story Song: "Giya Giyanga"

“A little tree by the wéil, Giya Giya.

'Where I broke a water jar, Giyaglyanga.

A tail-like branch of the tree was cut, Giya giyanga.
I saw it shaking, Giya giyanga.

I decided to go home, Giya giyanga.

At home I sat in the living room, Giyva giyanga.

As I sat in the living room, Giya giyanga,

My mother reprimanded me, Giya éiyanga.A

'"Why do you sit in the living room,'Giya giyanga,

'Go and sit in the dining room,‘'Giya giyanga.

I.went to sit in the dining room, Giya giyanga.

As I sat in the dining room, Giya giyanga,

My father reprimanded.me, Giya giyanga.

'Why do you sit in the dining room,'Giya giyanga,

'Go and sit in your bedroon,'Giya giyanga.

As I sat in the bedroom, Giya giyanga,

My Aunt reprimanded me, Giya Giyanga,

S;ying, ‘Why do you sit in your bedroom,' Giya giyanga,

'Go and sit in the living room,' Giya giyanga.

Suggested Teaching Procedure:

Stage I. Relate the following story to class.

Oncé upon a time thexe liQed in one Buganda family a naughty
boy who, on dne occasion, picked a lovely jar and went to fetch
water from a well in his village. After drawing water into his
jar, he placed the jar upon his head. At that very moment, his

attention caught

sight of a little tree that was being felled
down by a wood chopper. ’
The boy was amused to see a branch of the tree shake like

a tail of an'animal. In his excitement over such a spectacle; he

broke the water jar!
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A Luganda Children Story Seng: "Giya Giyvanga' i
¢ [

Every member of his family was, consequently, displeased i
with him. So, by way of rélating that episode to his mates, the
boy sang the song whose music and words are shown above this

story.
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31.
A NYANJA CHILDREN STORY SONG "MBALAME MUNTENGO MO"
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A Nyanja Children Story Song "Mbalame muntengo mo"

z

Mihy is yonder bird crying?
She is crying because someone stoned and killed its

friend,"

Suggested Teaching Procedure:

Stage I. Relate the following story to class:-

Once upon‘a time there lived among Nyanja people a little
boy who loved birds,

One morning, the boy was disturbed by ceaseless cries of
a bird on ; tree, The boy was concerned becaﬁse the bixd ap-
peared very unhappy. )

In orxder to find out why the bird was so ceaselessly

crying, the boy sang the song indicated above in which he asked

a qﬁestion{ "Why was the bird crying?"

Stage ;I. Write the text of the song on blackboard and ex-
plain its meaning to class.

Ask the class to pronounce the words of ;he soné
after you.

Teach the class to sing the song by rote method.

Stage ITI. Dramatize the story.






104.

32,A RUNYORO STORY SONG "TWALI BAISEMU"
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A Runyoro Story Song "Twali baisemu"

‘ §
(Meaning of Text: Read the following story.)

Suggested Teaching Procedure:

Stage I. Tell the following story to the class:-

6nce upon a time war threatened the boundaries of Bunyoro
Kitara. All able-bodied males were called to join Bunyoro's =
army. Two brothers referred to in this%song picked up their
spears and shields and went to wax.

On their way to the war front they encouptered a fettish

Y which prophesied their fatel‘ It warned the brothers that both
of-them would be wounded!)

The brothers persisted and went to fight the war.

As soon as they joined the war the old brother, named
Kik@angura, killed two enemy soldiers; and on attacking a thixd
soldier, he was serioﬁsly wounded. The young brother also
killed two ‘enemy soldiers, but was woﬁnéed by a thi;d soldier.

The young brother on seeing Kikwangura seriously wounded,
assisted him and carried him away from the battle. Before
Kikwangura di?d of his wounds, he had this to say to his young
‘brotheri -

"I am dying, my young brother. When you return home

give my love‘ko‘my wife. I left her expecting. If ‘
‘Ehe gives birth to’a girl, name the baby 'Mbonabibi!
:(meaning: I see evil because that is what wdmen see).

I1f she gives birth to a boy, name the baby 'Mugenzi!'

(meaning: 1 travel because all men travel),"
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A Runyoro Story Song "Iwali baisemu"

Stage II. Teach the chorus to the song "Twali baisemu" by
rote method.

Teacher should sing the solo part of the sohg, and

+

the class should clap hands and sing the chorus part.

v

Stage III. One half of the class should mimic the story while

the other half, with the teacher, are singing the song.
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33.A RUSONGORA CHILDREN' STORY SONG "KANGEYA"
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its meaning.--.
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A Rusongora Children Story Song '"Kangeya'

£
My child Kangeya.

Oh! Kangeya.

As he looked after cattle
A lion frightened the cowl
Oﬁ] Kangeya.

The cow strayed.

Oh! Kangeya, ’ T
Kangeya began to search for the cow: '

Oh! Kangeya.

You man, have you seen Kyozi?

I am going to look for it.

A
Suggested Teaching Procedure:

Stage 1. Tell the following story to class:-

Once upon a time there lived a boy named Kangeya in the
beautiful pasture lands pf Busongora.

One day kangeya was lobking after his father's cattle. The
herd was grazipg peacefully. Kangeya sta;ted playing, so he for-
got all about his father's cattle until startled by the frightgned
herd which had seen-.a lion at a distance.

Consequently, in the panic thét followed, Kangeya could not
see "Kyozi,'" a black cow. She had strayed far away. So Kangeya

started to look for it.

Stage II. Put the text“of the song on blackboard and explain

" Ask class to pronounce the words of the song, after you.

o

Teach the class to sing the song by rote method.
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34, AN ITESO STORY' SONG "IREDIO"
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*After the wedding ceremot!
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An Iteso Story Song "Iredio"

The Radio! The Radiol

It will place me into trouble with my husband.
I have not peeled potatoes.

I have not prepared food because of the Radio!

+I will be reported to my husband. N

Suggested Teaching Procedure:

Stage I. Relate the following

Once upon a time, theregf \ands of Iteso
people. He had two wivesf

He saw a beautiful marry her.

The young
bride was so fond of play to negléct-
her domestic duties.' While N firming their
gardéns, shg was always enjoying == J‘éms.

The old wives became so jealous of the young wife that they
reported to their husband of her neglect of domestic duties.
They also refused to supply her food when it became ﬁer turn to
cock for the homestead.

The husband was so furious that he punished the young wife.

In hes sadness the young wife sang the song "Iredio."

Stage II. Put the text of the song on blackboard and explain
its meaning to.class.
“=""Ask the class t0 pronounce the words after .you.

Teach the class tg sing the song by rote method.
.

Stage III. feacher should help class to dramatize the story and

music.
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An Iteso Story Song "Iredio"

The Radio! The Radio!

1 will place me into trouble with my husband.
I have not peeled potatoes.

I have not prepared food because of the Radio!

+*I will be reported to my husband.

