
•

•

•

Lcarning to be indigenous or being laught 10 be Kenyan: The
ethnography of teaching art and material culture in Kenya

by

© Firozc H.Somjcc Rajan

Departmcnt of Educational Studies

McGill University

Montreal

A thesis submitted to the Faculty of Graduate Stu<lies and Research in partial fulfillment of

the requirements for the degree of Doctor of Philosophy.

April, 1996.



1+1 National Library
of Canada

Bibliothèque nationale
du Canada

Acquisitions and Direction des acquisitions et
Bibliographie Services Branch des services bibliographiques

395 Wellington Streel
QUawa,Ontano
K1A ON4

395, rue Wellington
Ottawa (Ontano)
K1AON4

YOUf Ille Votre référence

Our foie NoIre ffHérence

The author has granted an
irrevocable non-exclusive licence
allowing the National Library of
Canada to reproduce, loan,
distribute or sell copies of
his/her thesis by any means and
in any form or format, making
this thesis available to interested
persons.

The author retains ownership of
the copyright in his/her thesis.
Neither the thesis nor substantial
extracts from it may be printed or
oth9rwise reproduced without
his/her permission.

L'auteur a accordé une licence
irrévocable et non exclusive
permettant à la Bibliothèque
nationale du Canada de
reproduire, prêter, distribuer ou
vendre des copies de sa thèse
de quelque manière et sous
quelque forme que ce soit pour
rnettre des exemplaires de cette
thèse à la disposition des
personnes intéressées.

L'auteur conserve la propriété du
droit d'auteur qui protège sa
thèse. Ni la thèse ni des extraits
substantiels de celle-ci ne
doivent être imprimés ou
autrement reproduits sans son
autorisation.

ISB~ 0-612-19765-4

Canada



•

•

•

Il

On art and materia! culture, anthropo!ogy and educatioll

Swahili S'lying that primary school children \cam.

Usiaâle mbachan J..1\"a mSll'ala IIpilao.

Do not throw away your old praying mat because you have a new one.

(One need not abandon old friendships when one Iïnds new friends)

(Mal)'am Abudu and Baruwa Abdalla in Methali za Kiswahili 3)

Kiku)'u proverb onen lold to children.

Kinya kiri itina niko Idigaga.

A calabash that has gol a bottom can stand uprighl.

(A person with a will can do whal he/she wants to).

(G.Barra in 1,000 Kikuyu Proverbs)

Maasai children's riddle

Ejo rrokirrok eilO idia alo nejo mukllll1l1k eitll ena ?

Il kirJ..1lTO le nkare.

What makes loud noise when going in one direction, but none as it retums?

The calabash

(When empty calabashes are taken to the river they ratlle as they move along and as they hit
each other. On the way back from the river they are full of waler and thus do not move sc

much and make noise when touching each other.)

(Naomi Kipury in Oral Literature of the Maa'>ai)
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Ahstract

Several indcpendent African states promote teaching ofa national culture as one culture and
leaming about ethnic cultures as separate and distinct aspects of othcr cultures of the

nation. This is often articulated in development philosophies and political discourses that

complement bath being modem and being ethnic with almost equal emphasis. This

dissertation is about leaming African culture in the school system in Kenya

The dissertation reviews the historical development of leaming about culture in Kenya and

particularly about material culture and the arts From pre-Christian and colonial times to post
indeiJendence. This last period covers the presidencies of Jomo Kenyatta (1963 - 1978) and

Daniel arap Moi (1978 - 1996). Exemplification of this leaming is investigated tirst at the

general nationallevel and then at three particular regions comprising an all Christian, third

and fourth generation school-going agriculturist community, a first generation school-going

pastoralist nomadic community and a multi-ethnic urban rommunity. In the three regions,

the study examines the present situation as it is in the classroom at the level of contact

between the art teacher and the pupi! in primary schools during the formative years of

children's growth. This also spans the period described as the golden years of children's

art.

Through qualitative and quantitative material and analyses of political discourses and

educational and cultural policy documents. The thesis demonstrates that the art and craft

curriculum follows the presidential philosophy of Nyayoism. In theory this philosophy

promotes modemization and maintenance of indigenous traditions but in practice leans

towards modemization, in actual terms, Europeanization. Modemization is attempting ta

create one Kenyan national culture using schools as a vehicle.

The research demonstrates how the present national cultural heritage curriculum focusing

on materiai culture is not likely to he an effective arts educational tool and a medium for

transmission of indigenous aesthetic knowledge in three school sites representing three

broad cultures and traditions of Kenya Le. agriculturist, pastoraiist and multi-ethnic urban.
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Résumé

Apprendre à ètre autochtone ou apprendre à ètre kenyan: l'ethnographk~ de
renseignement des arts et de la culture des objets au Kenya.

par S('J1~ee Rajan

De nombrelLx états africains indépendants favorisent renseignement d'une culture nationale
comme étant une seule culture et l'étude des cultures ethniques comme étant des éléments
séparés et distincts de la nation. Ceci est souvent expliqué dans les philosophies de
développement et des discours politiques qui complémentent à la fois le fait d'être moderne
et celui d'ètre ethnique avec presque autant de poids. Cette dissertation traite de
renseignement de la culture afi-icaine dans le système scolaire kenyan.

La dissertation examine le developpement historique de renseignement culturel au Kenya et
en particulier renseignement de la culture des objets et des arts depuis les temps pré-chrétiens
et coloniaux jusqu'aux années qui ont suivi l'indépendance, ce qui inclut les présidences de
Jomo Kenyatta (1963-1978) et Daniel Arap Moi (1978-1996). Ceci est, d'abord. illustré sur
un plan national général, puis à partir cie trois régions particulières composées de la troisième
et quatrième génération scolarisée d'une communauté chrétienne, de la première génération
scolarisée d'une communauté nomade pastorale, et d'une eonmlUnauté urbaine pluri-ethnique.
Dans les trois régions, l'étude porte sur la situation telle qu'elle se présente dans la salle de
classe, au niveau du contact entre le professeur d'art et l'élève dans les écoles primaires
durant les années formatrices de la croissance des enfants, années perçues comme étant les
années d'or de l'art infantile.

Au travers de documents qualitatifs et quantitatifs, d'analyses de discours politiques et de
documents sur la politique menée dans le domaine de l'éducation et de la culture, on peut
démontrer que le curriculum pour les arts et les travaux manuels suit la philosophie
présidentielle du 'Nyayoisme' qui, en théorie, promouvoit la modernisation et la préservation
des traditions autochtones. En pratique, celte philosophie tend vers une modernisation qui,
en fuit, est l'européanisation. Moderniser, c'est tenter de créer /Ille culture nationale kenyane
en utilisant les écoles pour véhiculer celte idée,

Celte recherche montre comment le curriculum national actuel pour le patrimoine culturel qui
porte sur la culture des objets a peu de chances d'être, dans le domaine de l'art, un outil
pédagogique efficace ou un moyen pour la transmission du savoir esthétique indigène dans
ces trois lieux scolaires qui rassemblent les trois grandes cultures et traditions de Kenya: les
agriculteurs, les bergers et les citadins d'ethnies diverses.
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My interest in art and anthropology continued to develop and consequently [ spent my

post graduate fellowships in Europe studying art and design in academies as weil as in

museums of ethnography. From 1976 'Jnwards [ worked in the material culture section

of the [nstitute of African Studies. University of Nairobi. During this time 1 had the

opportunity to live among many ethnic groups of Kenya and to colleel, document and

study their art and artefacts. This led ID the development of a teaching collection of

material culture at the University of Nairobi which 1 later used to design and justify

material culture curricula for schools and universities as a significant area in the study

of Art and Anthropology. In 1985 material culture of Kenya was aceepted into the

curricula by the Ministry of Education. That was art, material culture and education as 1

knew in my childhood.

[ bclieved then that since material culture was one of thc living traditions of Kenya, it

would be natural to bring the study of indigenous art and design into the c1assrooms. 1

also felt that since material culture was rooted in the aesthetic traditions and in the

environmental and cultural knowledge of indigenous materials, skills and values, it

would generate and sustain the continuity of this special tradition of creating and

appreeiating objects of function and beauty. Modem educational institutions, no doubl,

would enhance this process. In my opinion education in the arts would further refJeet

and support living art traditions and realize post-independence visions of creating a

national art curriculum that would bring to a close the otherwise unending quest for a

national cultural identity. However, ten years after the introduction of material culture

into the art syllabus, this did not happen, and in fact contradictions developed among

wha! was viewed as modem, national and indigenous heritage. This dissertation

developed as a result of my search to understand what was being taught as modem,

national and indigenous and what was taught as art education in Kenya. In this study 1

attempted to understand how art and indigenous art traditions are transmitted in modem

institutions and thus also to leam about the dynamics of the teaching culture in Africa.

1was fortunate to have four supervisors on my Ph.D. committee who are weil known

in the fields of education in the developing world, teaching of art and aesthetics,

curriculum and second language slUdies, and anthropology in an East African context. 1

have leamed immensely t'rom Professor Thomas Eisemon, Professor John Galaty,

Professor Boyd White and Professor Mary Maquire. They guided me and shared their

scholarship to enrich my knowledge and skills. They even shared their unpublished and

current research in order to better my researeh. Consequently, 1 was able to shape this
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dissertation by bringing togcther Ieamings of my four supcrvisors l'rom four westcm

academic traditions in education. school ethnography. art and anthrnpology. My

supervisors were supportive of my academic interests and they gave me moral support

during the lengthy and sometimes difficult times that 1 have had trying to mect tlle

challenge of doing a Ph D. in North America 1espeeially remember their support when

[almost lost my fellolVship due to communication problems in 1991.

[ am thanJ..ful to Naomi Kipury, Muchugu Kiiru and Waigwa wa Wachira for

discussing with me the Maasai and Agikuyu content in the dissertation and for 11Jeir

valuable suggestions on ethnicity and modernity. [ discussed the Il Keekonyokee

culture with Nkitoria ole Sekuda, the Direetor of Simba Maasai Outreach Group.

Elsbeth Court made significant comments on the first draft and 1 l'cel obliged to her for

her continua] interest and encouragement for many years. Also many years ago, Zul

Mawani shared his Ph.D. notes with me that guided me to do furtller readings at the

Kenya National archives. In those earlier days. when so little 'l'as known about and

discussed on indigenous art, talking to Donna Klumpp was encouraging. Parvin

Moloo checked my graphs and tables, and discussed them later. Howard Esbin's

friendship has been my walking stick at limes when [ felt that 1could go no farther. 1

also wish to thank Wambui Ng'ang'a, my long time assistant in the Material Culture

department, and my field assistants John Wasike and Samuel Obara for helping me to

colleet data in the field and to reeord the infonnation. John Wasike did the video

taking. 1feel blessed to have the friendship of Shamas Nanji and George Ombachi who

helped me out during the final stages of fonnatting the document, and of Sheilina Manji

who translated the abstract into French. Betty and Bill Bauman's love for material

culture affinned my conviction that culturally grounded aesthetic knowledge is essential

for sustaining humanistic values in societies where social orders and post independence

education systems are failing and often the result is violence. [ am grateful to Anneta

and Harold Miller, Erna and Larry Loewen-Rudgers, Jane Snider and Larry Nafziger,

and Phyllis Ressler of Amish and Mennonite backgrounds for shaling their historical

and present day experiences that relate to traditions and modemity. Their approach to

reflecting on a contradiction and Iistening to differences of opinions without raising a

conflict influenced my literature review and criticism of points of view that were

different from my own findings.

To Boyd White and Marilyn Lajeunesse 1 would like to say special thank you for

inviting me to their house whenever 1came to Montreal on my Ph.D. work, for the use
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of their computer and for their hospitality. Without their support 1 would have found it

diflïcult to spcnd extra time at McGill and rcach a qualitative standard of this

dissenation.

1am gratefultc the staffof the three schools where 1did my lieldwork and to the Office

of the President, the Provincial and District Cultural and Educational Officers in Kenya

for the research ciearance and assistance whenever 1 nceded official documents. 1 am

indebted to the craftspersons and artists of Kenya who taught me ta k,now and sense

the object

My thoughts are with my mother, Mariambai, Nizar. Laila, Rifaat and Sadiq for the

time that we could not spend together. Final;:;. 1\Vould like to thank my \Vife Zera and

my children Ardhiat, Ummat and Jasiriat Mariam for their patience for they could not

do computer art and play games until 1 finished the 'dissertation' which has become a

household word not much appreciated and often used synonymously \Vith the word

'father'. And for their tolerance, for they could not aIways do what children like to do

bccause 1was working on this 'dissertation' that ironïcally is about children. 1hope this

research will change education in the arts for children of Arnca who share a heritage

and through art and play learn to be who they are as adults.
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Introduction

The Setting, Problem and Sludy

Contemporary Kenya provides a good example of how educational policies reiating to

the teaching of culture are intluenced by ethnicity and nationhood; these in tum are

mediilted through political discourses of colonialism, nationalism and modernization. The

discoursèS are performed within metaphors of African development. African culture is

valorized and praised, and presented as antagonistic to modernization. Simultaneously,

development ideologies foster modernization of life-styles and deplore loss of traditional

culture as a loss of cultural identity in overlapping statements. In Kenya. the political

discoursèS negotiate Many traditional cultural images within the maendeleo (Kiswahili 

going forward or development) ideology in which education is the key vehicle of

transformation as weil as maintenance of indigenous culture. But teaching indigenous

culture in ways that ore consistent with principles of modern pedagogy, as weil as state

ideology, lTeates tension that is perhaps MOSt apparent in an and craft lessons. This

dissertation investigates the conditions that have led to this situation and how learning

takes place in the an room.

Political discourses that overlap the indigenous and modem images of culture are

apparent in President Moi's philosophy of Nyayoism.' The president presents Nyayoism as

an ideology indigenous to African society and as an approopriate basis fur building a

modern political sU1Jcture in Kenya.·

Nyayoism altempts to legitimize the role of modem political institutions in the 'trans-tribal

management' of a nation in African philosophy. Indigenous philosophy is evuked in

modern political discourse and signified in the objects uf traditional material culture such



•

•

•

z

as th~ ~Idds duh that th~ Pr~sid~nt œr~moniously b~ars in stag~d p~rformanc~s and by

whkh h~ CtJmmand~~rs ~thnic authority and loyalties. In the capital city's parles, there are

monum~nts œl~brating Nyayoism symbolized by a gigantic cJench~d fist of the President

holding an elder's club ov~r the snows of Mt. K~nya. The mountain is a sacred symhol in

Mrkan traditional b~liefs and also a symbol of nationhood.

ln th~ sam~ discourse of Nyayoism, yet another voice enterges. Christian philosophy is

evoked as much as Mrican philosophy in the presid~ntial speeches: "Nyayoism (by

propounding and advocating peace, love and unity) singularly embeds the kernel of the

princip les of Christian life into the national philosophy" (Moi: 1986). In the new 8-4-4

education system, religious education has been strengthened in schools and each school is

encouraged to have a choir that performs during school ceremonies. Modemity has two

facets, secular and sacred, hoth of which have African values infused into them.

In political discourse African values, morals and beliefs are valorized while in schools

Christianity, Islam and other non-indigenous religions are taught. In primary schoo!s.

African traditional belief systems are taught as pre-Christian customs in CRE (Christian

Religious Education) syllabus while stories of origins of ethnic groups are learned under

history in the GHC (Geography, History and Civics) course. Among the objectives of

Christian religious education are:

That the children at the end of Primary School Course will know the
fundamentals of their faith a< laid down in holy scriptures and traditions of their
comOlunity and recognize and appreciate that traditional religion is an integral
part of Kenya's cultural heritage and are able to operate within a religious
frameworlc for more development. (SyUabuses for Kenya Primary School,
Volume l, 1991, p. 17).

These are in agreement with the objectives stated in the GHC ( Geography History Civics)

syllabus:

Identify and preserve vaIuable cultural artifacls and olher aspecls ofculture.

Tell stories of origins, myths and legends.

Understand cultural norms in traditional societies and use this knowledge to
adaptto changing society.

Signiticantly. African indigenous beliefs, legends and myths of creation are taught as

history in the GHC syllabus. and as pre-ebristian beliefs that integrate into a modern

Christian tradition in the CRE (Christian Religious Education) syllabus. Other religions 

Islam. Hinduism and Sikhism are taught but they do not make the mainstream, and their

syllabi do not incorporate the projected religious values given by Nyayo philosophy, the

presidential and state ideology. African indigenous religions are not taugbt as a subjec!.
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Thus Christian Religious Edu~ation and GHC (Geography Hisll1ry Civics) ~urricula lay

down the hasis of a philosophy of edu~ation within the context of development. The

ohje~tives of the ~urricula explain that traditions have to he preserved within modemity

and moderniry, delined through Christianity and development, will he managed hy

indigenous traditions. This is aftirmed hy the President's philosophy. ln som,' asp~ts the

school sœne today is reminiscent of pre-independenœ mission s~hools and the ~olonial

dis~ourse that the African had to he developed along Christian principles (Bee~her

Report: 1949). Nonetheless, ~hildren are also taught that the development ideology is

rooted in pre-Christian traditions.

While the agriculturists have been Christians and going to school for four or more

generations, the pastoralists have retained major institutions and aspe~ts of their

indigenous cultui~ and many do not attend schoo!. After thirty years of independence. no

school text exists for teaching of African morals and values, an At'rican world view that

would explain the signilicance of heritage suhje~ts within the context of developmenl.

Moreover, these heritage subjects are taught in English. Mastering English hecomes the

primary taslc in schools. Ethnie languages are taught in lower primary classes, Kiswahili is

taught up to secondary level but is not the medium of instruction. English is the medium

of instruction and as a subject it has the maximum c1assroom time. Thus, English, a

foreign language, mediates perception of indigenous ~ulture and material culture hy

s~hool children and shapes development of notions of aesthetics by recontextualizing

objects and concepts. In one of his discourses on Nyayoism, President Moi explains the

role of Al'rican languages as "carriers of indigenous wisdom".

Again such statements give modemizing ohjectives to the transmission of cultural

heritage. These statements also exemplify the hasis of educational philosophy of the new

8-4-4 education system which is presented as heing founded on the Nyayo philosophy

and having its roots in indigenous culture. In practice, the new education system reveals

simultaneous disassembling and maintenance of the educational traditions inherited l'rom

the colonial period. The aim of new cultural education was political for it intended to

foster national uniry. Meanwhile vocational education was retained l'rom the colonial

heritage for economic reasons as the training wouId provide employahle slcills. This has

been articulated by the President and often retold by educationalisl~ at the Kenya Institute

of Education and the Ministry of Education:
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The: dual aims of tht: 8-4-4 system of education are I::xplainoo. as fostering
'national unil)' and re,!"'ct for Kenya', rich cultural haitage. by en;bling
Kenyans to It:arn more about on~ anoth~r's b<lids and lifo-styles and .1'0 to
impart employable, l<ehnical and ,cienlific knowledge at each stage, by
prœnoting t~hnjcal and \'(}Cational ~dllcation: (Moi: 1986. p. 42).

The voice of the president is the voice of authority, the voice of mwalimu, the teacher. The

teacher symbolizes knowledge, wisdom as weil as leadership and developmenl. Praises are

sung of Mwalimu Rais Moi (Teacher President Moi) who is celebrated on national days

during public rallies and in the media. One example is ilIustrated by the following frrst

two verses in a poem entitled Twakufuata (We follow you) ITom the collection Wasifu wa

Moi (Praise Poems of Moi wrin"n in classical Kiswahili verse):

Twakujuala

We will follow you by Peter Mcharia Mwangi.

•
M:'l'f' tl!ipoJuzma. dUllia akailokn.

Hakutoacha yarima". 0\.")'0 tukillOllgaika

Mwa/imu alisimama, haramu akazjshika.

Mpelldll'a Rnis Moi, Mll'alimu twakufuara.

TunakukubaIi ""Ulla, imani twakUIUlluka.

Wo;:ill'a;:i rUllasema, kakuchagua Rabuka,

Letu ni kukuegemll, ongo:.i kukurwika.

Mpelldll'a Rais Moi, Mwalimu rwakufuara.

(Dwnila: 1978, p.14)

When tb< <lder (Jomo Kenyatta) mowd
away. ldt the world

He did nol leave us orphaned, helpless
s=hmg

The kacher took over, he held the bridle,

Beloved Presiden~ we foUow you Teacher.

The !",ople acc~pl you. we put trusl in you

We say OI"'nly that are chosen by Gad

Our (duty) is 10 he by your side, leadership
)'OU ·.ere hestowed upan

Beloved Pres;'~n~ we foUow you Teacher.

•

Il is the an and craft syllabus that best acknowledges the President's authority in education

through his voice as the teacher because it is the only subje..'t in the cur:iculum that is

both responsible for imparting positive attitudes towards indigenous culmres and creating

technical skills for self reliance through schooling.

There is no doubt that the 8-4-4 system has been designed because of the high rate of

unemployment of the school leavers, especially in the rural areas. The vocationalization

of primary education. which includes revitalisation of art and craft instruction, is aimed to

retain the population in the rural areas. This was precisely the major African criticism of

the Beecher Education Report of 1949 and of colonial educational policy in general

(Sheftield: 1973).2
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The respon:;~ to Beeehds report was the Ominùe Report of 1964 whieh was the tirst !",st

indepenùence eùueational inquiry into co1lmial educational poliey. Dr. Kia~tl, the tirst

Minister of Eùucation of independent Kenya. spoke for many when he hopeù "that the

Beeeher Report is ùeaù and with that we will start a new phase in our educational system"

'(Sheftield: 1973, p. 68). The Ominde Report places little importance on v(l\:atÎlmal

subjects. Instead, it stresses aeademic instruction in primary schools to prepare a minority

of youth for further education to increase the country's pool of highly skilleù man!"lwer.

After almost a quarter of a century, the Kamunge Report (1988) emphasized praetieal

subjects for sorne of the same reasons as those given hy Beeeher in his repurt of almllst

l'orly years ago. However, IOday the teaching of art and eraft is vieweù as a praclieal

subject imparting employable skills as weil as cultural heritage.

1 Cultural presenation and national de\'elopment

The discourse of African nationalism which was often articulated by the tirst presiùents of

the independent states made references to preservation anù utilization of African culture

for purposes of national development. Later, in 1972 tlte tirst great Pan-Mriean Cultural

Festival in Lagos, Nigeria. was an exposition of this expectation brought together in

staged performances. The artists challenged the white colonial interpretation of Ati'iean

culture and sought to foster African dignity, placing primary importance on Africanizing

the content of school instruction. This position was supported in Kenya's Seconù

Development Plan3 anâ a reference was made to Materia! Culture in this plan:

Many such ohjects are now being replaced hy imported or locally manufactured
ilems which do oot express the traditions, values and hdiefs of the people. Thdr
preservation al this time a100g with the records of thdr mtaning forms an
important source ofbislorical and technological information. (o..vdopment Plan
1970 - 1974, p. 546).

We note that the emphasis was on cultural preservation. Nyayoism changed preservation tll

conservation. This twist in terminology of the rhetoric of culture and development

signifies a selective approach to maintenance of cultural heritage:

... the aim is oot preservation hut conservation. Properly manage<! and proIoc!OO,
therefore, a policy of cultural conservation will lead 10 progressive eliminatioo
ofoutmodedand insupportahle aspects of our varie<! sociCH:ulture. (Moi: 1986,
p.38).

Thus, cultural conservation becomes a process of selection of those aspects of African

culture that would support modem institutions within the frame of maendeleo and

nationalism. In other words, cultural instructions become an instrument for
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Jccummudating mudernizatiun. drawing upon only thuse clements of indigenous culture

that would he congruent with state ideology.

However. apan l'rom a Iist of hanned Iiterature, there is nu other ofticial guidance on what

is acceptahle and not acceptahle cultural property. African or nun-African. Nevenhcless.

the lack of speciticity causes insecurity and tensions tor teachers. Referring ta the

prohlems of education in Maasailand in pust independent Kenya. a Maasai teacher writes:

... 1 constanlly asked myself wby education is sucb a problem for tbe pasloral
societies of Kenya. As migbl he eXpèClcd, l, tended 10 look at the problem from
my employcrs perspèCtives. Scbooling was used 10 arouse national loyalty by
inculcating a lanb'Uage and value s)'stem which students did not share with their
parenl'. Soon 1realized that the problem of education in a new nation-stale with
devclopment aspirations is political and a matter with important social and
culluml implicalions. (Sena: 1986. p. vi).

