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7 
as a proposal to compose especially for festivals and academic purposes. This study provides 

documented material in composition using traditional music. 

The study is significant because it attempts to: 

i. suggest options that will guide music composition using material and techniques 

from oral tradition in a contemporary society by Kenyan art musicians, even 

with the impact of classical Western music. 

ii.  postulate a theoretical platform to aid in the use and study of Samia traditional 

music that could be adapted for other non-Western music traditions. 

iii.  foster and encourage creativity among scholars of music, particularly those 

composing using traditional music styles. 

iv. add to the repertoire of art music by Kenyan composers. 

v. expose selected elements of Samia music to the world of art music. 

 

1.0.6  Scope and Limitations 

The end result of the study was a music composition consisting of music elements 

from the Samia community and compatible Western classical music traditions. Western 

compositional techniques were used in the study because the Samia do not have conventional 

ways of presenting music on paper (notation). The music themes were taken from traditional 

Samia marriage songs.  The study used marriage songs because the community has a large 

collection of these songs compared to other socio-cultural activities, (Musungu 1999: 33). The 

researcher chose the Samia community as a focus for the study for logistical reasons and also 

due to shared identity. The songs that are bride oriented are many because a girl in the Samia 

community is exalted as she is a source of wealth to her parents in form of bride price. She is  

therefore a primary subject in esidialo and in the Marriage Suite, while the groom is a 

secondary subject. 



















 

 

16 
this then contributes to the rhythm of a song. It is rhythm that elicits movement in the local 

idiom of a community and therefore it is important in their music. For this study, the rhythmic 

patterns of the melodic themes utilised in the Esidialo composition were derived from analysed 

Samia marriage folk songs and text.  

Harmony is an element that pertains to the movement and relationship of intervals and 

chords. Harmony therefore comprising of blocks of tones or chords makes up the vertical 

aspect. Harmony also implies movement and progression that brings up a feeling of order and 

unity, (Hawes 2003). Piston (1978: 20) states that, Western tonal harmony is built up from 

triads of major, minor consonant and seventh chords; save for the diminished and augmented 

triads that are dissonant. These refer entirely to the classical Western music practice. Some 

traditional folk songs have their inherent harmonies in overlapping entries, vocal interjections 

and solo-responsorial performances.  They might also have homophonic parallelism in thirds 

and fourths; these are also the textures prevalent in African music, (Nketia 1992: 160-165). The 

use of Western harmonic principles in composition using traditional music styles needs to be 

consistent with the traditional idiom in form of voice leading and chord progression in order for 

the idiom to remain distinct. Traditional melodic flow in the cultural context of the 

communities involved is an underlying factor. Therefore harmony in a traditional music sense 

could be the way solo- responsorial parts interplay in a song using the inherent features.  

Techniques used in the composition were those that could assist in the sustenance of the 

cultural music idiom to draw upon aspects of the Samia tradition to communicate in its own 

way. These techniques were established after analysing the collected Samia traditional 

marriage folk songs. The Marriage Suite is different from art compositions in style and intent 

due to the fact that its features were closely related to the source music through analysis of the 

collected marriage folk songs. 
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1.1.1.3 Contemporary Art Music  

Kenyan art composers like Khagono, Manduli and Inzai used Samia folk songs in 

their arrangements. For example Khagono arranged Awori Mulamwa; Inzai arranged Khayoni, 

while Manduli arranged Wanyama Ongero, (Music excerpts- Appendix 5i). The problem is that 

music features of the community were not determined before writing the music. These 

composers simply used Western music compositional techniques without inherent music 

characteristics that drive the given traditional tunes in mind; this led to inaccurate 

representation of local idiom in its specific speech rhythm. Unlike the Samia Marriage Suite in 

which Samia music features were identified and highlighted, the stated works did not adhere to 

the relationship between melodies and speech rhythm of the community.  The two sets of 

excerpts in (Appendix 5i) have been compared in transcription of the same music.                    

