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ABSTRACT

Culture is the central factor in life of societig®ne way through which culture is
preserved and disseminated for posterity is thramngkic. While it may be argued that
music in general plays this critical role, gospelsic in Africa was designed to
promulgate western culture through the church. Thested tensions between the two
cultures and the African converts faced a crisigleftity. This study has examined this
constellation in a critical appraisal of Joel Arpnetto’s gospel songs whose music
borrows Kipsigis idioms that were central in thentounity’s cultural practices. In this
study, | have focused my inquiry on the nature famdtions of Kipsigis traditional idiom
in the contemporary gospel music and how the &tsstategy of appropriating the idiom
diffuses tensions between the Kipsigis culture @inistianity. From the observations
obtained from the two scenarios, | have reflectedhe intersection of the two cultures
and evaluated the apparent harmony and tensidredfaditional idiom appropriated to a
Christian space. | have analyzed 21 of his pomdags that exhibit these characteristics
and concluded that Kimetto utilizes the new Chaistspace to propagate both Christian

and non-Christian agenda.
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CHAPTER ONE

INTRODUCTION

1.1 Background

The use of African traditional idiom in contempgragospel music ‘instills an
appreciation of the positive elements in traditioAfrican thought, and exposes the
falsity of Western society’s claim to be betternoore functional than African society’.
(Mweseli: 8). African culture and tradition is &hmideposit of idiomatic expressions that
are loaded in meaning with ambiguities that onlg tbpeakers of that language
understand. The use of these idioms in the Afrmaah tradition addressed a wide range
of social, political and economic issues. Africacisty, predominantly oral, (p) reserved
and restituted its values, customs and historyuiinats idiom. This idiom, encapsulating
values, customs and history, was best rememberédsaiely stored in form of song

and/or narrative.

Many studies in gospel music have focused mainlAfiitan secular music (songs) as
the main appropriator of the African idiom andlditattention has been given to Kenyan
gospel music in general and Kipsigis in particul&tudies that have attempted
appropriation in gospel music have focused on tifeilgnce of western culture on

African music. It is on this basis that this studsned to investigate how Joel Kimetto’'s
songs appropriate Kipsigis traditional idiom inithereation and performances.

The advent of Christianity in Africa was to provida entry point for the Imperial

domination in the continent. To achieve this, thasteng social, economic and



governance structures that held the communitiestbhey were dismantled to pave way
for colonial formal administrative structures. Thaditional religious worship, song
being a component, was one of the targets of theenmlist through its agents, the
missionaries (Flolu in Sida studies 2004). In magtcan communities, the song was,
and still is used as a means of preserving angrrdting values as well as to project the
community’s world view. This study therefore seérevaluate contemporary Kalenjin
songs produced and performed by Joel Kimetto aed #ppropriation of the cultural
idioms in the Christian context. His songs, in migw;, have a dual function; to
evangelize the Kalenjin nation and more importgntty restitute the culture of the
community. Romanus Egudu, in a paper titledfense of culture in the poetry of
Christopher Okigboargues:
One of the worst effects of colonialism and colbr@gangelization in
West Africa is the suppression of the indigenousstWdrican culture in
general and the indigenous religious worship irtipaar. The effects of
the early Christian Missionaries were directed sttamging the natives
from their indigenous religion and ‘planting’ inghmported Christian
religion. (14)
Most African cosmological views suffered relegati@and insubordination when
Christianity positioned itself at a privileged pomn before, during, and long after
colonialism. The Christian form of worship pushég tAfrican religious form to the
periphery, terming it evil. In the process, indigaa worship song was discouraged and
its place taken by Christian hymns while churchegslaced traditional religious shrines.

The mode of worship also changed significantly weheaditional dances and tunes were



condemned as evil. While traditional religious ncudemanded dancing, hymns were
sung with no or little controlled movements. Thatinments were not spared either,
neither were the props. The new Christian songe siew paced and with totally foreign
beats and rhythms that were alien to the Africanveds. This is affirmed by D C.

Obadike in the preface fthings Fall Apartwhen he says:

The role of Christian missionaries in the conqudsAfrica is sometimes
underestimated. Missionaries were the first forergrio venture inland in
fairly large numbers, and their accounts of whagytiHound helped
stimulate imperial ambitionsYet if necessary, missionaries were
prepared to destroy the entire system of Igbo castand beliefs in order

to convert the people to Christianity. (xli)

In most African communities, the customs and belieirmed the basic fabric of the
culture of the people. By targeting the customghefpeople, the missionaries knew that
they would easily subdue them and thus make dommma&asy. Among the Kipsigis, a
sub-tribe of the Kalenjin community, the predominamnssionary organizations were the
African Inland Mission (AIM) and the Roman CatholiChurch. These missions
succeeded in dismantling the Kalenjin religious stigp and shrines. Indeed the current
site where Tenwek Mission Hospital in Bomet Cowstgnds was one of the shrines used
by the community (Respondent 3). The African Godgmision dispossessed the locals
their shrine and made it their mission center. T¢aspaign went further to ‘retire

African musical instruments from active performanaed reduced them to silent



inhabitants of private and museum collections urtier category of material culture’

(Masolo, 355)

The fusion of the two religious elements which argposed to be in opposition,
achieved through appropriation of Kipsigis idiomHKimetto’s songs was the focus of

this study.

1.2 Problem Statement

Gospel music is a huge industry that commands a falipwing in Africa and in Kenya
in particular. Gospel musicians influence theiriandes through their music. The study
of their songs offers an insight into the creagiwaf artists on one hand and how they

shape society on the other.

As observed by Albrecht (Davidsaet, al), literature plays an important social function in
society. He opines that literature reflects impaans controls society. The song as a
genre of literature entertains and in the proceflsat and impact on society because of
“its ability to draw attention to the word as any affecting the body emotionally”

(Annette Kierkegaard, 2004.) The song can therdfereiewed as an effective mode of
controlling the human emotions and influencing thetions of individuals for

predetermined desired goals. Gospel music tardgetsemotions of the listeners and

influences their thinking and actions.



In discussinglradition and Modernity in MusjcStig-Magnus Thorsen argues that music
has its own way of thinking and communicating dmat t'it is a reflection of changes in
society” (9). Thorsen further observes that Africeaditional instruments that were once
regarded as primitive, “means a great deal todathéninteraction between tradition,

spirituality and current politics” (10).

Investigating the traditional idiom in gospel songgompelling when the community in

guestion is known to have initially resisted Chaist religion. This is because the
community viewed Christianity as an enemy to tloeiture and one that advocated for
another ‘God’ not known to them. The traces ofitradal idiom in the Christian music

composed and performed by Joel Arap Kimetto rgmeenent questions that this study
interrogated.

In that respect, this study sought to answer thevitng questions.

* Which Kipsigis idioms does Kimetto appropriate ia fongs?

* How has Kimetto appropriated Kipsigis idioms in &@1gs?

* What are the results of such appropriation?

1.3 Objectives of the study
a. To identify Kipsigis idioms that Kimetto has apprigped in his songs.
b. To establish how Kimetto’s songs appropriate Kiggsidiom.

c. To evaluate the results of such appropriation.



1.4 Hypotheses
» Kimetto’s gospel songs appropriate Kipsigis idioms.
» Kimetto’s songs acculturate Christian music throagpropriation of Kipsigis idiom.

» The appropriation creates harmony between Chrigiand Kipsigis culture.

1.5 Justification

Song is an important component of oral literatina embodies the value system and the
world view of a community. This study is justifie provide an insight into the
aesthetics in Kipsigis culture as employed in gbspags and at the same time add to

theoretical arguments on the accultarization opgbsongs.

This study aimed at understanding the Kipsigis comity through Kimetto’s songs and
how the community’s culture is in harmony with t@éristian tradition. It carried out
critical analysis of the songs and introduced tlieniuture investigation. While attempts
have been made in the study of gospel songs amdliteeariness, most of the studies
undertaken have focused more on the appropriafitimeonestern style in local (African)

gospel music. More so, no attempt has been madi@soparticular artist.

Kimetto’s songs appeal to a wide range of audiengespective of age or gender.
Kimetto’s performances are appreciated both in<Gian church settings and other social
settings like weddings, pass out parades for te#iaburial ceremonies as well as

political rallies. He is celebrated across the Kphecommunity in Kenya and widely



guoted in formal and informal gatherings. He isited to perform in different places in
Kenya and the Diasporas. The contemporary styld bgether artists which has a lot of
influence from western music and instrumentatiors ot pushed him offstage.
Kimetto’s cultural flavor gives his songs the uregess and originality that is almost
impossible to challenge. In essence, he has cré&eamvn space in gospel music among
the Kalenjin that can be termed canonical. No woidehas remained unchallenged in

the last two and a half decades.

This study was therefore justified on the followiggpunds: firstly, from the literature

review, while studies have been conducted on adigsts, there is no comprehensive
study of Kimetto’s songs. Secondly, literature eswiconfirmed that studies conducted
on artists have focused on appropriation of gospesic in political spaces and the
appropriation of western style in Kenyan gospelgsowith little attention given to the

traditional idiom in contemporary gospel songs.tlyaKimetto utilizes the Christian

space to restitute and preserve Kipsigis valueslitton and culture. This study shall
therefore contribute to appreciation of aesthatitucal elements in contemporary gospel
music evident in their creation and performanceshhll also open discussion on the
relationship between African culture and westermmopaan culture encapsulated in

Christian religion.

1.6 Definition of terms
Appropriation shall be used to refer to the adaptation of idiolmses and styles of a

community in another context that is otherwiseead#ht from that community.



Idiom is the use of words peculiar to a given langu#tgeejanguage or dialect of a given
people, region or class (Mweseli 186). In this gtudwill use the term to refer to all that
use of language including imagery as used by tglpespeaking Kipsigis dialect within
the Kalenjin nation.

Kalenjin is a term used to refer to the family of tribeshe Rift Valley region of Kenya.
Simatei observes that there are instances of mutugjuistic and cultural
incomprehensibility but agrees that there is “patinic Kalenjin consciousness” (11).
According to JoseahArap Sang, the current Kale@pancil of Elders chairman, the sub-
tribes stand at ten, namely, Kipsigis, Nandi, Tygeaiyo, Marakwet, Sabaot, Pokot,
Ogiek, Sengwer and Terikek.

“Nation” in the context of this study will refer to the agraphical location that brings
together the various Kalenjin dialects as explaimethe definition above. The Kalenjin
uses the termbjororiet to refer to their collective identity defined blyeir geographical

location as well as their shared idioms.

1.7 Scope and Limitations

Due to constraint of time, it was not possiblettady all of Kimetto’s songs since he has
a collection of over 200 songs recorded in 19 akauhhis study therefore focused on 21
songs which were selected based on their relevanibe objectives. Since this study has
performance component, | attended three live perdmices for the purpose of evaluating
the context as well as establish the audiencestazgg of the songs. Attending live
performances also gave me an opportunity to irganthe audience as well as members

of the artist singing troupe.



1.8 Literature Review

| reviewed the following works with a view of eslishing how insightful studies in this
field have treated songs in general and from Kdanyparticular. The ideas from these
studies validate the argument that firstly, musio be used as a repository of communal
values and at the same time a means of worshipeindligious context. Secondly, the
studies portray the role of the artist as essemtiadhaping the identity of a people,
ridiculing vices and inculcating virtues in societiirdly music can be used to protest an
ideology and philosophy that is deemed oppressivéhé subject society. Although
studies have been carried out in this area, thesfé@as been more on the influence of
western culture on African songs as opposed to Afwcan idiom embedded in the

African culture has aided the understanding of arasteligion in Africa.

In A Study Okot p’ Bitek’'s poetrivionica Mweseli analyzes Okot’s independence from
western form of style and the vision that his inmagjion takes. According to Mweseli,
Okot uses proverbs, images and symbols taken frash Arican oral literature. This, she
argues, helps in retaining the original meaningAfican ideas. When original oral
tradition is applied in the contemporary text, tnal form becomes the pretext that bears

the text.

Damaris Parsitau, in her study titleBdunds of Change and Reform: Appropriation of
Gospel Music in Political Discourses in Kenydighlights the role that Gospel music

play in addressing a wide range of issues in spchite says:



Gospel music is not only heavily appropriated ititial discourses but is
also used to address a host of other issues irtgocospel artists in
Kenya address a host of social, political, econoamd religious issues
such as HIV/AIDS, sexual abuse, corruption, ethot&shes, drug abuse,
poverty, bad governance and economic hardshipsaiathpt to provide

solutions to these issues in their music (69).

Gospel music provides an entry point into the dismns of contemporary as well as
socio-political processes and discourses. TheeeaClhristian conservative nature where
the church was not supposed to concern itself ‘thtd things of the world” is no longer

tenable and its role in social, political and eaoim construct of society cannot be
overlooked. In general sense song and dance whgtispel or secular is a dynamic and
highly charged force that affects the aspectsfefduch as democracy, economic growth
and empowerment. However, while change is welcdrdeas not necessarily mean that
it should be an excuse for sweeping everythingtemway, including shaking the very

foundation of society. It is our honest view that society embraces change it should
strive to preserve the positive and seminal elesmtrat define and shape that society. It

is this delicate balance that Kimetto seems torbpming with.

While studying Joseph Kamaru’s songs, Kariuki Galdemtifies a connection between

alienation and socio-economic issues. He argudsthieapopular song has risen out of

“the dictates of modern life and rapidly changiogial reality” (102):

10



Popular song is an important means through whichespo through its
verbal artists, documents the dynamics of the sobiange and comes to
grips with the challenges facing it. In additionitrwthe evolution of
African society from an ethnic based traditionaligm modern day
metropolitanism, much of the context of traditiopaiformance has been
lost, and it is in this light that the popular sqrigys an important role, as
far as verbal art is concerned, in molding and esging the consciousness

of the society (102).

The artist, according to Gakuo, bears in mind ther elynamic state of society and thus
becomes that society’s mouthpiece in highlightihg tvices that accompany those
changes. The consciousness of the artist is mddgele society and thus speaks for that
society. The modern artist is faced with the tramisal challenge from what Gakuo calls
the ‘ethnic based traditionalism’ to the modern dagtropolitanism’. It is the context
that changes but not the idiom per say. It is saBrgue that an artist who pays fidelity to
society shall strive to retain the very core idedlghat society irrespective of the change
in performance context. Perhaps | should put it the African artist should remain true

to his/her “Africaness” even when there is no Aém looking or listening.

Ngugi wa Thiongo’s argument itHomecomingon the artist's fidelity to society

underscores the central role that he/she playspresenting that society accurately.

Ngugi argues:

11



The writer (artist) responds, with his total pemdy to a social

environment which changes all the time. Being allohsensitive needle,
he registers, with varying degrees of accuracy sumtess the conflicts
and tensions in his changing society ... for theewrtimself lives in and

is shaped by, history. (47)

Ngugi’s argument emphasizes the central role ofditist in representation of his/her
society. This representation helps in shaping dieatity of the people in that society. In
such a representation, there are accompanyingicsrdind tensions which the artist lays
bare and roots for solutions within the existingistures of that society. An artist does
not create a context that builds conflict and temsvithout awakening its consciousness.
Ngugi’'s assertion that the artist captures theladsfand tensions in changing society is
well articulated by Kimetto in one of his songgplowoli(Change). To him the changing
trends have brought about tensions and conflicéé tdan only be resolved if every

member remained faithful to the established solcetans.

In The Oral Artist Wanjku Mukami Kabira posits that “every artisbsld, in essence, be
studied within the context of his community, andefation to the historical development
of society which has created him” (3). The artssticreation of the society in which he
lives and therefore he must pay fidelity to it. Ktto's use of Kipsigis oral tradition in
propagating Christianity is by itself striving temain faithful to his culture while at the

same time embracing another religion.

12



As stated earlier, Christianity was an imperialisstrument of colonization. Having
dismantled the African religion and replaced it lwiChristianity, the imperialists
relegated African religion to the periphery and aed it to idol worship. Chinua
Achebe, inAfrican writers on African Writingsays that “one independent country in the
African continent today is committed to the belibfit the rule of white people is
synonymous to civilization and the rule of blaclopke is the negation of Christianity
and civilization.” (It is saddening that this attfe still pervades and rules in the
consciousness of the (oral) artist to date. Ngugiomecomingreiterates:
Literature does not grow or develop in a vacuumsigiven impetus,
shape and direction and even area of concern balsg@olitical and
economic forces in particular society. The reladlip between creative
literature and these other forces cannot be ignasgecially in Africa,
where modern life has grown against the gory bamkgl of European
imperialism and its changing manifestations, slgveolonialism and neo-
colonialism. Our culture over the last hundred gdaas developed against

the same stunting, dwarfing background (47).

An artist, an African for that matter, should u$e tavailable space as a platform to
highlight this subversion and in the process cartiee image painted of him/her. Gospel
music space should not perpetuate neo-coloniabsiaytbut rather purpose to correct the
“evil” tag branded on African religion and, by emrtgon, the African image of the past.

Dismas A.Masolo in “Presencing the Past and Remantgthe Present: Social Features

of Popular Music in Kenya,” takes a postcoloniawiof the Kenyan popular songs as a

13



fusion of the traditional African ideas and the wnporary ones providing a picture of
the average Kenya identity - duality. Masolo sdes ppopular artist as a revitalizer of
traditional values through the means of constadtianigorating retrieval of the almost
forgotten cultural and historical ideas. In his dstu Masolo has set out with the
assumption that colonialism and Christian missi@sasuppressed the development and
consumption of African music consigning them tarptivism. Mosolo argues:

For a long time, the anthropological imaginationstdtic cultures retired

the African musical instruments from active perfarmoe and reduced

them to silent inhabitants of private and museurtections under the

category of ‘material culture’ (355).

In the early Christian church worship, the useraflitional instruments was regarded as
evil. The traditional props and costume was notegpahis branding either. From some
performances | have witnessed, Kimetto probablyisdedth this issue by deliberately
using the traditional props and instruments. In ohéiis songs Iéun Inyg the lead
instrument isChepkesema Kalenjin six stringed instrument. He personailgys the
instrument clad in traditional regalia. This indeed a statement that the African

traditional instruments can be used to praise times@an God.

Mugo, in ‘Relationship between African and African Americderature’ states that the
genre that has been used most effectively in teealure of combat among the African
has been the song. She further says that sincstigehas been the driving force behind

the marching armies of liberation, it has consetjyeled to emergence of dynamic

14



literature. The dynamic literature, she argues,’iragt, images, symbols and words that
connote a new aesthetic of determination and slielig@1). The artistry employed by
the artist in form of images, symbols and wordsis central focus in Kimetto’'s songs
which he uses to protest superiority of Westerrtucael and religion over that of the
African. It is safe to argue here that the song laasl still plays a central role in the
struggle for liberation of the mind and thought tbe African from all manner of

colonialism and neocolonialism.

Kariuki Gakuo carried out a study on James Kamasgags from a post-colonial
perspective and concludes: “... we therefore searist committed to the use of the
song as a weapon of protest against the forcesdgtaimanize man and deny him his
claim to humanity” (130). Gakuo argues that Kamasgs his songs as a medium of
highlighting the oppressive forces in society. Altlgh Kimetto does not out rightly voice
this position, it is easily construed that by remnag true to his culture, he speaks even
more loudly in silence. The deliberate use of idoderived from the rich Kalenjin
culture is a mockery to the sustained brainwash spuited campaign by early
imperialists in an attempt to kill the African @glbn. Through the appropriation of the
Kalenjin Culture in his songs, he seems to prow #frican religion is indeed no
different from other religions of the world and ragrarticularly Christianity.
Joyce Nyairo, in her discussion of Kenyan Gospehdtracks, says:

... regardless of whether gospel music is definedthycture or content it

is a genre that cannot be understood outside tbmplex matrix of

transcultural links between Africa, Europe and Aiceer— colonial and

15



contemporary. As an interminably hybrid form, medgospel music in
Kenya appropriates the sonic and lyrical texture ofariety of genres —
from European choral Performance to American Rrip,hop and even

Congolese soukous. (71)

Nyairo argues that gospel music appropriates fromamety of genres, mostly and
commonly from without or “the other”. This has bemotivated by the need to remain
relevant and appealing to the audience as wel@&%tonomy of charismatic faith’ (71).
Nyairo agrees that there is the colonial factorthe creation of gospel music. She
however adds another dimension that Kenyan gospeiardoes not only appropriate
from the west and Europe, but also traverse thédircontinent. Emmy Koskey, for
instance, appropriates the South African Zulu stgléeher songs blending it with the
Kalenjin discourse which results in a hybrid of okind. To the contrary, Kimetto
appropriates from within his community’s lyricaldasonic texture. He becomes relevant
to both the Christian constituency within his conmityat the same time appealing to the

non-Christian audience in the same community.