Sarone Ole Sena resolved the conflic1 at a personal level hut it still remains at the level of

teaching for thousands of other teachers.

The document called National Goals of Educa!ion poses this conflict as a compromise.

This is worded in the syllahus which is wrilten in the characteristic style of political

hectoring. telling what the teachers 'must' do. and 'should' do hut how it could he done is

not explained. The National Syllahus dictates that :

Educalion in Kenya musl prepare chddren for Ibose changes in attitudes and
relationsbips wbich are necessary for the smooth progress of a rapidly developing
modem economy. There is bound 10 he a sdenl social revolution foUowing in
the wake of rapid modemization. Education ShOlÙd assisl our yooth 10 adaptlo
Ibis change.

However, adaptability 10 change cannol he inlerpreled 10 mean a passive
undiscriminating acceptance of all change.

Whal is meant is the developmenl in the country's youth of an inquiring attitude
lowards lraditionally eslablisbed values. The chilUren sbould he able 10 blend tbe
hesl of the lraditional values with the changed requirements !hal musl foUow
rapid developroent in arder that they may budd a stable and modem Kenyan
society.

What aceds ta be understood is how the teaching of culture, and of art and materiaJ

culture in particular. creates a national and an ethnie identity in the classroom when the

children in the classrooms in Kenya come from different cultural traditions, The next

section elaborates on this concern.
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Education throu~h art and matel"Ïal culture: Fostering nlltionhood

or ethnicil~' in multi-cultural Ken~'a'!

•

•

At the ali-Kenya nationallevel. several images of material culture come III mind that lînk

ohjects lU ethnicitièS (that are c\osely dèlined hy Iinguistic groups). customs. economic

activitièS. social-elasses. religious helièfs and political allegiances. 'These are ohserved.

maintained and transmitted in varying degrees hy the artefacts of function and. of

ornamentation and rituals (Somjee: 1994). There are tt,ree rJ:;~cipal African Iinguistic

groups in Kenya: Bantu. Nilntic and Cushitic speaking peoples. (See Map 1). Most

Kenyans acknowledge their ethnie identities hy their languages and dialects within the

three large Iinguistic c\usters. But many speak more than one language.

Kenyans also identify themselves with groups having cornmon customs though their

ethnicity may he different. For example. a Maasai man identities himself wiÜ' an Agikuyu

male thrnugh the mutual custom of circumcision during the initiation rites. although the

Maasai are Nilotic and the Agikuyu are Bantu and they have different traditions of

material culture. Both the Maasai and the Agikuyu also descrihe their cultural cifferences

with the Luo (Nilotic) through customs such as that of circumcision. 4

The language. material culture and customs-hased identities overlap )dentities hased on

economic activities. The two main ethno-economic groups in Kenya are agriculturists

and pastoralists. But there are exceptions such as the Pokot (Nilotic). One group of the

Pokot is agriculturist and the other is pastoralîst. Interestingly their material culture is

almost the same. On the other hand the Iteso and Turkana who share the same linguistic

inheritance have distinct material culture traditions. The former are agriculturists and the

latter are pastoralîsts. This is reflected in how their material culture has been adapted to

their separate activities. For example. the Iteso knife emuJo and the Turkana knife egoJu

have the same origin hut one has heen modilied to hecome a millet knife and the other to

he a meat knife. Both the knivèS are 'worn' on the linger and held in the palm (Somjee:

1994. p. 30).

Living among the agrieulturists and pastoralîsts or hetween them are groups of hunter

gatherers or former hunter gatherers such as the Okiek among the Maasai of Narok

District. The fisher people, the El Molo. live among the Turkana in Northern Kenya.

Several groups also practice mixed economies: the Pokomo of the Tana River and the

Luo on the shores of Lake Victoria are agrieulturists and tisher people; the Turkana are

pastoralists, gatherers and fisher people. The District Map of Kenya generally follows

ethnic boundaries (See Map 2).
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Source: :"ational Atlas of Ken)·a. Survey of Ken)·a. 1970.
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• Map 2: DISTRICTS MAI' KENYA

Source: ~alional Atlas of Kenya. Suney' of Kcny·•• 1970.
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ln towns. the working c1ass communities. which generally have strong ties with their rural

homes. are multi-ethnic. Howevcr. Many of their cultural groups. societies and

associations are hased on ethnic affiliations.5

There are also urhan multi-racial commercial and professional expatriate and Kenyan

classes who support and manage sophisticated theater, art galleries and cultural centers.

The literate middle and upper classes comprise a cohort of civil servants, teachers, artists,

writers, c1ergy, intellectuals and politicians. They articulate and intluence opinions on

culture, education and development (economic, social and political) through fashion

shows, the media, theater, church and art exhibitions. Sorne ethnic groups, in particular

the urban Agikuyu, have intluenced the development of their ethnic language and the arts

through writing of novels, drama, music, dance and popular songs in the media.

Religious heliefs are especially important in detining group identities among

communities of African indigenous churches Iike Nomino, Lego Maria. Akorino, and

Kenya Israel. Each group displays its distinct religious matcrial culture symhols, musical

instruments and costumes on Sundays during open air prayer meetings. Material culture

symbols are also of significance among Islamic ethnic groups of Somali. Pokomo, Burji,

Borana, Swahili, Gabra, Oromo, Orma, Bajun, and among Muslims in the nine groups of

the Mijikenda. For example, Somalis identify themselves as belonging to a Cushitic ethnic

group, as pastoralists and as Muslims too (Schee: 1988) and their art forms and material

culture distinguish their particular identities. Like other Muslims they differentiate

themselves from the projected national cultural identity and the Church-inspired

Presidential ideology by maintaining visible expressions of matcrial culture such as their

attire.

For example in 1991 the battle ovcr wearing of the hijab (veil) to school became a

national issue over what should be the school culture in Kenya. Headmistresses in a

school in Nairobi and in Iwo schools at the Islamic Coast, who abided by the rules

conceming wearing of school uniforms, had expelled Muslim girls for wearing the hijab

to class. Il was only aftcr a legal battle in the court that the girls were allowed to return to

the school and have their right to wear the symbol of their identity (Daily Nation June

19,1991). Since then an increasing number of teenage Muslim girls have taken to wearing

the hijab to school although they dii.1not do that previously.6

ln the pastoralist areas it is noticeable that Christians distinguish themselves from non

Christians by not wearing ornaments and clothing of their ethnic origins though Christian

churches nowadays are not opposed to indigenous apparel. For example among the
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objectives of BTL (Bible Training and Literacy Programme of African lnland Mission) a

large language research and evangelist organization. is to strcngthen local clements of

culture and assimilate them into Christian rituals and Christian Iife. Many Catholic nuns in

Kenya wear khanga (also called Il'so) 7 during tbeir normal work days and during the

mass. sorne priests wear the andent Roman ritual rohes fashioned from modern African

textiles.

At allieveis of society. Iinguistic, customs-based, economic, religious and material culture,

values and identity differences and similarities are promoted and contested. This is now

more evident as Kenya has moved from a single-party to a multi-party system 0 f

governance. Single-party advocates infer in their political discourse.~ that there is no

single Kenyan national cultural identity, thus a multi-party state would represent multi

ethnic groups and would contribute to tribal contlicts. They argue that in the present

political climate, multi-party connotes inequality, injustice and often violence. Multi

party advocates argue that ethnic differences are exploited by the government to

perpetuate corruption and mismanagement of resources.

While the supporters of the single-party system justify a political one party democracy

transcending multiple ethnic cultures, they also view the 8--4-4 system of education as

forging ail the differences into one united (ethnically) Kenyan nation that would retain its

indigenous cultural roots and values within a European matrix of development.8 The

science-based subjects would equip the students with modern technologie:al skills while

the arts-based subjects would t'ostel' a new traditional African national culture.

Among the arts-;based subjects are the teaching of history. African languages (in lower

primary), art and craft. music and religion. Of these subjects, Christian religion, as already

mentioned, Is the one that clearly transmits sodo-<ultural values and demonstrates their

validity through past and present. and for future experiences in community living.

Nyayo philosophy, whicb fonnulates a socio-political development ideology, proclaims

Christianity as the national religion but contests the involvement of cburches and the

National Council of Christian Churches of Kenya in national and cultural policies. In the

same vein, Nyayo philosophy legitimates itself as based on traditional African beliefs and

values. In schools there is also a concerted effort by Christian churches to explain and

justify cultural values and symbols in African traditions as harmonious with Christianity.

But no Christian Church has ever stated that Nyayo philosophy is Christian-inspired or

practiced as such.
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Th~ Omind~ Commission of 1964 and th~ Kamunge Commission of 1988 viewed schools

as modern institutions to promote indig~nous valu~s and nation-building instructions

through a curriculum based on modern Euro-Am~rican ~ducational theories, often using

mat~rials develop~d by expatriates.9 ln the 1989/90 national primary school-Ieaving

examination. the Kenya Certilicate of Primary Education (KCPE), sorne cultural heritage

subjects like Kiswahili and history were made compulsory while others like music, art and

craft were not. But every few years there develops a controversy as to whether art and

craft should be an examinable subject in primary education. The reasons for this are

obvious as only what are detined as important subjects are examinable. Partly the

controversy is an inberited response to the colonial policy - sciences and other learned

g~ntleman's arts w~re taught to European and Asian children white craft and technical

subjects were taught to the Africans.

What is missing is an ~ducational thoory that would legitimize the teaching of the cultural

h~ritage. This spac~ is tilled by Western educational thoories emphasizing cognitive skill

acquisition and contlicting political discourses on cultural maintenance and

transformation.

Thus, white the objectives of the syllabus complement modern educational theories and

policies derived from development plans guided by political ideologies, what remains

uncertain is how these objectives are implemented at the level of aetual teaching. In other

words, how do lessons in art and craft create a sense of cultural identity based on the

indigenous knowledge and simultaneously a sense of being modern fashioned on images

of development from life styles in the industrialized world ?

1developed the methodology wbich is discussed in the next section, white planning and

during lield work to explore and understand the predicament stated in the question

above. The methodology was in part a strategy designed to encounter the political

situations that contextualized my research.

3 Methodology : Research contexts and method s

During the time of my field work between September 1990 to March 1993, there was a

change from one-party to multi-party political system in Kenya. Ethnie differences had

surfaced in violent fighting in several areas, drought and famine had set in Northern

Kenya and parts of the Rift Valley Province. There were a1so episodes of physical
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violence in the citks and rural t",vns. (Daily Nation. 19th Septemher. 1990). 1

experienced the day to day realities of the tensions hetween heing ethnie and heing

Kenyan in varying degrees at the three researeh sites during the two and half years.

Consequently. my method, were affe~ted hy the lo~al politieal scenes at the ~ommunity

levels as weil as hy the dis~ourses of the opposition parties and the govemment at the

national level.

In a~ademic dis~ourses. Kenyan culture was debated as a composite of many ethnie

~ultures. as a part of the Pan Afriean culture vis - a - vis the European culture, and as a

one national culture segmented by c1ass divisions. The President, representing KA NU

and the government, regularly repeated during his puhlic addresses that the opposition

parties stood for ethnic groupings and that to encourage opposition in Kenya was

equivalent to promoting tribalism which is 'illegal'. Ethnie clashes were said to be (if not

justitïed by the govemment to bel one of the manifestations of parliamentary democracy

in multi-cultural Kenya.

During these times there were no efforts by the government or the opposition parties III

discuss or appreciate cultural differences so as to move towards a national reconciliation.

The system of eG'lcation was questioned by academics and opponents of one-party rule

and defended by the KANU (Kenya Afriean National Union) government. However, the

objectives of the syllabus that was intended to unite ail the ethnic cultures of Kenya into

one cultural group conflicted with the events.

First reports indieated that the Kalenjin, President Moi's ethnic group, in the Mount Elgon

area were harassing the non-Kalenjin, mainly the Luhya settlers, to leave the area. Then

they started to harass the Agikuyu in the Rift Valley and later incidents were heard of

Maasai - Agikuyu conflicts in Narok District. Schools were cJosed down in areas of ethnie

clashes. Teaehers and students migrated as refugees to different regions of Kenya and to

the neighbouring countries (Daily Nation, 17th August and 19th September, 1992).

Under these circumstances, my research required particularly sensitive inquiries into the

national curriculum, teacher ideologies, ethnic components of cJassrooms and the school

community, and opinions of the administrative personnel on the planning and

effectiveness of the 8-4-4 system of education and its nationally-oriented policies, one of

which was to eliminate tribalism.
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3.1 Entcring thc ficld in thrce phase s

ln th~ f<lllowing section. 1 discuss how 1 entered the tield. The contexts of my inquiries

are explain~d in three chronological pha~es (I.1 A - C) from Septemher 1990 10 March

1993 which correspond 10 stages of transition from one-party lO an acceptance of a

mulli-pany government. in principle if not ahsolutely in practice.

3.1 A Phase i. Prcparatio n

Phase 1corresponds lO the period hetween Septemher 1990 lO August 1991. During this

period the government constantly maintained that the 8-4-4 educational system was the

hest one in a developing country Iike Kenya (Daily Nation. January 9th. 1993). Thus

criticism of or suggestion for improvement of the system were often construed lO he anti

Nyayo which was also synonymous with heing pro-opposition. After several attempts my

proposai entitled "Assessing the Teaching of Material Culture in Kenya Schools"

(Appendix 1) was tinally accepted and 1was permitted to do tieldwork on education.

3.lB Phase ii. Identif)'ing field sites

During Phase Il (Septemher 1991 - Septemher 1992).1 made several surveys in order to

identitY school sites and meet ofticials. 1 discussed a number of schools with the

District Divisional Education Ofticers of Ngong Division in Kajiado District. Karuri

Division in Kiamhu District and with the Nairobi City Commission's Mathare North

Division. Finally. 1 narrowed down to two schools in each area and hegan to visit the

schools and talk to the staff.

My criteria for the selection of the schools varied. In Kajiado District 1 was particularly

looking for a SChOllI where ail or a large majority of the students would be from Maasai

homesteads where there was a high maintenance of traditional culture, and they would be

the frrsl generation of a school-going population. In the Kiambu District 1 was searching

for a site that comprised of children from one ethnie group. namely the Agikuyu, who

had a low maintenance of traditional culture. In Nairobi 1 was interested in a school

where there wouId be a good proportion of children from as many of the ethnic groups

of Kenya as possible representing different levels of maintenance of tradilional cultures.

The SChOllls that 1 finally decided to work with were Inyonyori Primary SChOllI in Kajiado

Di:;trict. Karuri Primary SChOllI in Kiambu District and Kassarani Primary SChOllI in the

new industrial area of Nairobi.
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Map 3: KAJIADO DISTRICT, KIAMBU DISTRICT AND NAmOm

Source: National Atlas ofK~nya. Survey o(Kenya. 1970.
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The three sehool locations varied geographieally. lnyonyori Primary School lies in a

wooded grassland region that has a low population (1lelow 100 per square kilometer) and

one main tarmac road that is the artery of vehicle communication in the district. Kiarnhu

is one of the highest densely populated areas of Kenya (over 500 per square kilometer)

with a good infrastructure and once forest land that is now a vast green field of coffee and

tea plantations interspersed with maize and banana groves. The population of the City of

Nairobi is estimated ta be over IWo million. Nairobi is a place of garden homes, housing

estates and large sprawling sIums with commercial, educational and social arnenities that

gives it a mark of being a distinctly c1ass-structured city.

During this time it was difticult to interview teachers or head teachers at the schools.

There was much suspicion because of the political situation. These were the times when

tbere were pro-democracy demonstrations and much violence, banning of gatherings,

detentions without trials and banning of publications both foreign and local. One of the

major dissatisfactions expressed by the anti-government groups was how schooling was

conducted in Kenya. The Minister of Education was not open to criticism, and in fact he

continuously asserted that the 8-4-4 system was the best for the country as it would

resolve Kenya's economic problems and create a sense of unity and patriotism.

Often 1 felt that the people tried to judge what party 1 supported as soon as we talked

about the 8-4-4 system. At Kassarani Primary School 1was asked ta give a talk to a staff

of twenty on what 1was looking for. 1 felt that the headrr.aster tried to tell the staff that it

was not he who asked me to come to the school and that the staff could decide whether

my presence was acceptable. During my fust meetings, 1 talked only about material

culture and showed many artefacts. At Karuri Primary School 1 had to explain to the

headmaster several times what 1 was doing and what 1 needed at the school. He asked

many questions such as, " Do you think the system can change?" and, " They (Ministry of

Education) have ail the information, so what more do they want 1". 1tried to tell him that

1 did not represent anyone during this research and that the information on the teaching

of culture was not available.

Gradually the pro-democracy movement was gaining ground and 1 could feel teachers

beginning to talk more openly and allow me to enter c1assrooms. But still 1 could not

take pictures and audio-tape lessons and discussions. 1 took notes cautiously at the site of

an interview, lesson or a discussion. Often 1wrote out the points after leaving the site and

checked tbem out with my research assistant.
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Map 5: VEGETATION OF NAIROBI, KIAi\IBU AND KAJIADO

Soun:t: ~.tioœ.l .-\lhn. cr( Ktoyu. Sun'ty al Km~... 1970.
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• Map 6: COM.MUNICATION NETWORK Of AND KAJIADO,

KIAMBU AND NAffiOBI

29

Source: National Atlas o(K.:nya. Sut'o·cy of Kl:nyll. 1970.
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3.1 C l'hase 11I. Collection of data

During Phas~ III (Octoh~r 1992 - March 1993) 1 focus~d on coll~ction of data. Th~

gov~rnm~nt tinally acc~d~d to th~ d~mands of donor countri~s and accepl~d mor~ than

on~ party to r~pr~s~nt th~ p~ople. A c1alls~ in th~ Constitution of K~nya was chang~d to

accommodat~ this. There was a hig change in th~ attilud~ of the school stail towards m~

and my queri~s. In fact there was excit~ment for change for the hett~r in the whole

country. Kenya saw som~ of the higgest political rallies ever heId after indep~nd~nc~.

These were held hy the opposition parties and there was a fe~ling in the air that reminded

many of the ind~pendence time. The Minist~r of Education who had hitherto dcfend~d

Nyayo philosophy and the school curriculum has~d on it. joined the opposition party,

Ford Kenya, that had earlier criticiz~d schooling. In fact on~ el~ction poster used hy the

Ford Kenya Party urged the people to change the KANU gov~rnment in order to change

th~ education system (S~e ins~rts next pages).

Now the 8-4-4 system was dehat~d and discussed openly in the media. For the tirst lime

the Daily Nation c1~arly stated in il~ weekly ~ducation column thal:

The establishment of the system (of education) was a political decision and it is
in the field of politics that il will bave ta he rcsolved (Daily Nation, Fcbnl3l)'
6, 1993).

The governm~nt responded to sorne of the criticism hy accepting to make reforrns,

granting permission to s~l~cted research groups and promising to take d~cisions after

receiving the reports. 1 found other researchers in the field. 1 was also ahle to take

photographs and notes openly. Later, aft~r about three months of visiting the sites, 1

b~gan to videotape at the r~search sites as weil.

But the excitement and the feeling of change lasted only a short time trum Novemher

1992 to January 1993. A few hurried changes were mad~ in the ~ducational currieulum

within a month. Although many tcachers felt that this was more of a technieal malter to

show that the govemment had acceded to the demands of the public and the opposition,

than that of a fondamental change of attitude towards th~ 8-4-4 syllabus.

ln the Art and Craft syllabus a few topies were moved from one year to ,another.

Tcachers were disappointed and in fact there was an anti-dimax to ail the pre-election

enthusiasm that had built up. After winning the election the KANU government hecame

resistantto practîce democracy and Iisten to criticism. Thus the debate on the education

system continued.

ln the next section 1explain my field methodology.
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NAIROBI

Source: National Allas of Kenya. Survcy of Kenya. 1970.
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Illustration 1: 1992 Election Poster
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3.2 Data categories

Diagram 1: Three categoriès of data collection

wrilten

My preparation. collection and analysis of data is discussed under three categories of

visual, verbal, and written data, and in four overlapping sub-categories of visual-verbal,

visual-WTÎtten, verbal-written and visual-veroal-written as illustrated in the diagram above

and in later sections. Examples given in each category and sub-category are from my

field notes. Within these categories 1 developed six instruments. These were student

questionnaires which were designed in order to gather, manage and process information,

and to qualify and quantify data from the three main categories (visual, verbal and

written).

3.2 A Visual Data

Under the category of visual information. 1 documented SChOllI and classroom

environments, samples of children's art and craft. wall drawings. diagrarns. leachds work

and schooI exhibitions through photography. Later, 1 also recorded through video

cassettes. Around Inyonyori Primary SChOlll, for example. 1 recorded on videotape and

in photographs, examples of colours and patterns that the students were able 10 recognize
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and name in rocks, trees, animaIs and the sky. 1 also collected aclUal samples (e.g. of

rocks). 1 photographed and recorded on videotape what the children made, how they

were taught tu make them, what was displayed in c1assrooms, what they wore ( as ethnie

art) and what they sold to the tourists (such as ornaments, key chains) and what they

prepared for exhihitions.

Three sets of drawings and craft ohjects were slUdied. One was the drawings (and

illustrations) in text-büoks to know the pielUres influencing the children. The second was

the examples and visual aids, including hlackhoard drawings, that the teachers used to

communieate to their pupils. The third was the art and craft-work made hy the children

in the c1ass and at home. For example, at Inyonyori Primary School, Maasai pupils were

wearing ornaments that were made and presented to them hy their friends and relatives.

Six questionnaires were designed to facilitate and hasten the process of collecting visual

data in form of pietures and vocahulary associated with pictures and colours (Appendix 2

a-cl. 1 realized that children often knew the information hut could not express it orally in

English or Kiswahili. It was easier for them to write art vocahulary in an examination

style in which they were drilled from the day they started schooling. In this way they

also had more time to think ahout answers. All the questions were answered during the

cIass hour. 1 let the c1ass teacher explain what was required and how the questionnaires

were to he completed. Altogether nine hundred and sixtY one questionnaires were

answered in the three schools hy pupils of Standards 5 and 8. The fifth year of schooling

represents the year when the children are half-way through their primary education and

have settled down to instruction in English. Standard 8 represents the final grade of

primary education when the entire curriculum has heen covered and the teenage slUdents

prepare for the national examination.

Questionnaire 2 (Appendix 2 h) was designed to test slUdents' visual knowledge and in

what language (i.e. English, Kiswahili or Vernacular) they best expressed art vocabulary.

(Questionnaire 1 related to written data and will he discussed under that section). Art

symbols in the questionnaire wt:re adopted from text books, children's notes on the

theory of art and craft, and from their practical exercises.

Through Questionnaires 3, 4 and 6 (Appendix 2) , 1 attempted to gather children's

knowledge of and ability to express their traditional visual art environment in pietures and

words.
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Ail the questionnaires were explained to the students. distributed and collected by the an
teachers. The questionnaires were marked on the basis of one mark for each correct

answer and out of the total number of questions asked. The students in the Anthropology

of the Arts course at the University of Nairobi, marked the answers in ethnie languages

Iike Maa. Gikuyu, Kikamba. Dholuo and Luhya. [n order 10 ensure accuracy, [ also

checked the results of the material cullure questionnaires with them. These were then

convened into percentages. Pupil responses were tabled in order to make comparisons

among thr three schools, in three languages and two classes (Le. Standard 5 and Standard

8) in each school. Children in six classes were tested.

3,2B Verbal Data

Verbal data included interviews, both open-ended and structured. talks, comments.

Iistening to c1assroom lessons and teacher conversations and discussions. (See the table

under Data Management for numbers of interviews).

[ made notes and recorded information in diagrams. audio-cassettes and video cassettes.