The issue mentioned corresponds to the problem addressed by this study. Some art 

composers are not conversant with the folk idioms of the various Kenyan communities. The 

Samia Marriage Suite should act as a frame of reference to assist composers work in harmony 

within the traditional aspects of the music involved. Various artists will also get to appreciate 

contexts of the traditional music in their works. 

 

1.1.2 Traditional African Music Composition 

Merriam (1964: 165) discusses the process of composition in the traditional African 

communities. He argues that resultant created music is shaped by public acceptance or 

rejection. He states further that individuals learned the created music in order to practice it, and 

contribute to music change and stability in a community.  Music composition was ultimately 

the product of the mind of an individual or group of individuals. The groups provided bits and 

patches which were put together into a cohesive entity at the time of creation. Items of culture 

therefore did not appear out of nowhere; there must have been contributions from specific 
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1.1.4 Samia Music Features  

Music in the Samia community consists of singing and dancing, which is mainly a 

female domain, while playing of music instruments is done by the male. As the researcher 

argues, cultural aspects of a community are carried in its music, (Musungu, 1999: 17).  African 

music can never be a thing in itself, neither can it be transmitted or acquire meaning without an 

association with people, (Blacking, 1974: x).  In this case, music belongs to the people and 

carries information about them and their ways of life. This confirms the fact that traditional 

African music is functional; as in the case of Samia Marriage Suite. Chernoff (1979: 36) has a 

similar view about traditional music and adds that the music is a cultural activity that reveals a 

group of people organising and involving themselves with their own communal relationships. 

In summary, African traditional music is not abstracted from its cultural context, (Merriam, 

1964: 265; Nketia, 1992: 21; Kazarow, 1993: 19; and Akuno, 2000: 3). The study adopted the 

approach so as to associate the composition with an age old activity esidialo, a marriage 

ceremony in the Samia community. 

The Samia community has its own independent features that characterise its music, 

including form in solo-responsorial, duets or solo presentation, (Musungu 1999:17). The 

texture is also important as it could be in unison, overlapping entries and parallelism. There are 

recurring intervals in the songs such as seconds, thirds, fourths and fifths; depending on the 

solo- responsorial entry points. These rhythmic patterns are important in maintaining the Samia 

vitality and feel in performances. Selected features from the community helped to give identity 

to the Marriage Suite, but more importantly to locate the centrality of Samia marriage songs in 

works composed for the study. 

 

1.2 CONCEPTUAL FRAMEWORK                                                                                         

             The study used the CI Model of Creativity by Akuno (2000: 13) which states that         













 

 

27 
of the community worked with the Samia traditional musicians to get first hand information on 

the Samia music, for which exists shared identity. 

1.4.2.2 Research Instruments           

               An interview schedule (Appendix 3) was used to interview traditional musicians, who 

gave insight on the origin, function and performance of the marriage songs. The age   bracket of 

the musicians was between 50-60 years for seasoned performers of the community; and 35-49 

for young generation who have gone through apprenticeship on the music traditions of the 

Samia community. A cassette recorder was used to record the folk songs for transcription and 

analysis. 

1.4.2.3 Collection of Songs 

              A selected number of the Samia marriage folk songs were recorded live from the 

      traditional musicians and this offered a rare caption of pitch fidelity. This was done during        

interviews and live performances using an audiocassette recorder. One musician identified the 

next potential respondent interviewed. The process was sustained until the required number 

was achieved. The musicians performed in context songs that were relevant to a marriage 

ceremony. These were transcribed and classified according to themes as suggested in the 

creative phase. The texts were analysed for meaning to assist in creation of lyrics that 

determined the story line in the composition.  