1.9. Theoretical Framework

This study was eclectic. It employed three theorkesst-colonial theory, sociological
theory and ethnopoetics. Performance theory was alseful for analyzing the
performances in their natural contexts. | choset-ponial approach on the
understanding that idioms are often used to moeketttlusive claims of a given canon

and as Ashcroft, Griffins and Tiffin argue, langeag both “political and cultural
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phenomenon” (2). This framework guided this studyanalyzing Kimetto’s songs

which appropriate the Kalenjin culture to critigaed mimic western religion. Post-
colonial theory argues that the growth of Englishguage and the growth of the Empire
proceeded from a single ideological climate and utdzed as a tool of propaganda by
the colonial administrators and missionaries. Tpispaganda, as argued by Gauri
Viswanathan, “support them in maintaining contrdl tbe natives” (Vinswanathan

1987:17). Among leading proponents of this the@yGayatri Chakravorty who sees

postcolonialism as a set of cultural strategiedezed in history.

Charles E. Bressler argues that “post-colonialditere and its theorists investigates what
happens when two cultures clash and when one of,tinath its accessory ideology,
empowers and deems itself superior to the othe86)2Bressler further opines that the
colonizers justified their cruel treatment of th@anized by invoking European religious
beliefs. | found Bressler's position helpful in dung this study in finding out what
happens when Kalenjin culture represented in thgsof the artist and the Western

European culture represented in its agent, Chnisyiaclash.

Sociological literary theory posits that literatuseinterpreted from its social function of
storing, interpreting and transmitting the valuéshat society. Literature is a mirror of
the society that produces it. On the other hamtje®y is the foundation upon which
literature is created (Ngugi, 1972). Literature auttiety therefore are inseparable and
indeed interdependent. Many scholars who subst¢absociological theory argue that

literature uses words to express the society’'satspns, hopes and fears.
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Rosenblatt observes that literature goes beyondormg society and argues that
“literature is itself an integral part of a culttaad has its own complex relationship to the
rest of the cultural setting” (Davidsoet al 1978). This position is echoed by Albrecht
(Davidson, et al) when he observes that literabandd be viewed in three dimensions;
reflection, impact and social control. It is frohig perspective that literature aims at not

only reflecting society, but also impacting andtcoling it.

Muleka (2007) concurs with Albrecht and further edpds that literature can be tri-
dimensional; first as a reflection of society’s Woview, secondly as a representation of
that society’s values and lastly control on the wasople behave in that society.
Sociological theory was helpful in analyzing thentsmt the context and the significance
of the idioms used in the gospel songs of Joel Afapetto as well as his thematic

concerns during composition and rendition.

Full meaning may not be derived by analyzing conéeal context alone. Meaning is also
derived from the choice and coinage of words, tlemangement and the layers of
meaning that accrue from their usage: diction, ag& syntax and polysemy and
ambiguity of words. This calls for the appreciatminthe poetic structure and aesthetics
of the songs. In this regard, ethnopoetics wasrg wseful tool since it focuses on the
poetic structuring of oral art. Leading proponeatsthis theory are Dell Hymes and

Dennis Tedlock. Dell Hymes strand is based on tlea ithat works of verbal art are

subtle organizations of lines and verses and thatlihes and verses are organized in
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ways that are not only poetic but also a kind aftohic of action (sic) “in that they
embody an implicit cultural scheme for the orgataa of experience as well as the

organization of reports on that experience”. (Amiem 1)

The Hymes strand focuses on the stylistic and gratical features in order to find the

formal poetic structure of a text and the undedynhetoric form in the text. It also

employs a structural method and mainly bases ottenritexts.Dennis Tedlock strand
places emphasis on the oral nature of texts andi¢pendence of the organization of
texts upon lines. In the presentation each linguisforth in such a way as to render its
fullest available charge of texture: rhythm, nugnglerasing, metaphors factors which
may depend on the relation to other lines, parsattel redundancy, grouping... (Tedlock
1993). The approach stresses that aural qualiiggerformance —variation in speech,
volume, vowel length- are central to the organmatof speech and ‘convey to the
listener a sense of the relative importance of gsans and their connections with each

other, which are essential aspects of meaning’l$lVR).

Tedlock advocates for fieldwork insisting that ik material studied must have been
collected and transcribed by the researcher stgditirwho should then present and
interpret the text as it was heard during perforoeamedlock thus recognizes the role of
paralinguistic and suprasegmental features in pnégation of real meaning of an oral
performance. Tedlock suggests that the text bagedhinto lines according to the pauses
in the aural performance. Each pause indicatestiteof a line and the beginning of

another. Meanwhile the text should be transcrilsed was heard during performance.
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Tedlock strand helps in recording of the textsaioalysis and in the analysis of the words
used in the poem and their arrangement as thedkeyraiveling the meanings in the

idioms applied.

1.10 Methodology

1.10.1 Introduction

This section explains the methodology that was usele field study. Many researchers
attempted to define what methodology is in oradréture. Peter and Kothari among
others have debated over the years on what oshtitre methodology is or is not.
While Peter gives a generalized definition of reskanethodology as “...almost nothing
more than research methods,” (Peter, p.890), Kotmanes that “research methodology
is the larger design of which research methods foshs a part,” (Kothari, p.12).
Research methodology therefore is a frameworkratgiring a study in order to achieve
the intended objectives. In our study thereforethmdology was taken as the methods
and techniques we used to achieve the outlinedstatle framework of the entire

research process and the entire research experience

1.10.2 Types of Data

This study involved the collection of both primaagd secondary data. Secondary data
was gotten from review of both published and unjshield documents which included
books, articles, dissertations and journals. Ljprasearch as well as repeated visits to

the artist’s studio were also helpful.
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We collected the primary data from the field. Weited various music stores and bought
all the recorded music of the artist. We also gtsithe artist recording studio where we
engaged him together with the members of his trocgdeed The Great Commission

Singers. We also attended three outdoor live pexdoces which were staged in three
different contexts. These visits enabled us tovaltiparticipate in live performances as

well as conduct personal interviews.

1.10.2 Sources of Data and Their Sampling

This study targeted the songs composed and perfbbyeloel Arap Kimetto. Since he
has composed and performed over 200 songs recoraetbtal of 19 albums, purposive
sampling was used to select relevant songs. We ltemed and watched Kimetto’s
songs recorded in audio tapes, VCDs and CDS themwpled out 21 songs based on

relevance.

We transcribed and translated the songs into Bnglisle striving for accuracy in order
to retain originality. To achieve this objectiveewemployed two transcription and
translation assistants from Kimetto’s speech comtpwubue to lexical, phonological,
syntactic and pragmatic technicalities present imglih-Kipsigis translation, we
paraphrased the translation to make up for theetosSince the study employed
ethnopoetics as one of its theoretical approadhesquired us to meaningfully engage
and interact with the audience and the performdtsr garticipation and directly

observation. We therefore attended live performamdeere we interviewed the artist and
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members of his singing troupe, The Great CommisSiogers. The interviews were not

structured but we had guiding questions and notehoo

1.11 Chapter Summaries

In this study we have highlighted Kimetto’'s appiapon of the Kipsigis idiom as
presented in his songs. In order to remain withim $cope of the study, we broke the
study into six chapters, each chapter dealing sptbcific objective. Chapter one, which
we have already covered highlights the objectivsgothesis and significance of the
study. Theoretical framework that guided this stuths also been discussed where
Postcolonial, Sociological and Ethnopoetic theopesofed helpful. Postcolonial helped
in analyzing the results of the clash between @hngy and Kipsigis culture and
tradition as presented in the idioms used by Kimett his songs. Sociological theory
helped in investigating the social function of pgeKimmeto’s gospel songs being the
focus. The theory helped in grounding (oral) litera’s function to store, interpret and
transmit values in society. Lastly, ethnopoetioguired poetic structure and aesthetics
that Kimetto’s gospel songs use since meaning isanquired from analyzing content

and context alone.

Chapter two deals with the growth and developmenKionetto as an artist and
progression in his career. Biographical accounthef artist is captured which later
informs some of the messages in his songs. Higibatibn to the development of other

artists is also highlighted.
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Chapter three analyzes idioms appropriated by Konet his songs. Chesaina, (1991)
observes that the Kipsigis, being a part of theewidalenjin community has a rich oral

culture categorized in four broad genres namelygspproverbs, riddles, and narratives.
Our working definition of idiom was derived from Mseli’'s view that an idiom is the

“use of words peculiar to a given language; a lagguor dialect of a people, dialect or
class”(8). We broadened this definition to incladlediomatic expressions and meanings
carried in form of proverbs and narratives. Idioalso referred to deliberate use of
language with an intention of carrying differengdes of meanings. We identified a wide

range of Kipsigis idioms that the artist uses s $ongs.

In chapter five, we illustrate how the Kipsigisadis used in the Gospel songs of Joel
Kimetto are used to create harmony between Kipsaidure on one hand and
Christianity on the other. The tensions that afisgidentally are mutually diffused

through juxtaposition of the Kipsigis idiom and tGaristian biblical principles.

Chapter six contains the summary of the findingsctusions and recommendations for
further studies. The chapter links the study whik dbjectives and hypothesis outlined in

chapter one illustrating how they are achieved.
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CHAPTER TWO
THE MAKING OF THE ARTIST JOEL ARAP KIMETTO

2.1 Introduction

This chapter provides Kimetto’s biographical backgrd tracing historical development
of his career from a humble beginning rising to tusrent iconic status; one who is
respected and idolized across the Kalenjin natibs.ability to influence his community

by utilizing the Christian space to create knowkedmr the community (Thomas
Steinberg, 846) has contributed to the harmonimatd the Kalenjin culture and

Christianity.

While studying the songs by Kipchamba Arap Topo&udi K. Rotich in unpublished
thesis titled “The Intersection Between Communatl dndividual Consciousness in
Selected Songs of Kipchamba arap Tobotuk” obseéhaKipchamba’s songs have a lot
of semblances with other music from other regiohghe world. As Gerhard Kubik
argues, musical culture in Africa has always begmcietistic after exposure to other
cultures through the spread of music throughoutcthr&inent (13). Some of Kimetto’s
songs have borrowed from Tanzanian Church Chdiesthe AIC Mwanza town choir
and Makongoro choir. He has also borrowed a lotnfridipchamba Arap Topotuk,
Kipchamba having been his mentoDuring colonial and postcolonial period
improvisation of culture was imperative (Elizabéthllam and Tim Ingold, 2); the past
of an individual becomes a sort of what Hanks cHiks “pre-text... and prepares the
ground for, or justifies the production / inter@bdn of a text” (96). Kimetto’'s

experience with colonialism as a child prepared funmhis musical career later.
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Kimetto was born in 1955 in Bomet County at a tiwieen schools were very few and
were mainly run by missionaries. The name in hitsonal identity card is Joel Kimetto.
However, Kimetto has an adopted nakipwitat that he says was given to him in
memory of his grandfather. He adopted it becausevas more descriptive and
communally symbolic in the sense that it, linguslly, means a brave one. Due to his
Christian affiliation, he used his baptismal narmel &fter a minor prophet in the Bible.
The musician is a selfless man who sacrifices ddiothe community and believes in
passing on knowledge on the Kalenjin culture thho@ristian songs. Kimetto learnt
and borrowed a lot from the late Kipchamba Arap dtakg, who is a celebrated secular
musician in Kalenjin community. His expertise irethse of the guitar can be traced to
the Rumba music from Congo, which, as Rotich arggesatly influenced Kipchamba'’s

Music. As Kubik observes “Modern Kenyan music ldayggeveloped from rumba” (103).

Kubik, further, observes that 1945 -1950 was dcalitmoment in the development of
East African popular music because of two reasfirst; the World War 2 had just
ended, and Africans who had participated in theldvbad come with new cultures, one
being that of rumba. (92). The other reason is tladoption of modernity in Africa -
Mass media had been expanded; transistor radidé&eaime popular in Africa; Western
musical instruments, especially the guitar had betoduced; and cosmopolitanism had
begun (87). The observation has been echoed by &idp. Martin who opines that “the
in-roads of European instruments — guitar and tlesdband, western hymnody, new
media for African choral creation, Latin Americdrythms” (40). In spite of the fact that

Kimetto uses western instruments in his performgnke retains the traditional beat and
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melody in most of his songs. Indeed the instrumemés only used to accentuate the

traditional tunes.

Kimetto’s adaptation and appropriation of Kipsigisoms and style in the creation and
performance of his songs produces a unique disecwscommon in the contemporary
gospel songs. However, Kimetto is aware of the tlaat he cannot ignore Christianity to
root for a pure indigenous religion but instead,imeents a ‘new tradition’ which is a
blend of the two binaries in order to remain reldgvarhis echoes Jason Shelton’s
position in an articleThoughts of Music and cultural Appropriati@m the origin of Jazz

music, where he argues:

The popularly accepted theory is that Jazz steminech a simple
combination of African rhythms and European harmoffyican music
supplied the strong underlying beat (absent in rBesbpean music), the
use of polyrhythms, and the idea of playing theadglseparate from or
above the beat. European music provided formal eartythms.
Combined, these rhythms give Jazz its charactessting. Likewise, the
harmonies and musical ideas of both continentpaagent, the blue notes
derived from the pentatonic scale, "call and respbmand unconventional
instrumental timbres of African music together withonventional”

harmonies and, most important, the formal structfr&uropean music.

(1)
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Shelton underscores the value of combining two cal®lements to come up with one
unified genre that is appreciated by both sourdéee intersection between African
religion and Christianity ought to have brought abbsome harmony with the (in)fusion
of the former into existing structures of the lattather than sacrificing African worship
by branding it idol worship and primitive. Howey&henever one assumes a privileged
position over the other, as it was the case ircthgh between the two religions, inherent
tensions are bound to occur. Cognizant of the ohamgociety, an artist ought to adopt
accordingly in order to remain relevant. Kimettaives to remain relevant by
consciously and cautiously importing the traditioirdhom and appropriating it in the
Christian religious space. The appropriation higs possible harmonies on one hand
and tensions on the other, which he seems to tilcstrive to foreground and diffuse

respectively.

In one of his songdilil Kipsengwet(Heaven is holly), he begins with the Kalenjin

traditional folk song opening formula:

OiyelLaleiyoOiye, Oiye Laleiyo Oiye,

Leleiyo Laleyio Oyie! Leleiyo Laleyio Oyie!

Tilil Kipsengwet Oiye, Heaven is holy Oiye

Machei Sigunet oiye. It needs repentance Oiye (Song 14)

Anybody outside the Kalenjin speech community hgtg to this opening would not
suspect that it is a gospel song but would ratbeclcde that it is one of the folk dances

usually performed during Kipsigis initiation cerem@s. In fact it is not the lyrics alone
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that foreground the traditional idiom, but also thence style that goes with the song
distinct to Kipsigis female initiation dance. Kinetappropriates the otherwise “evil”
dance style used during initiation ceremonies endhscription of a Christian concept of
heaven which is supposed to be regarded as holyeAshall illustrate in chapter five,
the song was sang at night in an open arena bly fezsale initiates. Night in Christian

religion is symbolic of evil and sin, yet the attigppropriates the tune and dance

deliberately seemingly to mock the western religion

Kimetto in full regalia (extreme right) leads therfprmance of the dand®@iye Laleyo

Oiyein the public arena at Kapkatet Stadium off My, 2013 at night.

Kimetto is also well travelled. With the coming thie settlers in the Eastern part of the
Kipsigis land, young men were abandoning herdingadk in the settler farms. When he
went to work in one of settler farms, it is saidtthuck came his way when he landed on

a farm belonging to a white settler who had a guitle was so keen with the way the
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settler played his guitar and asked him to teaah low to play. Unfortunately, Kimetto
lost two of his right hand fingers while working tine farm. This did not discourage him
from learning how to play. He left the settler amdnt back home to join Kipchamba
Arap Toputuk who then was an established musici#ttoegh he had not recorded.
Kimetto accompanied Kipchamba wherever he was edvito perform where he
perfected his skills. Kimetto later converted irdoChristian and started composing

Christian songs in traditional tunes.

Kimetto also travelled widely after he started smgg Gospel music. He is known

throughout Kalenjin nation and has a huge followingpst of who are the elderly and
middle age to whom he greatly appeals. He triegqfdpeal to the young generation
through one of his songs Rat Torosta (tie your gapphose style is hip hop. His

interaction with a wide range of audience and erpees forms the reservoir of his
songs. In one of his songs mocking old ageY osin(Old age is bad), he quotes most of
the Kalenjin dialects’ reference to old age; frookét to Sabaot to the North and Tugen

and Kipsigis to the South.

Kimetto made first musical entry in 1979 by compagshis first songs in his first album
calledYa Meet ne Mamwayaakg€leath is so bad that it is difficult to talk abpuh this

song he describes the cruelty of death. He howgivess hope to the listener that in the
face of death, there is resurrection. He devel@@arking relation with the then nearest
producer Chandarana Records Ltd in Kericho, who ms@roducer until he established

his own recording studio. One of the reasons heggiliat motivated him to establish his
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own recording company was that Chandarana expletatier musicians who were
ignorant of their intellectual rights. He says thathas nurtured other musicians through

his producing studio.

Kimetto’s productions cover a wide range of topiele considers himself a moralist
whose inspiration is the rich Kipsigis culture fromnere he derives his themes. Apart
from philosophical explanation of the mystery li#keath, which he dedicates two songs,
Ya meet ne mamwayakgBieath is so bad that it is difficult to say), adiiten Ngetiet
(There is resurrection), he covers contemporarynéselike corruption, HIV and Aids
and generational gap in the songsnyet (ugali), Rat Torosta(tie your nappy) and
Wolowoli (change) respectively. Indeed the song Wolowoli \easiched in the mid
nineties when the young people wore buggy trouséiike women wore oversize shorts
which were neither shorts nor skirts. The versatdaure of his songs captures the issues

of a particular time in history and thus becomedbesciousness of the community.

Other songs are derived from oral narratives ofKimsigis. They include a song like
Ingeete Kimereng Mind¢a dik dik can wake up an antelope). This is base@ story
where a dik dik, a small animal were friends witle antelope. The dik dik kept teasing
the antelope who was busy chewing the cud afteénge#d its full. The antelope initially
ignored the cheeky small animal but after sometitme antelope was agitated and
jumped to its knees and chased the dik dik arobeglains. This made a hunter to notice
the antelope and shot it dead. Kimetto uses thisative to warn people to be careful

with small things which can give rise to big isswm®d eventually lead to disaster.
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Another song that is generated from the oral naeas Uro ee Uro,which is derived
from a story of an old woman who had a she goatpotily property she owned. After a
long wait, the goat conceived. The old woman was)smted and could not wait for the
goat to deliver. When the goat finally deliverdug kid was a female which added to her
excitement. However the celebration was short liseite the mother refused to accept
the kid and in fact refused it to suckle. The polat woman sang the sorgro ee Urq
beseeching the mother to accept the kid. At thestredaccepted the plea and allowed its
kid to suckle. Kimetto wonders that if animals ablisten to its owner and obey, why

then do human beings fail to heed their maker.

One respondent, Mr. Maiywa explained the meaniniicdte Setyo He says that it is
derived from a narrative of a family of hyenas wbamed around homesteads looking
for human corpses deposited in the cowshed. Thedsybad their leader who had to be
the first to scratch the corpse before the restdcfaast on it. In one of these escapades,
they came across a human being on a heap of mantihe cowshed. The rest of the
hyenas asked their leader to scratch the “corp¥e¢hen he tried to scratch, the man
jumped and hit the hyena dead leaving the othends/shocked and paralyzed. Kimetto
borrows the idiomKirate Setyo ne kirat Kimagef(You will be shocked the way the
hyena was and appropriates it in the context otrileag the shock that comes with

seeing what people do contemporarily.

Kimetto’s productions have taken him to differefdqes all over the Rift Valley and the

Diaspora where his songs captivate and inspire rpaople. In a number of occasions he
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has been invited to cultural, economic and religidarums in the U.S, Canada and
Europe. These travels have become the major saifragspiration in his subsequent
songs. The travels led him to compose a song titr@iduces himself to the audience and
the reason for their visiKagibwan OlingwongWe have Come to Your Place) is an
introductory song whenever he travels outside thesikis region where he is well

known. He says that he composed the song to beé asea curtain raiser in his

performances.

Kimetto (extreme left) on one of his tours to theitdd States in June 2013. With him are

other Kipsigis musicians.

He has sung on the need to use available timercmtistly for personal development in

the songObaisien Saiaiek KomidJée time properly). The songs are constantly played
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Kalenjin broadcasting stations like KASS, CHAMKEadRo injili and KBC. The first
songs to popularize him included the following/olowoli (change)Mechili (you shall
not escape)lchile Mat (You will face the fire). Others includ8igiriet (Donkey) and

Uro ee Uro.