Seven case studies were developed of studenls from the three schools and three case

studies were made of an teachers. one from each school. These studies helped to qualify

and give depth to the data collected through the instruments. Through the three case

studies of an teachers, 1 learned how the teachers perceived themselves as transmitters of

culture, what were their values and how the shifting political and cultural climates affected

their understandings and interpretations of the national curriculum. 1 paid close

attention to the use of words (both in Kiswahili and English). statements and ways of

describing an learning situations. We spoke to each other in English and Kiswahili. 1was
conscious that these were second and third languages to me as weil as to the teachers and

the students and that our experiences in the use of English varied according to our

different ethnie backgrounds and schooling. We were ail tri-lingual for we were brought

up speaking in our vernaculars at home and we learned to communicate in Kiswahili in

broader social environments. We learned English in school.

3.2C Written Data

With regard to collecting written data, 1photocopied and took notes from teacher's diaries.

lesson plans, test papers and answers, text books and teacher resource books, assessment

sheets, and children's notebooks and responses to my written questions, which 1sometimes
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furmulated at Ihe end of an interview and left for the teacher to think aboul and write

ahout if possihle. 1 found this useful and necessary as often the people whom 1

interviewed did not answer 'direclly'. Often il would appear that no poinl was made after a

lenglhy interview and the answers had 10 he sensed and interpreted through choice of

words and expressions. Culturally, it is also impolile to demand a 'straight' answer which

in any case often results in repetilion of the same long story. For example, one may not

ask a simple question such as, • Where do you come from ? Instead, the interviewer

may remain conseious of any information that may hint on the person's home area

during the conversation and huild on it until it is c1ear where the person does actually

come from.

Questionnaire number 1 (Appendix 2 a) helped me to study how and if the children, who

were taught art in English, were able to assoeiate and interpret art experiences with

concepts in their own ethnic languages and in Kiswahili.

There were also times when ail the three categories of data collection operated together as

when actualteaching was done. This is illustrated in Diagram 2 below.

Diagram 2: Three data collection sub-categories

VW verbal written - This is information that is both spoken and wrïtten as when a

teacher says something and writes it down on the blackboard
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VV vernal visual -- This information is spoken as weil as illustrated as when a teacher

says something and points to a chart or a piclore

WV wrillen visual -- This information is illustrated as weil as wrillen as when a teacher

shows a piclore and writes ahout it on the hlackhoard

VVW visual verhal wrillen -- This information is given in visual aid, talked ahout and

wrillen -- as when a teacher reads out, shows a piclore and writes notes on the suhjecl.

4 Data management

Table 1: Interviews and questionnaires per sehool

1n)'on)'ori Karuri Kassarani Total
Oral Interviews Teachers 16 15 15 46
Wrilten Interviews Teachers 30 12 13 55
Sludenl Questionnaires 124 115 78 317
Oral Interviews Sludents 5 14 9 28
Total 175 156 115 446

Su Appel/dix 3 for samples ofleadi/lg ques/io'L'.

Most of the verhal and written information shown in the chart ahove couId he defined and

explained. However, 1 had difficulties in understanding and interpreting sorne data.

Unclear data often came as ideas and from ohservations, sometimes as hunches, and at

tirst it was not c1ear how to handle this. 1temporarily tucked such ideas and ohservations

and sorne puzzling quotations from the teachers and students under miscellaneous data.

But miscellaneous data often opened up new venues for further inquires and thoughts

1ater on. Thus often collection of data was more like eliciting information as this was

preceded hy IWo experiences. One was insights and hunches, and the other was the habit

of interpreting data as 1gathered il. Wolcott (1987) in On Ethnoeraphic [ntent explains

this aspect of field experience:

ln ethnography, however, data and inlerpretation evolve logether each infonning
the other. Additional data provide iUustralioo, test the adequacy of the developing
accounl, and suggesl avenues for further inquiry. Fieldworl< and inlerpretation go
band in band as concurrent, rather than sequenlial sleps. (Wolcoll: 1987, p. 40).

Through this process 1 was able to compare one area of gathering information with

another not only to cross-reference data hut also to further validate and assess the validity

of what was seen, said and observed. For example what the teacher said ahout a particular

student's work was compared with what the slodent aetually produced. Teacher's words

were weighed against how she taught a lesson, the objectives of the lesson and ethnie
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background. Student's work was similarly assessed. At a later stage video taping

facilitated this process. Earlier, 1 was not able to video tape because 1was a stranger in the

environment and 1 was sensitive to people's feelings. Generally in Kenya it is not

acceptable for one to photograph someone before a comfortable relationship is

established. During the time of my research people were also generally sensitive to

accepting close relationships because of the political situation that caused suspicion and

mistrust.

Table 2: Video reeordings breakdown per sebool, number and hours of

reeordings

School l'io or recordings :\0 or hours

lnyonyori 12 24
Kassarani 12 24
Kanui Il 23
Tolal 35 71

With the help of the video 1 was able to review the situations again and again, separate and

organize data in my notebooks l'rom the three strategy sectors and then bring them

together as visual and verbal and check these with the wrinen data.

The video viewing process, which was like re-visiting the sites, a1so helped me to arrange

and triangulate the data that was gathered lhrough other means such as direct interviews,

questionnaires, audio-casseltes, drawings and others that have already been listed. 1 video

taped approximately twenty hours of different aspects of my field work. These included

classroom lessons, school environments, child and teacher interviews, exhibitions and

classroom displays, and the processes of art production by the children.

5 Subjeetivity in researeh situations

While reading field experiences and reflections of anthropologists Lambek, Dwyer and

Crapanzano 1 became aware of how a researcher can become self conscious during

tieldwork and how this 'objectification process' becomes an integrated part of the

methodology and ethnography.1I
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1 explored my own cultural identity in three cultural domains of research at the three

sites. At Kassarani. the context was urhan intluenced hy a dominance of Kiswahili and a

culture created hy a multi-ethnie working c1ass. Here [ was a mgeni (pl. \\'ageni). [n

Kiswahili mgeni can mean a stranger. foreigner. visitor or guest depcnding on the

context. Mgeni is never accepted as a part of a group for his (generic) relationship is

temporary. The opposite of mgeni is m\\'enyell'e (or m\\'l'nyejl) which can he uscd in

several contexts Iike m\\'enye nywnba. who is an owner or occupier of the house or

mwenye shamba who is the owner of a field. The mgeni -l/lIl'enY"we relationship is that uf

keeping distance and sometimes the rclationship raises suspicion until such a time when

the identity and intentions of the visitor are accepted hy the host or hosts. The mgeni is

aware of his situation when he enters foreign territory he il cultural. politieal or social. He

is aware that his situation is temporary as a popular Kiswahili saying goes:

MgellÎ ni wa siku mbili, siku )'a falu mparie jembe

Literally it may he translated as: Guest is for two days. on the third day give him a hoc (so

that he may start to cultivate and provide for himself).

The mlleni is also expected to hehave Iike a guest. For example generally in Nairohi the

mgeni is the first to greet the host. He says ail is weil and then quickly identifies himself

by stating where he cornes from and the purpose of his visit. [n return the host may

offer his hand which is an indieation of heing friendly. [f he does not. then formai

politeness is maintained until such a time as when the host hecomes friendly. Then the

relationship may change from that of a stranger to that of a guest which connotes

acceptability. My tirst contacts were with men. According ta the local culture [, heing a

man. frrst approached men in situations wherc buth men and women were present. Later 1

wouId approach women after being inttoduced to them hy the head teacher or another

teacher whom [ had come to know weil. [was also conscious that the majority of the

people in the location where [ was working helongèd to the industtial working c1ass whieh

was highly politicized and active in everyday discussions and at pre-election rallies.

At Karuri [ was aware of my ethnicity and race, age group, language and gender. The

Kiamhu people frrst identify a Iight skin person as mundu mweru (fair persan). The

reference is to the skin colour of the new person who may belong to any race or ethnie

background. An Agikuyumale may be referred to as mugikuyu. or mundu wa mucii

(man of our house). A woman is mundu wanja or 'the outside person', hence not one of

us (men). A foreigner, if an Afriean, is referred to as muruuriri ('the one who doesn't

speak our tongue'). This was the reference given to my Luhya research assistant. A
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European is a mUlhungu (from Kiswahili muzungu, pl. wazungu,) and an Indian a

muhindi ( from Kiswahili muhindi. pl. wahindi ). Thus my identity was of an Indian man

who came with the 'one who did not speak our tongue'.

At Inyonyori the context was a little different. Among the Maasai a guest for an

important event like a ceremony is oloyanyiti (pl. illoooyanyiti ) which is a respectful

term as opposed to olomoni (pl. ilomoni) which refers to a foreigner or a visitor. The

oloyanyili is ot'ten an invited guest while the olomoni is not. Outwardly the olomoni is

shown respect. He is offered food and a place to rest but he may be called by the eIders

at any time of his stay to explain the purpose of his coming to the area. Initially the

researcher may also be called olomangalinra (pl. ilimangali) which connotes 'a strange

being'. The quality of information and insights into the community may be dependent

on how the researcher is perceived in the local cultural context. 1 made it known to the

community that 1 was a teacher from Nairobi and that my business was with the school

and not with the people of the homesteads. 1 visited the school at least once a week for

one full day and for the tirst several months 1 did not leave the school compound. This

helped in establishing my status in the community and 1 hoped that by then the children

and the youth would have talked about me and my work to their parents and the

community at large.

Then finally, 1 entered the homesteads for short periods of time and interacted mainly

with women and children as the men folk were away grazing the cattle. 1was conscious of

not overstaying in the homesteads while the men were away and of following the Maasai

code of greetings and talk etiquette based on age group and gender. For exarnple, 1 did

not shake hands with the children but instead touched their heads and 1 did not extend

my hand to the women first. 1 let them do it fust. 1 was aware of the physical distance

that 1was expected to maintain according to Maasai social roles. 1did not talk directly to

girls outside the c\assroom, A female teacher assisted me when 1 talked to Maasai school

girls, who were ot'ten extremely shy.

At the three culturally and politically different sites, 1 was conscious of the variations and

changes in the relationships that naturally occur during the process of contact and

absence between the researcher and the people. When the relationships stabilized, 1 found

that there had developed a one-one-one social interaction between individuals persans

and myself. The sustaining of relationships depended on how 1 greeted people and

sought information from them. The presence of national, communal and school politics

and cultures affected and influenced these relationships. 1 carried with me three images
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that 1was aware of and had learned to manage as a researcher in the tield in Kenya. (1)

As a lecturer at the University of Nairobi. 1 was often expected to engage in discussions.

At Karuri 1 was often confronted and provoked into a discussion. On the other hand. and

for the same reasons. the teachers at Inyonyori were reluctant to talk to me. especially

when we were in a group. 1 became aware of these two situations at Karuri and Inyonyori.

and accordingly acted my roles at the schools. (2) As an Asian 1 was judged by some

persons to be apolitical (Le. not belonging to any ethnic group or to a political party).

non-tribal. and often someone safe to talk to. But sometimes this had its own problems.

(3) Finally. as an artist who was interested in study of indigenous material culture. 1 was

looked at with interest. 1 lried to maintain the impressions that the communities had of

me in order to gain acceptability their trust.

At ail limes during the tield visits 1 was sensitive to the local political feelings which

affected how 1 sought information. These complex research situations may best be

described by examples of interview situations. 1 was aware that interviews were staged

performances and each performance was enacted within and intluenced by its cultural

and political contexts as weil as by the community's perceptions of me. Often verbal play.

pauses. expressions and gesturing. which the video tilm captured, retlected the cultural

and political contexts of research situations. It also retlected the temporary relationships

tbat had developed between me, the interviewer, and the interviewee. 1 was aware that

ofien in Kenya, both while 1 was being interviewed and each time 1 interviewed, the one

sided structured questions did not lead ta a fruitful discourse. In Mishler's (1988) view:

ln mainstrearn tradition the idea of discourse is suppressed.... Th~ suppression
of discourse is accompanied by an equally ~rvasive ùisregard of respond~nl"

social and ~rsonal conleds of meaning, botb in lbe intervi~w itself. wh~re

standardizatioo overrules the particularities of individual and s~lting. anù in the
modes of interpr~tive thoorizing aboul responses. (Mishler: 1986. p viii).

1altempted to keep my interviews less structured and more as discourses which proved to

suit the cultural and political situations in Kenya. The following analysis of an interview

with the head teacher of Karuri Primary School is an example. The interview was done in

the head teacher's office during Phase Il (September 1991 -September 1992) of the

research period. 1 opened the interview by asking about the history of education in

Kiambu District and the history of Karuri Primary School. The headmaster was very

knowledgeable of the past hut what 1 had intended to be a historical discourse became

political. During our conversation he often and emphatically praised British colonial
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system of e.ducation. In this way he was indiœctly criticizing the present 8:4:4 system.

He made statements such a~ :

ln ca"",nlry we lcame<! about joints and wood. Even me, myself, 1can make a
chair taday, a "ery good one. A graduate of 8:4:4 cannol do !hat.

At one point he said that under the former system primary school education was

equivalent 10 today's secondary school one, and Ihat one who had completed secondary

school in the past was as good as a University graduate today. He felt that the University

graduates were "quite useless" and spontaneously began criticizing University education

due to overcrowding that had strained facilities. Il was common knowledge that the

President tried to gain popularity hy gaining favour of parents.

During the interview 1 realized that as long as 1 leI him speak on his own it would be

acceptable but if 1 interrupted him with a question he would become thoughtful and

perhaps suspicious. Thus 1 learned to show approval of what he said by not asking

questions that might reflect on another possibility or perspective. My responses to his

criticism of the government and the education system were very important for him. He

liked to see me look surprised. Whenever he was not sure of what 1 felt, he would engage

me in the conversation by asking me what 1 thought about the particular issue. Thus

throughout the interview it was an expression of opinions and body language on both

sides (Le. of the interviewer and interviewee) that afftrrned each other's points of view and

trust. 1built up from statement to statement, by gauging the headmaster's feelings as time

went by and learned about the history of education, of the head teacher's personal

experiences and opinions of the value of teaching art and craft

This interview took place during the pre-election period after the constitution was

changed to accommodate multi-party in Kenya that was discussed earHer. People were

still suspicious of strangers and would not quite talk openly. 1 had built up a friendly

relationship with the headmaster during my visits to the schooL He always offered me his

hand with a welcoming remark such as, "karibu" (welcome) whenever we met and 1

offered him my hand when we parted, with a good-bye remark like "kwaheri ya kuonana

.. (Good bye till 1 see you again, meaning, 1 will see you again). Thus through friendly

words and talks, 1 tried to remove as much suspicion as 1 could in order to huild up a

format to discuss issues, and also to prepare him for a video interview.

The classroom was another situation altogether and 1 tried to comply with the formality,

and according to how the teacher wanted and had prepared for the event for the sake of

the 'good name' of his c1ass. 1was made conscious of the role 1 was expected to play by
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the formalities. ~,1y entrance into the c1assroom was always very formaI. The children

would ail stand up and say in a chorus: "Good moming sir!". 1 would then reply. "Good

moming children. How are you today 7" This established a relationship and they would

sing out ail together: "We are line. Thank you." This always made a good start and the

formality was maintained as a mark of good diseipline and respect for an adult and

visitor. Whenever 1 tried to go round the c1assroom making myself as inconspicuous as 1

couId. the children would follow my movements and this interfered with the lesson. If 1

picked up a book from a desk the child at the desk would stand up as a mark of respect.

The teacher often introduced me as 'our visitor' and sometimes as 'the visitor from the

University of Nairobi' which was prestigious but it also put me in a situation where 1 had

to say something about culture as the teacher would then ask me 'to say something ahout

our culture.'

Finally the video tapes showed my method of eliciting information in different cultural

and political contexts. 1 had trained my assistant to video-tape the processes of

information gathering as events in which 1 was an actor among others. Viewing video

tapes after each tield day and viewing myself on screen interacting with teachers. students.

community and objects greatly influenced my day-to-day performances and made me

acutely self-conseious about myself.

6 Conslrucling elhllograph)'

There were Iwo types of information. One was factual (e.g. there were 45 pupils in c1ass)

and the other was a process(e.g. an activity in the classroom). The tirst one was recorded

and analyzed in ligures and delinite statements. In the second case 1 used four types of

diagrams as tools to analyze and to show the analyses of the processes taking place.

These diagrams were of spirals. intersecling eircles, radiating eircles and tlow charts. 1

~hen started to group information areas from these 'data pictures', For example 1 would

viel" information relating to pre-Christian traditions, the colonial period, nationalism and

modernization in different ways using the graphs.
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Diagram 3: Spiral graphs facilitated the interpretation of data as

building of inter-connecting la~·ers.

Anti- colonialleelings. Kipande. Wars and pun~iveexpeditions.
Taxes. Phelps S. report. English vs vernaculars. Kiswahili.

NationaJist lilerature.

Teacher training
lirst converts.

greater colonial
experience.School art?
Unilorms lor school and
arrny

misssionary contact
new songs/arts
artelacts 01
Christainily

ethnie
rituals arts
dances
objects
lunction

Trad~ional bellel systems.
Material culture. Pastoralists,
agricutturallsts, hunIers and
galherers.s

3S
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Diagram 4: Inler-conneclin!?, circles assisled 10 look al dala as

o\'erlappinl? of la)'ers.

Moi
Double discourse
Tradttional but moder
8-4-4, Kamunge Rep

""\'-__.,/'-;:-""" Nyayoisms

lism



!

Concentric circles were useful for viewing contexts of situations. The diagram below

shows how the Inyonyori school culture existed in the context of the larger Il

Keekonyoikee culture which was within the hroader ail Maasai culture that was in

turn viewed as within the greater pastoralist in the encompassing ail Kenya national

culture.

37
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Diagram 5: Concetric Cireles

a: National culture
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Diagram 6: t'Iow charls werp useful in organizing the data in

chronological order and re"iewing lhe de,elopmenl of e""ols und idcus

Debates on evangelisml teaching of art
European religion vs African belief systems
New school culture--- nationalism
Beecher--Christianize Africansltechnical education
Makere SChool of Fine Art
WoridWar

1

Languages and materia[ culture
New notions of schoollng
Natlonallsm of mission educated leaders
Uhuru and educationl Engiish or vernacular
Afrlcan culture defiant, expressive
Independent schools vs new
curricula 1ed in the arts

Modernization ? = Europeanization ?
Cultural revival ? Heritage expressed.
Heritage reviewed in 1960s nationallsm
Pan Africanism and Pan African culture
Ed pollcles
Cultural policies
Ominde Report
Nyayoism
Indigenous or Kenyan?
Kamunge Report i

1began with the visual data. Flfst 1analyzed ail the visual information 1 had recorded in

the form of photographs, drawings, video and observations. For example 1 constructed

the visual data during one lesson that 1 Iistened ta in this way:

Classroom wall --- not painted, cement, calendar pictures: Maasai dance, pretty lady

(European) with tlowers, elephants with Mount' Kilimanjaro in the background; , ward

Iists - English 2, Kiswahili t. Illustrations -tools- carpentry. Colou: chart with felt pens.

More magazine pictures -- Mount Kenya, City Square- Nairobi, President Moi inspecling

guard of honoue --- Maasai, rhino.
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Corner tahle ---craft work on top: wire cars. Below wet clay in tin containers.

Teacher in hrown coat and tie. Moi -- photo -- center BIB

Then 1 studied, compared and noted differences and similarities among visual, verhal and

writlen data, 1 developed sketches (hased on diagrams shown ahove) around the visual

data and then connected them with sketches hased on verhal and written data.

There emerged five distinct areas of information that needed to he understood and

translated. The first group comprised of school cultures that had three variations (sub

cultures) signifying school settings in an urban, an agriculturist and a pastoralist region.

The second group consisted of visual environments of the classrooms in the three schools

that imparted aesthetic material, and visual languages of the 8-4-4 syllabus to the children

as strong symbols of influence. Under the third group 1 organized my data on languages,

and what and how they conveyed certain messages during lessons. Classroom lessons

eomprised the fourth group. The fifth group of data related to studies of the syllahus, text

hooks, students exercise books and examinations.

My sty le of writing ethnography was influenced hy my atlempt to give equal importance

to data from visual, oral and written sources. There are a number of graphie illustrations

that 1use as direct data findings. There are also spoken words of teachers, students and

the community that are quoted as discourses and interview events. 1 use proverbs, songs

and narratives as indigenous knowledge retlecting community opinion and wisdom. The

visual and oral comprise statements in this thesis which are as valid as written documents

to which 1make reference. In this way the authority of the written word is placed on equal

ground as the image and the spoken word. While working among and with the non

literate people, their voices are heard as much as the documents are studied in the

archives. The documents sttldied in this research have been authored mainly by

govemment officiais or that they have been written for the goverru::ent Using this

method 1 attempted to present results, qualify and bring up contradicti<lOs in a way that

the voiee of author is kept low so that voices and images of the teachers, children and the

community make their presence.

During t'te last two years 1 was working as a project cO-<lrdinator with Mennonite

volunteers in Africa. The project attempted to sustain traditions through promotion of

awareness of certain aspects of ethnic heritage among eight nomadic desert groups of

Africa. My style of writing ethnography has also been influenced by the Mennonite
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tradition of writing and speech which is one thal respects OpinIOnS, no matter how

controversial they may appear to he at the time. The intention of expression is

consciously articulated so as not to raise a contlict.

7 Dissertation organization

Chapler One, which is entitled From colonial ethnographies to school texts, reviews several

key issues in the Iiterature on material culture and education in art underlining the

Kenyan experience. What is clearly missing in the OOucational policies and the curriculum

are references to indigenous traditions of education in art and a history of teaching of the

cultural heritage. The sources fer these are found in ethnographies and the living material

culture traditions of Kenya. While the former exists as anthropological records from the

tum of the century, the latter are living arts of Kenya's pastoralisl groups today.

It is apparent from the studies of early ethnographies that indigenous systems of

education incorporated leaming through the arts in general and visual leaming in

particular. This aspect of African educational heritage has not been given the att~ntion it

deserves in literature on indigenous education that emerged during the post

independence era and which intluenced the school curricula, especially the teaching of

cultural heritage.

Chapter Two traces the development of formai school education in the arts within the

cultural, political and educational contexts of pre- and post-independence times. There

were Qur'anic schools existing along the coast and northem regions of Kenya from the

tenth century but the fIrst formai schools with a secular education were started hy

Christian missionaries whose world view at the time intluenced what culture ought to he

taught in schools. This had a long lasting effect on learning of indigenous arts. The

missionary teachers' negative view of African culture later provoked a discourse of

African nationalism, African culture and education. The dehate on culture and education

continued after independence which, in tum, intluenced the post independence curricula

on cultural heritage.

In Chapter Three the locations and the three school cultures that comprise the field sites

are descrihed. The contemporary arts scenes of the three communities representing a

multi-ethnic urban society (Nairohi), an agricultural group (Agikuyu), and a pastoralist

group (Maasai), are discussOO as traditions within which the schools are 1003tOO.
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severallessons on different topies such as Batik, Colours, Sculpture, Metalwork, Material

Culture and Lines from the syllabus. The chapter explores how the teachers in the three

schools approached the teaching of culture through art education as required by the

national syllabus.

Chapter Five is on Visual and slloken languages. In this chapter, analyses of data on

languages are discussed as affecting the transmission of values in the c1assroom.

ln Chapter Six the content of the art and craft syllabus, and the examinations are then

analyzed in terms of the emphasis placed on indigenous and 'modem' cultural material.

The last chapter, Seven, summarizes the dissertation and draws conclusions in terms of

future recommendations for policy mallers and research.
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Chapter One

From colonial ethnographies to sehool texts

1.0 Introduction

This chapter reviews key issues in the Iiterature on education in the arts compiled from

sources in anthropology and education. Several early colonial ethnographies (1900 to

1940) are explored for records on visual arts during the first part of the twentieth century.

This leads to a discussion on fashioning of the Kenyan identity and nationhood through

academic discourses that, in fact, were responding to the image of ethnicity (or 'tribal'

groups) created by colonial anthropology. Several post-independence ethnographies on

the arts and texts on indigenous education are then reviewed in the context of their

contribution to the understanding of art education in Kenya. The final section describes

the development of the syllabus and texts on heritage subjects.