Suggested Teaching Procedure:
Stage I. Reiafe the following story to‘class:-’

Once upon a time, there lived a man in the lands of Iteso
people. He had two wives,

He saw‘a beautiful young girl and proceeded to marry her.
'Aftér the wedding ceremony, he Lent on a long tour. The young
bride was so fond of pléying a radio that she tended to neglect:
her domestic duties. While the old wives were farming their
gardéns, she was always enjoying radio programs.

The old wives became so jealous of the young wife that they
reported to their husband of her neglect of domestic duties.
They also refused to supply her food when it became Her turn- to
cook for the homestead.

The husband was so furious that he punished the young wife.

In hes sadness the young wife sang the song "Iredio."

Stage II. Put the text of the song on blackboard and explain

its meaning to class.

"Ask the class to pronounce the words after you.

Teach the class to sing the song by rote method.
-

Sfage III. Teacher should help class to dramatize the story and

‘music.
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35. A RUKONJO STORY SONG "KASIMBA"
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A Rukonjo Story Song "Kasimba'

Mr. Hare, you are a fool.’

You placed a trap near your children's playground.

Suggested Teaching Procedurxe:

Stage I.l Relate the following story to class:-

In the land of Bukonjo there lived a foolish male hare with.,
his wife. They had only one offspring. The young-hare used fo
play with other young hares near his parent's home.

One day the foolish hare laid a snare near where the young

yones used to play. Unfortunately, it was his oﬂly offspring
that was trapped and killed by the snare.

The mother hare was very angry, she started singing words
reprimanding the father hare, while the young ones chorused the
follé&ing words:

"Yes, you are a foolish hare.'"

Stage II. Put the text of the song on blackboard and explain
its meaning to. class. ’
" Ask class to pronounce the words of the song after you.

Teach the song by rote method.

Stage I1I. Class should dramatize this story.
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36.A LUGWERE STORY SONG "KATEBE KAGONERE WANI"
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A Lugwere Story Song "Katebe kagonere wani™

12
Where was the stool during the night?

VHere it appears jumping up and down.

Suggested Teaching Procedure:

.
*

Stage 1. Teacher relates the following story to class:-

Once upon a time there lived a man in the land of Bugwere
who owned a stool which he cherished with ca;e. A

One early morning he was surprised to see his stool missing
from its place of honour in his living room. He started singing
the song "Katebe kagonere wani." Fhe stool appeared, jumping

up and down to the rhythm of the song.

Stage II. Put the song text on blackboard and explain its
meaping to class.

Pronounce the words of the soné, and ask the class
to say them after you.

Teach the song by rote method.

Stage III. Dramatize the story by asking one member of the class

to impersonate the stool in the story.
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- .37.A LUSOGA CHILDREN STORY SONG "NABIRYE AGIREWA"
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Chorus

Solo

gii
‘r

1i
t- 8

m
1

swa ya -

al ~
1

| W

N_|

ke

.
H
Il
{
=)

ma -~ to
d
o

-ka

[ {on Yol 7 J

Chorus

- re ku-sa —| ka ma-to - ke.
:r : .d d d :d :d

- gii

A
d

| {ou LM ]




127.

A Lusoga Children Story Song "Nabirye agiirewa"

"Where has Nabirye gonegfo?

S ’ ‘She has gone to search for bananas.
Where has Nabirye gone to?

She has gone to scearch for bananas.
* Children have been cxryingl!

She has gone to search for bananas.

Waiswa is crying! k4

She has gone to search for bananas."

Suggested Teaching Procedure:

Stage I. - Write the text of the song on blackboard and ex-

plain its meaning to class. .
Ask the class to pronounce the words of the song i
after you.

Teach the class to sing the song by rote method.

Stage II. Dramatize the song.
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38.AN ITESO STORY SONG "IKAKOKU ASIO"
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An Iteso Story Song "Ikakoku asio"

7
. this song is supposed to have been sung by a mother
t0 hexr child during a journey to visit friends. The
mother tells the child what they would do when they
arrive at their friends, and what food they would be
offered, At this point both mother and child sing

"Kelele, etc.:?-

Suggested Teaching Proceduxe:

Stage I. Relate the following story:-

Once upon a time there lived a woman in the land of Iteso
{North Eastern Uganda) who had ene child.
‘ On one occasion, she decided to go on a journey to pay a
visit to her friends who lived a long distance from her howe.

. She embarked upon this journey on one early morning. She
carried her child on her back. In order to entertain ﬁerself
on the journey as well as amuse her child and keep it from grow-
ing weary, she composed the song whoéé music is indicated above.
She also taught her child to join in singing the song with the

word '"Kelele."

Stage II. -Write on blackboard the text of this song and ex-
plain its meaning to class.
Ask thepclass to pronounce after you the text, word

by word.

Teach the class to sing the song by rote method.

-
.

Stage III. Dramatize the story.
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39.A RUNYORO STORY SONG "KALERE KARUGAMBA NIBAGWA"
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A Runyoro Story Song: "Kalere Karugamba nibagwa

"We six brothers had a contest.

The contest was over a Beauty

For which I climbed the famous Palm Tree
And was given the Beauty.

So I gave bride price.

Oh dear! Oh dear! I won the contest."

Suggested Teaching Procedure: .

Stage I. Relate the following story to class:-

Once upon a time there lived a man in Bunyoro-Kitara
(Western Ugandaf who had a daughter renowned for her beauty. Near
his home.there lived six brothers all of whom adored his daughter
and wanted to marry her.

It was the wish of the father of the girl that whoever
wanted to'marry his beautiful daughter must overcome a certain
difficulty; that~is, he must climb to the top of a tall palm tree
and secure a ripg fruit hanging ovex the uppexmost branch of the
tree.

With the exception of the youngest, all brothers failed to
climb the tall tree. The youngest, ﬁowever, succeeded and was
given the hand of the beauty in. marriage.

In reminiscence upon this successful venture, the youngest

brother composed the song whose words are shown above.

Stage II.  -Write.the text of the song on blackboard and ask
class to pronounce each word of the text after you. .

hd “Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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40.A JITA STORY SONG "YUI MAI NAFWA"
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A Jita Story Song: VYui'mai nafwa'

Girl: "I am in danger ¢

" Look the Well Tree is chasing me."

Tree: "Munyanya Munyanya, wait for me
Chief's Child, wait for me
Biseko's daughter, wait for me
Jomba's child, wait for me

Nagila's child, wait for me."

Suggested Teaching Procedure:

Stage I. Reiate the following story to class:-

Once upon é time there lived a young girl in the land of
Wa Jita (Northwestern Tanzania). One morning she went to fetch
water from her village Well, where she noticed for the first
time a large tree near the Well. After drawing water from the
Well, shé started walking homeward.

On léoking behind her she was startled to see the tree
moving toward her. She became alarmed, and started running and

singing the words of the song indicated above. ’ .

Stage II. Write the song text on blackboard,

Ask class to pronounce the words of the song after you.

Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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41,A LUGANDA STORY SONG "SSEMUSAJJA AGENDA KALEBAY

Solo Chorus
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A Luganda Story Song:  "Ssemusajja agenda Kaleba"

7
"You gentleman passing by,

Téll them where you are going.