1.4.2.4 Analytical Methods 

Cook (1987: 9) observes that analysis may be approached through melodic, rhythmic 

or harmonic content. These are conventional methods of analysis that include macro analysis, 

extensional and intensional analyses. Macro analysis involved transcribing recorded Samia 

marriage folk songs from the field. The songs were transcribed and notated in staff notation, an 

approach designed for the benefit of the study. Details like music structure and performance 

styles in solo-response were noted. These also relate to observations by (List 1974).         In 
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keys did not correspond to those used in the performance of folk songs. Some of the tonal 

centres such as A flat and E flat major were chosen to bring forth the desired musical effects 

such as excitement (A major), calm (A flat major), and distant composure (E flat major). The 

following is a musical design that describes the overall form of the Samia Marriage Suite: 

 

             Instrumental Prelude 

       Key G major A major 

Instrumentation  Okungulo, Piano Okungulo, Piano 

Music theme a b 

Bar Numbers 1-30 31-58 

Section A B 

             

 

 

 1st Movement  

Key G major  
C major 

C major  G major  
C major 

D major   G major  
C major 

G major 

 
Instrumentat
ion 
 
 

piano,  
female solo 
(bride) 

piano 
female duet  
S-1 and S-2 
(bride and 
aunt) 

piano,  
female solo 
(bride) 

piano 
female trio 
SSA (bride, 
aunt and 
grandmother) 

piano,  
female 
solo 
(bride) 

tutti 
SSA (bride, 
aunt and grand 
mother) 
 

Music 
Theme 

a b               a c         a  

Text Theme 
in General 
 

The bride 
states that 
she is still 
young, not 
ready for 
marriage.  

The aunt tries 
 to convince 
the bride that 
all is well and 
that her  
mother would 
not suffer. 

The bride 
insists that 
she is still 
young, not 
ready for 
marriage.    

The g/mother 
and aunt alert 
the bride that 
the visitors  
are already in 
the home. She 
has to run the 
ceremony 
successfully. 

The bride 
still insists  
that she is 
young and   
not ready for 
marriage. 

The three sing 
as the bride has 
relaxed and  
will easily 
accept to be 
married. 
 

Bar 
Numbers 

1-40 41-60 61-99 100-132 133-169 170-189 

Section A   solo B    duet A   solo 
 

C   Trio 
 

A    solo 
 

Codetta  
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             2nd Movement  

Key C major G major C major 

Instrumentation  Percussion 
SSA chorus 
 

Percussion 
SSAA chorus 
 

 Percussion  
SSA/ SSAA chorus 

Music Theme a             b a                   c   a                       b           

Text Theme in 
General 

Girls sing in 
the praise of 
the bride 
and 

wish her well. 
They also thank 
her for accepting 
to get 

married. The girls sing 
that they are happy with 
her decision. 

Bar Numbers 1-44 45-60 61-97 

Section A B A1 

 

 

                   3rd Movement   

Key C major G major   D 
major 

C major 

 
Instrumentation  

Percussion 
SATB 
chorus 

Percussion   
SATB chorus  

Percussion 
SATB chorus 

Music Theme a          b a         c         d  a         b                            

Text Theme in 
General 

About the 
marriage, there  

is excitement 
all over. 

Everybody participates 
in merry making and 
sing in praise of the 
bride. They bid her good 
bye. 

Bar Numbers 1-53 54-85 86-115 

Section A B A1 
 

 

                     

            Coda 

Key A flat major E flat major 
A flat major  

A flat major 

   
  Instrumentation     

 
SATB chorus 

  
SATB chorus  

 
SATB chorus 

Music 
Theme 

a          b b        c           a         b                            

Text Theme in 
General 

About the mother-
in-law   

welcoming the 
bride and her 
entourage. They 
ask if she has 
heard the 
singing. 

Those accompanying 
the bride ask the 
mother-in-law to 
come out because the 
bride is excited. 

Bar Numbers 1-50 51-94 95-119 

Section A B A1 





























 

 

46 
During a function in traditional context, there is need for using music to sustain the 

event in a particular local idiom. Creativity in music is undertaken to enable the function take 

off; and that during the function creativity still takes place through extemporization by the 

participants. 