1.1 Colonial ethnographies: the first texts of education in the arts

The tirst texts on education in the arts are found in several early colonial ethnographies

(Hollis: 1909; Lindblom: 1920; Hobley:1938). These make references to the fabrication

of objects of art and craft among the ethnic peoples of Kenya. The texts also show how

these objects were used to create contexts that set situations for children to learn about the

origins and customs of their people. The children and the youth also learned about their

age group and gender identities, and about their social roles through items of material

culture. PTe- and post-imJependence collections of Kenyan material culture at the

Museum of Mankind in London, England, at 'he National Museums of Kenya, the Kenya

National Archives and the Institute of ft. ÎTican Studies in Nairobi bear witness to tI1is

tradition.

Learning about the objects by making them, using them and observing them in their

cultural situations was Iike learning about the society through oral traditions.
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Ethnographie classification systems, under which the objects are grouped, stored and

displayed as items of utility, of personal adornment and status, and of ritual, reflect on

their functions as information sources on cultural heritage. In the colonial liierature, these

societies were referred to as 'tribes'. In the post colonial times, they bave been called

'traditional' and also 'pre-colonial' societies although the ethnographies were recorded

during the colonial period.

The significance of the objects as leaming media is found in two ethnographies by

Charles W. Hobley, a weil known Britisb anthropologist of the colonial period. In Bantu

beliefs and magic, (1938), Hobley discussed the differences in patterns of Agikuyu

shields made by young boys for their circumcision ceremonies and those made and used

by adults for warfare (Hobley: 1938, p. 273). The young initiates' shield patterns

represented training in art that they went through during the circumcision time.

In the chapter on 'Arts and Craft' in Ethnology of Akamba and other E.A. tribes (1910),

Hobley describes the functional and symbolic values of stools, horns, gourds, snuff

containers,ornaments and dress in terrns of utility, ritual and status. As personal articles of

adornment, they also retlected on ethnie, clan and gender identities. The Akamba were

socialized partly through fabrication, use and observation of objects and leaming about

their symbolic representations.

In his ethnography, Lindblom (1920) referred to the 'pictographie literature of the

Akamba' comprising a wide range of motifs used in tattooing and cicatrization, and as

decoration on calabashes, stools, brass, ivory and bead ornaments (p.39I). The graphie

symbols were tirst learned and practiced in the sand by boys who were later examined on

their knowledge during initiation. The boys were trained to read the motifs by their

fathers who had them recorded on sticks called misai (s.musai). (p.85). Lindblom writes

that these had been previously referred to as 'pictographie riddles' by Hobley because the

visual art of the Akamba referred to oral literature (p.sS). In an article on Carved

initiation sticks and bows from Taveta. Kenya Colony (1950), Lindblom interpreted

various Akamba symbols as representations of the sun, phases of the mlÎon, stars, snakes,

lizards, tortoises, millipedes, tracks and dancing places, open spaces and village paths, clan

marks, stools and animal tracks among many others (pp. 5-6). However, this visual

knowledge was gender specifie and thus remained within the male domain. No reference

is made to learning through symbols in women's beaded ornaments, pottery marks and

basketry. Lindblom's chapter on "Toys and Games" in The Akamba in British EA

further affirms gender-segregated art and craft learning experiences in traditional
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societies such as the Akamba (1920). He wriles Ihat the boys made hows and amlWS.

beehives and drums while the girls made and played with baskets. calabashes with earth

that represented food, and vessels of clay.

Father Vittorio Merlo Pick (1973) discussed this mode of teaching and learning as

hierographic art writings among the Agikuyu, a neighbouring Bantu group of the

Akamba. He wrote that the gicandi was an Agikuyu term for a gourd decorated with

hierograhic syrnbols, cowry shells and rattles and it was also 'a poem of enigmas

elaborately expressed in good poetry'. Il was an art l'orm thal incorporated visual and

orallearning traditions of this Bantu group (pp. 149-150). In particular il was associated

with nai, a collection of Agikuyu riddles:

... which supplied matenal for competition between young Agikuyu boys and
girls, and showe<! their ready wit, their shrewdness, the richness of their
imagination and their uousual spirit of observation. (p.IS).

Pick writes that the gicandi visual lUt was learned by the initiates and was slill known in

the thirties (p. 18).

Merker (1904) and Hobley (1910) were the first ethnographers who recorded a variely of

graphic symbols observed on Maasai shields and cattle. Their works retlect on an ancient

visua1 tradition of East Africa.

1.2 African academic response to colonial ethnographies and

fashioning of Kenyan nationhood

Although colonial ethnographies contained valuable information on visual arts they often

portrayed Africans negatively. This led to the writing of cultural texts by indigenous

Kenyans. These had a strong impact later on the teaching and scholarship about

indigenous cultures.

ln 1934 Parmenas Githendu Mockerie responded to colonial ethnographies by

publishing a text in English on Agikuyu ethnic history and customs. He belonged 10 the

Agikuyu Folklore Society that, as early as in 1928, was attempting to detine the culture

and identity of the Agikuyu. The Society's methodology of 'collecting facts', as Mockerie

emphasized, through field interviews, and its intention of writing a book in Agikuyu were

indeed academic :
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ln 1928 a group of Arrican l""chers and sludenls was fonned al Kahuhia, Fort
Hall, 10 sludy the Agikuyu tribal laws, cusloms and folk songs. This group
called il",lf "Ngll'atalliro ya Agiku)'u AhulIgi Wara" , the Agikuyu Folklore
Society. 1 was appoinled Presidenl of the Society. Ils members inlended 10
journey tltrough Agikuyu, inlerviewing old people and collecting facls relaling
10 Agikuyu cusloms. Afler collecling Ihose tribal laws, the Society inlended 10
wrile a book in Agikuyu. (Mockerie: 1934, p.64).

Mockerie and his group were the first indigenous Kenyans educated in the European

school tradition who were responding to African ethnography written hl' European

scholars, missionaries and administrators. The mystitication of the African environment,

its !lora, fauna and the people was, in many cases, a confirmation of racial prejudices. For

example, Scoreshy and Katherine Routledge in With a prehistoric people: The Akikuyu

of British East Africa (1910), descrihed the Agikuyu, Mockerie's people, as primitive

savages. Each ethnic group was prescrihed a partïcular quality that was measured against

ilS capacity to integrale into the colonial system. The following references to the Maasai

in With a prehistoric people: The Akikuyu of British East Africa exemplify the texts that

the first literate Africans aimed to correct.

The quotations that follow are extreme examples of racist statements from colonial

anthropology. My intention in using them is not to expose the racism hut to show that it

was such statements that fanned cultural nationalism among the academics and literates,

and a desire to rewrite ethnic history and anthropology.

Colonial anthropology projected negative images of African cultures as the discipline

itself was founded 00 the study of primitive trihes during the heyday of colonialism. The

following quotation referring to the Maasai is an example:

The Maasai is by nature greed personified - sulky, morose, and vindictive; a
bom !hief, an arch liar; absolutely devoid of a sense of gratitude nr Ihe spirit of
hospilaIily. (Routledge and Routledge: 1910, pp. 348-349).

This was the 'character' of the Maasai that the Europeans could not manage and

consequently ahsorh into the colonial economy. Descriptions of customs and rituals had

moral undertones. In fact, trihal morals were scaled against Christian virtues to weigh the

primitivity of a particular ethnic group. The quotation further emphasizes that the Maasai

could not he organized for purposes of military or manual work. This gives another

piece of evidence of the failure of the colonialists to shape this culture into the service or

work force sector :

As a soldier he is unreliable, and ooly of use for fighting under certain limited
and special conditions. The leasl exposure 10 cold or wet kills him; and if l'ou
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put hiOl into c1otht:s h~ dic:s in consequenct'. in addition to not ~ing able to
fi~hl previously. For any form of manual labour "" is menWly dL<inclined and
physically unfil. He is malerial 1I1at civilization cannot grind up in her mill.
(Roulled~eand Routledge: 1910. pp. 348-349).

However, the true intention of the writer emerges in the next line that fo\luws the above

quotation. The culonialists were interested in Maasai land but they did not see this a~ a

question of mora!ity.

His existence depends nn the possession of those wide stretches of gl1lZing lands
which are the first thing lhat the white man must and will appropriate.
(Roulled~e and Roulledge: 1910, p. 348-349).

Such texts denigrated the African identity and culture. and placed Afrieans on an

evolutionary time scale that also legitimated Christianization. education and

Europeanization to a Iimited extent. This is elaborated in a colonial educational treatise

and development policies of the Department of Native Affairs in Kenya. Descriptive texl~

on traditional beliefs and customs were seen as 'anthropological' though the writers were

not always trained anthropologists. Post-independence African intellectuals generally

refered to these texts as 'amateur anthropology' but recognized them as having made a

major contribution to the invention of African anthropology in the Western European

academic tradition. With reference to Africa, Mudimbe states:

1believe that amateurism bas strongly conlributed to anthropol~'Y. Ils preseJice
had, in my opinion, exaclly the same status as amaleurism during the ernergL'llCe
of the discipline in the eighteenth and early nineteenth centuries. . .. The
Central African bibliography of anthropology, for instance, is filled with the
works of amateurs, mainly missionaries, which are important document< of
anthropological information. (Mudinlbe: 1988, p.64).

The second written text in English that responded to colonial anthropology wa~ MY
people of Agikuyu and the Iife of Chief Wangombe written by Jomo Kenyatta. Kenyatta

was not a trained anthropologist though he often participated in discussions at the School

of African and Asian Studies while he was a student the London School of Economies.

In the foreword to the second edition of My people of Agikuyu and the life of Chief

WangQmbe published in 1966. JQmQ Kenyatta writes that there were IWQ reasons why he

wrQte the bQQk. One was in defiance Qf cQIQnialism and as a tribute tQ !huse who had

"spent and sacrificed their lives in service Qf Arrican ideals", and the second was "that al

least the culture Qf my peQple, the record of their traditiQns and systems and idea~, should

be unleashed". JQmQ Kenyatta claimed that his book was a beginning of a new study.

This book tells just part of the story of just sorne of the beginnings. Immense
tasks of historica! study and social recording still remain 10 be undeitaken. Il is
the whole culture of our people that now freely graces the present and wiII
underlie our future. (Kenyatta: 1966, Foreword).
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The new study, he hoped. wou Id lead to the construction of the new African identity

hased on a discourse of European anthropological tradition and on notions of culture.

Jomo Kenyalla's second hook was puhlished in 1938. Facing Mt Kenya: The tribal life

of Gikuyu was laler also published as Facing Mt Kenya: The traditional life of Gikuyu.

The word 'trihal' was rep1aced by 'traditional' which, to the Kenyan literate audience, did

not echo connotations of primitivity. This was the decade when streets and towns, and

sorne geographical features were given African names. Attempts were made to construct

new buildings in Mrican ~rchitectural styles. Words like 'native' were replaced by

'indigenous' in the official discourse and many Kenyans either renounced their European

names or made a compromise by having two first names, one of which was a 'Christian'

name and the other was jina la nyumbani (home name) which located one in one's tribal

and kinship structure.

Facing Mt Kel]yjL like My people of Agikuyu and the life of Chief Wangombe. was also

on the Agikuyu people's history and social customs. In writing this book, Kenyatta

addressed previous writings on Africans by Europeans whom he refers to as 'scientists'

and 'professional friends of At'rica'.

Though he says that he did not intend to argue about the writers of African culture, he

wouId like "the truth to speak for itseW and he makes negative allusions to those

Europeans who wouId have liked to maintain an intellectual authority over the African

even when it came to the knowledge of the African's own culture. In the preface to

Facing Mt Kenya and in several statements in the text, an antagonism is sensed towards

intellectuals and non-Africans who write on African cultures. There is also a racialist

undertone with emotional and political inferences. In order to grasp the full meaning in

Kenyatta's language, it is necessary to present the following quotation in full:

My chief object is not to en1er into conlrnversial discussion with Ihose wbo
have attempled, or are attempting 10 descrihe the same things from outside
observation, but to let the trutb speak for itself. ) know chal there are many
scientists and geneml rcaders who will he disinlerestedly glad to the opportunity
of hearing tbe African's poinl of view, and ta wbicb ) am glad to he of service.
Atthe same lime 1 am aware that ) could nol do justice 10 the subject without
offending "those prnfessional friends of the African" who are prepared to
mainlain their friendship for elemity as a sacred duty, prnvided onIy chat the
African will continue 10 play the part of an ignorant savage so that they con
monopolize the office of interpreting bis rnind and speaking for bim. To sucb
people, an African who writes a study of !his kind is encroaching on their
preserves. (Kenyatta: t978, p. xvüi).

Kenyalla's point is c1ear here for he is giving the "African's point of view" versus that

written by colonial Europeans who did not belong to the culture and were thus describing

"things from the outside". He speaks as a spokesman for Africans and questions the
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validity of European ethnographic authority and simultaneously justilies his own

authority to write ahout the Agikuyu on the hasis of live points. "The reader will

undouhtedly wish to know my credentials for writing this hook" writes Jomo Kenyatta

(Kenyatta: 1978. p. xviii). It is this voiee of authority in writing ethnographies that

asserted a people's right to deline their own cultural identities.

First. Jomo Kenyatta says that he is 'a full hred Kikuyu', second. that he has participated in

the rituals. third. that he has been his people's representative ta the Royal Land

Commissions. fourth, that he is the General Secretary of Agikuyu Central Association and.

last. that he has been the editar of Muigwithania. an Agikuyu language newspaper.

between 1928 and 1930.

Marshaling of tribal credentials challenged the credentials of non-African academics.

missionaries and administrators to write African anthropology. The suggestion is that

they were not qualitied to write about African people's culture. no matter what their

qualilications might have been.. This was the logic of democracy of a nation state.

government of the people by the people. appropriate for the political arena. that Kenyatta

stretches into academic discourse and uses to attack the colonial intellectual tradition.

Even the titIe of his book My people of AgikuYli. has a similar connotation.

The title of Mockerie's book, An Mrican speaks for his Ileollle, is more explicil. But then

it sholild be noted that at the time of writing the book the interests of the African at the

governmental level were always represented by a nominated European officer. who w.s

ofien a missionary. Thus the demand of the African to portray his own culture was

similar to his other demands in the area of education. religion. land and law. On this issue

both Kenyatta and Mockerie had a receptive audience among British academics and

Labour Party politicians and they both wrote and published their hook.. in England. The

sympathies accorded to Kenyatta. for example.were reflected in the introduction to Facine

MI Kenya: The tribal Iife of Gikuyu (1938), by the anthropologist Malinowski.

Malinowski argued in favour of Kenyatta's authority to write anthropology:

"Anthropology begins at home. has become a watchword of modem social science. "

Malinowski continued to write that studies in Europe at the time had shown that :

We must start by knowing ourselves first. and only then proeeed to the more
exotie savageries ...'Anthropology hegios at home' is as true of Afriea .., of
Europe. Il obviously is. Mr. Kenyatla ba.s aeted upoo the principle and
produced an excellent monograpb 011 Afriean life and eustom. (Kenyatla: 1938,
Foreword).
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If Malinowski was suggesting that European anthropology was racially or ideologieally

tinged. that "knowing ourselve!i nrst" might help to cure, then so was Kenyatta's

anthrupology a tactical discourse, Kenyatta used European anthropological notions such

as the one stated hy Malinowski to invent ethnic logie that addressed European anti

missionary and anti-colonial sentiments. For example. he explained how "The Agikuyu

system of government was hased on !rue democratic principles" (Kenyatta: 1978, p.

186).

Facing Mt Kenya valorized Agikuyu customs and pre-European Iife style, and also

appealed for the occupied land to he returned so that the trihe might continue with ils

quiet existence. While it is !rue that land nurtures peasant cultures, Kenyatta's tale had a

political message appealing through~~ntiments. For example, words Iike 'peaceful',

'undisturhed' , 'serenity' , 'magic' 'traditional ceremonies' and 'facing Mount Kenya' in one

statement conjure an idyllie folk setting,

Il (kull!) secures for thelll that "",,ceful tillage of the sail which supplies their
material needs and enables them ta perform their magic and traditiooaJ
ceremonies in llildislurbed serenity. facing MOllilt Kenya.(Kenyalta: 1978, p.
xxi).

Mudimhe (1988) suggests that during this period many African writers used

anthropological representations that comhined hoth the readings of the European texlS

and a growing up in trihal societies, to forward a political agenda. This was !rue of

Kenyatta. In fact Mudimhe makes a direct reference to Kenyatta's book, Facing Mt

Kenya:

This consciousness (Black Afr/call) frrmly relies upon an anthropological
perspective but does not a1ways seem ta follow the mainstream of
anthropologists' conclusions. .... In 1938 Jomo Kenyalta published Facin~ Mt
~ which is bath a study of Agikuyu ways and style of life and a discrete
political manifesta. During those years a very popular kind of anthropology
developed. More and more Africans publisbed traditiooaJ tales and
legends....(Mudimbe: 1988, pp. 77-78).

The tradition of writing texlS that Mudimbe calls 'very popular kind of anthropology' was

continued by the flfst indigenous historians. These historians included Bethwell Ogo!,

Godfrey Muriuki, Gideon Were and William Ochieng, ail of whom rank among the

foremost professors in contemporary Kenya.

These social historians were responding more to colonial story writers, administrators,

missionaries and soldiers, who were ail termed 'anthropologists', than to the historians.

Colonial historians wrote about the trade, 'discoveries', treaties, slave trade and wars among

the foreign powers, the Omani Arahs, Portuguese and the English, for the supremacy of
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the East Afriean coast. This did not raise a controversy hecause colonial history was not

ahout ethnie groups. Likewise in schools the history that was taught during the colonial

times was the Histury of Great Britain and the History of the British Empire. Il was the

missionaries, administrators and later the trained anthropologists who wrote in detail ahout

the peoples of the interior. These texts initially helped administration of. and missionary

work in. the colony. hut later they played a signifkant role hy hecoming the ohject of

academic discourse on African identity and culture.

Post-independence historians addr~ssed the Kenyan Iiterate puhlic who included the

African middle c1ass and the student hody. hoth of whom were vocal advocates of

nationalism. They were also often the carriers of ideas from the fiJrums of the University

of Nairohi to the rural population. Here the political and academic genre mel. and at this

time in hislOry the two complemented each other. The political genre was oral in form.

comprising staged speeches in Kiswahili and vernacular languages which were addressed

to the people at ouldoor rallies. The academic genre was in English intended fur

publications and presented at seminars or read out as lectures to select audiences. The

academic puhlications and high school leveltexts hy historians were also not published in

either the vernacular languages or Kiswabili though they were then. and to a large exlenl

now, the only resource malerial available lU schools on ethnic hislories and customs hy

Kenyan writers. This is a ret1ection of the audience that the academics addressed.

Academie forums on African culture and identity at the University of Nairobi in the tirst

decade of independence, were among the first forms of intellectual discourses on Kenyan

African culture in English.11 These later affected the modem African art movement and

a literature of novels, shon stories, drama and poems that carried the sentiments of

cultural nationalism home to the body politic of the emerging African middle c1ass and

student population. Thus was the modem Kenyan culture legitimated on traditions.

discoursed in English and hacked hy a policy of Africanizalion of the economy.

Africanization was the dominant ideology of the independence era. It supponed the

intellectual c1imate at the University of Nairohi. In facto the ones who benefited

economically from Afrieanization were the weil educated. Colonialism was seen to be

principally an embodiment of racism Inherent in economie and administrative sU1lctures

that had to be challenged and il was in the development of the challenge that the new

Kenyan cultural identity was constructed. One way that this challenge was manifested wa.~

through texts on ethnie histories and customs writlen by Kenyans in response lU the

colonial construction of African culture which was fust recorded in texts on triballore.
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The post independence historians inherited the traditions of narrating nostalgie

recollections of growing up in ethnie societies and challenging the colonial intellectual

tradition in Kenya that was initiated by Mockerie and Kenyatta. In the sixties two Kenyan

historians, Bethwell Ogot and Gideon Were, completed their doctoral theses which became

publications on the HistQl:)' of the Southern Luo and A histQl:)' of the Abaluhya of

Western Kenya. They were followed by Godfrey Muriuki's A histQl:)' of the Agikuyu

(1974) and William Ochieng's A history of the Gusii (1974). These first four Kenyan

academics, who wrote on ethnic histories and social customs, built a nucleus of

independent Kenya's academic discourse on culture and contributed to the invention of

new Kenyan identity through written texts. Teaching of cultural heritage was affected by

this tradition.

The academic historians' accounts, particuJarly Ogot's and Ochieng's, differed from those

of Kenyatta's and Mockerie's in that they did not make general references to colonial

anthropology. Instead the young historians systematically questioned the individual

European anthropologist's authority to write and the authenticity of their accounts. They

also challenged the objectivity and the validity of anthropology aS an academic discipline

itself. .

Neither Mockerie nor Kenyatta made such direct references to any author or discussed a

particular approach, fact or concept in colonial texts. In the final analysis, the young

African hislOrians implied that anthropology was a construct of a colonial ideology.

Nevertheless, they were motivated to present a counter-argument to expose colonial biases

and have their points of view validated in print. European texts on world civilizations and

on Africa served to stimulate a Keny:ft discourse on its own history, culture and future

identity. William Ochieng, for example, was provoked by Trevor Ropcr's public leclUi':s

that the BBC broadcast to the colonies in 1963 and which were later published as The rise

of Christian Europe , and C.1. Wilson's Before the dawn in Kenya. to do a study that

eventually became a text of Gusii culture and identity :

In particular, the fltSt chapter of the book by Professor Hugh Trevor-Roper, The
Rise of Christian Europe, and also !hat lucidly wrillen book by CJ. Wilson,
Before the Dawn in Kenya, made a great impact on my historical perspective.
They made me ask myself wbat history is ail about, and whether the Africans
had participated in the generaJ drnma of human development. What, 1 asked
myself, was the African doing hetween the Stone Age and Doctor David
Livingstone? (Ochieng: 1974, p. 1).

ln 1974, after a decade of debates and publications dismantling colonial images of

African culture and identity, Kenyan historians were ready to cali a Conference of the

Historical Association of Kenya to assess colonial and nationalist experiences. The
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Cont~rence on History and Social Change in East Africa was to hecllnle the tirsl major .'

rally of Nairohi intellectLals around the misdeeds of colonial anthropology. Bethwell

Ogot, the foremost Kenyan historian. gave the opening address. emilled /listor)'.

Anthropology and Social Change - The Kenya Case. which set the mood and direction of

the Conference. The address is still one of the key texls in popular ami-colonial

academic discourse in the Humanities at the University of Nairohi. In what follows 1 will

analyse the signiticance of this discourse.

Ogot hegins the discourse with a description how the African identity was tirst represented

in wrillen texts. He argues that in early texts, the peoples of the interior of Kenya were

not considered to have an identity and the people of the coast were considered Asians.

The 19th century texts that OgJt makes references to are J.S. Keltie's, The partition \lI'

Africa (1893), Sir Harry JohnslOn's A histor:y of the cQlonization of Africa hy aBen races

(1899), J.W. Gregory's The foundation of British East Africa (1901) and J. Strandes's Di.~

Portuguiesenzeit von Deutsch-und Englisch- Estrafrika (1899). Ogot's intention is to

show that these writers neglected trihal histories hecause they did not think that a trihe had

a history or a culture or an identity. But then these were early European writers and lheir

views were ethnocentric and their studies were on suhjects that interested them. Moreover,

in the 19th century the Africans of the interior would probably not have given the same

value to the effect of these views as the mid-2Oth century academics hecause, then, the

tribes constructed iheir cultural identities on the hasis of their differenl institutions and

oral literature. However, Ogot allempts 10 show that the prejudice against Africans was

embedded in the European intellectual tradition before the establishment of the British

rule. This prepared the ground for his criticism of colonial anthropology.

Ogot writes that a new period in recording Kenyan events began with the establishment of

British administration from 1900 to 1908. A new group of observers arrived and the area

of interest moved from the coast to the interior. Ogol's choice of words, as exemplified in

the following quotation, reflects the associated restrained feelings that characterized the

nat!unalist academic discourse on African culture and identitiat the University of Nairobi.

during the flfSt decade of inOtilendence:

The inlerest shifted inland, and from Iben 00 the oew invaders represented hy the
admioistrators, Ibe seltl"". the traders, Ibe missiooaries, the adveolufer.> and the
hunIers, preserved tbeir exploits. in a large oumher of diaries, leller.> and
memoirs. (Ogot 1976, p. 2). .