That there is a bird by a well.

It is a beautiful bird,
*Adorned with cowrie shells

As well as little lovely beads.

The bixd is singing the following words: o7
fKyo-Kyo-Kyi Kaleba - 7

Turn and look at me, Kaleba'."

Suggested Teaching Procedure:
Stage I. Relate the following story:-

" Once upon a time there lived a young girl in Buganda (qgntral.
Uganda). One morninglthe young girl went to fetch water from a
well, After drawing water into a jar container, she placed the
cont;iner upon her head.

As she proceeded homeward, she was startled by a beautirful
bird, standing on the top of a tree near the well. The girl be-
came frightened as the bird started singing the folléwing words:-.

"Kyo-Kyo-Kyi Kaleba Kyuka nondeba Kaleba"
in a most captivating voice.

As the girl hastened to run away, she beheld a man‘to whom
she appealed for help in a song whose'music and words have been

indicated above.

Stage II.  Put the text of the song on blackboard and-ask class
to pronounce slowly the words-of the song after you,
-

‘Teach class to sing the song by rote method.

Stage III., Dramatize the story of the song.
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42, A LUGANDA STORY SONG "MWANA WA SSEBO NJABALA"

Solo Chorus
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A Luganda Story Song: "Mwana wa Ssebo Njabala"

"Njabala, daughtexr of my Lord,‘

Beéause‘of you my inlaws might find me here.

Wives cultivate fields by scratching and cutting
ground with their hoes, like this:

'Ka Ka Kalaba' Njabala,

Because of you my inlaws might find me here."

Suggested Teaching Procedure:

Stage I. Relate the following story to class:-

Once upon a time, there lived in Buganda (Central Uganda) a
beau%iful girl cailed Njabala. Contrary to practice.of many
Buganda mothers, Njabala's mother had spoilt her daughter by
failing to teach her how to perform domestic duties. The mother
did everything for her daughter and did not want to see her do
any work.

One day the mother passed away! Njabala was left helpless.
She married. At her new home Njabala .was given a hoe and asked
to go and do some weeding in a banana plantation. She went to .

the plantation, where after realizing her hopeless state, she

- started weeping. At that moment a ghost of her mother appeared,
' taking the hoe and weeding for Njabala as it sang the music and

words of the song indicated above.

Stage II. Write the text of the song on blackboard and explain

its,meaning to class:
Ask the class to pronounce each word of the text after
-

ot
you.

Teach the class’'to sing the song by rote method.
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A Lugwere Story Song: '"Cbweyali obwafa tinsalirwa ino"

"If my neighbour died I would: take a stick and
beat her teeth out and rise up early to prepare

food for my children."

Suggested Teaching Procedure: .

Stage I. Relate the following story:-

Once upon a time there lived a man in the land of. Bagwere
(Eastern Uganda). He had two wives who were secretly jealous
of each other, though their husband was unaware of it.

Later on, he was astonished to find out the truth after
he ;ad heard the words of a song which each wife had sung to
herself on separate occasions.

The words of the song ran as follows:-

"If my neighbouxr diea I would take a stick and beat
her teetﬁ out and rise up early to prepare food for

my children."

Stage II. Write the song text on blackboard.
Ask class to pronounce the words of the song after

you.

Teach class to sing the song by rote method.

Stage ITI. Dramatize the story of the song.
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44 A RUTOR(i) STORY SONG "KISOMA BWIRE"
Solo Chorus
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A Rutoro Story Song: "Kisoma Bwire"

"Bixrd of the night, do not swallow my child.
Cocks are crowing, do not swallow my child,
Let me go, do not swallow my child.

My wife is leaving, do not swallow my child.
The child is leaving, do not swallow my child.

Shoo! Shoo! Do not swallow my child.™

Suggested Teaching Procedure

Stage I. Relate the following story to class:-
Once upon a time, there lived a man in the land of Toro -
(Westerh Uganda) who had one motherless child. ' On one occa-
ision.he and his family embarked‘on a long journey. They rose
up early in the morning to start their long journey.
In oxder to enéertain his child and stop it from crying
for having been awakened so early in the morning, he sang the
song "Kisom; bwire." '"Kisoma bwire" is an imaginary bird-like

ghostly creature that is supposed to haunt nights in search of

) small creatures to swallow! :

Stage II. . Write the text of the song on blackboard and explain
to class its meaning.
Ask class to pronounce the words of the song'after

. you,

Teach the ¢lass to sing the song by rote method.

Stage I11."" Dramatize the story. ©

vy
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45. LUNYOLE STORY SONGS
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Lunyole Story Songs "Sindiola" and "Halani"

Sindiola's Song: "One dress belongg to our Halani
’ One hoe belongs to our Halani
One body is of our Halani."
Halani's Song: "Sindiola worry not.
. Mother herself has done it.
Mother threw me in this drum.

‘Mother threw me in this lake.™

Suggested Teaching Procedure:

Stage I. Relate the following story to class:-
N In the laQAS of the Banyole people there once.lived two step-
sisters named Halani and Sindiola.‘

On one occasion Halani's mother went away for a yisit. It
was during her absence that a fatal incident happened to her
daughtef:_ .

Sindiola's mother had always harboured deep hatred of
Halani. She thus conspired to kill Halani while the latter's
mother was still away.

She asked her daughter Sindiolg to go and collect firewood,
Sindiola's mother seized this opportunity, while no one was
present, to strangie Halani, casting her body into a big drﬁm
and dropping it into a lake.

On her return, Sindicla started looking for her sister;

When she found.she could not see her. sister, she went by the

lakeside and started singing the song "Halani wefe" (Our Halani).

- She wds surprised to see a drum floating on the lake, and
N N

from it the voice of her sister was singing the song "Sindiola

L
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Lunyole Story Songs "Sindiola" and '"Halani"

12
otenana".(Sindiola worry nbt).

Immediately, Sindiola ran to her father and mother, telling
them what she had seen and heard. All three came to the lake,
Sindiola started singing the song "Halani wefe." The drum
started floating on the water, and from it the voice of the dead
girl sang the song "Sindiola otenana." ’

- The father of the girl swam on the lake, seized the drum
and removed Halani from it and brought her back to life.

Y He immediately killed Sindiola's mother and cast her into

the same drum and dropped it into the lake.

.
Stage II. Put the song text on blackboard and explain its

meaning to class.
Ask class to pronounce the words of the song after
you.

Teach the class to sing the song by rote method.

Stage III. Help class to dramatize the story.
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46 AN ITESO STORY SONG "KONYAR EGWANG"
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An Iteso Story Song "Konyar egwang"

¥
You, bite a piece of meat

Also bite a piece of millet cake.

Suggested Teaching Procedure:

Stage I. ﬁelate the following story:
. Once upon a time there lived a rich man in the land of Iteso
LT - people. He owned a large estate on which he e%ployed a great

number of labourers.

One early morning, as workmen were busy engaged in various
actiyities on the estate, a big bird on a tree nearby was singing

N

the song "Konyar egwang."