Kimetto is not known for active politics, and heteggorically states that his songs are
religious and social in nature. He says that cdrte@ders cannot appreciate his songs
since he highlights the vice in his so@goya(Bribe). Prominent politicians from the
region who have tried to patronize his songs fditipal mileage have failed because
they fall victims of the very messages in the soMNgvertheless, Kimetto’'s songs have
captured the attention of leading political leadeosn the Rift Valley including Kenyan
retired president Daniel Toroitich Arap Moi who @&gps in one of his productions.
Kimetto was invited to different functions graceglthe then president in the mid to late
nineties. In fact in 1996 Moi donated a van andestd the art equipment which he used
to set up his recording studio. Kimetto enjoys &elmety status among his people, a
position he has consistently held for over threeades. It is common to hear people

guoting him extensively in both formal and non-fatmonversations.
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Retired president Daniel Toroitich arap Moi joingn€tto’s troupe in dancing to the
inviting tune,Uro Uroat his Kabarak home in Nakuru Kenya.

Joel Kimetto has also contributed immensely togtovth of other Gospel artists within
the Kalenjin nation in general and Kipsigis in jpartar. Both old and young upcoming
artists pay a lot of tribute to Kimetto to whom yheredit for their growth in the industry.
One such artist we interviewed had this to say.

Chesimet: Joel Kimetto made me discover mgntain singing. One day |
visited his studio and he asked me to take theapiwne and
speak to it. That was it. He told me that my voieas very good
and that | was a singer. From then, | have newekdd back. We
are age mates and | admired the style and comtehtsi songs
because it reminds me of the old days when we weuag. Our
fathers taught us values and ethics that made spomsible. But
nowadays, the young people don’t want to listeth&instructions

of the old people. (Respondent 4)
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Chesimet is one of the scions of Kimetto whoseesgihd themes bear semblance to
Kimetto’s. He is of the same age group with Kimettal although they grew in different
areas, they seem to agree on many issues afféhgirgpeople. In one of his song3bot
Chemingin(The mother ofChemingin he criticizes women and girls who wear tight
revealing trousers which he says is disrespeatftihé Kipsigis culture. This is the same
topic tackled by Kimetto in his song/olowoli (Change). He admires the style used by

Kimetto and agrees that the songs cut across @miistand Kipsigis culture.

Another artist influenced by Kimetto is Emmy Koskaifemale artist who sings in the
Tugen sub dialect of the Kalenjin. She pays a taespect to Kimetto and cites him as
the motivation for her to compose and sing and sfet belongs to a much young
generation that would ideally be embracing the amesEuropean style. In an exclusive
interview with Carol Odero of the True love Magaziaf October 2010, Emmy cites
Kimetto as having indirectly molded her. She sdng her characteristic love for African
style in performance was informed by Kimetto. Tise wf Kalenjin traditional outfit as

well as idiom in her songs is indirectly linkedrer association with Kimetto.

Joel Arap Kimetto's songs address a number of sssde uses the Christian space to
articulate and accentuate the values of his comiyiuHie uses his traditional cultural
experience to voice the dying Kipsigis culture witlthe context of Christian religion.
His sound understanding of Kipsigis religion andtune as well as Christian religion
enables him to (re)concile the two in his songse Tdsult of this fusion brings harmony

between the two cultures instead of tensions adezd€lier by missionaries.
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Chitab Kalenjin (The Kalenjin Man) was produced in 2011 togethéh wWlaiywek
(Alcohol). The two songs speak to the Kalenjin @amssness as an attempt to remind
them to be proactive in development activities anid laziness and excessive
consumption of alcohol. The songs open up Kimetfosus to address the wider
Kalenjin community as opposed to narrowing dowmi®Kipsigis dialect. When asked
why he composed the songs, Kimetto says that hedisasgbed at the rate at which the
Kalenjin young men were consuming alcohol and natking as hard as the youth from
surrounding communities were. He particularly notkdt the Kalenjin were slow in
reacting to issues and yet the world was moving Y&st. The Kalenjin, he said angrily,
had been namétyomutyd (sluggards) by their neighboring communities.

Kimetto: | am greatly disturbed by this generatiohhey call
themselvesiot comgeneration yet what they do is worse
than whatanalog generation does. | know that you have
travelled a lot and you will agree with me that goung
people are idle and you will find them sited aldhg road
counting vehicles from morning to evening. Wherytget
back home, they expect to be served lunch thenaghk to
the road to count vehicles again as if they havenbe
employed to do that. If they recognize you theyl wibp
you and ask you for ten or twenty shillings forlasg of
changaaor busaathen the next thing you hear is them
singing saying, “I am a bull going to my land!” Bhis

what made me compose these songs to urge the young
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people to work hard and stop consuming alcohol.

(Respondent 1)

Another elder and Kipsigis leader Joseah Sang agm® Kimetto. Sang is a retired
permanent secretary and the current chairman of Kakenjin Council of Elders,
popularly known asvoit. He explains the genesis and meaning of the ridioe as
follows.
Miot is a word formed from joining two wordsni and iyotet
meaning there is procreation or birth. This wasrantthat can be
traced back to the children of Israel in the tinieVimses. When
they disobeyed God, they died in their numbersraote of those
who sinned got to the Promised Land. Those whoigenlvkept
greeting themselves saying that there is rebirthrocreation this
was meant to encourage themselves and to allafeéinghat they
were going to be extinct. To cut the long storyrshibe Kalenjins
are the remnants of the Israelites from Egypt whterl got
assimilated by the tribe of Juda to the extent thay almost lost
their identity. They later regrouped themselves agave
themselves the name Miot and they detoured andedeaduth
where they followed the Rift Valley until they dett in the current
Rift Valley region in Kenya. Moit therefore is allastive identity

of the Kalenjin community. Remember Kalenjin is aahn recent
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term that has more political and ethnic connotatma that the

reason why we traced back our identity to Miot. {Rendent 5)

Sang says that it is unfortunate that the Kaleagira people had been so much dependent
on the retired president Daniel T. Moi. He obseryed in as much as the Kalenjin as a
community need to celebrate their leaders, theyehadividual responsibilities and
obligation to work and provide for them.

Sang: Kimetto is a great friend of mine. There @ave people | truly
respect and moved by their messages to our pelejps.of all is
the late Kipchamba. He was a true messenger toK#ienjin
people and it is unfortunate that he had to dieehdy. However |
am happy that he had someone to carry on from wheréeft.
Kimetto’'s songs inspire and speak to the Kalenjgoge on
contemporary issues from the rich Kipsigis cultupakspective.
Kimetto is gifted such that he is able to marry Kapsigis culture
with Christianity. His rich knowledge of the Kipssgtradition is
seen in his songs yet he is a gospel musician. dries latest
songs talks to the Kalenjin man and asks a queshian | also
often ask. Where are we headed as a community? ®til
expect handouts from our leaders or isn't it tirhattwe worked
hard. Remember we have no excuse to be poor yeh&wotlessed

us with fertile land and rain throughout the y¢Respondent 5)
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Kimetto sang the son@hitab Kalenjin at a time when Kenya was preparing for a
general election the following year. At this tintbe political atmosphere was highly
charged and bearing in mind that the previous ielec2007) had degenerated into
violence, Kimetto seems to be speaking to the yopegple to focus more on their
individual progress as opposed to pegging theigmgss on individual politicians. The
song becomes a clarion call to the Kalenjin to wageo the reality that they hold the
key to their own destiny, first as individuals ssetondly as a community. The idiom he
uses specifically addresses the Kalenjin and heseet to want the ‘other’ to hear what

he is telling his own people.

The songMaiywek (Alcohol), Kimetto says, came to his mind out of awthis own
experience as a young man. He narrates that hechrse to Kericho town to seek
employment in the tea estates at the age of fiftekeme calls that his mother gave him
ten shillings for his bus fare from the far endtwé current Bomet County, bordering the
Maasai. He used six shillings as bus fare and efasvith three shillings. Together with
friends, they went to a night club popularly knoas Musibar (corrupted version of
Municipal Bar). Out of his ignorance, he startegibg his friends beer and by morning,
he had no fare to take him to the tea estatesfridisds laughed at him and he had to
walk another twenty kilometers to his work pladeisithis personal experience that led
him to compose the song. That is the reason hetkaya drunkard talks a lot and boasts
of things that he does not have. He says that $shooglld even be worse today had the
retired president Daniel Arap Moi not closed Mllisibarsthrough a presidential decree

soon after he ascended to power in 1978. He saydvibi knew that the Kalenjin people
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would not progress until they stopped excessivesawmption of alcohol. The song uses
the Kalenjin socio-economical and historical comstrencapsulated in the rich Kipsigis

idiom to foreground contemporary issues that affleetcommunity.

2.2 Summary

In this chapter, we have highlighted the life oelJ@&rap Kimetto as an artist. As
observed, he developed his career from a humblkgbaend with some experiences
echoed in his songs. He particularly says that étests alcohol out of his personal
experience as a young man. He has also been gnefitignced by the late Kipchamba
Arap Topotuk, who was a Kalenjin popular artist whanscended the Kalenjin

communal consciousness (Rotich, 2011).

Kimetto’s musical career has also inspired othesimans including Emmy Koskey, a
leading Kalenjin female artist who sings in the @nglialect of the Kalenjin community.
However, he warns the upcoming artist that they matysurvive in the industry if their
focus is fame and quest for money. In that resp#wt, chapter highlighted the
construction of the artist Joel Arap Kimetto ane thfluence of his works on other artists

within and outside his Kipsigis community.
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CHAPTER THREE

IDIOMS IN KIMETTO’S SONGS

3.1. Introduction

Perfomative aspect of the songs was relevant tostudy because, as John Blacking
opines, performing music is like speaking a vethafjuage, and that participating in the
process of speaking that language constitutes @gsoof knowing it (9). In this chapter,
our discussion has been centered around Turnezastitat “full meaning emerges from
the union of the script with actors and audienca given moment on a group’s ongoing
social process” (24). The lyrics recorded by Kimetire in full life when they are
performed, and it was in the live performances thamerged that every aspect of a song
- music, lyrics, lengths, and interpretation - istg unstable in a communal performative
setting. This is because performance is not onsthatic, but socially functional. The
functions we attended were three: The first wasnguthe closure of a youth awareness
week at Kericho Teachers’ College on Friday' May 2013, a cultural event that was
organized by the Kipsigis council of elders at Kaigk stadium on Saturday May"18
2013 and a wedding ceremony dhaf August 2013 held at A.I.C Kericho town church.
The choice of the three was based on the understatitht performance is dependent on

context.

The dichotomy which this chapter has engaged ithas of secularism and religiosity.
Christians and non-Christians alike attended tlfi@setions. There is a raging debate that

has emerged questioning whether Kimeto’s songsbeadefined as secular or gospel.

41



The question narrows to whether the criterion sthdad centered on the message in the
song, or the religious affiliation of the artisthi$ study has taken the latter, especially
what the artist predominantly professes in his spraond where the songs have been
predominantly played. The other challenge, in swcah versus religiosity divide,
emanates from two issues. One is that the communitguestion is African where
religion is not a calling but a way of life. Thehet issue regards schisms in Christianity

where the zealous ones are in conflict with theatnodating ones.

The dichotomy is ever present in quotidian lifed amt becomes a way of harmonizing
them. Art is here seen as, what Byron Miller calla, communicative act” where
individuals consciously or unconsciously reach cammunderstanding (2). What
captures the way harmonizing knowledge is formed,an active artist-audience
performative interaction, is Turner’s idea of lirality. Turner has defined liminality as
“a psychological, neurological, or metaphysicaljsative state, conscious or conscious,
of being at the “threshold” - or of being betwearo tdifferent existential planes (Arpad
Skolczai, 155). This chapter operates on this idaaperformance settles tensions, and
that a cultural performance has a dialectical aftexive impact on the quotidian life
(Turner, 24). In the chapter, we have begun withodservatory description of the
preparatory process, and a description of the peence itself. The rest of the chapter

covers the idiomatic indices and how they aid mdklivery of intended messages.
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3.2 Fieldwork Preparation

| went to the field on the 7and 18 of May 2013. This was a week after the artist
arrived from a two month long tour to the Unite@t®s. Kericho Teachers’ College was
hosting Kericho Youth Center for a week long yowWareness campaign dubbed
Jipange Lastly, | attended a wedding ceremony which Kimdtappened to have been
an invited guest singer. Having talked with theisarend the members of Great

Commission Singers team on Saturda{’ May in his studio, | was convinced that the
events were going to be relevant to my work. Fitgprovided an opportunity to attend

live performances of the selected songs playedi@@n audience that predominantly
consisted of members of his community. Secondlg, gbtting gave an opportunity to

engage in a focused interview with fans and to odestheir appreciation of the creativity

of the artist in appropriating the idioms in thexgs.

The three events became the most effective foremsdnducting the fieldwork because
of the following reasons: First, inductive intedace would be reduced because this was
an opportunity to we would find the performance rdvetaged in a natural setting, an
ongoing social event (Turner, 24) without a feeliaghong the performers and the
audience that they were doing a make-believe pedoce for us. | was going to find
them in a natural place and space and, thus, ldvondl the most credible information.
Second, | expected to meet the artist in persontlamse fans who profoundly value his
songs. Thirdly, the events were also going to @ewn interesting trajectory of fusion of

Christianity and secularity because of the stagintipe songs during a cultural event.
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| designed the fieldwork to be both interactive amservatory. The interactive moment
hinged a probing schedule that sought to captwentiersection of Kipsigis tradition and
Christian religion in selected songs of Kimetto.eTprobing schedule derived its
guestions from the objectives of this study. Thstfivas to find out, in the opinion of the
respondent, whether Kimetto’s songs carry Kipsidisms. Second was to obtain what
the audience think inspired the artist to compd®edongs. Third was their feeling on
whether the community has benefited from the soagd,even whether the songs have

had negative impact on the whole or section otthramunity.

The observatory moment was hinged on a watchHedt $ought to capture the interplay
of the interaction between Kipsigis tradition andriGtianity. The first tip in the watch
list was to study the context of the performanddss was to determine if the different
contexts of performances had any effect on ther@ajion of the songs. Second was to
critique on the preparation by the artist payingcsal attention to the vocalists, rehearsal
space and time, directorship and division of roldsrd was to critique on the non-verbal
cues: costumes, gestures, movements and the g@medaiction. Fourth investigate the
“free-floating nature of music, which is, to listerritically to the lyrics, closely
comparing to the original ones, to critique on #mibs, omission and re-creation.”
Subsequently, | was going to be interested on thecérnible effects of affect” on the
audience (Vladmir J. Konecni, 699). Last was téique on the nature of the audience
and their impact on the performance of the selested)s, and their interpretation of the
songs, based on the idea that the audience holdasgsilosophical, emotional and

cultural demands” (Mai Palmberg and Annemette Kagdard, 8).
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3.3. Observation

The first performance was set at pavilion in theddfiat Kericho Teachers’ College. The
invited guests sat at the VIP section on seatmgedon the stairs. The other attendants
sat in tents mounted facing the pavilion and atdiges creating an open arena at the
center. There were close to two thousand audienegténdance, majority of who were
college students. In the audience were also menmnemoand children from the
community and neighboring primary schools. My reskeassistants and | were spread in
the midst of the audience, being able to meet tlestg, the performers and the fans. In
attendance were two other local gospel musiciate]ys Korir and Eric Terer. The two
are young upcoming artists who acted as curtaseraifor Kimetto’s performance and

later joined him in the arena.

The performance of the songs was based both aetleded lyrics and the adlibs. There
were moments when the performance was aided by pl&@r to keep the singers in the
lyric tract. The theme song of the evekichigili (scrutinize), which was meant to
emphasize on the need to know one’s H.l.V statas, the last to be performed and as an
introduction of the speeches from the guest spealdre speakers kept on referring to
the song in the course of their speeches. Indded Keynote speaker, Mrs. Monica
Mbelese who does not come from the artist’'s speeafimunity said that she understood
the message through the performance of the aifilst. performance portrayed both

traditional and modern singing styles.
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The second performance was in Kapkatet Stadiumsiddium is a significant site to the
Kipsigis community. It has been the center for imgsteligious and political events since
it is virtually at the center of Kipsigis geograghl area. Major political declarations have
been made in the stadium and it has attracted neayng national political leadership.
The event on 18May 2013 was cultural in nature and was organipeapen the stadium

after major renovations and secondly in commemamadif the late senior chief, Kipsang
Arap Tengecha who is said to have mobilized higfgeto construct the stadium using

their bare hands.

The event was divided into the morning formal smssvhere the setting was an ordinary
official public function and the afternoon was aformal cultural session where different
Kipsigis cultural activities were exhibited. Theteahoon session went into late night
where different activities were showcased. Manis@tboth secular and gospel were in
attendance. While other songs could simply passeaslar or gospel, the organizers
found it difficult to categorize Kimetto’s songsee they bore characteristics for both.
When Kimetto started his performance, his oldessfdanced with traditional Kipsigis

graceful vertical swaying of their bodies espegialound the neck while the youth

brought in modern styles of rapid dance styles tiaie erotically centered on the waist.
It seems that the modern accompaniments, which weoee prominent than the

traditional ones, made it possible for the modengisag and dancing styles to operate
with the traditional styles. The traditional drunasy for example replaced by the modern

set of drums where the drum player adopted the modeats. In performing the song
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Uro uro, Kimetto used a&hepkesena Kipsigis five stringed instrument, drums and

jingles.

3.4 Style as a Means of Appropriation

This section discusses the nature of Kimetto’'s sosmng and performed in Kipsigis
dialect of the Kalenjin people. However, it shatit itself to style. We illustrate how the
artist uses authentic Kipsigis idiom in the contekChristian songs. In our study, style
evaluates the characteristics of songs in termgretdominance of certain words,
sentence structures and use of pattern segmeritcriate rhythm and rhyme while
expressing the theme. IBtylistics Henry Indangasi says that form and content are

opposites that interpenetrate but form a unity.

The creative artist enjoys the freedom not enjogdother users of language. The
freedom to manipulate language by borrowing th@sgufes belonging to non-literary
use. The variation of poetic language is eviderKimetto’s songs. Geoffrey Leech A&

Linguistic Guide to English Poetdiscusses poetic language as a style that devrates

the observed rules of language. Kimetto’s creatiistseen in the way he manipulates
language deviating from the normal usage in foregding his themes. His mystery of
Kipsigis language on one hand and knowledge ofdiian religion on the other gives
him a platform to explore issues affecting the camity from both perspectives. He is
able to do this by appropriating the Kipsigis idieamthe otherwise opposing Christian

space.
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Indangasi discusses the relation problem of form emntent in literary language. He
looks at style as occurrence of linguistic elemelmguistic choice that is idiosyncratic
or individual. Kimetto’s songs in our study revdhht they have their unique style
primarily as a result of elements of language vtamathrough figurative and stylistic

devices.

Kipury, postulates that the poets and orators nhidkeeal use of figures of speech in their
songs and narrations. Finnegan agrees when shesatigat African languages include
their large and remarkable such vocabularies tteahighly picturesque and imaginative
and are used for artistic purposes to humor andyergnt expressed to the satirical,
meditative or resigned comment on the circumstadédge. It is in these figures of

speech that Kimetto employs to infuse the Kipsidiem in the Christian songs. These

are the elements we shall explore in this chapter.

Joel Kimetto employs a lot of imagery in his sonfsis is evident in most of his songs.
The imagery he uses is from the rich Kipsigis tiadiwhere one’s ability to understand
sayings, proverbs and expressions was a measwisddm. We examined the idiomatic
forms that Kimetto sources from Kipsigis traditiand uses them in the Christian space.
The use of proverbs is one of the methods Kimettpleys to relay his message.
Kimetto has managed to use many proverbs in higssamore than any other artist in
Kipsigis apart from Kipchamba Arap Topotuk. He iBleato interplay expressions,

sayings and idioms in such a way that harmonyaated at the end.
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The use of a proverb in the soisgin Inye that says ‘You may not stop birds from flying
over your head, but you can stop them from buildingest on it’ carries with it the
message that one should not pay attention to wihar @eople say about him since he
has no control over their utterances. This provensed to encourage people not to pay
attention to what others say about them but insteads on their own goals in life.
Indeed the artist goes on to say that no one e ahers from talking about them but
they have the ability to ignore them by not allogvitheir words to affect their lives. He
says that you cannot stop your neighbors from ngllabout you or your countrymen

from saying something about you but you can step thords from ruining your life.