The rest of Ogot's address is delivered in the same argumentalive lone. In his nexl

paragraph he strikes at the hcart of the colonial anthropology that angered the nationalists
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and gave cause to cultural nationalism; il was the question of morals. But instead of

eriticizing what was written on African morals he turns to the morals prevalent in the

writers' society at the time. Ogot hints at the European eommunity's "nefarious

intluenees" and that "it is a lamentahle faet that up to the moment, there is no historieal or

anthropologieal study of the European setllers a~ a eommunity." The study wouId answer

many questions sueh as: What kind of aristocraey emerged among the European settlers ?

and

Il is a common saying among the Europeans in Kenya that either you marrie<! or
you live in Kenya. If there is any lruth in lhis statement, it would he important
10 have the history of the European family in Kenya. (Ogot: 1976, p. 2).

Ogot's statements make inferenees about the morals of Kenya Europeans. Here the

morality of Europeans, who wrote on morals of Afrieans is put 10 question. It hinges on

the eredibility of Europeans who authored works that portrayed Afrieans negatively.

Then Ogot attempted to show how Euror'èan writings on Kenyan people had been

historieally rJcially biased. In the flfst deeade of this eentury there was an interest shown

by the Europeans in the history of Kenyan people.However, first, this interest was more

anthropologieal L'Jan historieal and second,

Il stemme<! trom a misconception which was prevalent in the western world from
the 1850s thal non-western socielies, especially Africau societies, represente<!
ideal laboratories for studying the carly stage of human development. Their
cultures were referre<! 10 as "primitive cultures." The exponents of!his culture
saw a wonderful opportunity in Kenya, and in Mrica, to observe and record how
carly Man live<! and behaved (Ogot: 1976, p. 2).

Ogot quotes Harry Johnston <Britain aeross the seas: Africa. 1901) to support this view

and then evokes Evans-Pritchard (Afriea: 1945) as heing of the same opinion. This leads

Ogot on to elaborate on the prevailing theories of anthropology in the flfSt two decadcs

of the 20th eentury.

He explains the evolutionist and diffusionist sehools of thought in anthropology and bow

both were 'condemned as conjectural history.' These schools of thought affected the

portrayal of the Kenya African. The evoJutionist placed the African at the bottom of the

evolutionary scale and the diffusionist saw any signs of 'progress' by the African as

attributes of mixing with non-negro blood such as Hamitic, hence the adoration of

Abyssinia. Nevertheless, Ogot explained that these Iwo theories had provisions for social

change unlike the ones that developed later in the decade.

He was referring to the functionalist school developed by Malinowski and Radcliffe

Browne. The funetionalists broke from the evolutionist's and diffusionist's Hnes of
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thought but eommitted "what Professor M. G. Smith has eaUed the 'faUaey of the

ethnographie present'." Ogot pointed out that the funetionalists saw the tribes as having

no history and "indeed the tendeney of funetional anthropology was to assimilate

indigenous history to the category of myth, which is timelcc,s". He moved from the

mainstream theories of North America and Europe to the contemporary scene in Kenya.

He cited Walter Sangree (Age prayer and politics in Tiriki Kenya,1966), John Middleton

(Administration and changes in African Life. 1912-45. 1965), Kivuti Ndeli (Elements of

Akamba Life ,1972) as writers in structural-functional tradition. He refered 10 the first

four major tribal works by Kenyan aeademics. Were. Muriuki. Ochieng and himself. as

foUowing the evolulionary approach :

Most of the works dealing with the precolonial history of Kenya, such as the
write,'s History of the Southern Luo (1967), Were's A HistoQ' of the Ahaluhya
of Western Kenya (1967), Muriuki's A HistoQ' of the A~ikllYu (1974) lllI1
Ochieng's A HislOQ' of the GlL,jj (1974), have adopted an organic and
evolulionary approach which have more in common with the evolutionary
school of anthropologists. (Ogot: 1976. l'. 8).

But he hastened to point out that the posHndependence studies were different because

"they are based on field-work and not on arm-chair conjectural history" and that "Unlike

the works by the functionalists, these histories are not tribal studies- despite their titles:

they are regional studies." Ogot did not elaborate on th., differences between tribal and

regional studies in the context of the new texls. Dili tribal sound too anthropological or

was he making an apology for the use of the word. or the concept for lhat matter ?

However, Ogot's ambivalence is retlective of the broader ambivalence related to definition

of cultural identity in terms of a tribe which is officiaUy discouraged in favour of a

national identity.

Ogot eategorized the colonial anthropologists into three groups: He caUs the first group,

whieh worked mainly during the inter-war period, as 'amateur anthropologists'. Among

these are C.W. Hobley who wrote !1..'\IItu Beliefs and M~~ in 1922, Ode Browne, the

writer of Vanishing tribes of Kenya (1925), G.W.B. Hunlingford, best known for his

initial work arnong the Dorobe and J.A. Maseam whose ethnography of the Eigeyo caUed

The cliff dweUers of Kenya was published in 1927. Ogot named H.E. Lambert~

systems of land tenure in the Agikuyu land unit.J 950, and Agikuyu social and political

institutions.l956) the most able of the 'amateur anthropologisls' in Kenya.

The second group that Ogot cited was of the missionaries such as W.E. Owen and Father

Ccgnolo (The Agikuyu -Theii customs. traditions and folklore, 1933) who "decided to

try their hand al anthr0llC;?lo;;,." The next calegory was of protessional anthropologislS

!
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and historians. Ogut Iisted these as G. Lindhlom, who wrote the Akamha in British East

Africa (1920), J. G. Peristiany, authur of The social institutions of the Kipsigis (1939)

and Jomu Kenyatta who wrote Facing Mt Kenya (1938). Laler the other professional

anthropolugists on Kenyan people cited hy Ogot were Gunter Wagner, the author of The

Bantu of North Kavirondo. 1956, A. H. J. Prins, (The coastal trihes of north-eastem

Bantu. 1952, and The Kiswahili speaking peoples of Zanzihar and the East African Coast

(1961), J. Middleton Œhe Agikuyu and Kamha of Kenya. 1953) and E. E. Evans

Prichard (Luo trihes and clansl. However, he condemned hoth the amateur and

professional anthropologists whose names have heen mentioned ahove, except Jomo

Kenyatta, for heing guilty of the "fallacy of ethnographic present". This lcd to three

"unnecessary academic concerns", one was the importance given to collection of data:

They ail committed the fallacy of 'the ethnographie present", and the oveniding
conoern was with the accumulation of data. (Ogot: 1976, p. 6).

The other was the emphasis on kinship, I~w, govemment and cosmology. Again no

explanation is offered as 10 why this was not 2 reasonahle concern:

The concem of ail these anlhropologists was with social structure, which led to a
disproportionate emphasis on kinship, law, govemment and cosmology. (Ogol:
1976, p. 6).

There was also a third concern that related to salvaging data on trihal societies. Ogot uses

irony to ridicule this one concern of anthropologists:

Il was fUMer feared lbat as the unequal enconnler with the West became more
-inlense, the so called primitive cultures 'Would disappear. Il was lherefore
imperative to mount a kind of rescue opeJ.'~tion to retrieve the social "fsets"
hefore the 'primitives' disappeared. (Ogol: 1976, p. 6).

There were other consequences of committing the faHac)' of "ethnographic present." The

fjrst was that the anthropologists would he prevented by their own fallacy from changing

Iheir rnethodology:

By commilling the fallacy of ethnographie present, it followed that they would
!!,,\ evolve any method for studying social change, for !his was unnecessary .
(Og"t: 1976, p. 7).

Second, il was in the scholarly inleresl of the anthropologists 10 ignore the changing trihal

socielies:

And even in those cases such as culture contact where the notion of change was
inherenl, social ehange was p.:>s<:d as disintegralioo from some stable tribal
system- whose essence the anthmpo1ogists wished 10 preserve- to a degenerale
detribalized form. Worse still, such studies of social change were canied ouI
within an accepled colonial framework. (Ogot: 1976, p.7).
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Ogat cantinued his criticism of the anthropalogists who could not deal with th~ changes

that colonialism and nationalism was imparting into the fahric of ethnie life and how "the

so-ealled primitive societies metamorphosize into nation states, or how a trihal chief is

transformed into a national president". [n other words the anthropologists could not

manage a study of a 'modern' Afriean culture that involved the transformation of trihes,

'trans-trihal changes', into a nation hecause an anthropologist was trained to study the

primitive trihe, small and statie:

It is important ta remember th"t the "lrit>.:" is usuaUy Ihe lmit of s~Jdy for the
anthropologist. This means that Ihe analysis is limited nol only in the time
scale bul also in the sile of unit studied. This also means that their works are
trihal studies in the colonial sense. Il also i.~plies !hal the traditional
anihropologisls were iII-equipped to deal with trans-lril,," social changes. (Ogot:
1976, p. 7).

Ogot called upon sl'dolagists ta make such a study. Eventually Ogot's discourse led to

the new identity of the Kenyan as a citizen of a nation state, not a clansman of a trihal

group, ruled hy a president and not a chief. Il is implied that this had heen accomplished

in Kenya during the tirst decade of independence.

Ogot's discourse ignored the Kenya European intellectual tradition that contested racist

colonial and settler Iiterature. He also ignored a study hy the Canadian anthropologist,

Donald Barnen, on the Mau Mau whieh challenged those that portrayed the movement as

a revival of primitivism and in fact referred to what Ogot calls 'colonial anthropology' to

draw support for their theory that savagery was inherent in African culture. Ogot also did

not do justice to anthropology as an academic discipline that had its own contradictions

hoth in Europe and America. There were contradictions that wer" em~.ging in

anthropological methods, schools of thought and its history and future. The effects of

these were made evident in Kenyan studies hy writers that are quoted by Ogot though

their concerns were different. For example, Evans-Pritchard in the forward to Jeail

Peristiany's study of the Kipsigis, whieh was published in 1939, recognized that

anthropology had its defect.~ largely because it had been left to the initiatives of

individuals. And in Kenya,

Most records were made when social anthropology was very immature, both in
methodology and in field technique. and the information was, with the exceplion
of Dr. Gerhard Lindblom's admirable monograph on the Akarnba (1920),
collected by taymen. (Peristiany: 1939, p. xix).

Claud Hollis mentions in the preface to G.W.B.Huntingford's ethnography, The Nandi

of Kenya: Tribal control in a pastoral society. that Huntingford "corrected certain errors

which 1unwiningly made" (Huntingford: [953 • p. vii). Huntingford critically addressed
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Holiis on many occa>ions. For example, ",hen discussing religions, he writes that

according to Holiis,

... 'Ihe rdigious bdiefs of Ibe Nandi are somewbat vague and unformulated'.
This is often said about African religions. Il might even he said about our 011,1\.

The fact is tbat to discover and record Ibe religious heliefs, as opposed 10 tbe
visible praclÎces, of an unlettered people is one of the mast d.mcult of aIl tasks.
(Hunlingford: 1953, p. 122).

Colonial anthropologists like Huntingford, who worked during the latter part of the

century, might have been influenced by mission school experiences of the first African

nationalists SUGh as Parmeas Mukeri, Gakara Wanjau and Harry Thuku. These nationalists

made statements, through personal narrations of cultural conflicts in the first 'modern'

schuuls. The nationalists felt compelled to contest colonial attitudes, and readings and

interpretations of African traditions by European s"'lOlars and administrators. Their

experiences were laler published in their autobiographies.

Il was lomo Kenyatta's book Facing Mount Kenya (1948) that portrayed African

nationalism through comparison of an African way of life before and after colonialism.

The book was quoted in post-independence educational documents, development plans

and cultural policies as a guideline towards the development of a national cultural policy,

perhaps because it exalted African values and life-styles before the coming of the

Europeans. Facing Mount Kenya was followed by publication of speeches by Kenyatta

that centered on the Pan-African nationalist metaphor of the exploited people (versus the

White colonialists) rising to build a nation (Suffering without bitterness (1968), The

challenge of Uhuru (1971), Harambee (1964i). Kenyatta's oral speeches in Kiswahili and

Gikuyu valorized Af-rican culture and introduced action oriented and community

sponsored developmenl projects mainly in the rural areas. Kenyatta's nationalist literature

exhorted a philosophy of nationalism that guided government policy objectives and

strategies regarding education and culture during 15 years of his presidency. (Iowards a

one party system; 1978).
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"Indi?,enous education and the arts: \Vere arts for rituals,

entertainment or education? Did indigenous education sustain

cultures or did the writers "iew ilJ.di?,enous education and the arts

as contesting colonialism'?" Othieno Ochieng, Education and culture

changes in Kenya 1844 - !925

•

•

Severa! post-independence writers on African indigenous education (Sifuna: 1980;

Monyenye: 1977; Kimilu: 1975; Njiru: 1981) often referred to the role of oral Iild"ature

(stories, songs, proverbs and riddles) as a teaching medium. This has heen elaborated by

Odaga in her dissertation entitled Educational values of "Si~endini Luo": The Kenya

Luo oral narratives (1980). Odaga discusses that among the Luo, a Nilotic agriculturist

group, an oral art fonn called sigendini. led to the development of an indigenous

educational institution of siwindhe. The sigendini comprised the curriculum and

siwindhe was the major indigenous educational institution hefore the European type of

school hecame popular in Nyanza and Kisumu regions around Lake Victoria during the

colonial period.

The role of material culture in traditional teaching was mentioned by Njiru (1981). But

the issue of how learning took place and especially how material culture actually

transmiüed cultural knowledge was not explored. Sheffield (1973 ) was of the opinion

that:

ln Kenya institutions did not usually include the specialized pœparntion for
artistic, religious, or professional functions that took place in some Africau
societies. Insteacl, the initiates were given the hasic knowledge necessary to
assure that the ideotity of the trihal communities would persiSl from one
geoeration to the oe,!. (p. 2).

Evidence proves the contrary, for there have always heen clans, families and individuals

who specialized in iron ware, pollery, woodwork and basketry. These craft persons and

individuals lived within the communities or if not, the communities had access to their

products from the neighhouring groups. Skills and knowledge were handed to the

younger generation through family apprenticeship training over many years. This has

been prohlematic as Othieno Ochieng in his book on Education and cultural chan~e in

~ 1844 - 1925 (1970), pointed out. He stated that the prohlem of charaeterizing

indigenous education system of ' sixty tribal groups" was difficult but discussing the

differences .Oë!ween the arts, rituals and ed..eational training was even more diffieult.

Oehieng posed pertinent questions such as "Was the training important or the ritual?:.ÎY;

27) and "Was Oral Literature for entertainment or education?" (p. 27). These were,

however, left unanswered. This shows the diffieulty that Kenyan educationalists have
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faced in Iinking indigenous arts with education in ethnie societies and perhaps,

consequently, the practical aspects of incorporating indigenous culture into modern

syllabi.

However, the tirst Kenyan education writers (mentioned ahove) agreed tha: indigenous

education was a near perfect and proto-modern system of education for sustaining ethnie

cultures. Several writers refer directly or indirectly to three components of school

education (i.e. institution, curriculum and instruetors) to show that the learning process in

indigenous societies was comparable to that of a modern schoo!. The institutions were

said to be gathering places of age mates, homes and hearths of old women and especially

the houses of the initiates. Othieno Ochieng (1970) gives the list of subjects laught in the

curriculum as " religion, ethics, history, speech, dialecties, vocational skills and physieal

training" (p 7). Solomon Monyenye (1977 ) argued that learning took place during a

child's "productive involvement " in such practical activities as farming, tishing, house

building, weeding and harvesting while "participatory education" was evident during

ceremonies, rituals, imitation and play, hunting and domestic work (p. 380).

The central argument in the texts by African educationalists was that African indigenous

education inculcated values of honesty, hravery, endurance, respect for eIders and a

strong sense of ethnie cultural identity. These were the values which were also

dialectically opposed to individualism, disrespect for eiders and customs which were often

cited as social resulting from the European system of education as known in Kenya. Il

was also argued that that was the type of education that disintegrated ethnie societies and

the indigenous arts in the wake of colonialism while Shieffield (1973) put it differently:

Traditional educalion coold nol prevent the oflen painful dislocation of bibal
socielies, nor could il meel the demands placed on them by the new arder.
(Sheffield: 1973, p. 3).

As traditional education was hasieally through the arts, it would appear that indigenous

arts were weakened by sociai change. On the other the hand, works by Omondi (1973)

and Ranger (1975) argue that the artists in the transitional societies during the colonial

era expressed the changing social order through new art forms while sorne were even

organized into an association to protect the 'pure' forms of ethnie dance and music.12

For several writers a short chapter on African indigenous education served as a preamhle

to the thesi~ work on missionary an" colonial education which was often viewed critically,

if not entirely negatively, vis-a-vis indigenous education. A more recent write., Sorohea

Nyachieo Bongonko (1992), incorporated environmental üwareness and the 'Iearning

hy-doing', as other aspects of pre-European indigenous education.
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\Ve may further note that most of the post-independen~e writers on indigemlUs edu~ation

have written on spedti~ agriculturist groups. Njiru's (1981) work. for example. was

based on indigenous edu~ation among the Ameru. Monyenye (1977) l'Me on the Gusii

and Kimilu (1975) on the Akamba. Traditional edu~ation among the pastomlist groups

\Vas dis~ussed by Holsteen (1982) in his Ph.D. thesis. Continuity and ~bange in Sambu'3!

edu~ation. Hoisteen wrote on the contemporary Samburu society and explained haVI a·

system based on gender and age group lite-long learning process from age six to sixty.

l'as also an integral part of Samburu cultural pra~tices. religion and economy. These

writers on indigenous education might bave been drawing on the live principles of

African traditional education. which Ocitti (1973) had popularized as ·cOl.mlUnalism.

preparations. functionalism. perennialism and wholisticism.·

1.4 S~'l1abi and curriculum de\'elopment

During the tirst de~ade of independence there were ~hanges in the content of the s~hool

syllabi in history and geography from a British perspe~tive to one that was Kenyan and

Pan-African. Il took almost ten years for the K:nyan academic staff of the Department of

Literature of the University of Nairobi to get African literature accepted in the school

curriculum inspite of me policy of Africanization of education. The report of the tirst

African Literature Conference held in Nairobi in September. 1994 made a strong

statement on the situation:

Il \Vas noIe<! with shock and concern thal even len years afier indepen<lence. in
practically every schoal in the repuùlic our sn.denls \Vere still ooing subjecled la
alien cultural values \Vhich are meaningless especially la our presecl ncOOs.
Almosl all books used in our schoals are weillen by foreign aulhors; oui of 57
lexIs of drarna studie<! al EAACE level oolween 1968 and 1972. ooly one \Vas by
au Africau. (p. 7)

But indigenous music and dance were incorporated inlo the mainstream colonial syllabi

of teacher training colleges and schools during the tirst few years of independence. This

was followed by the writing of textbooks (e.g. Music of the Akamba by P. Kavyu). syllabi

and examinatioo papers on indigenous cultural heritage and publications of dOCIOrdl

dissertations by the tirst African academics. ( e.g. G. \Vere 00 the Abaluhya; G. Muriuki

on the Agikuyu and \V. Ochieng on the Gusii) on ethno-historie~ and cultures.
/

Prior to the indepe;:dence of Kenya there were several resource books flvailable on

African art and craft for the teachers ( Trowell: 1937; Young: 1940; Trowell: 1951) but

then art and craft was not taught to African children as an academic subjec!. European

and Asiao children did the aIt curriculum from England. After independence when art
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and craft was introduced into the national curriculum for ail the races. the empha~is was

on the use of local materials and local suhject themes. African aesthetic traditions were

not seen as the sources for the development of history and theory of art. In 1965 the first

post independence text on teaching of art and craft was produced hy an indigenous

Kenyan (Kareithi. P.M. Let the child create. Equatorial Puhlishers. Nairohi). In 1979,

Njoroge Kamau also produced the second Kenyan text entitled, Foundations of creative

work (East African Puhlishing House, Nairohi). The two texts are hased on European

methods of learning art hut use local examples, like an African hut and a pot, and suggest

use of local mater:als such as making pictures using hanana fihers, making ornaments

using seeds and printing with maize cohs. Ali written art examinations at college and

secondary school level were hased on European art history and theory. For example,

Paper 7 of the Kenya Advanced Certificate of Education in the syllahus puhlished in

1982 hy the Kenya National Examinations Counci!. had the following sections:

Secti,~~ A. Critical antiquity.

Sculpture: Greek from Archaic to Hellenistic periods. A question on vase paintings

to the end of the Attic period may he set. Sorne knowledge of Roman sculpture will

he required.

Architecture : Candidates should have general knowlede of Greek and Roman

architecture orders.

Section B. The Gothic Cathedral in England and France.

Section C. The Italian Renaissance.

Section D. The Dutch seventeenth century with particular reference to Remhrandt.

Section E. Painting in Spain and Flanders, 1550 - 1700.

Section F. Painting and architecture in England, 1700 - 1780.

Section G. French painting of the nineteenth century.

It was not unti! 1985 that material culture of Kenya was introduced inlo the education

system and the flfst school text on the materia1 culture of Kenya was published eight

years later in 1993 (Somjee: 1993) and exactly thirty years after independence. The

reason for this may be explored in the history of education and teaching of indigenous

arts during the colonial and post-colonial periods which is the subject of the next chapter.
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Chapter Two

Ideologies, cultures, educational policies and
education in the arts: An historical review

2.0 Introduction

ln this chapter. schooling and learning of an are discuss~d in the context of s~veral

indigenous and mm-indigenous ideologies operaling in Kenya during colonial and P(\st

colonial periods. References are made to ho\\' the transmission of indigenous and non

indigenous dances and songs, art and cran, clothing and olher items of material culture

was rejected, manipulated and accommodated within a European development and

educational model, and in turn how their transmission was contested, assimilated and

manipulated by indigfJnous religious and nationalist institutions.

This discussion focuses on four periods. The first, 1840 to 1930, marks the cuming of the

missionaries, settlers and colonials, and establishment of the European model of schools.

The second, t930 ta 1950, covers anti-colonial movements and establishment of At'rican

independent schools. The third period l'rom 1950 to 1963, was the time of intense

nationalism that climaxed in 1963, when Kenya achieved independence. The fourth

period, 1963 to 1993, concerns the post independence era comprising presidencies of

lomo Kenyatta and Daniel arap Moi.

Nationalism and nation building were defined through political discourses, institutional

policies and development plans a' seen in movements leading ta cultural displays, cultural

recovery, economic independence, Africanization of the schoul syllabi and modernization

of Iife-styles, This period was characterized by the projection and popularization of

presidential ideologies of Harambee and Nyayoism. The development of three post

independence decades was inf.uenced by several cultural events and two key educational

policy documents that indicated to sorne extent what culture should be taught in schools.
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The question that needs to Ile answered is how was the teaching of indigenous arts, and in

particular visual art, viewed historieally in schools that were c1early seen as instruments of

cultural change during the four eras covering the colonial and post colonial periods.