In the figure above the circle depicts the fact that there is continuous interaction 

between the three areas for an artwork to comply with the traditional expectations of a 

community. The salient inter-relationships are closely bound, and cyclic representation also 

demonstrates that none of the areas are superior to the other.  
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CHAPTER THREE  

3.0 SELECTED SAMIA MARRIAGE FOLK SONGS  

3.1 a) Transcription and Analysis of the Marriage Folk Songs 

3.1.1 Introduction  

This chapter undertakes an in-depth analysis of some of the most popular songs of the 

Samia marriage ceremony (esidialo). A total of twenty-seven songs which were relevant to the 

Samia marriage ceremony were recorded from traditional performers. From these, twenty songs 

were analysed to ascertain their layout. The choice of songs depended on text and style of 

rendition in relation to the sections of the Esidialo composition. The songs were classified as 

follows: 

 

                                     
                                                            
 
 
 
 
 
 
 
 
                                                  Table 1: Selected and analysed folk songs 
  
   

Twenty songs were analyzed representing about 74.1% of the total songs that were 

recorded. This is a representative sample as Ogula (1998: 59) notes that the larger the sample 

the better the results especially if certain characteristics are being looked for, in this case an 

analysis was to be carried out. Of course there are many Samia folk songs but only those related 

to the story line in the Marriage Suite were required for the study. 

During the analysis it was discovered that most of the marriage folk songs that were 

performed were those that praised the bride. Consistent with tradition, she was taken to be a role 

TYPE OF SONG   NUMBER OF 
SONGS  
RECORDED 

  % OF THE 
TOTAL 
SONGS 

 NUMBER OF 
SONGS 
ANALYSED  

  % OF 
ANALYSED 
SONGS 

Encouragement 09 33.3 06 30 

Praise 15 55.6 12 60 

Mockery 03 11.1 02 10 

TOTAL  27 100 20 100 
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     Analytical Notes 
 

a) Meaning-The song is performed to encourage the bride to have a strong heart so as to be able 

to withstand marriage problems. If she does so, she will be protected (olikingirwa mungabo - you 

will be carried in a shield). These words are used to denote that, if she is strong hearted, then she 

would be protected by armed relatives.         

b) Meter-The song is performed at a moderate pace in simple triple time. The tempo does not 

affect the speech and melodic patterns. 

c) Phrasing-There are five phrases of solo-chorus pattern. The solo phrases are short while those 

          for the chorus are long. The longest is about seven bars. The solo and the chorus parts overlap at 

some entries. 

Patterns of the Melody and Tonality 

a) Scale used in Song 3 
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      3.1.2.6 Bulera 

Original Text  Literal English Translation 

1. S. Omukhana we Bukiri bulera mbulire Daughter of Bukiri keep quiet I hear 
2. C. Bulera Keep quiet 
3. S. Omukhana we Sifuyo bulera mbulire Daughter of Sifuyo keep quiet I hear 
4. C. Bulera Keep quiet 
5. S. Ebikha ne biao bulera mbulire The time is yours keep quiet I hear 
6. C. Bulera okhesie khu bakeni Keep quiet and greet the visitors  
         Anyango nao bola khu biao Anyango say what you have 
 
 

         Bulera (Song 6) 

    
 

       



















 

 

72 
d) Pitch and melodic range-The solo and the chorus parts begin on the same note, G4. The 

next chorus entry falls to F2. The song flows in steps, thirds, fourths and fifths. It ranges from 

F4 to E5 ending on G4. 

 

3.1.3.5 Ludalo Lwae 

  Original Text  Literal English Translation 

  1. S. Anyango yengire bayie Anyango Anyango has come please Anyango            
           yengire nesambo has come with dignity 
  2. C. Ludalo lwae It is her day 
  3. S. Anyango yengire ee Anyango  Anyango has come eh Anyango 
          yengire nesambo has come with dignity 
  4. C. Ludalo lwae, Anyango yengire It is her day, Anyango has come 
          bayie Anyango yengire nesambo please Anyango has come with dignity 
          ludalo lwae it is her day 

 
 

  Ludalo Lwae (Song 11) 
 

   
 

      
 





 

 