While this proverb was used in the Kipsigis tramhtito minimize conflict among the
members of the community, Kimetto uses the sanagltace the Christian converts to be
accommodative to criticism from the members of syciHe argues that criticism is
positive and it can only affect you if there is sotruth in what is said. In the interview
with the artist, he said that when one becomesesséal in what he or she does, there are
those members in society who feel jealous and ithlif them. He said that when he
became successful in his music career, his distmtalked a lot about him claiming that
he had neglected his family. He said that the datknot stop him from carrying on with

his career but instead, it inspired him to evenkwaarder.

Another proverb he uses in this song is in stanzavihere he saysf rats trouble you
my friend, don’t burn your granary.” In the Kipsigis traditional homestead, there was

a granary where food harvested was kept. The ftemsi included sorghum, millet,
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pumpkins and later maize. In many occasions raided the granary and they became a

nuisance. It is only a fool who would want to khle rats by burning down the granary.

The song goes:

Ndo iimin murek we weei
Mebel choget

Chang ortinwek che kebaren
Imuchi ibai paget

Asi koonun

Anan ial motegoit

Asi konomun

Imuch agot ial Rat and Rat

Asi koborun

If rats trouble you my friend

Don’t burn your granary.

There are so many ways of killing them
You can keep a cat

For it to chase them.

You can use a trap

To catch them for you.

You can even buy Rat and Rat

To kill them for you.

Kimetto applies this proverb in the contemporarfg hithin the Christian religious

context. He advises parents on how to handle tieidren when they trouble them. He

says:

Ndo iimin lagok we mama
Ko meimnge
Ndo iimin lagok

Ko mebarge

If your children trouble you my mother
Don't stress yourself.
If your child troubles you,

Don't kill yourself.

Mi ortinwek chechang che ketorefdrere are so many ways of helping him

Kas amwaun
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Parenting is a social challenge facing many par&fitth the advent of modern lifestyle,
parents find it difficult to talk and agree withethchildren. Peer pressure and drug abuse
are contemporary issues that affect the youth. Koreddresses these challenges in this
song and advices parents to bring their childr@secl(sun inyg@ even when they look
disobedient and not listening to their advices. &#s them not to end up killing
themselves since there are many ways of helpinglidabedient children. He compares
this with the various alternatives of killing ratsstead of burning the granary. He
suggests a number of ways of reaching to the yaantthsding asking the peers (friends)
to talk them. He proceeds to say that one can askhe elders to counsel them or better
still, ask the pastors to talk to them. Kimetto gests a procedure of resolving conflict
between the parents and the youth right from trerspell the way to the pastor through
the elders. He merges the traditional and cultgractices and conflict resolution
procedures with the Christian religious approach.sB doing, he bridges the Kipsigis
traditional institutional conflict resolution framerk with the contemporary Christian

one thus bringing harmony as opposed to earliergperd tension.

In Banda Chepkoigoch the proverb used is alluded to the pace of ait®t The

proverb ‘You ought to go the tortoise pace’ calls people to go slowly in matters of
Christian faith. This is in the background of eniegg Christian movements and
denominations away from the traditional mainstredmrches. Kimetto advices the ‘true’
Christians to follow Christ slowly and not be diaded by the emerging religions. He
particularly cautions the youth against rushingtimpt new ways substituting the slow

but sure pace in life that guarantees one to geistber destination. The song goes:
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Kigile tenden oret It is said that the road is narrow

Nebo sobon To life

Kigile tenden iman It is said, it is truly narrow

Ago chabai And slippery,

Kibendi banda chepkoigoch You go the tortoise pace (Song 3)

Another close proverb used interchangeably in #messong iKibendi Macheikel(Go
in silent footsteps). This proverb denotes polissn@nd absence of arrogance. The people
who used to go slowly on issues are said to hanguered even the toughest situations
in life. One elder, Daniel Arap Maiywa said thaé tKipsigis were cautioned to go slow
on matters that were of great concern in the conmyiufihese issues included raids to
the neighboring Kisii and Maasai communities. Hel ghat in one of these raids the
youth defied the advice of the elders and raidedKisii neighbors and they were killed
in their numbers. He says:
There was a great famine in Kipsigis land and craed and animals
died. There arose wide spread hunger that left geple frail and
destitute. Meanwhile, the neighboring Kisii comntynhad bountiful
harvest as a result of abundance of rain in thal&gls. The Kipsigis
young warriors decided to organize a raid to theighbors. However the
elders warned against them and told them that ithend was wrong.
Instead of paying attention to the advice of tlteeed, they agreed to sneak
at night and carry out the raid by themselves. fEselt of the raid was a

massacre where all of them were killed and theipses fed to dogs. To
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date, the Kalenjin refer to thdogori massacrelMogori being the place of
the great war between the Kisii and the Kipsigigs Ifrom this incident
that the Kipsigis coined the proverKibendi banda Chepkoigoch.

(Respondent 2).

In Ya Yosin (old age is bad) the artist uses the saying tlthiage cannot be speared.
This implies that old age is a natural phenomer@t human beings have no control
over. If human beings had power over ageing, ttmydchave speared it in other words
kill it to remain young forever. The artist upl@athe same saying and puts it in the
Christian context and gives hope to human beingsttiey shall never grow old in the
next life. The song therefore marries the Kipsigaditional believe in life after death

with the Christian promise of eternal life in heaadter physical death.

In Kirote Setyo, the proverb ‘You shall marvel the hyena way isrided from a
narrative of a group of hyenas who roamed villageking for human corpses. The
group had its leader who always scratched the edpe$ore the rest would eat it. One
day they found a body lying on a hip of manurehi@ tattle shed. The body however had
a club under its head. The rest of the hyenas ableddleader to scratch the corpse for
them. On scratching the body, the man sprang ffig@hd hit the hyena dead. The rest of
the hyenas could not run, but were left marveling/laat they had just withessed. It was
too shocking for them that a corpse would kill theiader and thus the proverb, ‘You
marvel the hyena way.’ The song is a call for teegde to avoid adopting foreign culture

that is shocking and not in harmony with the Kipsigustoms. The song castigates all
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members in society who blindly take foreign custowithout being sensitive to the

values of the community.

In the songMaiywek (Alcohol) the provertbon’t add water into the pot when you know
that the flour is to be borroweheans that you need not to rely on others so rtate

extent that you keep borrowing. And even if borrdwene should not dictate the amount
to be given. This proverb is derived from the Kgisipractice where when a house hold
had no flour, the mother would put water in a potfoe and dash to the neighbor to
borrow a little flour. Occasionally, the husbandulbadd water into the pot so that they
could have a bigger share of the meal. The protrexb is a warning to the lazy men who
are known for eating more yet they do very litflthe same men are also known for

drinking, ending up becoming poor and beggingrairtlives.

The argument is further supported by another pioirethe same song that says ‘Poverty
talks loudly’. This proverb is used to mock thoseowdrink in society meaning that they
are good at empty talks with very little to showheTartist juxtaposes this with the

Christian biblical position as recorded in Proveitds says:

Kalewenaik tiptem ak somok Proverbs chapter twenty three

Inamen koitet tiptem Start from verse twenty

Asikas kit ne mwae Then you shall hear what it says
Motebi ak yeeikab maiywek Don't stay with those who take alcohol
Amun igu banan ne bogiti Because drunkards become poor
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Inyoru ko mi ach ingor You will find them naked ( Song 15)

Another device that the artist employs is repetiitiBepetition of words and sentences
create rhythm which gives aesthetic flavor to tbags. However, repetition of words,

phrases and whole stanzas have different effecth@m@udience. In some instances the
device is deliberately used to structure the poeto a conversation between the artist
and the audience. Repetition is also used for esipland it aids in memorization. In the
songlsun Inye, the first line is repeated albeit with very Btthlteration, principally

semantics. The stanza reads:

Ngonduni kinetege kila In this world we learn daily
Magigesu ngomnot You can’t exhaust knowledge.
Ngwonduni kinetege kipkoi In this world we learn continuously
Magitore ng’omnot You can’t exhaust knowledge.
(Song 1).

Although there is variation in the second linereh@earn daily” is replaced with “learn
continuously” meaning is retained. Kimetto demaaists his mastery of the Kipsigis
language through variation of words and phraselsowitchanging the intended meaning.
He goes on to use two shades of wokdisgitore and Magigesuwhich both means
inexhaustible. The sayingagigesu ngomnabr Magitore ngomnots a Kipsigis idiom
meaning that nobody can claim to have monopoly méwedge or claim to know
everything. This was an expression used to warn lmeesnof the community who
bragged to have known everything. The song spediitargets parents who think that

they know everything concerning their children otdybe shocked by what their children
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do. During the interview with the artist, he shaweith us his personal experience with
his children when they were in school. In fact h&lghat the song was a testimony of
one of his own son who almost dropped out of scdaelto peer pressure and challenges
associated with the youth. He said that he hadlkotd him and it took a lot of patience
and prayers. He uses the song to encourage otrertpao be patient with their children

when they display unacceptable behavior.

In the songWolowoli, (change), the repetition of the word change sen&sam
introduction to the message in the song. The repet@nd chanting of the wordolowoli
creates rhythm and adds to the flavor and enjoyménhe song. The onomatopoeic
sound creates cohesion and captures the imaginatidime listener. Repetition of the
word severally at the beginning also creates sisspsimce the listener is left to wonder
what change the song could be talking about. Maightens the curiosity of the listener

who would want to get to the conclusion of the song

The songBanda Chepkoigochrepeats the idionKibendi banda ChepkoigoatYou go
the tortoise pace) aniibendi banda KwombomutyfrYou go slowly by slowly) to
emphasize the importance of taking precaution whealing with matters of great
importance in the community. The phrase is useeéatgully throughout the song as a
refrain which transforms the song into a musicétrance. It also provides the rhythm

which aids performance.
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Kirate Setyo is another song that employs repetition extengivehe idiomKiratesetyo
(You marvel) is repeated in the second part ofstirey. This clinches the message of the
song whose background is built in the first patte Bxpression resonates throughout the

song and equally gives the song the rhythm required

Repetition is also used in the soKgkobeng(Dilema). The first part of the song is
mostly entirely a chant of the woklokobeng The main protagonist who is the soloist

chants severally before the rest of the perforjmensin. The song starts:

Woi koko beng oh kokobeng oh Woi it is dilema

Woi kokobeng oh nebo man Dilema in the true sense

Woi kokobeng oh tupchosiek It is dilemma my brothers

Woi kokobengengkiytugul It is hard for every body

Woi kokobeng oh kokobeng oh Woi dilemma dilema

Woi kokobeng oh nebo man Woi dilemma in true sense

Woi kokobengkokobeng kokobeng Woi dilemma, dilemma, dilema
Woi kokoben ji kimugulmet oh. Woi ot is dilemma for human race

(Song 7).
Another song that employs repetition Miten Ngetyet (There is resurrection) where
Miten Ngetyetbecomes the refrain in the second part of the .saifigr creating the
context of the message in the first part whereegcdbes death as cruel and a mystery
that nobody understands, it changes in mood arelwdren it talks of resurrection which

is emphasized through repetition of the phrislsien NgetyetThe rhythm and the speed
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drastically changes with repetition of the phrases used to erase the fears of death
introduced as cruel in the first section.
Uro Uro’s first twelve lines is just a repetition of therteldro. Uro as the artist, would
say, was a song sang to a she goat who had gixthnalbid refused its kid. The song was
highly repetitive because of the stubborn naturéhefgoats. The song begins:

SOL: Uroeeuro

ALL: Urouro

SOL: Uroee uro

ALL: Urouro

SOL: Uroee uro

ALL: Urouro

SOL: Uroee uro

ALL: Urouro

SOL: Uroeeuro

ALL: Urouro

SOL: Uroeeuro

ALL: Urouro (Song 10).

The artist employs repetition in this song to eeaispense. The listener is left waiting to
hear what the song is all about. The suspense teeglturiosity and at the same time
sets the rhythm of the song. In one of the perfoiges, the song starts when the audience
is sited and passive but by the time the songtgetise fourth line, the audience join in

either clapping or nodding their heads following tthythm of the song. Repetition
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therefore serves as an invitation to the audiencmih in the performance. When the
soloist gets to thirteenth line, he gives a backgdoof his song with an explanation of its

origin. He says:

Kitien chi bo keny The old sang

Uro uro Urouro

Kitein kosichi artenyin Singing to beseech his goat
Uro uro Urouro

Eiye kitieni chi bo keny Yes the old sang
Uro uro Urouro
Artet ne katai arwenyin A goat that refused its kid

Uro uro Uro uro (Song 10).

It is at this point that the suspense is broken some kind of relief is achieved. The
audience’s imagination is also focused on the gadtbegins to join in the singing more
vigorously. This repetition simplifies the role tife audience and since it is a simple
chant of a short word, anybody can sing easilyspeetive of age or one’s prior

knowledge or understanding of the language.

Kimetto’s songs are highly figurative through emylent of similes that are derived
from the Kipsigis oral tradition. The songs manageapply these figures within the
context of Christian religion which in itself creatharmony. He achieves this by making
comparisons through references to common featumes the community as well as

making comparisons using simple language in the itmenediate Kipsigis environment.
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A very common style that Kimetto’s songs applyhis tise of dialogue. This style allows
the artist to easily interact with the audienceisTihteraction is best achieved if the song
is structured in such a way that the audience vergispecific role in the cause of

performance. These roles include joining in theaiafwhich, as earlier discussed in this
chapter, is very simple and short sentences, wordsven onomatopoeic chants. The
artist is aware that the audience would be boretlimpatient if they are not given the

simple parts and roles to play. The artist theeefagsigns himself the ‘*hard’ parts which
require the artistic skill which the audience may Imave. Dialogue as a stylistic device is
used to make the audience appreciate specificre=ain the song as well as to evoke
different feelings and emotions. This feature waswmon with the Kipsigis folk songs

and dances where the audience were called upoarticipate in answering to questions
paused by the soloist which sometimes tests thataih of the audience. The parts given
to the audience is the same parts sang by thefése members of the singing troupe.
This, Kimetto says, is because at the point of amsitjon, the real audience is absent and
therefore he either imagines an audience or usestmbers of his troupe to play that

part.

In the songsun Inye, the refrain is a response to a number of issaised by the soloist

where he tends to seek approval of his suggesiitimetproblem at hand.

SOLOIST

If your son troubles you my father Ndoiimin weringung baba
What are you supposed to do? Komelen gwanysiayai nee?
Don't say that he would rather die Don’t say he would rather
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ALL

Bring him close bring him close
There is still hope.

Bring him close, bring him close
You parent bring him close
Bring him close as you pray

Bring him close, bring him close

die

ALL

Isuninye Isun Inye

Tago mitten Kamongunet
Isun inye, Isuninye
Sigindonon Isun inye
Isun inye ak isae

Isuninye, Isuniny¢€Song 1).

The section for all is repeated throughout the sasgan answer to the questions and
issues raised by the soloist. The lines are sitapigasp and at the same time persistently
urging the parents to take the lead in bringingrttigildren close to them. The idioisun
inye is derived from a Kipsigis adage that sagsn Kwanget kotokotwoon situn moil
yeleeninyii(Bend the bow when still wet so that it will notebk when you pull it).
Kipsigis were mainly pastoralists and they attachddt of value to the cattle and the
warriors went out raiding neighboring communities ¢attle. Bows and arrows were the
greatest assets of a graduate warrior who wasettaom how to make them. Joseph
Marindany an elder we interviewed says that yours rwere taken to the forest for a
period of six months for circumcision and trainiog how to defend their community
against their enemies. That is the reason theyi@hthe nameanurenik (Those who
shield from the front) after the process. The stsuyp inye borrows from this tradition

and appropriates it in a Christian context. Thisprapriation makes the song
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authentically communal and easily understood by #uelience from the Kipsigis

community.

Banda Chepkoigochis another song that employs dialogue. The lesuhgs part of the
idiom that is well known to the audience and paueesllow the audience complete it.
This clever way of creating dialogue does not onplve the audience for the sake of it,

but it also tests their oral competence:

SOL: Yougo... Kibendi...

ALL tortoise’ pace Banda Chepkoigoch
SOL: Yougo... Kibendi...

All:  aslow pace Banda kwombomutyo
SOL: ltis said... Kigile Kibendi ...

All:  The pace of life. Banda chepsobor(B).

The song applies one idiom but in three shades; gtothe tortoise’ pace, You go slow
pace and You go the pace of life. All the threeregpions are used interchangeably
among the Kipsigis and they bear the same meatftirgonly at the semantic level that
the difference is noted but there is no differeat¢éhe level of meaning. The audience’
ability to respond is a testimony of their fidelity both their culture and the Christian
religion. With the help of the audience, the arnssable to draw from the community’s
memory and transfer the same consciousness intGhhstian space thus creating some

harmony between the Kalenjin culture and Christeligion.
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Personification is another style evident in Kim&tteongs. In the sonBetuteb Meet
(the day of death), death is personified as an grthat comes and captures you without
warning. In the second stanza, the song givesntipeeission that death is a living animal

that has hands and grabs without warning.

In the whole world Eng ngwony komugul

There | no enemy like death Komomi bunyot ne sire meet
It come surprises you Iberberchinge kot kotalin
And captures you chap! Kolenjin chap!(Song 8).

Personifying death in the song serve to demystifgnd at the same time let people
understand that death is inevitable. The Kipsigimmunity and the Kalenjin at large
feared death. Daniel Maiywa said that the Kipsiggsed to drag the dead and throw the
corpse away at night for the hyenas to eat. He g8®tsnobody dared to visit a family
that had lost a member. They were isolated andnmesextreme cases banished from the
community. It was believed that death was contiguddy personifying death Kimetto
reads into the psych of the community and agred¢l thiem that death is indeed an
enemy that everyone should watch. However the $ateg assures the audience of life

after death through resurrection.

In the sondlorosta, the artist talks of something that has come toatbdd that eats all:
men, women and children alike. The ‘thing’ referred here is HIV and Aids. The

Kipsigis community also feared HIV the same way ythieared death. Kimetto
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personifies the disease to sound like it is sometlinat can be seen and fought like an
animal. He capitalizes on the bravery of the comiyuto allay fear that comes with
H.LV and AIDS. The artist gives the disease tlaing attribute to highlight the
seriousness of the scourge but with a human tadehseems to be rhetorically asking
them if they can face their human enemies with @geirand manage to defeat them, then

why fear an enemy that requires simple techniquetmuer.

In the songViaiywek, poverty is said to talk a lot.

The Kalenjin say Mwae bikab Kalenjin kole

Poverty talks a lot Kirwogin banan( Song 15).

Poverty is said to talk a lot is an idiom that veaéned in the drinking gatherings. The
kipsigis elders used to drink in special occasiang usually after work. But it was the
poor who drank early in the morning and then shtbubughout the villages. A well-

established person after drinking would never slooutlk loudly. The poor used to beg

by the door and served as messengers of the rich.

Allusion is another technique that the artist usdsis songs. Since the songs are gospel,
the allusion is to specific events and specifiaugoof people in the society. He raids the
community’s consciousness and keeps remindingudgace of what the elders said and
how they reacted to situationsun Inye (bring him close) alludes to a stubborn cow

who refused to be milked. The owner had to usenathner of tricks to persuade it settle
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calm. The tricks included giving it a brick of satilledngendawhich kept it busy as the
owner milked. Another trick was caressing it betwége hind legs just above the udder.
If it was an ox who refused to pull a plough thenew whistled a song and chanted
praises by its name. The names inclugei$, tembo, psunyengmong others. A similar
allusion is in the songro ee Urowhere a goat owner sings to it in for it to acaepkid.
The association reflects how the artist highly rdgathe Kipsigis culture and
demonstrates how the values of the community applthe Christian religion. The
otherwise conflict that is supposed to arise frova tlash between the Kipsigis culture

and Christian religion is diffused.

The allusion is also made in reference to spepifices and group of people in the song
Rat Torosta(Tie your nappy). The artist talks of alludes tgisgs from two other

dialects of the Kalenjin Community, the Nandi ahd Keiyo.

Onomatopoeia is the other strategy used by thst éaoticonvey his messag&/olowoliis

a phrase that denotes change. Its equivalentllitexraslation would be “he keeps on
changing”.Wolowoli thus best suits the description of the act of givamnall the time.
Kichigiliis another phrase that is onomatopoeic. The phressns to scrutinize, and in
this context looking keenly with the intention ofaking sure that nothing is left to
chance. It connotes sieving with one’s eyes keehBerving in case of any particles. It is
worth noting that the Kipsigis cultivated sorghundanillet the women would thresh and
grind it into flour. The flour would then be sievedfore using it for preparing porridge

andugali. This is evident in the following stanza of thegp
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Kichigili oh mama Scrutinize oh my mother

Kichigili Scrutinize

Kichigili oh baba Scrutinize my father
Kichigili Scrutinize

Kichigili korok wee Scrutinize first wee
Kichigili Scrutinize

Kichigili si kenai Scrutinize to know
Kichigili Scrutinize. (Song 9).