2,1 Dehates on evangelism and teaching of the arts (1840 - 1930)

ln 1840. the estalllishment of Christian mission schools on the coast of Kenya presenll'd

an alternative system of formaI schooling than that of the Qur'nic school. 13 At first the

missionaries worked mainly among the freed slaves at the coas!. They Latinized the

Arallie script ofwrillen Kiswahili 14 and taught the converts to read the Billie. Reading of

the Billie was accompanied lly sulljects like agriculture and carpentry that had not only

economie advantages hut were also said to incu1cate love for manual work and a sense of

discipline. Education in the arts was viewed lly Christian schools, as in the Qur'anie

schools, as developing the finer qualities of human nature. Thus, for example. instruction

in European music and singing, more than other arts. were important sulljects of cultural

transmission in mission schools. 15

There existed hoth cultural and theological differences lletween Catholic and Protestant

churches that affected the evangelists' responses to the native arts of East Africa and

consequently to what arts should be taught in schools.16 One way in which these

contlicts surfaced was through dellates on ev~ngelism. culture and education within the

church. In these references were often made to native arts and the teaching of the arts

which in tom was retlected in the churches' understanding of and altitudes towards native

arts. For example. the writings of the Roman Catholic prelate. Bishop Lucas in

Tanganyika raised important questions ahout native cultures and the Church. ll The

Bishop did not llelieve in suppressing tribal rites and customs but rather in Christianizing

them and removing "obscene and immoral elements from them" (Ranger: 1975. p. 38) as

he believed in retaining indigenous culture but living a Christian Iife. 18

The disagreement hetween the churches and among orders on religion and culture,

which affected the policy on education, was now seen in the African contex!. The main

dehate was whether or not a 'savage' could be baptized before he was educated and.

therefore. civilized. The Protestant missionary. Livingstone, who found it difficult to

convert Africans, believed thal finally it would be the penetration of western civilization

and education that wou Id lead to conversion in Africa. However. Bishi)p Frere argued

against this approach. He felt that the word of God and the malerial advantages of

European civilization should come hand in hand with the conversion process (Oliver:
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1952, p. 23). In fact he wrote an open leller of protest tll the Archhishop of Canterhury

stating that the earliest records of missions to the "harharians of noohem Europe showed

that the missionary unit corresponded as closely a, possihle to a l'ully organized Christian

community " and that it was concemed with not only teaching of r<'ligion and morals hUl

also with "ail the arts of civilized life." (Oliver: 1952, p. 23).

What was dehated was whether the missionary should provide the right conditions for the

spirit to enter the hody or let the spirit enter the hody through haptism and guide the

nati.ve (through a certain spiritual state called 'grace' ) onto a Christian way of life. While

one side of the dehate required schools to proceed hefore Christianization, the other did

not. In any case, both sides of the dehate agreed that schooling would encourage the

spiritto foster Christian character whether the person \Vas haptized or not. Eventually, a

good Christian character would foster ~~~ Holy Spirit. These dehates rel1lained

unresolved in hoth Catholic and Protestant circles. The amhivalence might he allrihuted

to the differences belWeen dogl1latic and liheral lines of thought within the churches, and

Christian and Christian-intluenced goveml1lent educational institutions amidst indigenous

cultures and institutions.

Dehates on evangelism, the activities of 'Freedom of the Negro against Colonization', and

the writing of East African ethnographies (mentioned in Chapter One) took place 'Nhen

the missionaries 'Nere primarily working with freed slave communities and the tirst

missions were coming in contact with the in land people. Consequently two decades after

the estahlishment of the first inland churches, the missionaries in fact hegan to support

colonialism and the setllers in order to hetler transform the cultural hehaviour and

"idleness" of the Africans.19 They argued that forced lahour wou Id stop immorality and

sorne forms of cultural expressions such as the dances. This wa~ a direct reference to the

Christian helief in the link hetween lahour, morality and the arts. ln 1919 J.W. AMbur

wrote to Govemor Nortey c1arifying a point in the 'Bishop's Memorandum' that the

missionaries of the time had sent to the authorities:

With regard to dances, idleness and drunkenness, naturally, we are at one with you in the

desire to see industrious citizen of the country. (Temu: 1971, p. 4).

Sonn after this, Africans' protests began against the setlIers hecause of economic

exploitation and against missionaries who wcre against their cultural practices. At the

same time, European notions of God and civilization wcre changing individuals who came

under mission intluence. Africans who had studied in European schonls contested as weil

as demanded more European education. This gave rise to new ethno-religious and
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nationalist movements at the heart of which was a protest agains: <kn1gration of African

heritage.

2.2 Conlesting metaphors : European religion but African culture

The history of the Bible, in its many versions, and Christian inspire;! arts retlected nations

and communities in search of political and cultural freedoms. Though this might not have

been the message that the missionaries wished to give, the metaphor was adopted by

African visionaries seeking freedoms at different levels and, \'c:JSequently new cultures

and institutions were invented. At the samc time missionaries supported the colonial

govemment and received sorne support from the Britisb for their institutions, especially

the schools.

Within the framework of colonial administration. indigenous betief systems and Christian

evangelism, there developed a number of African messlanic mcvements. Among the :irst

were Nomiya, Lego Maria and Mumbo, as early as 1912 and 1913. They used Biblical

melaphors from the Old Testament in ethnie tinguistic i'Od cultural contexts, and thus

created symbols of a new identity which they use up to today. For example, they

designed their n:iigious material culture 10 mirror their new beliefs. They wore uniforms

of cotton frocks and mitre tike headgear for men and long scarves for women. They

carried large wooden crosses and shepherds' crooks and trained their novices in speech

and choirs. They congregated on hilltops and baptized the converts in rivers. Their

members practised an austere moral code which prohibited smoking and drinking. They

Iived witllin ethnie societies and many participated in the rites and ceremonies of their

clans and families. Their children were sociatized through the codes of customs and the

ne\\' forros of ethno-retigious arts. Many were militantly against European culture and

had a vision of a promised land away from the colony, and they posed a challenge to the

. colonial government. Their numbers continued to grow up to the frrst decade of

independence when there were one hundred and fifty seven separate independent

churches whose membership in total equaled thal of the Protestant churches and almost

ihat of the membership of the Cathotic Chll.fch (Wipper: 1977, p. 2). This was retlective

of the resistance of the frrst Afriean Christian to European cultural domination.
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ft was in this context that the colonial govemment felt the need fur helter control over

African education. The Phelps Stokes Report was puhlished in 1925, and in 1926 the

govemment, together with the Church of Scotland, hegan a teacher training programme

for African teachers at Alliance High School near Nairohi. The teachers were taughl

fourteen suhjects including European art, handcraft, and music. They learned to teach in

vernacular languages in lower primary and in Kiswahili in upper primary schools. English

was taught ta teachers who went on for secondary education.

Mission and govemment schools viewed art and craft, and music as suhjects which wouId

help ta discipline the body and, thus, complement moral education. Students were taught

ta appreciate the beauty of God's creation and the love of labour a~ often depicted in

Christian symbolism in European art and material culture. Ta the early European

educationalists, African art, music and dance did not reflect the serenity. arder and control

of passion and was contrary ta formai education. Ranger (1975) in Dance and society in

eastern Africa writes that:

For the missionary European music represented a world of arder in contrast ta the

inexplicable monotonies and sudden passions of African drumming; musical ability was

taken as sign, a promise of potential civilization. (p. 12).

European music was encouraged, e.g. through singing of the hymns, wh'lie African music

and dances were discouraged.

But the altitude towards illdigenous art and craft was different. Sorne craft, such as

poltery and hasketry, presented pure art forms and products of labour. Others, such as

bead omaments and body painting, were associated with sensuality and heathen rites.

Thus, missionaries viewed Kenyan material culture from their own points of view and

were accordingly selective as ta what should be taught in theirschools. Sorne items of

material culture such a~ the pot may have appeared ta be an item of pure functional value

ta the missionaries, whereas ta the ethnic people ( e.g. those of Bantu cultures) it had

many meanings. For example, the Akamha pot is compared ta a woman's womb and is

significant in a curse ritua1.

Wood carving was discouraged in favour of carpentry. Wood carving was indigenous and

thus it related ta Afric:'1 helief systems while carpentry has a long tradition in European

Christian helief and staries. Carpentry was viewed as labour work that inculcated

discipline while wood carving reflected 'primitive' intellect. Interestingly, it was also
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during the 1920s that the first wooden objects of art influenced by European art values

were beginning to appear from Ukambani in Kenya and from the Makonde and Zaramo

ethnie regions of Mozambique and Tanganyika (now known as Tanzania). These were

addressed to European markets. From the Gusii came the stone carvings of animal shapes

and fun~tional items such as stone vases. This development of East African art was not

influenced by the schoul curriculum and neither did the schools integrate it into their

curricula.

The growing political consciousness among African Christians in Agikuyuland in the

1920s and the use of ethnic rituals, material culture, songs and dances in defiance of

Europeans' display of cultural authority alarmed the colonial administrators and the

missionaries for it was interpreted as going back to ·primitivity'. Then; were spontaneous

acts of defiance in the early 1920s such as violent protests against the government's ban

on traditional practice of clitoridectomy in Agikuyuland. This was the beginning of

cultural nationalism, an assertion of pride in one's own culture, which later became a

militant movement imbued with political content. The authorities then began to

systematically suppress it. In 1930, for example, the Muthirigu oralliterature and dances

were banned (Rosberg and Nottingham: 1970, pp 121-3).

2.4 The new school culture and the arts of n&tionalism

Cultural nationalism in Kenya was forging a new cultural identity for Africans. Through

c1ever manipulation of both Iinguistic and material culture symbols, the nationalist

leaders were creating a new trans-ethnie, racial and national identity. They contested

colonial symbois such as the kipande (a metal identity card) and the sun hat, and asserted

their identity through African beads and sandals. (Somjee: 1978). lomo Kenyatta, for

example, wore a beaded belt, and promoted his studio photograph of an Agikuyu warrior

wearing a shuka (cotton sheet c1oth) and holding a spear. In the Central Province, the

nationalists who were often mission educated, started their own independent schouJs and

a teachers' college at Githunguri (near one of my field sites) in the present Kiambu

District. They designed their own curriculum based on European experiences and

methods of schoul administration. None the Jess, the African Independent S.:hools also

recognized their origins in the traditional age--set institutions within which the youth were

trained by acting their roles in the society. They went through the various stages of

rituals, sorne repeated at regu1ar intervals while others, like initiation, were once--in-a-life

time ceremonies.
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African Independent Churches. New curricula were devised that contirmed African

cultural heritage as positive and prepared the students for a future during the next fOtty

years of the period of nationalism. Therein was the heginning of teaching of cultural

heritage in an educational institution that operated on a European or 'modern' mode!.

The colonial syllabi were tirst Africanized in Independent Schools:

Soon, however, Ihe KISA and il' offshool' had devdope<! an entire school
syslem independent of the missions. EverY effort was made 10 huild educalion
upon the new African allihldes of independent thought; for this purpose a ncw
leacher training college was estabtished al GithunglUi, which rejecled the
Govemment syllablL' and examinaiions, and sllbstitllte<! its own. (Sheffield:
1973, p. 28).

(KISA: Kikuyu Independent Sehools Association)

This meant that Independent Church Schools received no government grants, were not

recognized as educational institutions by the Education Board in Nairobi 3nd, in facto

were discouraged from operating by the colonial govemmenl. The success of the

Independent Schools posed a threat to the colonial government for they wer~ organizing

the peasantry against colonial domination. African arts which were viewed as primitive

became detiant performances against colonialism. In the end, the performances of

indigenous arts symbolized nationalism and the assertion of African heritage. One Mau

Mau song associated nationalism with the Independent Church Schools at Githunguri:

We are huilding our Dun school

The Seer prediCled that

The base of Ihe Iiheralion of Kenya

Will he at Githllnguri.

Wc must build this centre for our education,

Otherwise the British will humiliate us forever.

(Kinyalli: 1980, pp. 21- 22).

On August Il, 1936, representaiives of Independent Schools were called to a conference

on education at Jeans Schoo\ in Kabete (Ndungu: 1%9, p. 131). There was an attempt by
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the colonial authorities to negotiate an agreement with the Independent Schools

Association on what should he taught in schools and to keep a certain mea~ure of control

and influence over education of Agikuyu children, At the time there were already forly

four [ndependent Schouls in the Central Province compared to only one government

school (Ndungu: 1939, pp. 139 - 150). During the deliberations over the curriculum

there was a disagreement over the level at which to start English instruction. The

[ndependent Schools' representatives wanted instruction in English to start in Standard 2

white officers from the Education Department strongly recommended Standard 4. A

compromise was reached whereby English medium wou Id be introduced in Standard 3.

At the conference the [ndependent Schools agreed to become members of the District

education Board, follow a syllabus similar to the one read in the African government

schools and be subjected to supervision by the Education Department.

2,5 A ne\\' school of art, art for self-employment and the Beecher

.Report on African education.

During the first half of the twentieth century, Picasso's discovery of 'primitive art' and the

invention of cubism provoked intellectual interest in the novelty of an African art form in

Europe and America. [n Southem Rhodesia, European artis:s, oriented towards

stimulating modem Mrican art it'1rough exploration of ethnography, founded a school of

Shona stone carvers. [n West Africa, metat crafted objects and Benin Bronzes lent

credibility ta an African civitization and an African classical art period that in tum

validated contemporary objects as having a tradition. ln East Africa there came from the

Makerere College in Kampala an intellectual interest in the teaching and development of

African art, The persan who founded the art school, Margaret Trowell, worked tawards

developing self expression of the African artists. This was the beginning of an East

African art tradition in new media such as painting and printing in the region.

2.6 The Makerere Sehool of Fine Art

Margaret Trowell, a graduate of the Siade School of Art in London, arrived in Kenya in

1929 with her husband Dr Hugh Trowell, a medical doctor, who W'lS posted to Machakos

in the Akamba land where new European-influenced wood carvings were just starting ta

come into the market (ON May 6, 1965).28 In 1935 the Trowells moved to Uganda and

it was here that Margaret Trowell researched and wrote about African material culture and

education in art. Mrs Trowell's approach to the teaching of art to African students w?,
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has~d on a philosl'phy of art for th~ sak~ of art hut with a good foundatilm in At'rican

ethnographie mat~rial (Court: 1985).

ln 1939 th~ first overs~as ~xhihition of East At'rican art from th~ Mak~rer~ school of An

took place in South Kensington in London. Lord Hailey, a patron of art in London,

who open~d th~ ~xhihition, made an insightful ohservation L~at it was difficult to give

guidance in art to students from a different culture:

1 think that we should give to the Africans ail that we have in our experience in the

principles of art, the use of material, and the Iik~, but that we should leav~ him as far as

possible to express the Afriean spirit in the product. We may then establish in time true

African tradition in Art. (Trowell: n.d., p.I06).

The stat~ment r~veals an early awar~ness by th~ British of respect for arts from another

culture. Ten years lat~r in 1949, a second exhibition of East Mrican Art was mountoo in

London for an appreciative audience (Trowell, n.d. p.II!). Also it W,l~ during this period

that Lancast~r cotton industry printed its tirst E.A. d~signs and called tb~m 'Makercre

Textile Prints' (Trowell: n.d. p.127). Lat~r, a collection of r~ligious paintings by African

artists drew much att~ntion in England in 1954. (Trow~lI: n.d., p. 127).

At the time Makerere was the only college in British East Afriea and was known for its

high standards. The Makerere Schoal of Art, which was ciGsely link~d with and guid~d by

the curriculum of the Royal College of Art in London, offered a diploma cours~ in Fine

Art. Almost a decade later, Elimu Njau, the first African anist from the Mak~rer~ School

of Fine Art was commissioned to paint a mural in a church in Fort Hall (now called

Muranga) in the Central Province.

The School of Art indicated the beginning of an academic approach to ~nhancement of

African cultural heritage in East Africa through canvas painting and sculpturing in metal,

wood and stone. The school also attempted to influence missionary and colonial attitudes

to schooling of Africans in the visual arts and had Afriean Roman Catholic brothers as

trainee teachers in Fine Arts (Trowell: n.d., p. 127). Promotion of indigcnous arts and

craft, and art education for Aii'icans was discussed at the conference of the Department

of Education held in Nairobi in February of 1944 (KNA Education Deposit 1/2317 52

B). It was noted that while art was taught to European and Indian children, the AfTican

school syllabus provided for the teaching of only "craft of various kinds, few of them,

however, being indigenous craft". Two of the issues raised were on the promotion of
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indigenous arts and craft, and artistic studies in the African schools. The nced for the

latter l'las expressed in these l'lords:

ln Kenya. divorccd as we are from a long and visible trddition of culture, it is
more lhan ever important thal children should he encouraged to develop their
cn:.ative capacities.

(KNA Education Deposit 112317 54)

The first indigenous art teachers of East Afriea l'lere trained at the Makerere SchooI.21

Sorne of them later helped to develop the Department of Fine Art and Design at the Royal

ColJege in Nairobi whieh later became the University of Nairobi. The first African art

teachers for secondary and high schools l'lere trained here by the students of Margaret

TrowelI. The first text books on the teaching of art and craft to Afriean children l'lere

also published by Mors at the Makerere School of Art. Margaret TroweIJ, the founder of

the School, later published a comprehensive book on African ethnographie objects which

is even today considered to be the best resource material for the teaching of material

culture of East Afriea.22

2.7 Government's economic plans and tr:üning in art and craft

For the colonial government the objectives of schooling in the arts l'lere more economic,

perhaps to supplement war time ?dd post war shortages, than edllcationaI. The later

academic cultural bias given oy the Makerere line of thought l'las probably not

understood or taken for its educational merit by the Native Education Department in

K.'lnya. For example, a set of archivaI documents that referred to formai training in art

and craft stated that attempts by the colonial government l'lere made to upgrade African

pottery and blacksmiL'ling, and to introduce weaving and spinning as rural small sca!e

commercial enterprises (KNA SOlA, KNA 5 liA). For example, during this periee an East

African Hand Spinning and Weavillg Committee l'las started whose function l'las to foster

the teaching of spinning ~~d weaving (KWA 501A). In East Africa, this led to the

development of a large Afriean craft market and il influenced artists who learned art

through apprenticeship outside the mission and govemmental institutions. However, û'üs

had very little or no influence on the teaching of art and cullural heritage subjects i:a the

schools in Kenya al the time.
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The Beecher Report was commissioned in 1948,23 and it attempted III stop the expansion

of the Independent Schools hy controlling their curricula and making it mandatory for

ail schools run hy voluntary organizations to present their schools to the government for

approval and possihle funding. The reason given was to keep the 'quality of education' in

review.

The colonial government 'moditied' many of its policies ha~ed on racial segregation, such

as the wearing of the kipande, the metal container and a chain that every male At'rican

worker was requircJ hy law to wear around his neck.H This item of material culture was

used hy the c.,10mal government to differenliate the races and it wa~ IIsed hy the

nationalists to symholize rolonialism to the people of Kenya (Somjee: 1978).

The Beecher Rel'ort25 stated that the ohjectives of the Commission were to examine "the

scope, content, and methods of the African educational system". This covered almost

everything on ."frican education.z6 In the report it was recommended that there should

he more involvement of Africans in decision making on school administration and

teaching. This was later to have a signiticant effect on schooling. The report

recommended that practical suhjects such as industrial arts and agriculture he taught, and

moral training be given to students.

The colonial government had been concerned ahout the growing number of African

Independent Schools since the late 1920s. The schools were run hy African Indepcndent

Churches and were visible signs of a political consciousness and an ahility hy the

Africans 10 huild institutions and eventua1!y through them to organize the p~sant

population. The new churches were, in fact, reformed churches that dispuled not only

interpretations of the Bihle but also the lack of African symhols in prayer ceremonies.

Kieran (1966) made an insightful ohservation on the 'separatist churcheo' that retlected on

the significance of the symhols in a performance:

The lack of African symbology in a ritual thal had come from Europe wa~ somcthing that

separatist African churches tried to remedy. Instructions hy itself, missiologislS argue, is

insufficient and the sacraments must be useu by the church in the same way as trihal

societies used initiation ceremonies. (Kieran: 1966, p. 153)

Coming from the church, the new cultural consciousness was hitting at the rool of racially

structured colonial society and economy. The missionaries were concerned because

schools ron by Africans threatenert their monopoly over transmission of culture through
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an educational system that they hoped to use to cultivate a Christian society. But they did

not have adequate finances to meet the growing African demand for education. Thus.

lhey needed the government's financial aid to expand and improve mission schools and

prevent the young from joining I~dependent Schools. At the '.ame time. they did not want

government Interference in "securing a sound moral hasis 10r ail educational activity" for

which "the Christian voluntaty agencies have a large and essential party to play. Indeed.

the task which they and they alone can perform increases as plans for educational

development expand" (The Beecher Report. 1949: vii). The Beecher Report sought to

reaffirm and expand the raie of missions in African education specifically at this time

when tension hetween African nationalism a.nd the colonial government was huilding up.

The missionaries were viewed as intermediaries between European and African culture.

and mission education as a means to counteracting the new culture of nationalism,

2.9 Schooling, languages and material culture (1950 - 1963)

During this period there were two major ideological inlluences on school education in

K~nya. One was the colonial-rnissionary-settler ideology wltich had ils differences

within itself hut the three components of it were in general united by and against the

growing strength of African nationalism. the other sphere of influence. Nationalism Wd.~

spread hy the literate and schooled persons who. though few in number. had a

tremendous capacity to politicize and organize urban workers and rural people.

They were also able to manipulate and articulate symbols and sentiments of political and

cultural freedom expressed hy the Mau Mau. !hf' Africa'l Independent Churches. the trade

unions. the international liberation movemenls and movement of Black Consciousness.

Simultaneously. they addressed British and international media within the matrix of a

European intellectual tradition and Kenya European anti-colonial literaty tradition. The

nationalists preferred Kiswahili when addressing a multi-ethnic urban working-class

population. They used the vernacular when addressing ethnic groups; and they

discoursed in English wh i1e addressing the government and international audiences.

The hostility of !he colonial-missionaty-settler ideology fuelled anti-eolonial feelings,

Three anti-colonial groups developed which viewed European culture and schooling

differently. Uterate nationalists viewed European schooling "nd African culture as

political tools 'iO achieve self role. They demanded more and better academic education

for the Africar:s and stressed the value of indigenous heritage. Many of them carried

material culture such as headgears. flywhisks. sandals and walking sticks as symbols of
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their "Africaness". Once in 19411 there was a rint ln Nairohi when Ihe n'Ilinnaiists

demanded that ail Africans wt:aring European hats remnve them. Ynulhs with the

natinnalist grnup forcefully took off the haIs of people in Ihe streels who did not take

them off vnluntarily.

Annther line came from ethno-retigious groups. such as Dini yu Mu.l"<llllbwl/. which

attacked and burnt down mission schools.27 and totally rejected European culture. In the

1950s the Musamowa group had been critici2ing mission education and the missinnaries "

for having shown contempt for Mrican Culture" (Wipper, 1977: p.18!). Earlier

Mumboism. another African ethno-retigious church. rejected wcaring of European

c10thes and European body hygiene which were taught al mission Ct'illers.

The third tine was developed by the Mau Mau. The Mau Mau saw colnnial-missionary

schools as idenlogical institutions. At the same time, the Mau Mau Manifesto promised

free and compulsory education for ail after independence, and encouraged the youth ln

follow the white man in education as illuslrated in Ihe following Mau Mau song:

Father, 1nom demand education

If il were the lime of Ndemi ami Malhalhi

Falher,l would demand a feasl ofbulls

And after lhat, 1 would demand of Y"" '. Sl'C'U' and a shield,

Bul now, falher, ail 1demand of you is educatinn.

Now there are no bulls anymore

And the goals decrease daily

Sa 1cannat ask you for any feast

But now, father, 1ask you for education.

My math,,: bas often laid you

And 1have also dedared la you

That J .viii never demand any feast

Forber, 1want only education.
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For a present clay hc:ro

His warrior's victol)' dance is education!

Is it nol eùucation that has made Malhu a hem?

How cise shalll he ahlc to dancc pm'Idly the viclory dance ?

Fathcr, ail of the Kenyan patriots have uni le<!

To defend our land against the British oppresso,"",

Why have you nol thought of joining them ?

(Kinyalli: 1980, p. 20).

The Mau Mau word for a traitor was tai-tai (Kiswahili for ties) as most of those who

went to school wore a tie after the English custom, and as it happened they were also the

ones who did not join them in the forests. The Mau Mau were opposed as much to

Christianity as to the Afric~n ethno-religious churches. But the Christian metaphors of

freedom and messiah, and the lyrics had already a great emotional appeal among the

Agikuyu. During this time, Mau Mau hynm hooks, called books of Mumbi and Gikuyu,

appeared in print. The soogs hlended ethnic and Christian imagery and were sung to

European Christian tunes in the vernacular. The hymn books were a powerful anti

colonial Iiterature that organized the Agikuyu peasantry on the basis of their ethnicity.

Muriuki (1974) writes that these hymns were "the rallying nationalist songs" that

symbolized Agikuyu nationalist identification (p. 113).