74 
The song uses F4, G4, A4, B4, C5, D5 and E5 of the Western tampered scale. There is a half 

step between the fourth and fifth notes. This scale is a non-equidistant heptatonic with one half 

step. 

b) Speech and melody-The speech and the melodic patterns match. The accentuation on yie is 

set on one syllable instead of two to follow both the melodic and speech patterns. 

c) Principle which affects the setting of words to music-If the words fit well to the melodic 

line, then the speech rhythm is not affected either ascending or descending. 

d) Pitch and melodic range-The solo and the chorus parts both start on C5. Some sections of 

the chorus are higher than the solo parts in pitch. The song flows in steps, thirds fourths and 

fifths ending on G4. 

 

      3.1.3.6 Orada Atusire 

  Ori ginal Text  Literal English Translation 

1. S. Orada atusire abakhana bakhina Orada has brought out girls dancing  
         Orada atusire abakhana bakhina Orada has brought out girls dancing 
         mudala in the home 
2. C. Orada atusire abakhana bakhina Orada has brought out girls dancing  
         Orada atusire abakhana bakhina Orada has brought out girls dancing  
         mudala in the home 
 
 
  

       Orada Atusire (Song 12) 
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c) Principle which affects the setting of words to music-The speech rhythm of a word may be 

altered for it to fit the melodic line ascending or descending.  

d) Pitch and melodic range-The chorus enters a step higher than the solo part. The song flows 

in steps, thirds, fourths and fifths. It ranges between F4 and D5 ending on B4 flat. 

 

3.1.3.7 Lolekho Esikwada 

 Original Text   Literal English Translation 

1. S. Lolekho esikwada lolekho esikwada  See a calabash see a calabash 
2. C. Rachari  White 
3. S. Lolekho esikwada lolekho esikwada  See a calabash see a calabash 
4. C. Rachari, lolekho eskwada ne engeso  White, see a calabash and engeso 
 

 

      Lolekho Esikwada (Song 13) 
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       Table 2: Tonal centres of transcribed folk songs 

As demonstrated in the table, the dominant tonal centre for most marriage folk songs were C, D, 

G and F. An insignificant five percent had both A and B flat tonal centres. Pitch determinations 

were made based on a piano tuned at A=440.  

b)   Melodic Contour 

Due to the undulating manner of the melodic contour, the phrases rise and fall  by  

interval of a second, a third, a perfect fourth, a perfect fifth, a sixth and an octave. The melodic 

contour in fifteen songs took a horizontal shape towards the end of phrases. 

                   c)   Melodic Range         

The analysis indicated that most of the traditional Samia marriage songs had melodic  

 range of between a second and a perfect fifth. Therefore these intervals are prominent in the               

folksongs. 

     d)   Phrase Lengths 

The lengths of the phrases determine the overall shape of the songs. In the analysed  

      marriage songs, there are diverse phrase lengths as shown in table 3: 

 

 

 

 

TONAL CENTRE  NO. OF SONGS PERCENTAGE 

        C   11     55 

        D     3     15 

        G     2     10 

        F     2     10 

        A     1     05 

        B flat     1     05 

TOTAL    20   100 
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f)   Intervals 

   An interval is the sound distance expressed musically between two notes, (i.e. the 

difference in pitch between two notes). In Western tonal music intervals are named according to 

the number of diatonic scale degrees. The pitches are related to the main pitch or tonal centre, 

also referred to as the tonic. In African music the tonic is at times not applicable because 

different singers perform the same song on different notes. It may also depend on the voice 

quality of the soloist and other singers, (Agu 1999: 34). 

 This study adopted the Western definition to describe the sound intervals found in the 

Samia marriage folk songs. An analysis of the various intervals was made taking into account 

their frequency of appearance in the songs, both in an ascending and descending order. The table 

below indicates the various intervals and the number of times they appeared in the songs. 