Tge bird's music mesmerized the workmen, who started dancing.
Foremen who came to check on the labourers were also mesmerized.
They too>;tarted_dancing.

The owner of the estate was angry on hearing what was hap-
pening on his estate. He came to the scene with the object of
reprimanding his employees. He, too, was mesmerized and féll -

into dancing with his workmen!

Stage II. Write the words of the song on blackboard and explain
. their -meaning to class.
Pronounce the words and ask the class to repeat them

after you,

‘Teach the class to sing the song by rote method.>

> -~

;This song is alternatively used as a work song, in which people
are expected to dig with hoes on the beats of the music.
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Stage ¥II. Dramatize the story.
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417, ARUNYANKOLE PATRIOTIC SONG "ENGANGO"
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A Runyankole Patriotic Song: "Engango"

(Dance Song)
12
. Here is your objective
All those who remained in Buganda,
Here is your objective,
Others have returned home, .
Here i; your objective.
The train has left for Buganda,
Here is ybur objective.
The train should bring back my son,
Here is your objective.
All of you Banyankole,
Here is your objective.
You should plant coffee trees,
Here is your objective.
Stop migrating to Buganda,
Here is your objective.

‘Buganda is exploiting you,

Here is your objective.

Suggested Teaching Procedure:

Stage I. Circqlate to class copies of printed text of this
song and explain the meaning of the words of the text.

. Pronounce distinctly the words of the song and ask
'thé class to repeat them after you.

Teach the class to sing the song.

Stage II. Teach some students to play the drum rhythm accom-
panying the songwv- - - .
The class could at this stage sing the song while

-~ B
vsoﬁe students play clappers and drum accompaniments.
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Stage III. Arrangement of the class:-
Boys and girls should stand in two opposite lines.
4
Dancing to this song is performed by stamping feet

to the beats indicated in the music while the rest of the body

is relaxed and arms swinging or waving freely,

2






48.A KARAMOJONG BOYS SONG "AKINE"
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A Karamojong Boys Song "Akine"

l}he words of this song refer t; an "ideal girl
friend." Each Karamojong boy as he sings this
song has in mind an ideal girl friend. Her
beauty, her manners, her bearing, her speech and

entire:*decour are symbolized in the song7.

Suggested Teaching Procedure:

Stage 1. Introduce the text of the song and e;plain ifs
meaning to class.

Pronounce clearly the words of the text and ask the
class to repeat them after you. .

. . Teach the class to sigg the song by rote method,

Stage II. After the class has learnt to sing the song, divide
them into two groups.

Ask one group to_c;ap the beats indicated in the
music under "clapping."

Ask the'second group to stamp the beats indicated

in the music under "stamping."

Stage ITI. Ask the class to stand in arcircle facing inwards
with solo singer standing in the middle of the circle.

At this stage, the class should attempt to perform
the song by singing as well as clapping hands and stamping feet

at the same time.
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A Wahaya Party Song "Akanyonyi hako"

"It has a friend that little bird,
It.has a friend.

bon't kill it,

It has a friend that little bird,
It has a friend.

That of Mashande,

It has a friend that little bird,
It has a friend.

That of Lukabe,

It has a friend that little bixd,
It has a friend."

hY
Suggested Teaching Procedure:

Write the text of the song on blackboard and explain
its meaning to class.
Ask ‘the class to pronounce the words of the text after

you,

Teach the class to sing the song by rote method.

Arrangement of Class:

As soon as the class has learnt to sing the song fluently,
ask them to sit in a circle. One of them should stand in the
middle of the circle.
' As the class sing the song, the pupil in the centre of
the circle walks about locking for a friend whomhe touches and
takes his position.in the circle, while.the friend moves to the
centre of the circle to continue looking for someone else to touch.

he The safie procedure continues until each pupil has been

)

touched,
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50.AN ITESO PASTORAL SONG “ITEETE ITUNA"
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An Iteso Pastoral Song "Iteete ituna"

H
/The song refers to cattle grazing on land and herds-

men looking after their animals. See accompanying

diagrag?t

Suggested TeachinnzProcedu:e:

Stage I. Write the text of the song on blackboard and ex-
plain its meaning to class.

Pronounce distinctly the words of the song and

»

ask the class to say them after you.

Teach the class to sing the song by rote method.

3

A}

Stage II. Illustrate the scenery portrayed in this song in

order to help the class to understand it.

Stage ITI. Take the class outside the classrcom, where you
may dramatize the song by dividing the class into cattle and
herdsmen. Ask a group of students to sing the song thus

describing the scenery.
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51.A MADI CHHLDREN PLAY SONG "IDREDI"

Solo Chorus
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A Madi Children Playsong "Idredi"

7
This rat could not come here.
It eats chickens.

This eagle eats chickens.

Suggested Teaching Procedure: .

Write the song text on blackboard, and explain its mean-
ing to class. .
Read the words of the text clearly to class.

Ask class to pronounce the words after you.

Teach the class to sing the song by rote method.
A

Arrangement of Class:

+

Arrange class to stand in a circle with one pupil in the
centre of the circle.

Tﬁé pupil standing in the centre of the circle should
sing the solo part and the rest should sing the chorus part of
the song.

All of them should bend with their hands placedronltheir
knees (see diagram).

As members of the chorus sing the word "Tomololo" they
I should jump together~turning to face outward of the circle. As
‘they sing the word "Tomololo" the second time they should jump
togetherAturning to face inside the circle.

At the-words “Ajidi Kanya! the members of the chorus

should jump together to face outward and inward of the circ%e,

aTternatively, right up to the end of the song.







52.A LUGISU WEDDING SONG FOR GIRLS "OWA PAPA"
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A Lugisu Wedding Song for Girls "Owa Papa"

£

The words -of this song imply that it would be a

shame for a bridegroom to treat badly his bride.

Suggested Teaching Procedure: .

Write the song text on blackboard and explain its mean-
ing to class.

Teach class by rote method to sing the song.

Axrangement of Class:

\Ask class to stand in one line as is shown in the dia-

gram. One of them "a bride" should be fn the middle of the line.

Dancing:

They should sing the song marching on the steps indicated
in the music;] They are supposed to accompany a bride to her
bridegroom. They march with hands placed upon the shoulders of

one in front.
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53.A LUSOGA CHILDREN PLAY SONG "NGODYO NGODYO"
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.t ’ ‘ 'é.Lusoga Children Play Song "Ngodyo Ngodyo"

Ngodyo, Ngodyo, Ngodyo Eh!
Where has Kibate gone to?
He has gone to Market,
He went to Market as hornets were stinging him.
Ngodyo, Ngodyo, Ngodyo Ehl! "
The sting was firm,
' The sting was firm as he was going to Market. »
Ngodyo, Ngodyo, Ngodyo Ehl!
Tell the hornets to release,

Tell them to release their spearlike tails.

Suggested Teaching Procedure:
¥

s

Stage I. .Wriie the text of the song on blackboard and explain
its meaning to class.