2.10 Ken~'atla's Hurulllbee Period 1963-1978

Il was during the tirst decade of independence that the racially structured governmental

cultural institutions in Kenya began to change. Institutions, such as the Kenya Cultural

Center, National Council of Ans and Culture and the Kenya National Theater, began to

include African dance, drama and music among their activities (Ndeti: 1975). For the

tirst time. indigenous ans were performed at the national ans institutions in the capital city

and therefore, given political recognition.
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The official cultural pulicy of the indepcndent governmcnt was spcIt out in Scssional

Paper No. 10 of 1965. This paper sought to develop an Afriean personality within a

trans-national ideology of African Soci• .ism which was wordcd as cllnstructcd l'rom the

traditional ethnie roots of communalism set in the context of modernization and

Afrieanization. But Afrieanization also meant modifying African traditions as exphüned

in the first revised Development Plan of indepcndent Kenya:

Finally, the development of a modern economy will require changcs in thosc traditions

and patterns of behavior which, though appropriate to the traditional cconomy, arc not

conducive \0 development in the modern sense. (Kenya J)çvelopment Plan 1966-1970, p.

60).

The natiunalists were using a new language of modernization in policy documents and at

the same time displaying support for traditional cultures in public. For example, whcn

visiting ethnie communities, the President and politicians partieipated in rituals and

accepted items of ceremonial material culture such as a skin cloak and a spcar, a c1uh or

an elder's head gear, or a stool and fly whisk that symholized their authority in

indigenous traditions. Kenyatta, for example, wore a traditional Luo headgear and

carried an Agikuyu fly whisk. In 1968 when Kenyatta disagreed with Oginga Odinga. a

Luo eider and a politician, he symholically removed his Luo elder's headgear, the ogul

leego. but retained his Agikuyu flywhisk. Most of the major national political rituals that

embodied indigenous beliefs and values were performed among pa~toralist groups such

as the Maasai, Turkana, Pokot and Rendille whose cultures were often also made ohjects

of change. The pastoralists largely sustained their institutions in spite of the government's

effons to change them mainly through school education and at times lhrough coercion,

such as banning of certain ceremonies.

Meanwhile, the Independent African Churches whieh had begun as anti-colonial cultural

and protest movements continued to exist and in fact increa~ed in numher and intluence

during Kenyatta's regime28
• A contingent of the M'lU Mau persisted in the fore.~ts of Mt.

Kenya. The Islamic sod~ty lost its political and cultural center in Zanzihar al'ter the

revolution in early 196tJs and Lamu hecame increasingly the center of Islamic Icarning

and ans such as wood carving, poetry, emhroidcry and rcligious songs and poctic

narrations of the Qur'an. There were largc movements of people, cspccially l'rom the

Central Province, to the Coast and Rift Valley Provinces. For thc first time in Kcnya's

history, these factors substantially changed ethnic values and compositions in lhe rcgions

whieh had hitherto been culturally homogenous.



,
~ 1. ,

•

1

•

/

77

2.11 Performances of independence and cultural Iiberation

Ethnie arts were displayed at political rallies. They were highly politicized and they

counterpoised against colonial and European cultures. Songs and dances praised the

governmer.t's political ideolol,'Y, the ruling party, African culture and modernity, the

President and politicians. These displays of vernacular cultures in fact pledged ethnie

loyalties.

Simultaneously, indigenous African culture wa~ criticised as an impediment to progress in

visions of the future anJ modern Kenya constructed in political discourses. Ali through

Kenyatta's era indigenous cultures paid homage ta the President and simultaneously

performed as symhols of Kenya's self assertion against the dominance of colonial and

European culture. Later;the costumes of the performers changed to incorporate colours

of the national flag, party symhols and modern dress ornaments into the various ethnie

attires.

The indigenous elite cla~s which was influential in planning and policy making did not

identify with the new visual art movement. There were not many indigenous patrons of

African art29 though Kenyan artists were commissioned hy the government to paint and

sculpt the president and politicians. These pictures and sculptures were often presented to

them at ceremonies that they graced as guests of honor.

2.12 Modernization but not Europeanization

Harambee was a national slogan, if not a philosophy, central ta which was the notion of

working together to recover loss of national wealth and dignily from colonial economic

exploitation and cultural suppression. The political and academic discourses spanned

from African indigenous cultures to articulation of colonial experiences, and to socialist

horizons that moralized ideologies. These were recounted, valorized and argued from

new perspectives in schools of anthropology and theories of imperialism that were

gaining currency in European and American scholarship during the sixties and early

seventies. These also intluenced Western press and media. Consequently, Kenyan

politician's and intellectual's construction of the new African and Kenyan identity had an

international audience and sympathy.

Simultaneously, and ironically, the white man hecame the patron of Kenyan art. The

appearance of new African art and craft addressed to European and American markets

defined and influenced post independence East African aesthetics and modem art
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production. Several European. and later. Asian owned art galleries opened in Nairohi .wd

Kenyan art ohjects hegan to he marketed internationally. There was an influx of Western

designers. artists. and art agents who either came as indiv',Juals or as mcmhers of

educational or developmem aid teams.

2.13 Cultural revival through heritage learning and self help craft

Both the UN and OAU (Organization of Aîrican Unity) passed resolutions on cultural

development and cultural policies wit.'l direct references to cultural revival. human dignity

and inherent educational values in the arts. The United Nations Educational. Social and

Cultural Organization (UNESCO) provided initial financial and moral support to the

African nations. But most of ail it provided a forum for academics and policy makers 10

dehate on At'rican culture and strategies for implememing issues that were projected

mainly as sentiments and also for the purpose of rallying the ma~ses during the slruggle

for independence. At a key UNESCO Conference on Education in Tananarive in 1962. it

was resolved that :

... if the 'African pc:rsonality' weœ 10 œ a'ist'rted, then the ArrÎcan's cultural
heritage must he rediscovercd anô lnmsmittoo. to sluùents through the SCh(Xlls .

(Urch: 1968. p. 13)

This was a key conference on education in post-independence Africa that is said to have

led to the establishment of a Curriculum Development Centre by the Kenyan Ministry of

Education in Fehruary of 1966 (Urch: 1968. p. 15). The follow up of the 1962

UNESCO Conference on Education was the Conference on Teachcr Education for East

Africa. which was heId in Kenya in 1965. At this conference it was strongly l'eh that

African heritage suhjects should he taught in schooh as a means of preserving the

culture.58 But there was also a note of caution in anothl~r quotation:

Along with the need to preserve the past ili the de..... irt:: to utilizc: sdt:etOO trdditions
so !hal balance and direo;lion can he givcn to national dcvdopmenl. (p. 19)

Thus the complex issue of selection and kecping the halance hetween what to preserve or

to remove from African culture. which started with political discourse and was echoed in

the Development Plan of 1966 - 1970 (p. 60) was now carried into tcacher education.

While Kenya govemment emphasized the schoo!'s role in preservation of African

traditions and cultural values, foreign aid organizalions and non-governmemai

organizations (NGOs) aimed at developing self reliance through small scale industries

based on cultural knowledge and traditions. Rural small scale manufacturing projects
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were also hased on developing or transferring appropriate te~hnologies and initiating

lahour intensive s~hemes: they explored hoth the inli'rnlal ~raft s",·tur and art markets.

Craft proje~ts. whi~h changed the image of articles from Afriea. were initiated among the

urhan pour. the disahled and women groups. Fornlerly the ohjects were ·eurios'. and hUer.

several artefa~ts were considered museum qllality ethnographie art llhj~ts l'rom the

colonies whose place was in the museums and gallerie.<. Now they were prodll~ts l'rom the

Third World sold principally to help economic survival of the marginalized wmmunities.

Simultanoously, a middle c1ass of mainly European ~onsumers. and a smaller At'rican and

Asian consumer. of African art and craft was created hy national help organizations su~h

as Cottage Industries of the National Council Christian Churches of Kenya (NCCK) and

later international craft organizations such as Oxfam. Very many private art and craft

enterprises developed as weIl. Among these, African Heritage, owned hy a Kenyan

politician, hecame the larges!.

Meanwhile, tourism in Kenya expanded to hecome the second largest industry. Tourism

is not only a source of foreign exchange hut also one that supports local art and craft

enterprises. The new European expatriate and tourist. who hecame patrons of African art.

were unlike the missionaries and the colonials for they exulted the 'AfTÎcaness' in the arts.

Several foreign cultural œnters opened in the capital city. They displayed new Kenyan art

and sponsored Kenyan art and artists under new cultural exchange agreements that were

signed hand-in-hand with economic aid contracts. Later the foreign cultural centres such

as the French Cultural Centre, the Goethe Institute (German). Italian Cultural Centre, the

British Council. American and Japanese Cultural Centres hecame the most signilicant

urban locations for promotion of African art and discussions on the art involving

academics, practitioners and dealers.

In the sixties the fust graduates of Fine Arts and Literature from MakerereH met in

Nairobi and started an African literature and art group, and an art gallery called the Paa

ya-Paa. They invited the puhlic to th~ talks and viewing of African culture and were

c10sely linked with the department of Fine Art and the intellectllal discourses on African

culture at the University of Nairohi.

2.14 Intellectual discourses in the arts: The post-independence

challenge

At the University of Nairohi intellectual diseourses on nationalism cent.~red on the

aesthetics of the Black Diaspora, the Negritude movement and later, on peasant cultures.
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The Department of Fine Arts offered a live year diploma course which was c10sely Iinked

wilh the Royal College of Art in London. There were several teachers from the Makerere

School of Fine Arts who cl1ntinued the tradition of explaring the Atrican idiom in

painting and sculpture. Peasant cultures and peasant protest movements. including the

Mau Mau. were valorized through comparisons to other Third World anli--<:olanial

experiences struggling ta estahlish their cultural identity and human dignity. Peasant

struggles and guerrilla movements in contemporary arts was inspired partly hy the

imagery of socialist arts and new aIls of the Third World. Arts of the freedom struggles of

Zimhahwe. Angola and Mozamhique. and tu some extent Chinese peasant hased cultural

revolulions stimulated the Kenyan academic artist's socialist vision within the interpolating

conlexts of the colonial past and neo-;:olonial present. When arts oriented intellectuals

were delained or exiled,3i this line declined and the center of intellectual artistic activity

shifted mainly ta the French and German Cultural Centres in Nairohi. Academic artists

and writers who were critical of the government's ideology sought protection in foreign

cultural œnters and countries.

2.15 l'olic~' matters on the teaching of art at the university and in the

schools

ln 1970 the Department of Fine Arts and Design at the University of Nairohi was

separated into two departments. The planners were ahle to justify the existence of the

Department of Design, with its two sections of Industrial and Graphie Design. studies that

were of value to economie and scientitic development ; hut they had some douhts about

the existence of the Department of Fine Arts. They argued that at the most it wou Id

produce only teachers of art. The Second Development Plan voiced this concern.33

ln the school curriculum the presence of art and craft was 'justified' for it could help to

mitigate tribalism and create national feeling. Clearly the purpose of teaching art and

craft was political :

One of the inl1uences that can he invoked for the development of national feeling is that

of the arts and craft. Artistic creation is, often associated with particular tribes or localities

and might seem to he, at first sight a divisive rather than a unifying factor. The contrary

is in fact the case. The removal of t.~e sting from trihalism does not depend on the

abolition of tribal feelings (a hopeless task), but on their activity, for it can provide for the

expression of tribal or racial identities in forms that give pleasure and enrichment to Iife

without the tain! of biltemess. Consequently, we feel justified in listing artistic activities
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among thos~ that can hring ahout r~conciliations ht'tw~~n th~ many pt'opl~s that g" to

mak~ up th~ K~nya nation. (Th~ Omind~ Report: 1964, p. 40).

Th~ presen~e of oth~r cultural h~ritage suhj~cts \lias ~xplain~d ditT~rcntly. l'or ~xampl~.

tcaching of History wa' ~xplain~d as "a source of that cmotional sccurity that givcs

maturity, stahility and self--<:onfid~nce" (Th~ Omind~ R~port: 1964. p. 82). Indigcnous

Ati'ican music. on the oth~r hand. had to he process~d through mod~rn institutions to

r~n~w its status in an ind~pend~nt nation. H~r~ again was the notion of how indig~nolls

culture had to h~ mod~rniz~d through schooling.

Some politicians and planners also felt that aft~r indcpcndcnce indigcnous art and craft

had ta he refined and 'e1cvat~d' through training programmes for artists and craftpcrsons

so as to pr~sent a prol'cr image of mod~rn K~nyan at th~ national Icv~1. A n~w art eultur~

was inv~nted that grac~d the gaIl~ries and promot~d Kcnya's 'mod~rn' image and

r~c~ived the appr~ciation of foreign~rs. Th~ following an~edot~ frnm th~ carly post

independence nationalism furth~r i1111strates this notion.

ln one of his political speeches shortly aftcr indcp~ndence, Jomo Kenyatta mad~ a

r~ference to the new an and craft movement :

A group, of women, for example, at Kipipiri s~ttl~m~nt scheme on th~ Kinangop - quit~

r~cently had sample of dyed cIoth on display in the Art GaIl~ry of the N~w Stanley Hotel.

This cioth was hought hy visitors of Kenya, and will help to sprcad ahroad a good pi cture

of Kenya and its people, the sort of things they are ahle to do. (Kenyatta: 1964, p. 70).

Tye and dye is not indigenous to Kenya hut it projected an image of a modern African

culture that did not emharrass politicians. There was already an international market for

this cloth which came from Asian and West African cottage industries, and its appreciation

hy the European consumer was assured. Kenyan craftpersons addressed this market and

were further encouraged hy the growth of post independence tourism. The market

expanded, and to the hroad upper and middle c1ass population this product hecame an

aspect of the new and officially approved Kenyan culture. Several attempts werc made to

design a national dress from tye and dye cloth. This craft is taught in schools and

colleges as "traditional" Kenyan an and dress material.

It was towards the end of Kenyatta's presidency that a concern for a national cultural

policy was voiced. The policy had to be legitimated by nationalist ideals of unity and

cultural identity and l'ride of people. Il also had to be institutionalized by a National

Council of Arts and Culture (Development Plan, 1974-1978 p. 490), whose policy
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staiements ~;med .t strengthening and deve10ping cultural groups for performing music,

danœ and drama, creating art in the country. and organizing cultural festivals inside and

oUiside Kenya.

2.16 The Kenyan Education Commission Report (Ominde Report)

This wa~ the context within which the Kenyan Education Commission Report, often

referred to as the Ominde Report, was wrilten and implemented. Il was commissioned hy

the tirst parliament of independcnt Kenya under Jomo Kenyatta who had received his

education in the mission school like many of the other parliamentarians at independence.

Of the one hundred and three memhers of the House of Representatives, ninety started

their careers as teachers.34 The tirst Development Plan emphasized that education was

mllfe of "an e<:onomic than a social servi<:e" at the time of independence ( Kenya

Development Plan 1966-1970, p. 305) and would contrihute towards a "rational

devclopment of customs and traditions" (Kenya Development Plan 1964-1970, p. 102).

ln the Ominde Report (1964) no reference is made to the pioneerin{ efforts of the

African Independcnt Schools in Africanization of the sylJahi, teaching of academic

suhjects, lnu !'J the process of politi<:al and moral education inspired hy indigenous

<:ultures. The Ominde Report did proclaim to hreak away from the tradition of locating

itseltïn the historical continuum of British colonial education. But the distinctiveness it

sought was constructed through a criticism of colonialism rather than through a new

African perspective. The Ominde Report created its legitima<:y largely on the basis of a

difference l'rom the previous colonial documents.35

The report states its concem against the ideology of colonialism that used the educational

system to deliberately keep the Africans uneducated (The Ominde Report: 1964, p.

22).36 The report also argued that religion and moral training were explained by the

colonials and the missionaries alike for the same purposes31 that denigrated African

culture:

Under the colonial government, and more specifically under the influence of the

Christian missions, much that was good and important in our indigenous cultures had

heen lost. or denigrated. (The Ominde Report: 1964, p. 23).

The Ominde Report states that morals and ethics should not be taught in schools as

"ethics, as such, is no suhstitute for religion and no subject for primary school" (p 36).

Perhaps the Commission was reacting to the teaching of morals and ethics because of
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thdr origins in missionary eoucatilln. lt sllgg~ted that al high~r k\'~ls of h.'arning. ethh:s

might he studied a~ a suhject hut made it ckar that rdigÎ\ln and m,'rals should nol he

suhjects in schools thus anïrming secularism.

The Ominde Repon constructs a dehate on the language issue in fa\'our llf English as the

language of instruction and Iiterature l'rom the tirst year of SChll<'ling. Perhaps the P.l<lt

cause of the contlict hetween the language of being modern a.~ juslitied hy educalion

pedagogy and heing indigenous a~ stated in the politka1 ideology may have heen

intluenced hy the views of the first Afrkan Kenyan academks who wrote Ihe Ominde

report. The Commission gives six pedagogkal, not cultural or politkal. re;L~ons. a~ 10 why

English language is important in schools:

Firstly, the English medium makes possihle a systematk development of language study

and Iiteracy whkh would he very difticull III achieve in the vernaculars. (The Ominde

Repon: 1964, p. 60).

The second reason logically !"lIows from the tirst:

Secondly, as the result of the systcmatic development possihle in the English medium.

quicker progress is possihle in ail suhjects. (The Ominde Repon: 1964. p. 60).

The third explanation reinforces the second and compares English to vernacular

languages:

Thirdly, the foundation laid in the tirst three years is more sci.~ntitically conceived, and

therefore provides a more solid hasis for ail suhsequent studies, than was ever lJossihle in

the old vernacular teaching (The Ominde Repon: 1964, p. 60).

In the Beecher Report it is suggested that it is ea~y to make a transition III English l'rom

the vernacular which Ominde rejects and gives as the founh reason for using English:

Founhly, the diffieult transition frOnt a vernacular III an English medium, whkh can take

up much time in Primary V, is avoided. (The Ominde Repolt: 1964, p. 60).

The quality of education is hased on acquisition of the English language:

Fifthly, the resulting Iinguistic equipment is expected to he much more satisfactory, an

advantage that cannot l'ail to expedite and improve the quality of post-primary education

of ail kinds. (The Ominde Report: 1964, p. 60).

English language wouId help modern learning techniques:
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Lastly. advantage ha, heen laken ,,1' the new medium to introduœ modern infant

techniques in.o the lirst three years. induding activity 3nd group work and a halanced

development to muscular co-{)rdination. (The Ominde Report: 1964. p. 60).

Ominde uses educatior,a! pedagogy to legitimate the use of English hut strong nationalist

sentiments are read in the tex!. This may have heen directed to previùus educational

reports and to the Bo-itish educationalislS who still controlled the educational system in

Kenya in the llIiddle and late 1960s. There is an irony in this nationalist discourse for it

favours promotion of English languag~ at the expense of Kiswahili and other indigenous

languages while the colonialists' promotion of Kiswahili and vernacular languages was

interpreted as a means to limit opportunities f(lr Africans.

Emphasis is placed on modemity. which in the Kenyan context often alludes to

Europeanization. achieved through acquisition of the English language. It is implied that

the European language. when learned early and. through "modern infant techniques"

(Omondi Report)•. would help to provide a scientific cultural hase for fostering

technological knowledge and ski Ils.

The Ominde Report relains the colonial language in the school and views the vernacular

languages as having a function at home.38 [n the Report other cultural heritage suhjects

were treated differently. It emphasizes Africanization of History and Geography syllahi.

and promotion of African Art. Craft and Music in the school system hut the teaching of

these heritage suhjects would he mediated through English language. Culture hecomes a

tool to invent a new African personality that had heen suppressed hy colonial domination

and a toolto promote a new political ideology. The British had heen accused of dividing

Africans through a policy of cultural regionalism. The Ominde Commission aimed to

correct this; for, national unity was the political mission of cultural education after

independence. 39

2.17 l)residenl Moi and Nyayo philosoph)' 1978 - 1994

Moi's period of presidency is characterized hy the projection and popularization of

Nyayoism, a philosophy of development that aims at modernizing the nation while

simultaneously retaining its traditional culture. Nyayoism hecame most pronounced in

the school curriculum after 1985 when the 8-4-4 sylIahus was introduced. President Moi

was trained as a teacher during the colonial limes and he taught for several years hefore

joining politics. The voice of a teacher's authority emerges in the Presidential discourse
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wh~n validaling th~ 8-4-4 ~urrkulum as has~d on lh~ tL'a~hing r~d:lgogy of "going from

known 10 unknown." Cons~qu~ntly. the 8-4-4 syllahus was said to he has~d on dual

prindples of keeping lhe old (th~ known) and making th~ n~w ( (h~ onkl1L\wn) and in thal

way il addressed bOlh I~~ social and e~(\I1omk issues. In s~hools ~hildrL'n's choirs prais~

lh~ 8-4-4 syst~m and Pr~id~nl Moi as a I~ader and a t('a~h~r. Childr~n ù)l11llLlS~ po~ms

praising his I~ad~rshjp and guidance that is oft~n eqllated III L,du~atioll for heing guid~d

10 many also m~an heing ~du~at~d.

The reforrn of lhe school system was ~xplained in one principal edll~ational dO~llm~nt of

th~ ~ra while cultural policies w~re drarted in sev~ral ~l\l1f~r~nœ r~ports on cultur~ and

developm~nl. Thes~ contlict~d with a·:tuai ev~nts and adl11inistraliv~ directi\'~s on l11att~rs

relat~d to ~ultur~ which is the fo~us of th~ n~xt s~~tion.

2.18 Connicting indigenous and Kenyan culture

Moi hegan his presid~ncy in 1978 hy ass~rtjng his cultural authorily tirs! over th~

pastoralist minorities among whom he was homo Th~ first d~monstration of this took

place in 1979 when he toured the north~rn regions of the Rift Valley Province. Dilring

th'b time there was a problem of catlle rustling which had r~sult~d in ~thnic lighting and

I~d on (0 skirmishes with th~ administrative police as weil. The gov~rnm~nt viewcd this

s;tuation as a result of the primitiviry of the people and lack of education. The authorities

believed that the culture of the people had to be changed 10 redress th~ situation.

President Moi toured the northern ethnic regions and gave maende/eo speeches. For

example, during one public rally at Kap~do, which is north of Nakuru, he urg~d th~

pastoralists to moderniz~ by changing the;r traditiunal attire 10 European dress. He

displayed two girls on the roslrum in a dramatie r.cene, one standing on his right. the nth~r

on his left. One was wearing a traditional garment and the other a European lIress. He

pointed out the backwardness of the former, and the maende/eo (developm~nt) of lhe

lalter. Following the Presiden!'s display and speeches exhorting the Pokot and th~

Turkana to move forward and to leave their primitive ways behind, the notorious GSU

(General Service Unit), a paramilitary force, forcefully removed skin dresses and beaded

omaments from the paslOralists while looking for home made guns. (Personal talk with

Hans Visser, Orwo, 24.07.1980).
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Enye "ywey patrick aya poryo

Eoyc kikimut tirimoy
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Eoye woe, despair aya men fOllght

Eo)'c tirima)' ... wen: slashcd

Eoyœ lokot)'oy '" werc slasht."d

E()y~ bead.... Were tom apart and humt
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(Song coll""led hl' by Hans Visser of Orwo Mssion, 1979)

>/1 firintoy and /okolyoy an.: saLïcd and pt."1"Sonal items of Pokot makrial culture
lhal arc Il<;cd in ~cc and contlie! resolulion rihlals.

Other similar events took plaœ. For exampie, during the early years of Moi's regime,

importanl Maasai rites of passage were oftïcially stopped, decJared inappropriate for

modern limes and Ihe participants threatened. ln 1982 a District Oftïœr in Samburu

hanned the use of ochre in Samburu District. ThèSe directives contradicted what was

wriuen down as the ofticial cultural policy in the Development Plans of the era.

The Fourth Development Plan (1979-83), covering the first live years of Moi's

presidency, emphasized "promotion of drama, dance, music, languages and creative art"

and "documentation of the many rituals of lhe various tribes of Kenya" and "

documentation of the religious values, morals and belief systems of ail the tribes of Kenya

" (Developmem Plan 1979-1983, pp. 188-190). The plans were wriuen and intluenced

by academics, but they were not followed by the administrative authorities. This

provoked some intellectuals at the University of Nairobi to start a movement that

auempted 10 create cultural and political awareness through the arts. These intellectuals

auempted to politicize the theater and the visual arts. The authorities reacted to this. They

banned plays and stopped art exhibitions.