 

  INTERVAL  NO. OF APPEARANCES PERCENTAGE 

Major 2nd 274  37.79 

Minor 2nd 112  15.45 

Major 3rd 116  16.00 

Minor 3rd 119  16.41 

Perfect 4th  64  08.83 

Perfect 5th   34   04.69 

Augmented 4th  02  00.28 

Major 6th  01  00.14 

Octave  03  00.41 

TOTAL  725 100.00 

        
              Table 4: Melodic intervals- number of appearances and their percentages 
 
 

The Samia marriage folk songs that were analysed had intervals mainly between a 

major second and a perfect fifth. The rest of the intervals were minimal in appearance. Therefore 

the folk songs progressed in steps with few leaps.  

g) Speech and Melodic Relationships 
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In most of the transcribed folk songs, the speech and melodic rhythms matched. 

Therefore the words were naturally well set to music. There were a few songs that had some 

words altered due to elision of text so as to fit the melodic line. In some instances the last 

melodic phrase of the chorus had the solo parts incorporated creating additional text and melodic 

parts. 

h)  Principle, which Affects the Setting of Words to Music 

If the melodic line fits well with the song text, then the speech pattern is not affected 

either ascending or descending in the progression of the tune. If it is the reverse, then elision 

takes place to correct the anomaly. In all cases the alterations did not affect the meaning of the 

Samia text in the marriage folk songs. 

i) Starting Notes and Closing Notes 

According to Agu (1999: 33) African songs can start on any note of the scale depending 

on the performer and the mode of the text used. Analysis of the Samia marriage folk songs 

showed that they began on various notes. The analysis indicated that preferred starting note was 

the fifth followed by fourth notes of the song scales. There were two songs that broke this 

pattern, one started on the second and the other on seventh note of the song scales. This could 

have been due to the soloist having entered slightly off tonal centre of the two songs. Bwire 

(March 2006) observed that it is up to the soloist to determine entry pitch for the responsorial 

group.            

Nketia (1992: 154) observes that traditional African songs do not have an ordered 

ending note. He adds that every note of a song scale may occur as an ending. Significantly, of the 

analysed Samia songs, only one ended on the first note, while four ended on seventh note and 

two on second note. Half the songs ended on fifth note and three on third note; these two notes 

 revolved round the tonal centre of the songs involved. The table below indicates the various      

 notes on which the analysed songs started and ended. 
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melodic motifs used. 

Part A starts with an okungulo opening of three bars with third phrase material. Piano 

enters at bar 4 as okungulo has the first phrase; at bar 6 okungulo has the second phrase. At bars 

7/8 okungulo has a motif from the third phrase, which comes in full from bar 8 to 11. The piano 

has segments of that phrase in bars 9/10 and 10/11 in the right hand. Okungulo has the full 

melody from bars 13 to 16, then a segment between bars 17/18. Segmentation is a Western 

feature that is used to develop this work as the piano accompanies with chords. As okungulo fills 

in the piano has motifs of the main melody in the right hand bars 19 to 21. Okungulo goes back 

to the third phrase as the piano fills in with chords. At bar 24 piano right hand has the first phrase 

answered by the left hand second phrase. The right hand enters with the third phrase from bars 

27 to 30, which also links to the new key of A major. The issue of key system is a Western 

tradition and not Samia. 

Part B begins from bar 31 with a new tune in A major, which is the supertonic of G 

major (dominant of the dominant key D major); these are Western music features that support 

the Samia idiom. The nature of the melody determined the new key and as stated earlier the new 

tunes may be higher or lower. Okungulo plays the tune in solo response pattern with piano right 

hand. The next tune is at bar 35 with okungulo as piano picks the response from end of bar 35 to 

37. Piano in right hand repeats this from end of bar 37 to 39 and continues with the same up to 

bar 41. Piano left hand picks it from bar 42 to 43, alternating with the right hand bar 43 to 44. 

Okungulo picks it up from bar 44 and goes back to the first phrase of this section from bar 45. 