3.5 Extra Linguistic Strategies

Finnegan (1970) observes that besides employiggiktic strategies, artists also employ
nonverbal features in their performances and remdit These features aid in the
actualization of the songs and in the realizatibmeaning. The features include tonal

variation, use of gestures and audience involvement

Kimetto uses tonal variation to build his songsnira relatively enchanting tone t the
climax towards the end. This is characteristic &fican performances where the tone at
the beginning is low and slow building up to thenelx where it rises in pitch and speed.
There is always ecstasy towards the end and alwey/ssong ends abruptly. This a
characteristic that is evident in the sdagn Inye where the song begins as a chant for
the first ten stanzas before breaking into a fased beat marking the beginning of the
climax. It is at the climax that the title of theng is derived. The variation of tone from

communicates the attitude of the artist towardsisisee under discussion at different
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stages. Tone also highlights the mood in the sbng.instance at the beginning of the
songlsun Inye, the difficulty of taming a difficult child who iglisobedient and ends up
taking drugs is highlighted. The artist consoles parents and offers them ways in which
they can restore the relationship with their clatfdr The melancholic mood is realized

through low tone and slow pace.

Dramatization during performance is also used ttaane meaning. Watching recorded
version of the sonRat Torosta, the artist uses a he goat to illustrate how a ks tied
around its waist to control it from mating with fala goats. This makes the audience
understand the meaning tdrosta (nappy) at the same time creating humor in the
performance. During live performances where thel ig@at is absent, the artist
demonstrates how the goat behaves with the skipynapd around its waist. He does

this by putting his hands on his groin bending farvwith his legs tightly crossed.

Uro Uro also employs dramatization during performance. dtist again uses a goat, a
dog and a donkey to illustrate how animals respdnidethe commands from their
masters. Whenever he mentions an animal, the irobtiee animal is presented. This is

evident in the following lines of the song:

Kot kigase artet tiendo If a goat would listen to a song
Leiye kot kocham arwenyi Leiye to a point of accepting its kid
Ago tiondo, Kotam nee lagokyok wee  What is the problem with our

children
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Tos Magase? Can’t they listen?

Kot kongen sigiriet Kiptayandenyin If a donkey knows its master

Agot eito kongen chito nebae Even an ox knows it feeder

Ko kinam nee chito What is wrong with man

Si manam Kiptayandenyin? Not to know his master? (Song 10)

The animals mentioned are presented respondifgetorhasters meekly. He uses this to
challenge human beings to respond to their madber far this case God, whenever he
commands them. The drama helps in bringing outrtéaning of the message and makes

the performance real.

Use of gesture is another feature common in thgsohKimetto.Kichigili (scrutinize)

iSs a song advising the youth to know their H.l.\Atss before getting into lifetime
marriage commitment. When Kimetto was performingray Youth Week organized by
Kericho Youth Center between"land 18th May 2013 at Kericho Teachers’ College, he
performed the song illustrating how one neededttend Voluntary Counseling and
Testing Centers (VCT) in order to know their statds dramatic use of gestures in the
presentation of the song captivated many membetiseoudience including those who
did not speak Kipsigis language. He demonstrated dvee is scrutinized before making
lifetime commitment. By gesturing and pointing tods the VCT tents, he directed the

audience to the counselors for testing.
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Audience involvement is the other technique commmolkiimetto’s performances. In the
same function mentioned above, the artist signhledaudience, majority of who were
youths to join him in illustrating how to scrutiezThe members of the audience joined
in singing the refrairKichigili while gesturing in a manner like they were lookingp a
microscope. One of the performances was in Chenditademy School where the artist
was invited during annual prize celebrations. HEqueed the sondsun inye and the
parents involuntarily joined him in the performanicecause of the relevance of the
message he was passing out. The song, as eadaersded, is an advice to parents to be
patient with their children as they face the chajles that come with teen age growth and

development.

In conclusion, the chapter dealt with the perfommaaspect of Kimetto’s songs. First,
we discussed the tenets of performance and cob&mg) a component of oral literature.
We argue that Kimetto’s songs are actualized antghbmterpreted during performance.
Meaning cannot be derived from content alone bilterain the context of performance.
Secondly, we have illustrated how we planned fat earried out the fieldwork. This
involved prior visit to the artist’'s studio in Keho town where the details for the

fieldwork were discussed.

Style is a means through which Kimetto appropridgssigis idiom in his songs. As
illustrated above, Kimetto has used a number obndi from the Kipsigis cultural
tradition in the context of gospel music. In ordermake the idioms relevant to his

subject, Kimetto uses both linguistic and extrguiistic strategies that harmonize the two

69



cultures. Having interrogated the artist and olesdthim perform in his natural context
and analyzed the styles he uses in his songs, a# sbw discuss the themes that

Kimetto’s songs address.
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CHAPTER FOUR

THEMES IN APPROPRIATION

4.1 Introduction
In this chapter, we shall examine the themes tddki&imetto’s songs and how he uses

various idioms to bring out meaning.

Wolowoli tackles the theme of generational change and hbasiinfluenced the way of

life of the people. The old people have changedifsogntly both in the mode of dressing
and behavior. The artist observes the old do repeet their age. The artist indirectly
calls for the old people to accept their statusrastdcomplete with the young. He goes on
to illustrate how the young generation use languageis not understood by the older
generation. He says that they refer their pareptobrupted English version of the terms
mother and father. Change in grooming styles is highlighted. The protagonist in the
song wonders how the young and the old change Haistyles regularly in order to

remain in fashion.

This is also highlighted in the soi@ Yosin (Old is Bad) where people tend to fear old
age. The song prepares the audience for changeterpsith old age. Personal image
and appearance is the main focus where the youtihfiilsmooth looking face is quickly
replaced by wrinkled and tough skin in old age. lde&r, the idiom used by both men
and women appreciates the beauty that comes wdtaged. The Kipsigis elders say that

old age is a bull while women say that old age sga of how tough one is. The artist
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transcends the Kalenjin nation by alluding to trekd® who also refer to old age as
“unspearable” meaning that it cannot be killed opged. It is worth noting that the
Pokot is a pastoralist community and were engagegeriodic raids to their neighbors
for cattle. This practice required young warriaysatm themselves and one of the crucial
weapons was a spear. They therefore coined theiffimm their experience in using the
spear during these raids to protect their commuaninst their enemies. He goes on to
warn his audience that old age has no respectytmody no matter how pretty one looks.
He says:

Inyoru chi You will find one

Ne kitinye iton Who once had an image

Ne kigararan komingin How handsome he was when young

Kogibonjirir Today he is full of wrinkles (Song 4).

Kirate Setyo highlights the shock that comes with change etideith the young
generation as exhibited in the way they dress ahdrae song is derived from a Kipsigis
narrative of a troupe of hyenas that roamed vidgeking for human corpses left by the
cow shed. During one of these escapades, they aaross a body on a heap of manure
in the cattle shed. The custom of the hyenas wels that their leader was expected to
scratch the corpse first to be sure that the masm demd. When it scratched, the man
jumped and hit the hyena dead. The rest of theds/@rere shocked that they could not
even run. Mr. Maiywa, respondent 2 narrates theystodetail. The artist appropriates
this idiom in the song to express the kind of shthek old generation experiences when

they see what the young generation does.
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He says;

Kirate setyo eng atebosiekwak You marvel at their character

Kikwonge weei You get shocked

Kirate setyo, Kirate nebo You marvel, indeed you do

Kitongonyi, kirote setyo. You are left marveling

Ninyoru tetenyon Birir kut ku ririan You meet our daughter red mouthed
like a tick

Ikwonge weei You get shocked

Kitongonyi You marvel

Kibagach bitenyuan si kosub nebo age She left her culture and followed
another’s’
Kitongonyi, Kirate setyo. You are shocked, you marvel

(Song 5)

While the song castigates western culture as ineitvlp with the Kipsigis culture, the
artist quickly agrees that Christianity plays aeroh shaping the character of the
individual. This is a statement that Kipsigis co#tio a large extent agrees with Christian
culture. This in essence creates harmony as oppogedsion between the two cultures.
Banda Chepkoigochis another song that addresses generational charge song
cautions the young generation to go slow on issilikes.tortoise is described as a slow
but sure animal that focuses on its destinatiom. §dng is derived from Kipsigis sayings,

Kibendi banda chepkoigocfiYou go the tortoise pace) arfibendi banda machei

73



kee(You go with silent feet). These sayings, the seags, were taught to them by the

elders and the same hasto be passed on to the geuegation.

Chepkoigoch kinetech boisekyok Tortoise, taught by our elders
Banda chepkoigoch Tortoise pace

Kole kibendi machei keel That we go in silent footsteps
Banda kwombo mutyo Slow pace

Kibendi We go

Banda chepkoigoch Tortoise pace

Chepkoigoch onetwech barnotikyok Tortoise, teach our youth
Banda chepkoigoch Tortoise pace

obagach atebetab ra To disregard today’s ways
Banda chepsoboni Pace of life (Song 3)

The artist appropriates these sayings in the Gdmissong and goes further to
acknowledge the source of the idiom by referringh elders as having taught them. He
then suggests that the same should be passedtbe youth. Kimetto advocates for the
passing on of cultural values that define his comityufrom the old to the young

generation through gospel songs.

Another theme tackled in Kimetto’'s songs is comfliesolution. The widening
generational gap has strained relationship betwlerparents and their children. The
songlsun inye is a plea to the parents to be patient with tbleildren when they seem to

be going astray. By appropriating the Kipsigis mdvNdo iimin murek, ko mebeel
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choget(When rats trouble, you need not to burn your gngndne illustrates that that
there are a number of ways of solving problems.thm interview with the artist, he
admits that he composed the song out of his perexmerience with his son who had
dropped out from school and got involved in drud anbstance abuse. He says that after
trying many ways including corporal punishment @ébabilitate him, he resolved to talk
to him. He says the son listened to his advice@mcently works with USAID. To him

this is a great achievement that he wished evagnpavould emulate.

Ingete Kimereng Mindo (A dik dik arouses an antelope) suggests how adrdbuld be
avoided. The song blames gossip and rumor mongasnthe major cause of conflict
between individuals and communities. The song Hagtsone is always held responsible
and accountable for what he says. The song alltmles kipsigis idiom that a small
animal can arouse a big animal and eventually casiskeath. Kimetto uses this idiom to
warn that a conflict can arise from careless utteza. He says that carelessly uttered
words can easily lead friends to fight. The comdliare not only confined to friends but
also families where couples are advised againssitieng old grudges since they become

a source of constant misunderstanding that leadsrtfbict.

Conflict among the Kipsigis was a common occurrentieere was a clear conflict
resolution mechanism that involved a council ofeetd False or unsubstantiated
accusations carried heavy penalties. Kiplangat Géelattested to this in an interview

with him. He says:

75



Chebose: Conflict resolution was a jurisdictiontloé elders. The Kipsigis did not
have an overal King or ruler. Justice was admirestat the village level.
The village was headed lBoyobgokwho acted as both the administrator
and chairman of the council of elders. Cases wenelucted on a subway
and each case was determined based on its sergsusfecase that
involved rumor and gossip attracted stiffer pendltgn that of causing
physical injury. This is because our people belietleat psychological

injury was more serious than physical injury. (Reggent 6).

The penalty for causing bodily harm was at thetleasow. It therefore means that the
penalty for gossip and rumor mongering requiredateused to pay more which in this
case is more than one cow. When asked why, Chedmsethat the Kipsigis believed
that rumors and gossip was a recipe for confliotd tould result in conflict, not only
between two individuals but also between commuiti@he conflicts, he says, would
lead to war that would claim many lives. This ithages how serious this offence was and
the reason for stiff penalty. Kimetto uses thiskggiound to build his theme on conflict
prevention and resolution. He warns the membersi®fcommunity against fanning

conflict through rumor mongering and gossip. Hessay

Ingete Kimereng mindo A dik dik arouses an antelope
Ingete Kipsegeseget boinet A warthog wakes up a rhino
Sigai kemwa kounon This was said because
Ingetege ngalek A word will ignite words

Ngot imwa ngalek che yaachen wdfeyou say a bad word

76



Kongete che yaachen It ignites bad words (Song 6).

Personal integrity is also addressed in the sormgsi@ is cited as a practice that
compromises on one’s integrity. He uses a Kipsjism that one can accidentally bite
more than what he can chew but you cannot allowoaed\wo accidentally escape from
your mouth Kigile kichumunen kererut, ama kichumunen ngolydvhen one gossips,

he/she compromises on his/her integrity. He pdsaliéth the bible where the tongue is

said to be a small organ but can ignite a big {rames 3:5,6 ).

Parenting as a challenge is also addressed instimg. Bringing up children in the
Kipsigis tradition was a communal responsibility faoth men and women. Men were
tasked with bringing up the boys while the girlsrevender the pupilage of the women.
The boys were trained to become responsible mesodrety where their training took
between three to six months in the forest. Thenitngi was more on practical tasks like
hunting and defending the community from exterrgdrassion. The girls on the other
hand were trained to become responsible wives aoithars. The song builds on this
background to ask the parents to talk to theirdeeil and bring them up in a manner that
they would become responsible members of societyetdphasizes the power of words
and the impact that can have on an individual. Bpigroach is also a biblical principal

that the artist highlights in the song when he eelsithe children to obey their parents.
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Drugs and substance abuse is a subject addresskd songs in the sondsun inye
(Bring him close) andvaiywek (Alcohol). The artist cites bhang taking as a ceus
indiscipline among the youth. The song foregroutidspain and stress that parents go
through when they find out that their children takegs. He advices them to be patient

and pray for them.

He says:
Ndo iimin weringung baba If your son troubles you father
Ndo wendi kot koe bangik If he gets to a point of taking bhang
Amun yaachen betusiechu Because these days are bad
Isun inye, Isun inye Bring him close as you pray (Song 1)

While the parent is urged to be patient, the childlso advised to obey the parent by
listening to instructions given by their parentheTburden is not only placed on the
shoulders of the parent the child is reminded tmashe has the responsibility over
his/her own lives. They are further advised thaythave the freedom to choose what is

best for their lives.

Magisose ngalek che mwae biik Don’t ignore what people say

Kas katigonet listen to instructions.

Amat isas ngalek che mwae biik You don’t ignore what people say

Kas katigonet Listen to instructions

Ago eng tilet itilinyegen But you decide alone

Matin kotilun Don’t allow them decide for you.
(Song 1)
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Alcoholism is the other theme addressed by thstartihis songs. During the interview,
Kimetto narrated how young men from the community addicted to alcohol to the
extent that they are no longer economically pragectThe brew taken in drinking dens
is brought from the neighboring Gusii community. $8g/s that the Gusii brewed highly
concentrated brew commonly knowngisara which he says was specifically meant for
export to the Kipsigis community. The objective, $8ys, was to cripple the economic
muscle of their neighbors which would make themetepon them. This is what the

artist says motivated him to compose the song isridpic.

Beer taking among the Kipsigis was permitted butcondition that it was taken after
work. Drinking beer was also a preserve for thogentvers who were successful in life.
In the songviaiywek warns the members of the community against takioghal. He is
particularly concerned with the poor members whespite their already poor state, they
make it worse by drinking irresponsibly. The sargues that poverty and alcohol are
not compatible. The Kipsigis considered alcoholesrthe root cause of poverty and the

artist parallels it with the Christian teachinghe bible:

Kalewenaik kurgat tiptem ak somok Proverbs chapter twenty three

Taunen kurgatab tiptem sigas komie Start from verse twenty

Amat otebi ak eikab divaik Don't stay with those who take wine
Amun igu bononin kibogitinik Because drunkards become poor
(Song 11)
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The use of poverty and alcohol simultaneously delberate effort by the artist to warn

his community that alcoholism automatically leaglpdverty.

The correlation between poverty and alcoholismise &ighlighted in the son@hitab
Kalenjin (Kalenjin Man). It is a call for the Kalenjin man take up his rightful position
as a provider of their families and community agéa He patrticularly calls on them to

arise from their sleep and talk:

Ongeguskong bikap Kalenjin Let us wake up Kalenjin people
Maton keru Let us not sleep

Ton keteb ngwony bikab Kalenjin Let us sit down Kalenjin people
Kota Kengalal We need to talk

Asi kimuuch kenyorun tugul So that we can all
Kabeletabgei Compete

Si kibelge ak bororiosiek Compete with communities
Chemi emet In the world. ( Song 18)

Kimetto challenges members of his community to wageo the reality that they are in
competition for resources with other communitiedath the micro and macro national
levels. His concern he says was the rate at wteh“dther” were taking control of

resources of the Kipsigis community. He says tletMas disturbed that it seemed like
nobody was concerned at the rate at which the yooegbers of the community were

becoming irresponsible:
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Kimetto: | came to Kericho in 1970 seeking empleyrmafter | dropped out of
school in class four. My mother could not raise sofiool fees although it
was just six shillings per term. | was only 15 yeald and the first place |
landed was the famouMlusibar (Municipal bar). | foolishly bought
alcohol to everyone in the club only to find mysa#inniless at midnight.
It was much later that | realized that tMlesibars were run by our
neighbors whose aim was to paralyze our young nmah therefore
conquer us economically. That is the day | decideder to drink again.

(Respondent 1)

It is evident that Kimetto uses his own persongdegiences to educate and sensitize his

community about the strategies that their compstitcse to make them economically

dependent.

The songKichigili andRat Torosta address H.l.V and AIDS. When the scourge struck,
the community never wanted to talk about it andséhaffected were isolated and
stigmatized. This was worse in religious circlesevéghthose infected were treated as
sinners. Kimetto uses his position as an artistala about the subject artistically.
Kichigili appreciates the power of love between people @f dpposite sexes.
Incidentally, love was also a taboo subject amdregKipsigis. The community was at
first skeptical talking about the subject love. Tda#ist builds up a love narrative that
wins approval and acceptance from the memberseofetberved community. He starts by

talking of love and how it is difficult to controhatters of the heart. He mind attributes
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the love between a man and woman to God. Howeveape that there are two types of
love: one that is beneficial and another that isgw disaster:

Eee angalalen chamnyetab kwondo Yes | am about love

Ak murenik Between a woman and man
Chamnyet Atari nengomagirib Dangerous love, that brings disaster
Kagonu asenet Disaster

Chamnyet nebo iman kagonu faida True love brings profit

Tinye keljin wee It comes with good luck

Chamnyet age kobo asara The other love is total lose

Konu asenet wee... It brings disaster. (Song 9).

Love as mentioned earlier was taboo subject amibad<alenjin and Kimetto seems to
parallel it with the occurrences in the Bible wh&amson and Delila are in a dangerous

relationship that ends disastrously.

Another story in the Bible is an account of the gdlecof Shechem who were given
conditions to circumcise their young men if theyrevéo be allowed to marry Jacob’s
daughters (K.J.V Bible, Genesis 34). The song gethe climax when it cautions the
young people on how to choose a partner for maeriktp advices the young people to
go for premarital testing and canceling. The t&ichigili (scrutiny) is used repeatedly to
emphasize on the need to get tested before onengetsed to contain the spread of

H.L.V and AIDS. The song was composed in 1998 tiha when the subject was rarely
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discussed in the community. Stigmatization andraignation of infected persons made

it a challenge for anyone to talk openly aboutgtibject.

The other song talking about H.I.V and AIDSHat Torosta (Tie your nappy)Torosta

is a piece of skin that was tied around the wdlist be goat in order to prevent it from
mounting female goats. This practice was condupiectly for two reasons; first to
control breeding when the owner did not want spetifeed, and secondly if he did not
want his breed to be shared out. The artist usasn@ger of symbols in relation to the

subject.

Land is a precious resource among the Kipsigis conityn The artist uses land as a
symbol to represent a spouse and advices the madebers to “zero graze since land

today has become scarce”. Zero grazing is usecetmrbeing faithful to one partner. The

song says:
Ole kitagomie emet When the world was still good
Ago kitagoo emet And the world was still big

Kiagete tuga kunenden  The cows grazed freely
Ra kokiminginit emet Today the world has shrunk
Kigobai biik siro giresing People are practicing zero grazing.

(Song 12)
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Since the Kipsigis were predominantly pastoralisé¢tle and land are common resources
that defined their success. Wealth was determiryetthd size of land one owned and the
number of cows he had. The use of these symbael$astive and resonates well with the
members of the community. Land in this context sedito refer to the number of
partners an individual should have. Before the athad H.l.LV and AIDS scourge,
polygamy was a common practice hence the ‘grazgpgte was expansive. Zero grazing
refers to being faithful to one partner. The soakes the hip hope style and the artist
performs with his sons. When we asked him why heseha totally different style in the

songs, he said that he targeted the youth bechegeviere more vulnerable.