. Pronouﬁce distinctly the words of the text as the
classlrepeats th;m after you.

~ Teach the class to sing the song by rote method.

Stage I1. Ask the class to sing this song with the accompaniment

indicated in the music.

. .. ' Stage.III. Dramatize the song (see diagram).
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A Lugbara Children Play Song "Arau nita nyati"

7
l}h this song, Arau, a black and white colobus monkey,
is described as an animal that eats too much but
cannot thin57.

+

Suggested Teaching Procedure:

Stage I. Write the text of the song on blackboard and ex-
plain its meaning to class.
Ask the class to pronounce the text of the song,

word by woxd, aftexr you.

Teach the class to sing the song by rote method.

Stage II. Illustrate the song (see diagram), and ask the

class to dramatize it.
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55.A TAITA WAR SONG: "HE-YA HO HEYA"
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A Taita War Song:

Heya hq heyal
Let's take weapons.
Let's hurry to war.
Heya ho heyal

+

Suggested Teaching Procedure:

"He-ya ho heya"

14

200.

Stage I. Write the text of the song on blackboatrd and explain

its meaning to class.

Pronounce the words of the text and ask the class to

repeat t?em after you.

Teach the class to sing the song by rote method.

Stage II. As soon as the class is familiar with the song, help

them to dramatize it (see diagram).

R
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:
;
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56.A JOPADOL.A WORK SONG "DELI DELI DELI AMARACHI"
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A Jopadola Work Song "Deli deli deli amarachi"®
A '3
é}his song is sung by girls and women while grinding
millet, and the words of the song do not convey any

special meaning/.

.
Suggested Teaching Procedure:

Stage I. Write the text of the song on blackboard and explain
its meaning to class.
Ask the class to pronounce after you the words of

the text.

“Teach the class to sing the song by rote method.

Stage II. Girls alone could now be asked to sing the song and
dramatize it by acting as millet grinders (see the beats indi-~

cated in the music and the diagram).
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A Runyoro Love Song "Akiiki nakaguza oraireha?"
V 3

Akiiki is asking.where you spent the night.
I spent the night at another friend's.
Acali is asking where you spent the night.
I spent the night at another friend's.
Adyeri is askigg where you spent the night.
I spent the night at another friend's.,
Arali is asking where you spent the night.
I spent the night at a friend's.
What were you doing during the night?

I spent the night at a friend's.

Suggested Teaching Procedure:
) N

Stage I. Write #he text of the song on blackboard and explain
its meaning to class.

Ask thewclass to pronocunce the words of the text after
you,

Teach the class to sing the song by rote method.

Stage II. As soon as the class has learnt to sing the song
fluently, ask them to clap hands in accompaniment of their sing-

ing, and teach one of them to play the drum accompaniment.

Arrangemént of Class: -

Stage III. Ask the class to go outside in the playground., ~ Let

. -
the class stand in a cirxcle facing inwards with one member stand-

" ing in the middle of the "¢ircle.” The pupil standing in the mid-

dle of the circle is supposed to be one who should show?where he

spent the nfbht.

As the class performs the song, the pupil in the middle

of the circle marches round to the beat of the music looking for
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[
the "friend at whose house he spent the night." Whoever he

touches is the friend, whose position in the circle he takes,
while the one touched continues marching to look for his
.

friend.

The same process is continued until each member of

the class has had his turn in the middle of the cifcle.
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"EMWAIE HE"

58.A TAITA WAR SONG
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A Taita War Song: "Emwaie he"

— ¢ -
. /The words of this song are obsolete./

Suggested Teaching Procedure:

Stage 1. Write the words of the song on blackboard and pro-
nounce them clearly as the class repeats them after you, word

by word,

Teach the class to sing the song by rote method.

Stage II. In order to dramatize this song, take the class to
the playgrgund and arr;nge them in straight line formations.
Let them trot toward one direction to the beats indicated in
the music as they sing the song. They are supposed to be

advancing to enemy armies holding spears and shields (see

diagram).
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59.A WASUKUMA PLAY SONG "KAPEMBE KANE"
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A Wasukuma Play Song 'Kapembe kane"

/TToo much practice on my horn 'Hamingo,' has

made me lose weightl?.

Suggested Teaching Procedure:

v

Stage I. Write the song text on blackboard and explain its
meaning to class.
Pronounce clearly the woxrds of the text and ask the

class to repeat them after you word by word.

Teach the class to sing the song by rote method.

N
*
Stage II. In'order to dramatize this song, ask the class to

form a circle facing inwards with one member of the class walking
round outside the circle blowing a horn as the rest of the class

sing the song (see the music and diagram).
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60.A LANGO CHILDREN PLAY SONG'"IDEN"
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A Lango Children Play Song "Iden"
' 12
"When.Idenﬁs breasts are big
We shall return home.
Oh! When Iden finishes
We shall return home.
When Iden's wedding closes,

We shall return home,"

~—
Suggested Teaching Procedure: - #\\\

Stage I. Write the text of the song on blackboard and ex-
plain its meaning to class.
Bronounce the words of the song slowly and dis-

tinetly; and ask the class to repeat them after you.

Teach the class to sing the song by rote method.

Stage II. Dramatize the song.

Ask girls to make for each other artificial
breasts, and let one of them act the part of 'Iden' whom they
must dress in preparation for_her wedding. All this must be

done as they sing the song.
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61. WA PARE WORK SONG: "MIRIMO MIRIMO MIRIMO"
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Wa Pare Work Song: 'Mirimo mirimo mirimo"

Work work work.
Old men work.
0Old men come on,

Work is going on.

Suggested Teaching Procedure:

Stage I. Write the song text on blackboard and explain its
meaning to class.
Pronounce the words of the text and ask the class

to repeat “them after you.

Teach the class to sing the song by rote method.
Stage II. After you are satisfied the class can sing the song
well enough, you could combine this part of the lesson with school

communal work. They could sing the song while clearing or

cleaning the school grounds.
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PLAY SONG: "NDARIRE ﬁTENpE WANJOGU"
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A Gikuyu Play Song: "Ndariire uteride wanjogu"

. :
"I ate the droppings of an elephant

and that is why I walk like lame man."

Suggested Teaching Procedure:

. . Stage I. Write the text of the song on blackboard and ex~
plain its meaning to class.
Pronounce distinctly the words of the song and ask
the class to repeat them after you.
- Teach the class to sing the song by rote method.
: A
- Stage II. Arrangement of the class:-

+

Ask the class to stand in a cirecle facing each
other's back, so as to march and dance along the circumference

of the circle.

;; As the class sing the song, they walk like they
N
are. lame by leaning heavily on their right foot at maxked
. points in the music.
%
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63.A LANGO CHILDREN'S PLAY SONG: "APQLI APOQLI"
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A Lango Children's Play Song: "Apoli Apoli"™

12
Antelope, antelope, destroys our food in fields.
Antelope destroys our food.

We've got to do something about it.

Protect, protect, protect my home,
Protect, it destroys our food.