There is a solo response style between okungulo and the piano right hand from bar 45 to 50.  The 

second phrase comes in at bar 51 in the piano right hand, okungulo bar 52, piano an octave high 

at bar 53 and lastly piano left hand bar 54. The opening phrase of this section recurs between 

okungulo and the piano response from bar 55 to end at a perfect cadence. Call and response, use  

of two melodies to welcome visitors, rhythmic patterns, rests, and anacrusic entries in this piece 
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music, students will experience pertinent concepts involved. Availability of art songs will also 

encourage examination bodies to utilise such art works as musical excerpts instead of depending 

entirely, on the Western classical music. 

Further research could be undertaken based on the findings and conclusions of this 

study to explore issues from other Kenyan communities. The study has shown that traditional 

composers have a guide to their activity and that each community has its own inherent music 

features. This relates to an observation by Herbst, Zaidel-Rudolph and Onyeji (2003:150) that 

one can compose using traditional African music elements alongside Western tradition music 

features; but only the highlighted traditional African music features will support the identity of 

the traditional local idiom of the music in use.  This also supports the sentiments about African 

musicians (already discussed) who have used traditional tunes to develop art music that is 

identified with their local idiom. This should be the reawakening of cultural ideals amongst 

Kenyan art musicians who use traditional songs. 

The present study was carried out on the Samia music; similar studies could be 

undertaken on the music of other Kenyan communities. This would assist art composers to be 

well equipped with guidelines for use in Kenyan traditional music composition. 
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APPENDIX 2  

Budget 

 
Stationery / Secretarial Services 

Paper and writing material 5,000/= 

Computer-initial typing expenses 5,000/= 

Reorganization after corrections 2,000/= 

Typing the thesis (248 pages) 5,000/= 

Preparation of the thesis three drafts 3,000/= 

Reorganization for submission 2,600/= 

Photocopying/ binding of thesis 10,000/= 
 

 

   Equipment 

Empty cassettes (10 x 300/=) 3,000/=  

1 piece of tape recorder 15,000/= 

Batteries- 7 pkts @ Sh 1,200 per pkt 8,400/= 

 

          Subsistence and Travel 

Subsistence (Sh.2, 000 x 40 days) 80,000/= 

Travelling for 40 days 15,000/= 

Preparation for recording 20,000/= 

Recording / studio services-audio 30,000/= 

Contingencies 30,000/= 

Total K.Sh 234,000/= 
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        APPENDIX 5 

Music Excerpts that Use Folk Idiom  
i) Kenyan Songs (Source - Kenya Music Festival Secretariat) 

 



 

 

220 

 



 

 

221 

 
 

 



 

 

222 
Abwori Mulamwa 
Melody transcribed by an art musician with inaccurate setting of text in Samia idiom 

 
 

Melody transcribed with correct setting of text in Samia idiom 

 
 

Khayoni Khekomera  
 

Melody transcribed by an art musician with inaccurate setting of text in Samia idiom 

 
 

Melody transcribed with correct setting of text in Samia idiom 
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Wanyama Ongero 
Melody transcribed by art musician with inaccurate setting of text in Samia idiom 

 
 
Melody transcribed with correct setting of text in Samia idiom 
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ii)  Western Songs 
 1.  An opening part of Prince Igor by Borodin 

 
 

 
2. Melody from the prologue of Boris Godunov by Musorgsky 

  
 
3. Mazurka in F major Op68 No.3 bars 37-40 by Chopin            
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        4. Polonaise in C# minor Op 26 No. 1 bars 66-69 by Chopin 

                    
        5. Hungarian Rhapsodies No. 16 by Liszt 

        
 
 
 
           6. String quartet No. 1 in E minor (theme) by Smetana 

           
 
 
            
        7. A flute theme about two springs from The Moldau by Smetana  
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  5. Instrumental ensemble 6. Olwika 

 

                                        

           
7. Pekee  8. Ekengele (Metal bars) 

                                                                          

 

           
 9.  Ekhombi 
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10. Pekee player 11. Olwika player 

 

                     
                                       

                                          
 12. Endeke tied on ankles 
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  13.Instrumental ensemble                                            14. Ekhombi player 

 

  
15. Dakhiro Women Dancers 