Vincent Bett, a friend to the artist says that Kitnenelped the community to open the
discussion of HIV and AIDS through music:
Bett: As you may be aware, our people are coasige/in nature
and would hardly discuss H.1.V issues openly. larny2002, |
conducted a survey on the perception of H.l.\6agthe Kipsigis
in three Districts namely Kericho, Bureti and Bom#fhat |
gathered was amazing that many of our people hiag anembers
who did not access medical attention due to featigiatization

and discrimination. (Respondent 7).

Kichigili is an expression used to mean thorough investigé&eving nothing to chance.
The practice was common when girls were underwénginity test. The girls would

undergo thorough examination that included sitbnga stool splashed with milk. When
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this idiom is appropriated in the Christian contagtwell as contemporary issues builds

harmony and concordance between the two divides.

Modernity is the other theme highlighted in Kiméftsongs. The mention of grooming,
dressing and language in the soWplowoli (change) depicts change brought by
modernity associated with western European cultline. song admonishes both young
and old members of the community who have deviatad the culture and norms of the
community by dressing, grooming and talking diseesfully. The song goes:

Inyoru chebyoso ne nyoljin tegisto You find a woman worth respecting
Kekwong’e che yoe Doing unacceptable things

Inyoru Boisiek che yosen agichek You also find old men

Kogase kasari

Mengechen bik tugul betusiechu kimi
Magomi chi ne yos

Kisole sumek kotuegitun

Si motook kalwalek

Are not left behind these days
Everybody is young nowadays
Nobody is young

The hair is dyed black

To hide grey hair. (Song 2)

The artist decries the moral decadence that hasaged his community as a result of
modernity. He says that everyone is strugglingetaain young and would do everything
to remain and maintain youthful look. Money is alsghlighted in the succeeding stanza
where people are known to love money more thanr tivas. This is seen in the

migration of both men and women in pursuit of pl#asand money in urban areas.

Money and urban migration are symbols of modernityich have led to moral
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decadence in society. Abortion is cited as a comprantice that young women procure
with the aid of doctors who do not value life bostead value money. Modernity has
come with new challenges facing the community toddych both the Kipsigis culture

and Christian doctrine abhor in equal measure.

Modernity has also seen change in mode of dressinthe Kipsigis culture, male and
female dress codes were distinct. Maiywa reiter#ttatl men woresambutwhile women
put onchepkauiyetThis distinction went further to the initiatiommps where men put
on a special gown calledoliget and the women initiates woMenegubet Dress code
was strictly followed and at no time would thiseube violated. The song/olowoli

castigates women who wear clothes that are corgusin

Kogoit ingoriet ne kile miniskirt A clothe called miniskirt is out

Ne mweunen konyek The eyes ran away

Kogoit ingoriet madiaba Kinyasa Another one callethadiaba Kinyasa
Ne kogolaach kwonyik That women wear

lle ko kinyasa You think it is a short

Achicha inyee wolowoli No, no they change change. (Song 2)

Trousers and shorts are traditionally won by merendiresses and skirts define women.

The artist blames the change in times occasionedddern lifestyle.
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Language is another issue that modernity has affecthe song talks of the young
generation referring to their parents by names that parents themselves do not
understandFatheyandmotheyare corrupted versions of father and mother rdsdy.
Kimetto sees this as an indication of corruptedatsoand lack of respect to the elders by
the youth. He advises them to show respect to dldars and seek to beautify the heart

rather than the body.

Kirate Setyo is another song that talks about modernity. Mosehe reason that would
make one betray a brother. The song also criticyoesg ladies who wear excessive
make ups in order to attract undue attention. Ttisteemploys sarcasm when he says
that her mouth is red like that of a tick. This geay makes the listener distaste this
practice since it makes her be seen as a tickceSirtick is a parasite, the artist seems to
suggest that those who wear excessive makeup ate fieece their hosts of their blood.
The image of a tick used in this context alludegptostitution which is a product of

modernity.

Kokobeng addresses economic woes in society today. Educadidnghlighted as a
challenge to many parents who struggle to raisse fee their children. Wars, global
conflicts and famine are also mentioned as chadlerfgcing society today. All these

issues are products of modernity associated witeme civilization.
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Corruption is a major topic that is tackled in Kiteés songs. The song3soya(bribe)
andKimnyet (ugali) are a direct onslaught on corruption iffiedlent sectors in society.
The chiefs, police officers and judges are cagtijass leading in demanding for bribes:
Inyoru Kiruogindet komoche osoy&ou find a chief demanding for a bribe
Soyal! Bribe!
Koninyoru Pilisiot Kotebe OsoyaPolice officer also asks for a bribe
Soyal! Bribe!
Agot jaj eng kotini Komache osoydven a judge in court asks for a bribe
Soyal! Bribe!
Mwalimuyat agine komache osoy&ven the teacher too wants a bribe
Soya! Bribe!
llen isom boisiet kotebe osoya  You ask for a job they ask for a bribe
Soya! Bribe!
llen iyai kiy tugul komache osoya Everything you do demands for a bribe
Soyal! Bribe! (Song 20)
The public officers mentioned paint a picture ofteanporary African governments
where corruption is the order of the day. Kimeliiasirates how the vice has affected
every sector in the public service and how impdssttis to do anything without paying

a bribe.

Mortality is the other subject highlighted in Kin@s Songs. The Kalenjin and Kipsigis
in particular feared death. Death was viewed asdmaein such that whenever it fell on a

family, they were isolated for months before arbetate cleansing ritual was conducted.
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In the songBetutab meet (The day of death), death is demystified but ndiotee
bringing the audience’ consciousness to is inellitabThe reality of death is captured at
the beginning of the song where it is said thaurprises and capture like a trap. It is
further personified as an enemy that cannot be eoedpwith any other world over. The
artist seems to remind the members that death wiasnty an occurrence unique to the
community but rather a universal phenomenon thdiest explained in the Christian
religion. Like most African religions Christianityolds that there is life after death. The
Kipsigis hold that there is life after death thrbugeincarnation. Children born were
believed to be those members of the community vdtbjbist died. They were thus given
the names of those members who had just died. iis¢ @apitalizes on this background
to advance the Christian resurrection concept. Higdde after death is kindled while
the fear associated with it is diminished. The mef@lic mood at the beginning of the

song is replaced by ecstatic tone at the end wésirnection is celebrated.

Tilil Kipsengwet is a song that explains the concept of heavenultimate destination

for every Christian. After discussing death andrgivhope that there is resurrection the
artist seems to be obligated to answer the questafter resurrection, then what?’ As
mentioned earlier, Kimetto speaks to his communiith some sense of urgency
sounding like the choice of being a Christian isnowunal. He appeals to the Kalenjin

nation to purpose to get to heaven.

Lagokab Kalenjin oiye Kalenjin children
Ongitililge Oiye Let us cleanse ourselves Oiye.
Tili Kipsengwet oiye Heaven is holy oiye
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Mache sigunet oiye It needs repentance oiye.

Oiye agure Kalenijin oiye | call upon the Kalenijin Oiye

Kogas it Kiptayat oiye To listen to the Lord oiye

Kimwachini lagokab Kalenjin We tell the Kalenjin children

Kele mi emet ne kararan That there is a good place.
Kimwachini bororiosiek tugul We tell all the natis

Kele mi emet ne kararan That there is a good place. (Song 14)

The promise of a perfect place called heaven dgivesaudience hope beyond death and
helps them overcome the fear of death. The sondhasmes on how holy heaven is and
the protagonist sounds like he has been there lisope He positions himself at that
elevated position as the spokesman of the commapégking with authority as a type of

prophet.

4.2 Summary

In conclusion, this chapter has dealt with différémematic concerns captured in the
songs of Joel Arap Kimetto. We have illustrated hbe uses different idiomatic

expressions sourced from the Kipsigis culture aadition to highlight issues affecting

his community utilizing the gospel music license apace.

Kimetto has captured a range of themes affectihgealerations in his community. We
have highlighted nine thematic concerns of thesadaptured in his songs. We realized
that some songs captured more than one theme théddtlustrated the creativity of the

artist in that he is able to weave a number of g&mithin the same frame. Generational
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change and its challenges have been highlightethensongswolowoli, Ya Yosin,
KirateSetyo and Banda ChepkoigochConflict prevention and resolution is the other
theme ably captured in the sonigsin Inye and Ingete Kimereng Mindo. Conflict
avoidance is strongly advocated and resolution ar@sms borrowed from Kipsigis
traditional judicial system are suggested. Pargnsra subject that the artist foregrounds
while admitting that the songun Inye was composed as a result of his experience with
one of his sons. He suggests that parents ouddd patient with their children especially
as they navigate teenage. H.LV and Aids and Drags substance abuse are
contemporary issues that the artist deals withoar fsongs namelyKichigili, Rat
Torosta, Isuninye andMaiywek. Corruption, economic woes, modernity and mdstali

are also tackled using idioms from the Kipsigis antiure.

Having discussed how the analyzed songs appropfigusigis idioms and the major

themes tackled by Kimetto, we shall evaluate tlselte of this appropriation in the next

chapter.
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CHAPTER FIVE
HARMONY BETWEEN CULTURE AND CHRISTIANITY REALIZED

THROUGH APPROPRIATION OF KIPSIGIS IDIOM

5.1 Introduction

This chapter explores the inherent harmonies am&ldes between Kipsigis tradition and
Christian religion as presented in Joel Arap KiisttGospel songs. The chapter shall
examine how Kimetto’s songs strive to bridge the ¢faat Christian religion created
when it came in contact with the African religiondaculture. By appropriating the
Kipsigis idiom in Christian music, Kimetto illustes that the clash between the Christian
religion and African culture was not supposed tah®re in the first place. The idioms
used are indicative of the universality of humahdbeand quest for supernatural deity.
On the other hand, the clash between the two @adthas resulted in tensions brought
about by modernity and civilization which are elenseof Christianity. We shall attempt
to illustrate how these harmonies and tensionsdasdt with by the artist through his

songs.

In an article published in the journal Sounds o&@je titledSwedish Mission and Music
Education in South AfricaStig-magnus Thorsen observes that the Swediséionaries

in South Africa “combined the Christian mission hwihe cultural mission,” (186). It is
evident that the missionaries all over Africa wai@ only concerned with Christian
evangelization but were also determined to sulthertAfrican culture. Thorsen submits

that the missionaries “chose to associate withEiln@peans and became specifically co-
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operative with the representatives of the Britisbv&nment in Natal,” (185). The co-
operation was for the purpose of attacking the oafni culture and replacing it with the
‘civilized’ western culture. Frans Fristedt illustes the missionary approach to the black
people inTwenty Five Years in South Africa, Memories andeBiepceswhen he says
that they (missionaries) deliberately created &divbetween the Christian converts with
those who chose to remain with their African cudt@and religion. These were called

“heathens” which is rather a derogatory identity. ta

In Almost Like HomeSendtron presents converts who are meek and edisien with
their “heads bent in confession and prayer or faased in hymns of thanks giving and
praise” (7), in total contrast to the heathen whe 4&.. horrifying to listen to the
dreadful, monotonous shouting..., and to see the g#ddtures of waving their arms
about and swaying their upper bodi€s(106). This (mis)representation of the African
cultural practice as monotonous while that of theigian as civilized is what the artist

attempts to correct through his songs.

5.2Kipsigis Culture in Gospel Music

5.2.1 Harmony in the Idiom

Kimmeto’s songs are in two parts; the first para iseflection of the Kipsigis culture and
tradition where idioms are sourced, and the sepamtintroduces the Christian concepts
and principles. This creative approach by the tagigsnonstrates that the Kipsigis culture

and tradition share a lot in common contrary to wwhas initially propagated by the
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missionaries. We shall analyze the following soingdear demonstration of how the two

supposedly opposing cultures are in harmony.

The songlsun Inye begins with a Kipsigis proverb that is introducaad applied in
different contexts for the first ten stanzas.Thevprb memuchi iter taritik ko masir
metingung, ago imuchiiter komatech keswet eng (¥l cannot stop birds from flying
over your head, but you can prevent them from Ingld nest on your head) is used to
generate other generic versions of the proverb with same meaning. The generic
proverb derived idNdo iimin murek, ko mebel chog€f rats trouble you, you don’t have
to burn your granary).The two idioms are used tassdthe members of the community
on how to deal with issues that are stressful. flessage is that is that there are many
ways of solving problems and one should not degpathe point of committing more
blunders in life. The idiom suggests alternativieat tone could consider in resolving
personal challenges. In essence, there can newarlypene solution to problems that are

in society.

The song seamlessly transits from Kipsigis culteraitext to the Christian principles of
dealing with difficult situations. The critical ®lof a pastor is introduced as one of the
alternatives of dealing with disobedience amongyibgth. The song suggests that if a
child becomes disobedient, friends, clansmen, gldad the pastor can be asked to talk
to him. The pastor is brought in as one of theradtives but seemingly as the last resort
in the protocol. The placement of the pastor in mhielst of the Kipsigis traditional

method of canceling the youth is a clear suggegtan Kipsigis culture is in harmony
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with Christianity. The song also suggests thayg@ras a very effective mechanism to
address problems in life. Prayer is both a Chnsaad African Traditional religious
phenomenon which is believed to be the solutiorbleras. The other suggestion is for

the parent to take his children to church reguiarly

Isun inye, isun isun inye Bring them close, bring them close

Sigindondon isun inye You parent bring them close

Imutun kobwa Kanisa Bring them to Church

Isun inye, isun inye Bring them close, bring them close.
(Song 1)

The song has fused the Kipsigis conflict resolutmachanism when dealing with the
children with the Christian principles of prayerdamchurch attendance. The song
therefore suggests a two thronged approach tortitdgm where the Kipsigis traditional

approach agrees with the Christian approach.

The songBanda Chepkoigochis a call for sobriety and slow and careful apploto
issues. The kipsigis are known for their carefull gtow response to issues. There is a
common saying that say®rwoch mui(let the skin think) which is an equivalent to the
English expression “to sleep over it”. This expressis used to warn people against
rushing in making decisions which they may latgree¢ The song acknowledges the fact
that the elders taught that people should walk Isiow fact a generic version of the

proverb,Kibendi machei kelis used towards the end of the song.
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The journey is appropriated into the Christiangieln and is likened to the spiritual
journey to heaven. The artist advices his audi¢hatthey should go slow on issues of

Christian faith just as their master Jesus did. Sdrey says:

Chepkoigoch Kisubi yetindenyon The tortoise following our Lord
Banda chepkoigoch Tortoise pace

Kisubi Kot keit gaa Following him ‘till we get home
Kot keger togenyin Till we see his face

Banda Chepkoigoch The tortoise pace (Song 3)

Kimetto reminds his audience who are members oftimsmunity that following Jesus is
a slow and sure process that they are accustomadddong practiced by their fore
fathers. The fusion of the Kipsigis worldview intiee Christian religion makes it more
acceptable to the community since they can easlifye to it.

In the interview with the artist, he said that hasveompelled to compose the song owing
to the emergence of charismatic movements thadrtie mainstream churches of their
members. He says that until the early nineties piiedominant churches in the Kipsigis
region were The Roman Catholic Church, African Gbsphurch and African Inland
Church. However, the mid nineties saw the entryPefhtecostal churches that attracted
the youth and the educated members. Since thesay® many other movements have

penetrated the region and thus the need for hiraise the alarm.
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Ya Yosin (old age is bad) is phrase that is used to highligé mortal nature of human
being. The song’s title suggests that old age ds thee Kalenjin culture generally agreed
that old age is both good and bad. The song sartipdeshilosophies of different gender
as well as other Kalenjin ethnic groups on thigexttand says:
Mwoe boisiek kole kiruk yosin The elders say oldage is a bull
Mwae Chepyosok kole Korom yosin The women say oldage is tough

Komwa Bikab Pokot kole yosin magitor The pokot say that oldage cannot be

speared
Aikwek korom yosin Indeed old age is bad
Ne kiam Kipkeny That atKipkeny(Song 4)

The song then introduces the biblical account df aje as discussed by King David.
David is presented as someone who dreaded oldrales aaid to have pleaded with God

not to desert him in his old age. The song says:

Kinai Daudi kole korom yosin David knew that old age is tough

Kosa Jehovah kole mat iwirtan  He prayed God that don’t throw me

Yetun Kayositu When | grow old
kokabek kimnatet And my strength is no more
Tun Kayositu When | grow old
Ak asich kalwalek Full of grey hair

Komebagaktan we Kamuktaindet Do not leave me my Lord

Inaman eunyun Hold my hand

97



Kota it taingung Till I get to your presence. (Song 4)

The fear of old age and its ultimate end whichasatt is an issue both in the Kipsigis
community just as it is in Christian religion. Kitte builds on the Kipsigis knowledge
and the philosophy on old age as an entry poir€hastian religion by quoting one of
the biblical heroes whom he unmasks as having dedeath. Juxtaposing the two in my

view creates harmony between Kipsigis culture ahds@ianity.

In Ingete Kimereng mindo, gossip and rumor mongering is condemned as thee azfus
conflict. As discussed in the previous chapter,Khgsigis viewed rumor mongering as a
recipe for serious conflicts and carried heavy fign@ihe song builds on this background

to introduce what Christianity says on the samgesiib

Soman eng Kalewenaik we Read from Proverbs
Taman ak sisit Chapter eighteen
Kaitetet tiptem ak agenge Verse twenty one

Si kobiit iguye For you to understand.
Tinye kipnatet ngelyepta The tongue has power
Ne imuchi kosoob To heal

Ago tinye kimnatet kora wee And it has power also
Ne imuchi kobar To kill. (Song 6)
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The Biblical view on rumor mongering and gossigiisilar to the Kipsigis view. While

the Kipsigis considers careless talk as a recipedaflict that could lead to death, the
Bible takes the tongue to be a small organ thdoigle edged; with the ability to heal or
kill. The two accounts are in concordance whicmdsi harmony between Kipsigis

culture and Christian religion.

The narrative in the sorigichigili resonates with the Kipsigis audience. This is bsea

a Biblical account of two communities that intendedntermarry had cultural difference
that impeded them. The bride’s community practicecdumcision while the groom’s did

not. When the groom’s community came for the btltey were told that they could not
take her until the groom was circumcised. For theelof the bride, not only was the
groom circumcised, but the entire community’s megrev This was a strategy by the
bride’s community to paralyze their neighbor’s defe which they later attacked and
massacred. The artist uses this narrative bechag€@sigis do circumcise their men and
they border the Luo to the west who apparently md circumcise. This account is
exciting and makes the Kipsigis to relate well withristianity and does not view it as

foreign.

It is worth restating at this point that the Kigsiglike most Kalenjin communities are
pastoral. They keep animals for both milk and mettre importantly, the animals are a
measure of wealth. Animals are used as bride @mzethus by implication a means of
procreation. The animals know their shepherds #mdetis communication between

them. The animals bear names and whenever a skleph#s, the animals respond
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appropriately. The songro uro is grounded on this premise; a premise that isequi
familiar with the community. The argument pursugdhe protagonist in the song is that
if an animal can listen to and respond to the urt$tons given by its shepherd, then there

IS no reason as to why a human being cannot listdris master who is God. The song

says:
Kot kongen sigiriet Kiptayandenyin If a donkey knows its master
Agot eito Kongen Chito nebae Even an ox knows its feeder
Ko kinam nee chito What is wrong with man
Si mania Kiptayanden ? Not to know his master?

(Song 10)

The pastoral nature of the Kalenjin makes it easiethem to comprehend the biblical
relationship between a master (shepherd) and timeaé(sheep). This juxtaposition in

my view establishes strong links between the twtuces.

Another characteristic of the Kipsigis is that thesed to raid their neighbors, the Maasai
to the south and the Kisii and Luo to the West. Wdver these raids were executed, there

emerged the heroes depending on the number of tt@ydrought home.

The heroes were crowned and were envied by youysg Wwho looked up to them as their
role models. On their return after these raidsy teng a special song of victory on their
way back home. The title of the songAgoyo. Kimmetto appropriates this song to
illustrate the power of praise songs. He beginmftbe premise that if the Kipsigis used

to praise their heroes, the Christians also priiee@ Hero who is God. He samples a
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number of the Biblical heroes who sang songs afowycin times of challenges. These
heroes included Paul and Silas as recorded in #ve Nestament of the Bible as well as
the Israelites as they carried the Ark of the Ceveiin the Old Testament. By paralleling
Kipsigis hero celebration song with the biblicalrdie singing harmony is created

between the supposedly opposing cultures.