We've got to do something about it.

It just barely missed me.
Give me power to protect my home,

We've got to do something about it.

Suggested Teaching Procedure:
b

Stage I.

a

Write the song text on blackboard and explain its

meaning to class.

Pronounce distinctly the words of the text as the

class repeats them word by word after you.

Stage 11.

Teach the class to sing the song by rote method.

Help the class to dramatize this song.







64. A WAMERU STORY SONG "MARICHOCHO"
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A Wameru Story Song '"Marichocho"

7

Zgbcording to Wameru custom people are free to

share food belonging to someone else -- whenever
and Wherever they find it, on a farm or at some-
one's table. This song condemns a woman called
Marichocho who refused to offer food to other§7.

Suggeéted Teaching Procedure: P

Stage I. Relate the following story to class:-

Once upon a time, there lived a woman named Marichocho
in Meru (Kenya). She lived alone in her house.

She was a\Llean woman., She kept her home ‘and gardens
spotlessly clean. She had much food growing in her gardens --
much more than she needed for her consumption, But, rather
than give the food away, she would have it rot in the gardens.
She hated visitors and woulé not entertain anyone,

She never associated with anyone. She had no friends.
Therefore, in the Wameru community, who are social by nature, }
Marichocho was odd.

Because of ‘her oddity, the community made a song about her

in which she was condemned for her unsocial nature.

Stage II. Write the song text on blackboard and explain its

meaning to class.,

' Pronounce the.words of the text .and ask the class
to repeat them after you. .

Teach the class to sing the song by rote method,

Staée III, Dramatize the story.
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65.A MARAGOLI STORY SONG "OBEDA ALA
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A Maragoli Story Song '"Obeda alavugula'

th this song, Obeda who ﬁas a cow and a dog is being
‘asked to sell his cow so that it may provide a feast
for participants in a certain village event. Obeda
is being told: ‘We do not want you or your dog, but

only your cow.l?

Sugéested Teaching Procedure:

Stage I. Relate the following story:-

Once upon a time, there lived a man in the land of Maragoli

{Western Kenya) whose name was Obeda. Obeda had one cow and’

b
one dog., Every early morning he used to take his cow to feed

in pastures around his home; and his dog always accompanied him.
One day, there was a regional festival near Obeda's vil-
lage. The festival organizers were looking for beef to feed
the festival participantsl In the entire village there were no
cattle with the exception pf (beda's only cow, for which he

demanded a very high price.

The festival organizers were pleased to procure beef and

‘ensure good entertainment at the festival, So they sang this

rather humourous song: "We do not want you oxr your dog, but

only your cow."

Stage II. Write the text of the song on blackboard and explain
its meaning to class. - .. - -
Ask the class to pronounce the words of the song

e

after you.,”

Teach the class to sing the song by rote method,

Stage III, Dramatize the stoxy.
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K ©  66.A RUKONJO HUNTING SONG "IBAMBA ULI MULUMA" A
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A Rukonjo Hunting Song "Ibamba uli muluma."

We have lost too muchl

Various parts of the animal's body
should have been shared between
Nakyayi, Nakwayi,zNalwayi and Nalyayi

Suggested Teaching Procedure:

_Stage I. Teacher relates the following story:- N
Once upon a time a man accompanied by his sons went on a
hunting expedition. The hunters killed an animal. As they
started cutting %t up into pieces in order to distribute meat
among themselves, they were attacked by a chimpaﬁzé: and chased
from their booty.
As they fled in terror, they started recounting in song

various parts of the animal’s body they were forced to leave

behind for fear of the chimpanzee.

Stage II. Put the text of the song on the blackboard and
explain its meaning to the class.

Ask the class to pronounce the text word by word
after you.

Teach the song by rote method.

Stage I1I. Ask class to dramatize the story and music.
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67. A RUNYORO STORY SONG "MUHARA WA NYAMAIZI"
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A Runyoro Story Song 'Muhara wa Nyamaizi®
A 7
Runyonyi, daughter of Nyamaizi,
Whose voicé captivates all,
You promised to warry me
When you become of age.
Wedding drums‘would sound
0ld people would dance

Runyonyi, daughter of Nyamaizi.

Suggested Teaching Procedure:

Stage 1. Relate the following story:-

Once upon a time a young boy, as he was looking after his
father's goats, saw a beautiful young girl s£ﬁging and gathering
firewood. Attracted by the beauty of the girl's voice, the boy
greeted the girl and introduced himself to her.

He wanted to énow her name and the name of her parents. She
told him that her name was Runyonyi, daughter of Nyamaizi.

The boy made Runyonyi. promise that when she became of age

she would marry him. To commemorate this meeting, the boy com-

posed the song whose music and words are indicated above.

Stage Ii. Write the text of the song on blackboard and explain
its meaning to class.

- Pronounce the words of the song and ask the class to
repeat them after you. ’

Teach the class to sing the song by rote method.

Stage ITI. Aftex you/aré satisfied that theé class can perform
b

the song with its accompaniment fluently, proceed to dramatize

the story.
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68.A RUNYORO STORY SONG:’
"NYAWAWA MPAICUBA LYA NYANGE"
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A Runyoro Story Song: '"Nyawawa Mpaicuba lya Nyange"

- «:;}/

Heron, give me Nyange's bowl,

I must take it to her.

Heron, give me Nyange's bowl,

I must take it to her.

Kaigo has N;ange's bowl,

I must take it to her.

Kaigo has Nyange's bowl, ‘

I must take it to her.

Suggested Teaching Procedure:

Stage I. Re%ate the folibwing story to class:-

Once upon a time there lived two fortune-tellers in Bunyoro-
Kitara who vied with each‘other for leadership. One was a female
diviner called Nyange. She resided on the eastern part of the
kingdom and owned a éramne which she employed to carry out certain
errands relative to her magic spells. -The other fortune-teller
was a man called Kaigo. He lived on the western part of the king-
dom and possessed a heron which he employed to do some duties
relative to his art.

The two fortune-tellers were employed by cﬁiefs throughout
the kingdom to perform their aits, and consequently, there arose
an unhealfhy competition between the fortune-tellers as to who
was greater than the other. ks

The lady fortune-teller possessed a bequtifyl bowl made from

‘a lovely mahogany wood inherited from her ancestors, which she

only ate from during hexr ritual feasts. It was believed that she

derived her magical powers from the bowl.
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One day.the male fortune-~-teller decided to steal the famed
bowl. He sent his heron to perform the task. So, as the bowl
had been left outside to dry after cleaning, the heron dived af
full speed and flew away with the bowl held by its feet.

So Nyange the fortgne-teller ordered her crane to secure
and return the bowl., The crane went to the heron and sang to

her the song indicated above.

Stage II. Write on blackboard the song text and explain its
meaning to the class.
Pronounce distinctly the words of the text and ask

Yy o
the class to repeat. them after you.

Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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A Tiriki Story Song: "Mama vukha khulole khu"

2

4§his song describes someone who had lost his mother. He
remembers his dead mother and wishes she were back to wit-
ness a horxifying incident in which her brother-in-law

murdered her husbang§7 .