In the songAgoyo, Kimetto chooses to begin from the biblical acdoas a basis of

building his argument. This is a departure fromdasammon style where he begins from
the community’s experience as a foundation for €lam message. After giving the
accounts of Paul and Silas in the opening starikassong revisits the Kipsigis musical

archive and states:

Kimi tiendo ne kirure There was a ripe song
Ne kityeni boisiekyok That was sang by our elders
Y e kagoterter uinwek When they overcame obstacles
Ne kigiguren Agoyo That was calledgoyo
(Song 13)

This introduction grounds the song to the Kipsigiture and way of life and paves the
way for the actuahgoyosong in the succeeding stanzas which also adtseadimax of
the song. The song assumes Kipsigis traditiona¢ tcimaracterized by long repetitive
chants with phrases that communicate meaning dpalis¢ributed in the stanzas.

Agoyo! Agoyo!

Agoyo! Agoyo!
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Agoyo wee Agoyowee

Agoyo. Agoyo
Oiye, tiendab acherik Yes, a warriors’ song.
(Song 13)

The last line in each stanza describes who sangaihg and on what occasion. The other
phrases include: sang after crossing the riverg seter a successful raid; sang after
overcoming challenges; sang after the warriors dginbeattle home and sang when the
brave brought the cattle home. The song then bidagk the Christian belief that there
shall be singing and celebration in heaven after@ming the challenges on earth. The
Kipsigis would identify with the heaven celebratiand shall be more convinced to
desire to get to the heavenly celebration if iamgthing like the celebration they know
and have patrticipated in. This juxtaposition istaeo way of bringing harmony between

the two cultures

5.2.2 Harmony in Melody and Props

In Sounds of Change James Flolu in a paper tiMedic Teacher Education in Ghana
Social and Political Features of Music in Afrieaigues that Christian converts in Ghana
were prohibited from “participating in traditionahusic activities and culprits were
excommunicated from the church,” (166). The onlysmm and musical activities that
were permissible in church were “hymns, brass amngicn chants, psalms, canticles,
masses, and other types of western classical M$G5x). This was a common practice
with all the missionaries across Africa. The pboton as observed was on any musical

activity that exhibited African characteristic. Katho through his music has deviated
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from this norm and indeed gone further to use ti@ual tunes, costumes and instruments
that were negated in the early Christian circldse @eliberate appropriation of the tunes
and costumes in the rendition and performance ofeitio’s songs has bridged the gap

which was created by the missionaries.

The songTilil Kipsengwet Oiye, takes the Kipsigis traditional tune of a female
circumcision song calle@hepkotilet.This was a song purely reserved and sang for the
initiates during their passing out. It was perfodite celebrate the bravery of the girls

who were then graduating to be adults. Maiywa says:

Interviewer: Who san@hepkotiletand in what occasion was it
performed?
Maiywa: (Laughing). Chepkotilet was a great sond dance performed by

young women and girl initiates during their pass oeremony
calledngetunet The dance was performed at night either inside a
big circular hat or an arena around a huge firee ffash initiates
were in competition to attract the best suitor vaoolld pay more
bride prize to her father. The initiate who danbedt would win
the highest bride prize and would be married tmeesaight. It was
also an occasion when young men could spot thaesrand it
was always competitive. The best performer woully go to the
man who had enough cows and this meant that yowerghad to

work hard to raise enough cows for this occasiBespondent 2)
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There are three things that Maiywa highlights ims taccount. First, the song was
performed at night. Secondly, it was a form of cefitwn for both the young brides and
their suitors. Finally, it was a celebration ofwdtaral practice that marked passage of rite
from childhood to adulthood. These attributeshaf song and performance are in direct
collision with Christianity where night or darkness symbolic of evil while female
circumcision is an abomination. For Kimetto to céedhe tune for a song that talks
about heaven is both sarcastic and ironical asémee time. When we sought answers to

this question, he responded:

Interviewer: Your songdilil Kipsengwet Oiyaises the tune and dance style similar if
not the same with that @hepkotiletwhile you are aware th&hepkotilet
was a female circumcision song. Could you explay?v

Kimetto: As you have rightly stated, | used theetland style of Kipsigis female
circumcision song in the song Tilil Kipsengwet. $hvas deliberate in the
sense that | wanted to tell the world that ouritralal practices were not
that evil as they were branded. In as much as itbanacision itself was
bad, not everything around it was bad. Our cel@matwere beautiful,
our singing was wonderful and our dance great. mtec to show the
world that we can remove those ‘bad’ component®un culture and
tradition and still retain the original and richadbr in our songs.

(Respondent 1)
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Kimetto seems to be conscious of the fact thapthee of traditional cultural practices is
shrinking yet those positive elements of his celtcan be appropriated into new spaces,
gospel music being one of them. The irony in tlesgsis the Christian concept of
heaven, a place that is supposed to be holy, iled through a tune of a song that the
Christian religion regards as evil. This is a dreatway of bringing two extremely

opposing concepts together and hence creating mgrmo

Another song that appropriates traditional tunéUr® ee Uro. As discussed in the
previous chapter, the song is the actual songwhatsang to a goat that refused its kid.
The song is more of a chant with repetition ofwaedsUro uro which is nonsensical in
Kipsigis. Meaning is only derived in the contextsriging. The artist does not only think
of importing the tune but the song in its entirefter warming up his audience to the
tune and performance of the authentic song, hesasflChristian messages long after the
audience has fully come on board. The infusionasedwithin the performance of the
original song whose tune and rhythm is carriedoothé end.

Kimetto employs rhetoric question in bridging theotdivides, the Kipsigis culture and

the Christian doctrine. The song asks:

Kot kongen sigiriet Kiptayandenyin If a donkey knows its master

Agot eito Kongen Chito nebae Even an ox knows its feeder

Ko kinam nee chito What is wrong with man

Si mania Kiptayandenyin? Not to know his master?
(Song 10)
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The other aspect evident in the song is the usehepkesema Kipsigis five stringed
instrument whose sound is the key signature abffeming of the song. A whistle and a

drum are also used, common in Kipsigis traditismalgs, dances and performances.

Yele Laleyois another song that uses a traditional tune ofakerjin praise song. The
artist replaces the second linek laleyoin the original Kipsigis version with the
Christian praise phrase Halleluiah amen in the fretliChristian version. Here below is

a comparison of the two versions.

Original version Modified version (Kimetto’s).
Yeleo Laleyo Laleyo oh Yeleyo Laleyo oh

Oiye Laleyo Oh halleluiah

Yeleo Laleyo Laleyo oh Yeleo Laleyo Laleyo

Oiye laleyo Oiye... Oh halleluiah amen...

Oiye boiboyet. Oh eng boiboiyet. (Song 17)

Kimetto takes the song in its authentic form anplaees words and phrases to fit his
message as derived from the Christian perspecfilee song therefore sounds

authentically traditional but the massage in Eiwistian.

Banda Chepkoigochis another song that appropriates Kipsigis tradél tune. The song
is not only rendered in the traditional tune, buwt instrumentation is purely Kipsigis.
Kimengeng a Kipsigis stringed instrument, a drum and jisgége used. Drumming is
slow and provides the tempo which is symbolic & #how pace in life. The dancing is

gracious with minimal body movement except forwardi back head movements. This
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is characteristic of the Kipsigis traditional dan8&y using these instruments, the artist
demonstrates that instruments, irrespective of thmirce are universal and can be used

to actualize songs of any kind.

Kirate Setyo is another song that is in Kipsigis traditionahéu However, the song

begins in a common melody where all the singerg sirunison for the first four stanzas.
On the fifth stanza, the tune changes to Kipsigiditional version and the soloist takes
over most parts where he chants long lines and thesother members answer the
refrains. The seamless fusion of contemporary eaditional tunes harmonizes Kipsigis

culture and Christianity.

5.3 Inherent Tensions in Kimetto’s Songs.

Okumu, in a paper titletdocal, Tradition and Global Aspects of ContemporAfyican
Music in South African Televisi@argues against the notion that Africans shouldrtedee
cultural traditions. He opines that “African musiehile being traditional in practice and
interrelating with the forces of dynamism, cannstape the process of change” (160).
This opinion is also held by Barber (1997:7), wherargues that calling for the retention
of African cultural values benefits the needs @& tdbserver and not from the nature of
that which is being observed. This section ideggifihe inherent tensions caused in the
process of fusing Kipsigis traditional cultural mlents into the Christian religious space
in the songs of Joel Kimetto. While Kimetto’s sorgjgve to infuse Kipsigis culture
through the appropriation of the idiom in the gdspesic, the attempt has resulted in

some tensions and contradictions that are leftaatved.
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In the introduction to Sida studies volume 12, Beorobserves that extrinsic forces such
as missions, colonization, or neo-colonization €éoft evoke a striving towards
modernity...sometimes followed by clashes betweererde African environments,”
(14). Modernity is blamed as the cause of moralraggtion in the sondVolowoli.
Christianity is a symbol of change since the preaddecoming one involved discarding
traditional practices and by extension culture. Thampioning of the preservation of
Kipsigis culture and at the same time championihgnge is in itself a contradiction.
This contradiction brings confusion in the Kipsigi@hristian who is lost in dual

identities; that of a Kipsigis first, and secondl/a Christian.

The other tension evident in the songs is whensthegsBanda Chepkoigochand
Chitab Kalenjin are juxtaposed. WhilBanda Chepkoigochadvocates for going slow
on issuesChitab Kalenjin (Kalenjin man) calls for the members of the commuto

move fast with the times. Indeed it personifiesvloeld and says that it is on the ran:

Epchech it oh chitab Kalenjin Listen to us you Kalenjin man
Kemwaun ra We want to tell you today
Oiye Labati emet The world is on the ran
Matonone It is not static. ( Song 18)

The assertion that the world is on the ran implies people are always in a hurry to
meet the demands of life. This creates tension dmtwChristian religion on one hand

and societal expectations and demands on the other.
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In conclusion, Kimetto’'s songs to a great extendvestto harmonize the Kipsigis
traditions and culture with Christian religion thgh appropriation of idioms, tunes and
instruments sourced from the community. This chapies illustrated how different
Kipsigis idioms are fused into Christian narratiessnarrated in the song, and vice versa
in some cases. This harmonization makes the soogs atceptable to the members of
the community as they can easily relate to theme Times also make the songs
performance familiar to the members and thus raogiwide appreciation in the
community.Chepkesemmthe drum and the whistle were the evident insémi$ used in

the songs.

Since the main concern of the artist was to ilatstrthe cohesion that exists between
Kipsigis culture and Christianity, we discoveredvféensions inherent in the songs

brought about by incidental contradictions.
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CHAPTER SIX

6.0 Conclusion

In this chapter, | seek to make a summary of whiaave discussed in the preceding
chapters by identifying the salient observationslenaith regard to the appropriation of
Kipsigis idiom in the performance and songs of Jagp Kimetto. | started by pointing
out that the appropriation of the Kipsigis idiom Kametto’s songs can only be best
appreciated with the understanding of Kimetto’'skgaound. | began by taking a step
back to the biographical history of the artist, ipgy attention to his immediate
environment, background, experiences, challenges nations, with the aim of seeking
connection between his history and the reasonsidéhs appropriation of the idioms in
his songs. It appears that Kimetto’'s songs areodymt of what Mikhail Bakhtin (20)
calls both parody and travesty of the past. Whéeid glorifying the past as an ideal
example to the present, he severally engages iamectic analysis of the present to usher
in new traditions, in this case Christianity, whgdem to work as an ideal past. He seems
to be resorting to the past for leverage to addilesgresent because, as Bakhtin adds,
the loftiness of the past has “something of ancdfiair’ (20). Kimeto’'s personal
experiences have a great influence on his songed@merges as a strong advocate of

the past while appreciating the inevitability o thresent.

The development, growth and survival of Kimettoaagospel artist can be said to be
because he speaks to the consciousness of hisepesghloing Kipsigis culture and

traditions. He seems to be torn between the trawiti past of his people and his
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inevitable acquired Christian identity. He illuges a kind of nostalgic attachment to his
traditions and culture which he constantly escapeshrough his songs. He has
appropriated his people’s art through constantacteon with elders, neighbors, fellow
singers, politicians and religious people, curvimgself out as an extraordinary person.
His rise in music career cannot only be attributedhis being a beneficiary of the
emerging issues in society, but also his persoxarences early in life as well as wide
exposure through travels within and beyond the Kalenation. The other element in his
songs that has kept him unraveled is the fact hleahas remained consistent with his
style as opposed to most of upcoming singers whe haken the popular trajectory,
conforming to the trends in vogue worldwide. Kinoektas paid fidelity to his roots by
retaining the folkloric connection, a deliberateviddon from most common trend in
contemporary Christian music. His songs have tlegsime emblematic to a silent protest

against the becoming Western culture.

The other significant leverage that catapultedsmging career is his association with
former President Daniel Arap Moi who happens talsevout Christian. Moi’s interest
in Kimetto’s songs, it can be argued that althobyhi grew and benefited from the
African Inland Mission scholarship, he must havas$ed” his culture. He seems to be
nostalgically reliving his past through Kimetto’sngs. In the artist's own words he
composes songs that speak to the Kalenjin conswgsgsthat transcend time and space.
A keen observation during the performance showsolimtary and spontaneous

(re)action from Moi as he rises from his seat ands the performers without invitation.
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The artist benefited greatly from Moi's philanthiopcharacter with donations of

recording equipment and a van.

| observed that Kimetto’s songs are full of idiomrs form of authentic Kipsigis
traditional proverbs and narratives. Kimetto inargies the two genres - the proverb and
the narrative - in the creation of his songs. Téiems are creatively crafted into the
gospel songs with well thought out application thatmonizes the Kipsigis culture and
Christian religion. Most of his songs thereforergan them narratives and proverbs as

the foundation upon which the songs are created.

Kimetto uses Kipsigis idioms to address issuesctiffg his community cutting across
time, gender and generational divides. Kimettotsifie community’s rich oral tradition
as well as communal memory and consciousness frioenenhe sources the idioms. This
is evident from his reference to the traditionaktpan his songs. He does not claim
exclusive rights to the knowledge he helps to erdmit rather acknowledges the source
as communal. He appropriates the idioms in tagktiremes like change, H.l.V and
Aids, Substance and alcohol abuse, corruption,licoind mortality among others. We
observed that he uses the idiom as a foundatiom wgoch he builds his arguments.
Through this, he demonstrates that issues affestiogety are universal and they traverse

cultural boundaries, space and time.
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The appropriation of Kipsigis idiom in Kimetto’s gjoel songs has helped in diffusing
tension between the Kipsigis tradition and cultareone hand and Christianity on the
other. He achieves this by juxtaposing Kipsigistund, embedded in the idioms, with
Christian culture as carried in the bible. Kimettees the gospel song as a vehicle to

articulate his culture while at the same time pogla Christian agenda.

This study however is not exhaustive. It would Ikmdernesting to investigate the
intersection between the individual creativity atf communal claim of the idioms
appropriated in Kimetto’s songs. Perhaps questiahémerges is whose songs are they?

Are they Kimetto’s or do they belong to the comntyfpi

A comparative study could also be done between Kaisesongs and other songs by

other artist from the community. This shall highlighe differences and/or similarities

between the songs to ascertain the level of cigab¥ Kimetto.
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Appendix 1

KIMETTO'’S SONGS ANALYZED

1. ISUN INYE

Ng,wonduni kinetege kila,
Magigesu ng’omnot!
Ng'wonduni kinetege kipkoi
Magitore ng’'omnot

Kas tupchet kalewenoni
Kas amwaun x 2

Memuchi iter taritik
Komaosiir meting’ung’
Memuchi iter taritik WCC
Komoslir meting’ung’

Irnuchi iterkomatech wee
Kesit eng’ metit

Irnuchi iter komatech wee
Keswet eng’ metit

Metere bikab kokwet we wei
Kot ko mang’alalalenin
Memuchi iterbikab emeng’'ung’
Kot ko mamwaitaenen ng’ olyon

Imuchi iter ng’ alekwak we
Komang’'em sobeng’ung’
Irnuchi iterng’alekwakwe
Komabutkong'ung'et

Magisose ng’alek che mwae bik we
Kas kotigonet!

Almat isas ng’alek che mwae bik we
Kas kotigonet!

Ago eng'’ tilet itil inyege

Matin kotilun x2
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1. BRING HIM CLOSE

In this world we learn daily,

You don’t exhaust knowledge,

In this world we learn continously,
You can’t exhaust knowledge,

Listen my brother to this proverb,
Listen I tell you x 2

You can't stop birds

from flying over your head,

You can't stop birds wee,

from flying over your head,

But you can stop them from building wee,
a nest on your head.

You can stop them from building
a nest on your head.

You can’t stop your neighbours
from talking about you,

You can’t stop your countrymen
from saying something about you.
But you can stop their words

from ruining your life,

You can stop their words
from ruining your life.

You can stop their words
from destroying your home.

Don’t ignore what people say
listen to instructions / advice,

You don’t ignore what people

say to you, listen to instruction
But you make decisions alone,
don’t allow them to decide for you.
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Appendix 2

Interviews
Respondent 1. Joel Arap Kimetto.

Key: J stands for John, the interviewer.

K stands for Kimetto, the artist and respondent 1.

J: Thank you for accepting our request for thiemiew. Kindly could you tell us
who you are and perharps where you come from.

K: Thank you very much. My name is Joel arap Kimelttwvas born in a place called
Sigor which is in Chepalungu Constituency in Bo@etnty.

J: Which year was that?

K: That was in 1955 or 1956. You know my parentsenbiiterate and they were not
certain of my year of birth.

J: When did you start singing?

K: | think singing was in our blood. In fact my dadrom my mother’s side used to
sing. He was invited to various ceremonies. Her |gtimed the late Kipchamba
arap Topotuk. As a young boy, | occassionaly ac@mgu him to these
ceremonies carrying his instrume@hepkesemrhat is how | learnt how to play
ChepkesemMy uncle discovered my singing talent and encgedame to sing.
However, | was inspired much later when | went takidu where | was
employed to milk cows in the current TechnologynfaiThe owner of the farm
had a guitar and when | showed interst, he taught Inlost these two fingers
(showing two of his right hand fing@rs the farm, but | was not discouraged. |
later went back home and joined Kipchamba brie#fobe | became a Christian.

That is when | started composing gospel songs. iy domposition was in 1977
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although | did not record because Chandarana $tuddb was the only recording
studio in the entire region and was interesteaiys that could sell.

Do you consider yourself a truly gospel musi@ian

Why not? It is only that my songs are differéeicause | use Kipsigis traditional
melodies and instruments. | also use Kipsigs sayimgoverbs and parables
which are very educative. If you ask me why, | wall you that | want to
preserve our culture and pass it on to the nex¢rgéions. Don’t you people see
that our culture is dying? It is the responsibibfythe artist to preserve the culture
of his people. Remember | was first a Kipsigs befobecame a Christian. So |
can say that | am a Kipsigis Christian.

How do you reconcile the two; Kipsigis cultared Christianity in your songs?
You see, Kipsigis culture and Christianity ham®re things in common than
those that divide them. | think the missionariesthe ones who did not take time
to understand our culture and that is why they densal everything. As you will
find in my songs, most of the Kipsigis cultural giiees are found in the Bible.
Take for instance circumcision; is it not in thélbl? Since | understood my
culture well before | became a Christian, | knowatvis beneficial and what is
not. | therefore call myself a crusader for preagon of African culture which
carries our values and history.

What inspires your songs?

My songs are a product of day to day occurrenoesociety. | am inspired by
what happens every day around me. | came to Kerichd970 seeking

employment after | dropped out of school in class fMy mother could not raise
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my school fees although it was just six shillings ferm. | was only 15 years old
and the first place | landed was the famdussibar (Municipal bar). | foolishly
bought alcohol to everyone in the club only to fmgself penniless at midnight.
It was much later that | realized that theisibarswere run by our neighbors
whose aim was to paralyze our young men and therefmnquer us
economically. That is the day | decided never toldagain.

| am greatly disturbed by this generation. Theyl daemselvesdot com
generation yet what they do is worse than wdraloggeneration does. | know
that you have travelled a lot and you will agreéhwne that our young people are
idle and you will find them sited along the roadigting vehicles from morning
to evening. When they get back home, they expetietserved lunch then go
back to the road to count vehicles again as if theaye been employed to do that.
If they recognize you they will stop you and aski yor ten or twenty shillings for
a glass othangaaor busaathen the next thing you hear them singing sayiing,
am a bull going to my land! This is what made noenpose these songs to urge
the young people to work hard and stop consumioghal. This is what inspired

me to compose the songs Chitghlenjin (Kalenjin man) andaiywek(alcohol).

Your songrilil Kipsengwet Oiyauses the tune and dance style similar if not the
same with that o€hepkotiletwhile you are aware th&hepkotiletwas a female
circumcision song. Could you explain why?