Suggested Teaching Procedure:

, Stage I. Relate the féllowing storys -
Once upon a time in the land of Tiriki people (Northwestern
S Kenya) there 1ivéd a young boy whose mother had passed away.
The boy lived wi;h his fathe; who never recovered from the deatﬁ
- of his wife, the boy's mother. i
However, the father was a wealthy man, owning large herds

of cattle, goats and sheep. His own brother who lived nearby

secretly coveted this'wealth, The brother imagined that in the

. W
AN

absence of a wife, he should be the inheritor of all the wealth
should his rich brother pass away, for the boy was too young to
. inherit from his father.

1 S~

Ovexpowered by greed, he one day murdered his rich brother!

This act upset the son whose father was murdered. In his sadness

he remembexed his dead mother, and composed the song indicated

above.

&

Stage II. Write the song text on blackboard and explain its

meaning to class.

Prohounce distinctly the woxds of the text as the
< ~
class repeats them after you.

Teach the class to sing the song by rote method.

. ‘ Stage III. Dramatize the story.
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12

A KAKWA STORY SONG "NANA NIRO DO LONGA JUROKILO DE"
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A Kakwa Story Song *"Nana niro do longa jurokilo de"

12
éihis song tells the story of a girl with a wanderlust,
The words point out that such a girl should beware of

sunset and of the tribes she visit§7.

Suggested Teaching Procedure:

Stage 'I. Relate the following story to class:-

Once upon a time there lived a girl in Kakwa land (N;rth-
western Uganda)-who was adventurous. She liked to visit new
places and meet different people. As long as she was travelliqg
within the precincts of her tribe she was safex

However, hér tﬁirst for travel could not be quenched. She
wanted to see people different from those of her tribe. So she
undertook a journey_longer than any that she had hitherto under-
taken. -

Beyond her tribal boundaries her enthusiasm was dampened by
a feeling of strangeness. She was among strange people. As she
could not understand their language, she became frightened and
decided to run back home. She was pursued, captured and forced
into marriage with a strange man.

The girl acted wisely all the time she was living under this
forced marriage, until she seized an opportunity to escape back
to her own people. )

During the celebratidri that followed hér safe.return to her
parents the song shown above was composed as a warning to other

< ~
adventurous young girls.
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12
Stage II. Write the song text on blackboard and explain its

meaning to class.

Pronounce clearly the words of the text and ask the
.

class to repeat them after you.

Teach the class to sing the song by rote method.

Stage III. Dramatize the story.

Sttt
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An Iteso Song About Famine "Giligil"
s l [
/The words of this song describe a famine that fell
to the people of Giligil village in Teso (Northeastern
Uganda). In this song a severe drought is described
as well as the cr%es of cattle, sheep and goats for

watg;?.

Suggestéd Teaching Procedure:

Stage I. Write the text of the song on blackboard and ex-~
plain its meaning to class.
. Ask the class to pronounce the words of the song
: A
. after you. R . N

Teach the class to sing the song by rote method.

Stage II. Dramatization of the song:
Take the class outside and divide them into four

unequal groups. The largest group should sing the song while

the other groups could play the cattle, sheep and goats parts.
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72.A KUMAM STORY SONG "TOTO MAM IKONYA YA"
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A Kumam Story Song "Toto mam ikonya ya'

7
éfh this song a child, dragged by a hyena, cries
for he127.

Suggested Teaching Procedure:

*

Stage I. Relate the following story to class:-
Once upon a time there lived a family in Kumam (Northeastern
Ugaﬁda) consisting of a man, his wife and one child. A little

distance from the home of this family were houses of neighbours.

L

On one night, while all were fast asleep, a hyena crashed
. i
through the door of ghe house of this family and ran.away,
dragging the child.

The child, roughly awakened from its sleep, realized its

danger and started singing.the words and music indicated above,
calling: 'Mother, Father, neighbburs, come help me, a hyena is

~ going to devour me.,'

Stage II. Write the text of the song on blackboard and explain ;
its meaning to class.
P - : Clearly pronounce the text word by word and ask the

class to repeat’ the words after you.

Teach the class to sing the song by rote methed.
. v

Stage III. After you are satisfied that the class can sing the

song fluently, help them to dramatize the story. -
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73.A RUNYORO STORY SONG "NKAKUHAKANA 'OMUKABIRA"

Fad L
RACRITLY . w g . o~ -
o 44 G H
m?.d. L SIm. A A~
1
g gl ~p o
- m.m el —o A g N e A
’ [
R A g 2T ”H_
o t
mmESI TR ST~
wlalll —on A & U
— 2 A
E*x
|10 R @ allfrp A g~ —wa__A
T -1 ! - ;
g 8| ~p 2 | [fre 58 | G~
t
. - Q
i l_m a|[fe  ~p— 2E||eh ~h
= s
md. 1o ) A 1
o L
Egllell —h A Amm e Ia”H_> ‘m g |lal —eh__p
a — | F el B
== .m [N
1
it 7] SHH_ 22 [ SH_
1
71
1 . « T ]
| " 2
~ ENM™ »F 8 & M A o z A
* =T e o el T on
2 MM Ele G ok
- m. m —_— X X
NG | A o T

ki omu ka - bi-
ld d S, .8, I

~ ITa

0}




]
.
,
]
i

268,

nye-~-ba
m .m |

.
eka
Im

taa
m

~ ngo ya
: .d l

mpa
ld

Chorus
E
18y

7

ta

m

na wa taa
tm .m s

I -we mwa -
m .m m

Solo

ka- bi ~ ra
4 .1 Iy

A\

Lo
yo omu-
r .r
A

Hé

B‘f1

[

LRI

Ma o .nn,d

|

S Hh
o TI®

m[

1]

gl

S —

o @ T
g |
—HHH
...m S.l P am
lw_ws.l ®am
md T
! K
2+

|

[N
RSN

3"

1

P

m =
(—=
<N

S 8 ||emh
e s |4k
alm 8

21T

1 X

-1

1 X

w_ah i

= 1

Euf

Ao

o . <

= -

—HH

SE||e

)

]

eh

2 E

1

o

£ ||M-

m.m T

]

o [

S8 ||

—_— ]
<N m\u

7




269.

-yo omu-ka -bi ~
Yd I - TR -3

I
N

ota-ga~-Tu - ka

- na wa taa -~ ta
tm .m s m

Mwa
m

A
4

Chorus
ra E-m
s,

Fine "

£ T R )
N 1 | {

A
IA)

r .r

T

.

:dd lm :m mI

taa-ta eka-nye ba - yo omu-ka-bi-ra

m

«d .dl
L]

pa-ngoya

5

d
1

o
r

fa)
1”4

18

sS9TTe
'
38|
)
[=] .
2211
&
m.d %
t
@ & ([T
22| TR
[ ~
i
] - -
& | [
! ad
ERCRI
1 H
o< 1o
!
o =TTR
vl
Sleg ~ HA
— =
hece N
<N w

1
ra
1,
1

|
T
T

1,

A\
1

0 omu-ka-bi-
S 1

te

m .m

eka - nye- ba-;

| m

Ne
17

R— A




¢

270.

A Runyoro Story Song "Nkakuhakana Omukabira'

£
You, child of my Father,
I prohibited yéu going to that little forest.
I forgot Father's axe in the forest.
You, Father's child,
What do you seek in the forest?
I forgot Father's axe in the forest.
'You, child of my Father, -
Don't you ever return to the forest.

I forgot my Father's axe in the forest.

Suggested Teaching Procedure:.

' h)
Stage 1. Relate the following story:- .
Once upon a time, there lived a family in Bunyoro-Kitara
which dwelt near a little forest. According to tradition, the

little forest had always belonged to the ancestors of the

family in this story.

Successive members of the family had always made sacrifices
to the forest.

However, one ancestor had declined to give sacrifices to
thg dittle forest, much to the displeasure of his‘past ancestors,
and an evil omen did befall his-household.

On one ‘occasion one of his sons who went to fetch wood in
the little forest did not return. He had disappeared into the

forest and no one saw him again.

Successive members of the family always regarded the forest

with awe and did not permit their young ones to 'go unaccompanied
3

to the little forest. The song indicated above testifies to

this tradition.
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s F
Stage II. Write the song text on blackboard and explain its
meaning to class.
Pronounce distinctly the words of the text and ask

.
the class to repeat them after you.

. Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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74.A RUTORO STORY SONG: "NYAMUCULERA WA MBUGA"
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A Rutoro Story Song "Nyamuculera wa Mbuga'
Father told me to gather firewood. R
I, the obedient child of Mbuga,
Went to gather firewood by the lake,
I, the obedient child of Mbuga.
Akiiki asked me to ééther firewood,
I, the obedient child of Mbuga.
While I was carxying the firewood,
‘ I, the obedient child of Mbuga,
The bull 'Rugonda' was slaunghtered,
I, the obedient child of Mbuga.
When I arrived houme,
I, the obedient child of Mbuga, .
'Go wake and bathe children,' I was ordered,

I, the obedient child of Mbuga.

Suggested Teaching Procedure:

“

Stage I. Relate the following story:-
Once upon a time there lived a girl named 'Nyamuculera' in
the land of Toro (Western Uganda). Her father was named 'Mﬁuéa.'
Nyamuculera was a good-mannered young girl who had gained
fame in her community as azgirl kind to everyone and obedient to
She used to do all sorts of chores for her family; and on
several occasions she was exploited by being made to do work
for others while they wexe enjoying their ;eisure. Nyamuculera

knew that she was being ekpioi?Zd, but she never voiced her

complaint except in the song indicated above. .
~ -~

Stage II. Write the text of the song on blackboard and explain

its meaning to class,
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14
Pronounce the words of the text and ask the class to

repeat them after you.

'

Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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"AKINE AKINE IDOMEL"

75.AN ITESO STORY SONG:
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An Iteso Story Song: "Akine akine Idomel"

. 7
Zﬁéaning of the song text is given in the story beloq;7

Suggested Teaching Procedure:

Stage I. Relate the following story to class:-

Once upon a time, there lived three brothers named Idomel,
Okwi and Oceke in the land of Teso (Northeastern Uganda).

All three brothers owned one goat.. Idomel the old was a
good man, loved by all, but Oceke was wicked and so notorious
that all neighbours\hated him. ~0kwi was a quiet shy man and
few people knew him ‘intimately. *

All three brothers fell in love with a village beauty and
wanted to marxrxy her. The question of marriage posed serious
problems for everyone of‘them, because they were poor and owned
no cattle which form the Ateso bride price.

So the brothers held a council and agreed to give their
single goat to the one of them who would succeed in winning the
hand of the girl they all loved., It was decided that the suc-
_cessfui suiter would sell the goat and trade with thé woney
“thus obtained until he earned enouéh profit to buy cows, which
would form the.bride price. .

In the contest for the girl, it was lIdomel, the oldest
brother, that succeeded. However, Oceke, the wicked Prbther,
because uncontrollably jealous, killed the goat and took one-
third of its meat- and ran a&hy to sell it for himsélf. Thus

Idomel could not marry the girl who was in love with him.
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Stage II. Write the text of the song on blackboard and pro-
s nounce it clearly as the class repeats it after yod word by word.

Teach the class to sing the song by rote method,

Stage III. Dramatize the story.

[
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-+ ° ~Kasese. On more than one occasion a most ferocious lion had
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L ' A Hamitic Basongora Story Song: "Rwamutanga

I saw Rwamutanga some time ago

When my Gfey bull was devoured by the lion of Kasese.
ARl oo

When the lion of Kasese devoured my bull

Rwamutanga killed it wi{h a single club.

Ah! e el m————————— e

Rwamutanga was the bravest of them all present

When my Gréy bull was devoured by the lion of Kasese.
F e et

Rwamutanga, my loved one,

Blood-friendship1 necessitate good calf present.

Ahl mmmmmmommes e cmm e e e aea R

Suggested Teaching Procedure:

Stage I. Relate the following story to clgss:—

Once upon a time, there livgd a young, brave boy called
Rwamutanga in Basongora (Western Uganda near the present site
of the town of Kasese).

As was customary, in the afternoons, various Basongora lads

brought their father's herds to drink water by a lakeside near

driven away the lads from their herds and devoured some cattle.
One afternoon, as some cattle were peacefully grazing by the
lakeshore and some drinking water from the lake, the ferocious

lion of Kasese pounced on a big.grey bull belonging to blood-

1Blood-ffiendship“is the most intimate in the Nyoro culture. The

friendship of two individuals is sealed by each of them swallow-
ing half of a coffee bean smeared with the blood of the other.
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friégds of Rwamutanga's family. While the other laés were fleeing
- away from the herds, the lad Rwamutanga suddenly and swiftly
hurled his club on the lion's head and smashed out its brain
stuff.,
The lion instantly fell from the bull it was devouring and
died. During the celebrations that followed, Rwamutanga's father

composed the song indicated above, by which his legendary son

will always be remembered.

. Stage II. Write the song text on blackboard or circulate
printed copies of the tsxt to class; and explain its meaning.

~ . Pronounce the words of the text and ask the class to
repeat them after you.

Teach the class to sing the song by rote method.

Stage III. Dramatize the story.
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"TAATA WAHURRA"

77.A RUNYORO STORY SONG:
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A Runyoro Story Song: "Taata wahurra'

Father, do you hear me?

Wait, let me tell you:

The child is running away.

Wait, let me tell you:

It is your son. N

Wait, let me tell you:

" This portends evil for me.
‘ Wait, let me tell you:

Stop him from running away.

Wait let me tell you.

[Ehe story for the song “Nkakuhakana Omukabira" applies to this
& song, too. For Suggested Teaching Procedure see song '"Nkakuhakana
Omukabira."/
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78.A RUNYORO STORY SONG "KANGEYE"
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