As you have rightly stated, | used the tune atgle of Kipsigis female

circumcision song in the song Tilil Kipsengwet. $hvas deliberate in the sense
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that | wanted to tell the world that our traditibmaactices were not that evil as
they were branded. In as much as the circumcissaif was bad, not everything
around it was bad. Our celebrations were beautifuf, singing was wonderful
and our dance great. | wanted to show the worlt wlegacan remove those ‘bad’
components in our culture and tradition and stthin the original and rich flavor

in our songs. (Respondent 1)

Do you think your songs appeal to the young [&bp

It is not my business to know who like or do tike my songs. | only sing with
two main objectives; to evangelize my community amdre importantly,
preserve our culture.

Thank you very much for making time to talk ® We understand that you are
busy and we appreciate your sacrifice.

You are welcome.

Respondent 2: Daniel Maiywa.

Key:

F stands for Festus the interviewer

D stands for Daniel the respondent.

Thank you for creating time to talk to us tod&pould you tell us who you are
please and perhaps where you come from?

My name is Daniel Kipkurgat arap Maiywa. | corfrem Belgut District in

Kericho County. However we migrated from Sigor innBet County in 1940’s
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when my father came to Kericho highlands. He wapleyed by the Europeans
as a cook. By then | was nine years old.

Do you listen to Joel Kimetto’s songs, and itiyao why?

Every Kalenijin listens to Kimetto. | like ligteng to his songs because they talk of
things that you understand. He is not like the gpurusicians who sing things
that you cannot make head or tail. Kimetto’'s sosg waditional tunes and is full
of wise sayings and proverbs that teach peoplé¢ #Breminds us of our culture
and values. | enjoy his songs very much.

Can you give us one song you like and what dili about.

One of my favorite songs ISirate Setyo The title is a clip of the proverb “You
shall marvel the hyena way.’ The proverb is derifrech a narrative of a group of
hyenas who roamed villages looking for human cap$be group had its leader
who always scratched the corpse before the reskivweai it. One day they found
a body lying on a hip of manure in the cattle shidte body however had a club
under its head. The rest of the hyenas asked Idader to scratch the corpse for
them. On scratching the body, the man sprang ifgcahd hit the hyena dead.
The rest of the hyenas could not run, but werenteftveling at what they had just
witnessed. It was too shocking for them that a senwould kill their leader and
thus the proverb, “You marvel the hyena way.” SoewlKimetto uses this
proverb, it reminds us of the stories told to usdoy grandparents. The stories

had moral lessons that helped people live in haymon
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In your opinion, are Kimetto’s songs relevantte present generation?

Yes they are. It is only that this generationmsre interested in the loud and
hitting tunes. They don’t care what the songs sag gou would see them
jumping up and down. In fact in the soBgnda ChepkoigogtKimetto warns the
youth against defying the advices given to thenthgyelders. There was a great
famine in Kipsigis land and crops failed and ansndled. There arose wide
spread hunger that left the people frail and déstitMeanwhile, the neighboring
Kisii community had bountiful harvest as a resultabundance of rain in the
highlands. The Kipsigis young warriors decided t@amize a raid to their
neighbors. However the elders warned against thedrt@d them that the timing
was wrong. Instead of paying attention to the aslwdtthe elders, they agreed to
sneak at night and carry out the raid. The reduli@raid was a massacre where
all of them were killed and their corpses fed ogslolro date, the Kalenjin refer
to theMogori massacreMogori being the place of the great battle between the
Kisii and the Kipsigis. It is from this incidentahthe Kipsigis coined the proverb
Kibendi banda Chepkoigoch.

Who sandChepkotiletand in what occasion was it performed?

(Laughing). Chepkotilet was a great song andcdaerformed by young women
and qirl initiates during their pass out ceremoalilecl ngetunet The dance was
performed at night either inside a big circular ba@n arena around a huge fire.
The fresh initiates were in competition to attrdod best suitor who could pay
more bride prize to her father. The initiate whoakd best would win the highest

bride prize and would be married the same nightvd$ also an occasion when
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young men could spot their brides and it was alwegsipetitive. The best

performer would only go to the man who had enouglvscand this meant that
young men had to work hard to raise enough cowshferoccasion. (Respondent
2)

Do you think Kimetto’s songs are purely gospethey have been diluted by the
use of traditional tunes, sayings and proverbs?

Kimetto’s songs are gospel but in original Kgositraditional tunes and sayings.
That is why the songs are unique and differentnF1®80’'s we have been

listening to these songs and they don’t get odasiion. The reason is that they
speak to our inside. Even those people who do adoghurch listen and enjoy
them very much.

Thank you very much for creating time for tmsgerview.

You are welcome.

Respondent 3: Joseph Marindany, Kimetto’s uncle.

Key

J:

J: John, the interviewer.

M: Marindany, the respondent.

Good morning. Kindly tell us your name.

My name is Joseph Marindany Kikwai arap Kalyavas baptized in 1978 by
father Camaliel in Sigor. That is when they namedJoseph.

What relationship do you have with Joel Kimetto?
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Joel is my son. He is the last born to my eldesther and | took care of them
when their father died. | took him to Nakuru argried him to milk when he was
young.

What do you think of Kimetto’s songs?

He is a very hard working person. | rememberuBed to play guitar all night
when we were in Nakuru. He was determined to plegyihstrument such that
after losing his fingers, he did not give up on thisam. His songs are rich with
Kipsigis proverbs and stories that we used to sterge days. He is very creative.
We enjoy listening to the songs and we hardly siémvhe stands to perform.
Which of Kimetto’s songs appeal to you?

All of them. But there is this one that talksoalb dressing. Yes, Wolowoli. Do
you know that in our culture men and women dresiséerently? But what do we
see today? Women wear men’s cloths and in somanicss, you find men
plaiting their hare. Let me educate you even thoygh claim to have gone to
school. Kipsigis men had their special attire chlliget while women wore
ChpkauiyetThe dressing code was observed strictly and itumamaginable that
one gender would think of wearing the other gersdattire. But what do you see
today? Men in women clothes and women in men’seatimetto criticizes this
behavior which | also agree.

Thank you very much for your time.

You are welcome and incase you need more indtion about our culture please

do not hesitate.
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Respondent 4: Chesimet, an artist.

Key N: Nicholus, the interviewer.
C: Chesimet, the respondent.
N: You are an upcoming artist with your soi@pot cheminginhighly

successful. To whom do you attribute your succeg®ur career?

C: Joel Kimetto made me discover my talent in $1ggiOne day | visited his
studio and he asked me to take the microphone peakgo it. That was
it. He told me that my voice was very good and thats a singer. From
then, | have never looked back. We are age matt$ admired the style
and content in his songs because it reminds mheobld days when we
were young. Our fathers taught us values and etthes made us
responsible. But nowadays, the young people doaittwo listen to the
instructions of the old people.

N: Don’t you think you Kimetto is propagating Kigss culture more than
advancing Christian message?

C: If you listen to Kimetto’s songs to the end, yoill realize that he uses the
Kipsigis proverbs and expressions and marries thveith Christian
principles. In fact the Christian message is urtdes more by the
Kalenjin people when the message is wrapped inldnguage they
understand.

N: Thank you very much for creating time to talkus
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Respondent 5: Joseah Arap Sang. Chairman of the Kahjin Councilof Elders

Key

J:

(Miot).

John, the interviewer.

Sang, the respondent.

| take this opportunity to thank you most shete for honoring our
request considering you busy schedule.

You are welcome. It is more of a duty and myaplee to host you today.
You are most welcome.

You are the current chairman of thiot council of elders. Perhaps |
should begin by asking whathgiot?

Miot is a word formed from joining two wordsni and iyotet meaning
there is procreation or birth. This was a term ttzat be traced back to the
children of Israel in the time of Moses. When tlikyobeyed God, they
died in their numbers and none of those who sirg@do the Promised
Land. Those who survived kept greeting themselaging that there is
rebirth or procreation this was meant to encouthgmselves and to allay
the fear that they were going to be extinct. Tothetlong story short, the
Kalenjins are the remnants of the Israelites frogydE who later got
assimilated by the tribe of Juda to the extent thay almost lost their
identity. They later regrouped themselves and dheenselves the name
Miot and they detoured and headed south where fiblywed the Rift

Valley until they settled in the current Rift Valleegion in Kenya. Moit
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therefore is a collective identity of the Kalenpommunity. Remember
Kalenjin is a much recent term that has more malitiand ethnic
connotation and that the reason why we traced bacidentity to Miot.
What is the significance of this festival?

This festival is significant in two ways. Firste are here to open the
refurbished stadium that is one of the markersusfidentity as Kipsigis.
This stadium, as you may be aware was constructed fdty years ago
by committed and hard working men and women of tbggon under the
stewardship of the latesenior chief Kipsang arapg&eha who happens to
be my father. There were no graders those daypemple used their bare
hands to dig and carry tones of soil. The field waise as big and it was
only reduced with the construction of the new tarmaad in early 1980’s.
It is said that the construction unified the peopte much that on its
completion, they likened to the tower of babel &yypt pyramids.

The second reason for our gathering is to celebwat culture. Kipsigis
culture as you can see in the activities going ®rvery rich and we
thought that we should preserve and transmit tadmeing generations.
Among those invited and listed to perform todayoel Kimetto who is a
gospel musician. Why did you select him yet thia @ultural event?
Kimetto is a great friend of mine. There are twoe | truly respect and
moved by their messages to our people. First asdhle late Kipchamba.
He was a true messenger to the Kalenjin peopletasdinfortunate that

he had to die that early. However | am happy tledbdd someone to carry
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on from where he left. Kimetto’s songs inspire apeak to the Kalenjin
people on contemporary issues from the rich Kigsogiltural perspective.
Kimetto is gifted such that he is able to marry Kipsigis culture with

Christianity. His rich knowledge of the Kipsigisatlition is seen in his
songs yet he is a gospel musician. One of histlasgs talks to the
Kalenjin man and asks a question that | also ofiek Where are we
headed as a community? Do we still expect handooms our leaders or
isn't it time that we worked hard. Remember we haweexcuse to be
poor yet God has blessed us with fertile land and throughout the year.
Kimetto’s songs are therefore both cultural andogbs nature.

J: Thank you again for finding time to talk to us.

S: You are welcome.

Respondent 6: Kiplangat Chebose.

Key N: Nicholus, interviewer.
C: Chebose, respondent.
N: Kindly tell us your name and where you come from
C: My name is Kiplangat Chebose. | come from MugaNglage in Bomet

County. It is just after Tenwek Mission Hospital.

N: Briefly tell us the history of Tenwek Mission ter.

C: The site where the Mission center stands today avshrine used by our
forefathers for worship. | remember when we werangpand there was

prolonged drought, the mothers went to the watenitt to the Hospital.
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By then the river had dried up and our mothers weie shrine carrying
baskets full of millet and sorghum. As they camekbahey were heavily
rained on to the extent that they could not crbsedlboded river.

When the missionaries came, they destroyed theeshnd build a church.
They considered Kipsigis worship as demonic.

How did the people react?

The people were divided. There were those wiotepted the destruction
of the shrine while others supported claiming tiety had converted to
Christianity.

How were conflicts resolved in the Kipsigis titaah.

Conflict resolution was a jurisdiction of thedefs. The Kipsigis did not
have an overall King or ruler. Justice was admanesd at the village level.
The village was headed lBoyobgokwho acted as both the administrator
and chairman of the council of elders. Cases wenelucted on a subway
and each case was determined based on its serssusfAecase that
involved rumor and gossip attracted stiffer penaltgn that of causing
physical injury. This is because our people belietleat psychological

injury was more serious than physical injury.
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Respondent 7: Vincent Bett.

Key B: Betty, the interviewer.
V: Vincent, the respondent.

B: Good morning sir. Could you tell us your namegse and perhaps where
you come from?

V: My name is Vincent Kibii Bett. | was born in iKoin District, Bomet
County. | am the first born in a polygamous famiy,course to the first
wife of my father. | was lucky to have gone to salhat a time when most
parents did not mind their children going to schddy father was very
strict and also hardworking. He made sure thabflis went to school.
That is why | am a teacher today.

B: You say that you carried out a study in 2002ertng the three districts on
the perception of HIV and AIDS by the Kipsigis conmmity. Could you
briefly share with us you findings?

V: As you may be aware, our people are conservativeature and would
hardly discuss H.I.V issues openly. In year 200&rducted a survey on
the perception of H.l.V among the Kipsigis in thrBéstricts namely
Kericho, Bureti and Bomet. What | gathered was antpthat many of
our people had ailing members who did not accesticaleattention due
to fear of stigmatization and discrimination. Thegre nursed at home
with a lot of fear. Even during funerals, nobodyethto mention H.l.V as

having caused the death of the deceased.
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In your opinion, how has Kimetto’s songs cdmtited to H.l.V awareness

among the Kipsigis.

I think Kimetto’s songXKichigili andRat Torostahave demystified H.1.V
perception among our people. The song Kichigiliesrgpeople to visit
Voluntary Testing and Canceling (VCT) centers whiRat Torosta

encourages abstinence.

Are Kimetto’s songs then gospel or secular?

One thing you ought to understand is that wresués such as H.l.V and
Aids, drug and substance abuse and economic chaligrervade society,
every member is affected. It does not matter whiethe is in church or
not, the impact is the same. Kimetto therefore heamut to all members
irrespective of their affiliations, religious orharwise. That is why his
songs appeal to a wider audience than other musicighe difference, of
course, being in the use of authentic Kipsigis tegg full of imagery and

symbolism.

Thank you again for creating time to speak wishtoday.

You are welcome. One more thing | forgot. Itisough my study that we
wrote a proposal for an N.G.O that creates H.l.\a@ness through music
which is now ran by Great Commission Singers uderetto.

Thank you very much for your contribution to tt@mmunity.
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Appendix 3
ANALYTICAL FRAMEWORK

The following questions were used as a guide iratfaysis of the songs.

Title of the song

1. a) Under what category does the song fall? (Aairely gospel song or, B- song

appealing to both Christian and non- Christians).

b) What makes it fall under this category?

2. Who is speaking in the song and whoesvibice addressing?

3. What are the thematic concerns of thg3on

4. What idioms are used in the song?

5. What does each idiom represent?

6. What are the results of the applicatbbthe idioms?
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Appendix 4

ANALYTICAL TABLE
Title of the Song Category Reasons for Who is What are the | What idioms What does | What are the
class speaking and thematic are used the idiom results of the
to who concerns represent application
of the idiom
1.Isun Inye Both gospel | Generality of | Acommunity | Parenting, If rats disturb | There are Harmony
and Secular | reference leader advising| conflict you, don’t burn | many ways of| between
to the parents | resolution your granary | solving Kipsigis
problems culture and
Christianity
2. Wolowaoli Both gospel | Generality of | Community Modernity, Changing Ever Tension
and secular | reference spokesman to | Change and Changes changing between
the general moral society that | Kipsigis
members of the| decadence does not tradition and
community preserve its | Christianity
values
3. Banda Gospel and Reference to | An elder Responsibility | You go the Going slow | Kipsigis
Chepkoigoch secular both Kipsigis | talking to the tortoise pace | onissues. culture and
idiom and bible| young Christianity
harmonized
4. YaYosin Both Old age is bothThe old to the | Human Old age is a That old age | Kipsigis
mentioned in | young mortality bull, is inevitable | culture in
the Kipsigis Old age is harmony with
culture and the tough, Christianity
bible Old age is
unpearable
5. KiroteSetyo Both Secular| The idiom used The old talking | Modernity, You marvel the| That people | Kipsigis
and gospel sourced from | to the young change. hyena way do things that| culture in
Kipsigis lave many harmony with
culture wondering in | Christianity
shock
6. Ing’ete Kimereng | Both Secular | The narrative | Communal Conflict A dikdik Gossip and | The Kipsigis
Mindo and gospel and proverb are thought avoidance and | arouses an rumor culture in
Kipsigis used | speaking to the| resolution antelope, A mongering harmony with
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in the christian | community mechanisms, | warthog wakes| can ignite Christianity
context Integrity up a rhino major
conflicts
7. Kokobeng Both Gospel | The issues An observer to | Economic woes It is the When One is | Tension
and Secular | addressed cut | all members in | in the Dilemma that | indecisive, between
across society community Killed the disaster is Christianity
Christian and hyena bound to and
Secular divide happen Community
in general
8. Betutab Meet Both Deathis a Communal and | Mortality Death is a trap,| The Concord
human Biblical Death captures| inevitability | between the
phenomenon | consciousness you at your bes} of death as a | Kipsigis
to the people human fate | religious
belief and
Christianity
9. Kichigili Both Taking Leaders to the | H.l.V and Aids | You scrutinize | Knowing Tension
precaution was| members of the before eat one’s H.ILV | between
iS a measure | community status before | Kipsigis
both with the making a culture and
Kipsigis and lifetime Christianity
Christianity commitment
10. Uro Both The act of A concerned Rebellion and | A beseeched | Listening to Culture and
beseeching is | elder to the Disobedience | goat ends up | instructions Christianity
both inKipsigis | general liking its kid leads to harmonized
culture and members of the avoidance of
Christian community Disaster
religion
11. Magigenu, Both Cases of deceit Communal Integrity A duel betweern Wherever Culture and
magingolu and lies are consciousness aliar and a there is deceit Christianity
both found in | to the entire deceptive and lies, truth| in agreement
the Kipsigis community person leads to| conquers all.
community as a draw
well as
Christian
religion
12. Torosta Secular and | Faithfulness to| The old and Fidelity, HIV Tie your nappy| One should | The Biblical
Gospel one partner is 8 experienced and Aids. and zero graze use protection Christian
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D

conceipt taught members of and exercise | teachings in
ii the bible as | society to faithfulness | harmony with
well as secular| young men to one partner Kipsigis
circles. culture
13. Agoyo Both Praise to the | Communal Celebration, Agoyo,a song Victory There are
hero is both in | memory pored | Victory, Hope | sang to the always calls | victory songs
the Kipsigis to the members| in misery heroes after a for both in
culture and successful raid | celebration | Kipsigis and
Christianity Christian
cultures
14. Tilil Kipsengwet | Gospel Heavenis a | Biblical Immortality The tune used | Inorderto | Tension and
Christian prophetic voice IS reminiscent | get to heaven, harmony at
concept to the Kipsigis to Kipsigis one must be| the same time
community traditional holy
circumcision
dance
15. Maiywek Both Gospel | Alcohol and Christianity and| Responsibility | You don’t add | Excessive Kipsigis
and Secular | wine are both | Kipsigis verses water to the potl consumption | culture agreeg
in Kipsigis tradition abhors| Irresponsibility, | if the flour is to | of alcohol with the
culture and the| excessive Alcoholism be borrowed leads to Christian
bible consumption of poverty position on
alcohol alcohol
16. Toror Jehovah Gospel Jehovah is thedehovah was | Worship The tune used | A reminder | The Kipsigis
Christian God | presented as a is borrowed that there is | are reminded
totallydifferent from the one who is of worship of
God from the Kipsigis most high their god,asis
one that the traditional and needs to
Kipsigis women dance | be worshiped
worshiped calledOiya,
which was a
worship song
for their
godasis
17. Yele Laleiyo Gospel Describes the Self, Life The tune used | Areminder | The Kipsigis
biblical story | addressing self is sourced from| that there is | are reminded
of creation Kipsigis folk one who is | of worship of
song most high | their god,asis
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and needs to
be worshiped

18. ChitabKalenjin Secular Speaks to the A member of | Economic You don't The Tension is
Kalenjin as a | the community | woes, diligence| laugh today Kalenjinman | created
nation, not as | speaking to the| and when the joke | should not be| between
Christians rest Responsibility | was yesterdays| slow in Christianity

reacting to and Kipsigis
issues culture
19. Secular and | While the song| The leader of | Unity We come to Unity of the | The unity
KagibwanOling'wong| Gospel is about paying| delegation your place that | Kalenijin advocated for
visitation to the| introducing we may shake | peopleisin | between
other himself and the hands. regular different
communities, | members of his sharing and | Kalenijin
one of the team to the visiting communities
objectives is to | people is likened to
spread the the unity of
gospel the tribes of
Israel in the
bible
20. Osoya Secular and | Bribery is The Corruption He who gives | Corruption is | The Kipsigis
Gospel discouraged Community or takes a bribe| a vice that Culture isin
both in consciousness are the same; | leads to death harmony with
Kipsigis speaking to the both shall die | of individuals | the Christian
culture and people by the sword | as well as the| principal on
Christian community | corruption
religion in and bribery
equal measure
21. Kimnyet Secular and | Bribery is The Corruption He who gives | Corruption is | The Kipsigis
Gospel discouraged Community or takes a bribe| a vice that Culture isin
both in consciousness are the same; | leads to death harmony with
Kipsigis speaking to the both shall die | of individuals | the Christian
culture and people by the sword | as well as the| principal on
Christian community corruption
religion in and bribery

equal measure
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