The period from early eighties to 1992 has often been called the time of the 'Culture of

Siience.'4B Government discouraged certain ethnie and protest based arts, wllile it

organized large annual cultural festivals at provincial and district levels, These festivals

displayed material culture, ethnic dances and songs. The publicity and oratol)' associated

with these cultural performances often incorporated political content that favoured the

government.
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It was ais" at this tim~ that s~v~ral und~rground m"v~m~nts rirCllIaI~d I~atletf, "pp"sing

th~ Nyayo phil"sophy and th~ mismanag~m~nt "f ~c"nomie, sorial and cultural affairs hy

th~ governm~nt. Th~ church~s unit~d to sp~ak "n fr~~dom of ~xpr~ssi"n. and hr~ak th~ ,

Cultur~ of SiI~nœ'. and s~l'~ral for~ign ag~nri~s sponsor~d proj~cts on cultur~ and

d~v~lopm~nt at the unil'~rsities uf Nairohi and K~nyalla. Th~ ag~nda was 1O promote

cultural ~xpr~ssiuns of the many ethnie groups of Kenya and of the new del'eloping

urhan hased cultural groups. One project hy the Ministry uf Economie Planning and

National Del'elopment allempted 1O search for the causes of failurcs uf del'elopment

projects in the cultural roots of the rural people. These also retl~cted the growing

awareness of ethno-hased studies in the Western hemisphere and of applied anthropology

tu Third World del'elopment projects. The second Oel'elupment Plan uf Moi's era (1984

to 1988) estahlishcd and mandated the Department of Culture in the Ministry of Cullure

and Social Services whose responsihility was "the revil'al and prumotion of uur culture

through development of visual arts. performing arts, ural traditions and national

languages: (Del'elopment Plan 1984-1988. p. 172). The emphasis was on cultural revival

that was reminiscent of the cultural recol'ery rhetmie during the nationalislTl of Kenyalla's

era. This was the context of the 'Report of the Presidential Working Party on Educ;ltion

and Manpower Training for the Next Decade and Beyond' (1988). This report. which is

also known as the Kamunge Report, set the hackground and parameters for educational

reforms in Kenya.

2.19 The Report of the Presidential Working Part)' on Educ'ltion and

Manpower Training for the Next Decade and Be~'ond (1988)

The Kamunge Report. purporting to follow in the foots teps of the Ominde Rep<1rt. el'okes

the sarne discourses that are mentioned in the Ominde Report. the KANU manifesto of

1963 and the Sessional Paper No. 10 of 1965 on African socialism and it~ application to

planning in Kenya of 1965. Il a1so emphasizes continuity with Kenyalta's regime by

referring to the 'spirit of the Harambee' philosophy that is found in three books of

political speeches of Jomo Kenyatta. Through these documents the Kamunge

Commission identifted with the Ominde Report and paid its tribute to Kenyatta but added

President Moi's 1986 printed discourse on Nyayo philosophy and princip les of African

nationalism as its guiding Iine41
, Nyayo philosophy gave the Kamunge Committee the

authority to change educational policies set by the Ominde Report because, as il staled•

the philosophy of Afriean socialism thal was defined by the KANU manife~1Q and
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S5_,!'.i!l!l~U).a12l~.r No. la oC19Ji5 on African socialism and its allll!lcation 10 Dlanning in

K~Oj'iLOf 1965. was itsclf adaptahk to chang~.42

w~ may not~ that th~ Kamung~ R~port re-introduced Christian moral education in th~

curriculum as social ~ducalion on ha,is of African traditions_43 The Beech~ Report had

drawn its justification l"r moral t~chings on the hasis of Christianity. The Ominde

R~port rej~cted teaching of religion and moral education.

The Kamunge Report also advocated political education hased on two presidentia!

discoursc.,. th~ lIarambee Spirit and Nyayo Philosophy. l,)r ail leve!s of schooling and

training (The Kamunge Report: 1988, p. 9). The Kamunge Report, drawing l'rom the

~xp~ri~nœ of B~~cher and Omind~ discourses. marries Christianity with African traditions

and political ~ducation. The purpose of the moral. cultural and political education was to

culùvat~ a s~ns~ of self- r~lianœ in th~ young people who were most!y from peasant and

pastoralist h"mest~ads. Th~ Kamunge Report evokes self-relianœ that was also one of the

main political slogans at ind~pendencc. Moral uplifting and self-reliance were advanced

as instruments l"r development and for solving the unemployment prohlem.

The must reœnt Development Plan (1988 - 1992) is the sixth one since independence

and the third plan of Moi's era. It discusses ·cultural policy through educational

philosophy." On~ k~y prindpl~ of this approach is that:

Th~ promotion and appr~ciation of the national culture in its various dimensions must he

s~en as prerequisite for m~aningful national development. (Development Plan 1988 

1992)

The second on~ was that:

Ali Kenyans must dev~lop a s~nse of nationalism. patrtotlsm. self...reliance and sell~

det~rmination. the pillars upon which OUT national pride and dignity are huilt.

(D~velopment Plan 1988 ... 1992)

2.2 Summary

Three approach~s 10 the teaching of art ta African children had evolved in Kenya. One

line suggested the teaching of art. \Vithin the hroader frame of cultural heriiage. as a

means of maintaining traditional values for the sake of sustaining social structures and

morality.(This line was suggested at the height of the Mau Mau Emergency period

betwe~n 1948 and 1960). Another justitied leaming of art and craft for economic reasons
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(This was sugg~'t~d and impl~m~nt~d during th~ ,wo W"rld Wars pailll\s). Th~ third lin~

app"'ach~d !~arning of an for l!1~ sake <lf an education. This line ~m~rg~d l'rom th~

University of ~lakerefl' when Primitivisim as an Art SChlllll was gaining rèc\lgnition in

Europe and America. From ahout 1920 to 10160 ther~ also devèloped thre.: distinct East

African carving styles in wooJ and stone. Th~se styles ar~ known hy th~ ~thnk groups

among whom the first examples emerged: the Akamha Wood Carvings. Kisii SO<lp Stone

and Makond~ Wood Sculptur~.

During K~nyatta's t!me. political disC\lurs~s exrress~d n<ltiona!ism and notions of n<ltion

building. A~ad~mks and educationalists h~g<ln to impkm~nt programmes hased llll

Afric<ln and K~nyan perspectives arising from a new awar.:ness of the :ol~ \If culture in

educational curriculum. The Ominde Rep\ln ... as written within t!tis '\lnt,'xl hut it raised a

contradiction hetwe~n the t~aching \If indig~nous and modern (Europe<ln) culture

through suhjects such as religion. language. oral literature. and art and cran. English w:~s

l'alorized as a language of education and transmission of African heril<lge. While

Kiswahili and ~thnic languages. which were the languages of socialization and 'in!llrmal'

learning of the heritage in the family and cOlllmunity environment. were given lesser

status in schools. This contradiction was inherited hy President Moi's government after

Kenyatta's death in 1978. President Moi wrote a philosophy of developmenl thal

explained how the country would develop towards a modern nation state while still

rctaining its indigenous roots.

During Moi's regime. the dichowmy hetween the indigenous and the m\ldern hecame

more pronounced than ever hefore as schooling expanded to the pastoralist regions of

Ken~'a where there had heen no schools hetore. There are no clear directions or studies

that the teachers couId follow on what it means to maintain indigenous cultures and he

mod~m Kenyans as weIl. The past experiences in education had evolvl'd l'rom the

nationalist ideology that tirst and foremost c~allenged mission education and racism;

futhermore, it had developed among the suhsisrence agriculturalisls, plantation workers

and peasants mainly in European-occupied lands.

This chapter leads to a series of new questions that need to he understood. For example,

how are indigenous cultures handled in schoois whieh ar~ seen as vehicles of

modemization? How is material culture taught 10 slUdents who have lost, or have a low

maintenance of ethnie traditions due to colonization '! How is 'modemizatiun' Laught to

children who come from homes where indigenous arts and values are predominant as

among the pastoralists ? ln the final analysis how do students respond tu the 8-4-4 Art
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and Crali syllahus hasèd lln Nyayn philosophy and what is this syllahus a,hi~ving 0

Sllllghi III und~rstand th~se questions dllring my ti~ldwork.
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Chapter Three

Three school locations and their cultural,
educational and maendeleo (development)

experiences

3.0 Introduction

ln this chapter 1 draw comparisons and show differences among the three sites where the

schools are situated in terms of their locations. cultural settings and educational hislllri<~"

At the regional community levels. 1 explore the arts and educational traditions, The

school cultures, which reprësent the 'modern' and Kenyan (nationhood) heritage, interface

with the communities within whieh they are located. Nairohi has a multi-ethnic urhan

culture which in itself connotes modernity and nationhood. The Kiamhu Agikuyu

culture is ethnic hut it is also Christian, maintains its ethnie language, and perceivcs itself

as heing modern, representing the mainstream Kenyan culture. The Maasai helong to a

minority group. They have retained many of their indigenous ans, the language and the

nomadic mode of existence. and are not generally counted as heing either modern or in

the mainstream culture of the nation. The three sites and their contexts are discussed in

three sections (4.IA -Cl.

3.IA The Cit)' of Nairobi, ils people and the arts

Nairohi has grown from a railway camp in Maasailand at the turn of the century into a

cosmopolitan city of two million people. To the south of Nairohi, hordering the urhan

houndary live the Maasai pastoralists. to the East are the agriculturist Akamha and 10 the

North are farmlands of the Agikuyu and coffee plantations. ln the West, the road to Lake

Victoria marks the dividing line hetween the Rift Valley Maasai and the highland

Agikuyu. The road then rons into the traditional Kalenjin area which is demarcated into

large plantations and canle farms.
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Nairobi is the œnter of tourism, Kenya's largest industry and a source of foreign

exchange, of commercial trade in Eastern Africa, and a home 10 many multinationals,

embassies, aid agencies and international organizations for the region between Somalia

and Mozambique, and from Rwanda to Zimbabwe. Several international airlines fly Into

Nairobi every week and it is one of the three UN capital cities in the world (Sunday

Nation July 1ith, 1993). [ts hotels, galleries and cultural centers situated in the City

Square display African "high" art and fashions, ethnographic artefacts and Africana

books. [n the streets and lanes, between the buildings, there are hundreds of 'curio kiosks'

and hawkers selling tourist art and ethnographie objects of the pastoralists. Every

Tuesday, there is a large craft market where the hawkers and Maasai women from around

Nairobi gather to sell ornaments and ethnographic art objects mainly to the tourists and

the large expatriate population of the city. Nairobi is one of the focal points of African

art market and is connected with museums stores and galleries in Europe, North America,

Australia and Japan.

Surrounding the 'City Square "Art Shop Window" and upper cla~s residential areas and the

middle class housing estates, are the working class areas where 80% of the population live.

[n these areas are located homes of artists and the workshops that supply art to the City

Square and the international market. One finds hundreds of Akamba wood carvers sitting

in rows producing animal figures, Makonde carvings and functional itCllis such as salad

spoons and key chains. There are NGO ( Non govemmental organization) sponsored

self-he[p craft workshops producing sisal baskets, leather items, costume jèwelry, batik

cloth, ethnic dolls and toys. Here are also located artisans called the "jua kalt craft-people

who manufacture utensils, 1001s, garments, furniture and building equipment for the

middle class and working class populations of Nairobi.

There are also approximately thirty cu[tural groups in the city and seventy craft groups

(Appendix 4). A few are professionals and elite theater groups ( such as the Phoenix

Players) operating in European and colonial tradition. Their audience is the expatriate

and a small percentage of the Kenyan elite and intellectuals. The majority (i.e. more than

fifty) cultural groups represent and practiee in the working c1ass areas. Many of these are

based on their ethnie origins such as Agikuyu, Luhya, Giriama and Akamba. (Examples

of these are Bahati Women Traditional Daneers, Kariobangi Sukuti Dancers, Giriama

Sengera Traditional Daneers and Akamba - Maringo Traditional Dancers.) Sorne are

multi-ethnie and perforrn in three or four languages. ( These ine[ude Jerieho Utamaduni

Dancers, Che[epe Daneers and Uzi Panama Dancers).
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There are also others that are organized hy politkal parties (for example. Dagoreti

\Vomen Dancers, who supponed the Democratk Party of Kenya (OP) and il' candidate.

Beth Mugo, during the 1992 elections J. NGOs (Street Children's theater) and churehes

(Iike St. Joseph's Catholic Chun:h Youth Group) to advance pany popularity. create

social consciousness and raise fonds. Some are private company-hased cultural troupes

(like Kenya Utamaduni Ngomas and Dafo Troupe). Several troupes (such as DaIa

Entenainers) are owned hy Nairohi business people who market them to tourist hotels.

The only ethnie theater existing in Nairohi is the Agikuyu theater comprising of several

eompanies.

Kassarani Primary School (Refer to map)

Kassarani Primary School is situated in the new industrial area of Nairohi close tl' the

main Nairohi to Thika Highway and adjacent to the new church that wa, huilt by the

Korean comm~nity which resides in the vicinity. A road divides the school from six

industrial companies that manufacture concrete pipes, pumps, metal binders, plastic ware,

fomiture, clay tiles and hricks. Three kilometers away is the Baba Dago Road industrial

area comprising of approximately twenty manufacturing firms. Their products range

from perfumes to c1othing, glass ware, heer and pharmaceutical items. Ahout a kilometer

away from the school is the administrative complex of Nairohi North District. Il

comprises the office of the District Ofticer, a dispensary, staff houses of the Nairobi City

Council employees and the oftice of the District Education Officer.

Kassarani Primary School, located in Nairohi North District, was founded in 1952 during

the colonial period. It is administered hy the Nairohi Education Board, under the Nairohi

City Council. Generally, Nairohi City Council schools have a higher number of trained

teachers ,md hetler facilities compared to schools outside of Nairohi. There were eighteen

trained teachers and only one untrained teacher at Kassarani. The school had four stone

huildings, a playing field, an art room and a home science room. Children were supplied

with art material and thus could experience art using different media such as clay, wire,

wood, paint, paper and metal. The school had two streams from Standard 1 to 8 and there

were six hundred and twenty seven pupils altogether. There were almost as many girls in

the school as hoys, and in sorne classes there were more girls than hoys. Students came

from the nearby lower middle c1ass and middle c1ass housing estates, industrial worker

quarters and from a number of shanty towns along the main Nairobi - Thika road. The

Kassarani location itself borders one of the major Nairobi working class shanty towns
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known as Mathare Valley. In the shant)' town there are numerous lua kalI" workshops that

manufacture tin. metal and wooden articles 1llr domestic use. (The' jua kali' are informaI

and small scale craft workshops.)

1
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l\Iap 8: KASSARANI PRL\IARY SCnOOL AND ENVIRONS

o

â
o

o
o

:; 0 o.
-0 1o 0o

o
o

..
•

i•-,
"' D ..
D D • a
_a.a_ao
D aClaaDa

Cla
D
a D

a

o
i 0

.;0 01.
3S c
o c

o
o

o
o

o

o
o 0

o
DO

H
.0

0
00.1ZC .&

• 1000

• ëO 0
•

• 10 0•

~
~I

c

cc;1
od"

00
00

{
0

~t· . :: ':'r· .-•••0- c
o ••KK_

o
< 0-...000• •.. .

c

.,..
0:.....
:Ii
C
..J

"

· : : .
• ' 0: ::s
: : : 1

~~:i1:· 1.••
: 1 : ~ 1:
: .Il .: i •
· a _ ..... :
........ .!!

... ;; : ; u

Hnl:i,. 1

•

..

•

•
------_. ---



•

•

96

The majority of the students al Kassarani Primary School was from the four major ethnie

groups of Kenya, which are Agikuyu, Luo, Luhya and Akamha. There were a few

students from minority pastoralist groups such as the Turkana, Samhuru and Boran. The

fathers of the latter were dther security guards in Nairohi or soldiers stationed at the

nearhy military harracks at Kahawa, or poliœmen housed at the divisional police

headquarters at Kassarani.

The teaching community was composed mainly of males and females From three of the

majority ethnie groups mentioned ahove. They spoke in hoth English and Kiswahili in

the school hut used ethnie languages in private conversations among themselves if they

helonged to the same group. Out of the seventeen teachers at Kassarani Primary School,

ten were Agikuyu (four females and six males), Three Luhya (ail females), two Ameru

(hoth females), one Luo (male) and one Giriama (female).

The political preferences of the community were mixed, with sorne in favour of a one

party system and others favouring democracy. When 1 talked to the teachers individually

many expressed the desire for change of the government. One tcacher's view summarized

that of many when he said to me:

Teachers blame th~ go....emment for most of thdr misfortunes. They are against
the ruling party anJ they are going ta join opposition parties.

But then he continued to expiain,

They (lbe teachers) say that Ibere is now a nùing tribe and Ibey are cager ta sec
this tribe out of power. Those who belong la Ibis ruling tribe or party find it
dilficult ta lalk about politics when olber tcachers are around.

It is notahle that the teacher thought of "the ruling trihe" and "party" as synonymous. The

quotation reflects how feelings and opinions were expressed and the atmosphere in the

school staff room. The important issue was that one's trihal roots and one's political

preferences influenced the opinion that was expressed, how was it expressed and to whom

was it expressed. That was one dominant aspect of the school culture at the time.

Section 3.lB The Agiku~'u of Kiambu District and their arts

•
Four traditions affect the contemporary arts of the Agikuyu of Kiamhu District. These are

Christianity, formaI education, the Agikuyu traditional culture, and the experiences of

nationalism and the Mau Mau.
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After the completion of the railway t'rom Momha~a to Ki~umu in 1901. the tirst

concentration of mi~~ionary activities was in the Agikuyu country. In the next eight

years, eight Chri~tian mi~sillnary outpo~ts were huitt at Kihurukll (1901), Kijahe (190\),

Kiamhu (1902), Limuru (1903), Waithega (1903), Kahuhia (1906). Mangll (1906) and

Mahiga (1908) (Sheffield: 1973, p. 10).44 This was also the perilld when Kenya was

dectared the white man's country and, a~ Sheftield plll~ it. "the Land OtTicc wa~ h~ieged

hy an impatient tlood of senlers, and in its haste tll accllmmodate them. a great deal of

land North of Nairohi was alienated" (1973: p, 6). TItis was the AgikllYU country in the

present Kiamhu district of Central Province and the location of my t1eldwork.

With Christianity came the European education system in Kiamhu District. and later there

developed At'rican Independent Church and Independent school~ movements leading on

to nationalism and Mau Mau in the 1950s.

The four traditions are created hy and Iinked through a ninety year old colonial and post

colonial history that has prodllced sorne of the leading Kenyan writers. academics,

clergymen and nationalists such as Jomo Kenyana whose home was in Kiamhu District.

Chief Koinange was an educationalist who was involved in constructing the tirs! sehools

for the Agikuyu. General Wairungi commanded the Mau Mau Kiamhu contingent.

In the Kiamhu District, there is a tradition of Christian concerts that are performed in

Gikuyu. For example the most popular concerts are: Birth of Christ, Prodigal Son,

Lazarus and the Rich Man and The Last Supper and Crucit1xion of Jesus. Sermons in the

village churches are enaeted by Agikuyu priests who ofien draw from the four traditions.

Examples of these were sermons hy Father Apollo Ngigi (Orthodox Chureh), Leonard

Mbogo Mwaura and Stephen Gitundu Njoroge (CPK - Church of the Province of Kenya)

which were very popular on Sundays. During the last twenty or so years, many elderly

couples, who had been married aecording to traditional rites, got married again in

churches. Nearly every couple goes through a ehurch wedding and simultaneously

observes traditional rites and seeks hlessings of the eIders.

An elderly teacher at Karuri Primary School sums up the religious beliefs in the district as

follows:

Most residenls around the school have left their traditiona! ,eligious beliefs. AI
presenl lhey have been fragmented ioto new dominations: Christianity,
Catholics, Anglican-Protestant and so on. However, others have maintained a
middle rood. For example the Akorino traditional values. They are not purely
traditiona! for new Christian values equally contaminate their belief systems,
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Regional writers in Kiamhu District produce hooks in English and Gikuyu for adults as

weil as for children. Among these is Ngugi wa Thinng'o, an award winning but

controversial novelist, who now writes novels in Gikuyu, and whose books are widely read

and discussed. He also writes children's hooks in Gikuyu from exile in Europe and

America. ln 1986 in Brussels, Ngugi addressed The International Conference on African

Languages in Gikuyu, an event that teachers in Kiamhu still talk about with pride. They

are especially impressed that Gikuyu had to be translated into English and French for the

audience of the conference. Currently, Ngugi produces a Gikuyu academic journal called

MU/iiri from New York University. Two other authors, Henry Kuria and John Karoki

Njoroge, come from the vicinity of Karuri Primary School (my research site). Henry

Kuria and his wife are weIl known musicians and dramatists as wei!. Kuria's best known

hook is in fact a Kiswahili play caIled, Nakupenda Lakini (J Love You But) which he

wrote in 1958 and which WolS a set text in secondary schoo!. At present, Kuria teaches

drama and music Olt Senior Chief Koinange Memorial Secondary School which is narned

after one of the founders of the Kikuyu Independent Schools movements.

John Njoroge was one of the tirst trained teachers in the area. He wrote a novel caIled,

The Land is Ours. in 1970 which described the local Kiambu scene during the Mau Mau

period (1948-1960). The author's predicament and Kiambu Agikuyu nationalism is

reflected in Ihis comment on Njoroge's book by a teacher Olt Karuri Primary School:

John Karoki Njoroge WolS growing up at troubled times thal he describes so
vividly in his novel. He lells of a series of events by which chief Elijah was
lom between the loyalty of indigenous nationalism on lhe one hand and alien
imperialism on the other, acted in his !ribe in the tense dark days. The story
unfolded the walled struggle like a Chinese magic box! But the greatesl strain in
Elijah's conscience developed when freedom becarne imminent COIUltering
forces within and withoUI force him to the authority site, worsening the man's
lemperarnenl. Holding a baton, Elijah controls the ridges, crushes the KiamJ1
Kia Muingi (secret movement) of Agikuyn ID lighl Colonialists in order 10 gel
freedom quickly. Like the fonner - Mau Mau, il was very secret The sentence
of the memher who revealed the secret was capital punishmenl.

Three novels by Ngugi wa Thiongo (Weel' not Child. The River Between and A Grain of

Wheatl, which are set in the Kiambu physical, historical and cultural envirorunents, echo

the sensitivity and sentiments of the teacher. The novels are widely read and they

describe the conflicts raised by ethnie and Christian traditions, schooling and colonialism

in Kiarnbu District. In The River Between. the hero, Waiyaki, confronts colonialism and

the white man's civilization but thirsts for education:
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Waiyaki wt:nt fmm ridge to ridge. mt."Cting ddt'r afkr dllt."f. nIe)' caille 10 him
and fdl cumfortoo by Ibo blazo in his oyos. Ho Imd a passion ln livo for. His
god. education, quilled him. showoo him Ihe lighl, made him oyen:olllt: ~rsonal

fmslrarions and 11llrdships. Il dmvo him Ihrongh Ibo bills and valloys, lhmugh
Iho foresls and darknoss of Iho nighl. Ho had nol yd sloppod 10 Ihink whore ail
this wac; leading. whetber the new awareness and enthusiasm he had hd~d to
croolo would !Je qœnchod by ooucalion. If anyhody had suddcnly ash'" him a
question in Ihat direction, he might have bnrst out: Unite and huild more
schonls. (Ngngi: 1981, p. 109)

There are several story tellers in the district, and around the school there are studios of

visual artists. These artists participate in art shows in Nairohi, and in 1993 th~ir work was

displayed in galleries in Philadelphia (USA). Sorne of the artists paint on the freedom

struggle and make critical social commentaries. Their works relate 10 the collections of

the House of Mumhi, an art gallery set up hy artists Riigii Karanja and Gatimu Maina.

The House of Mumhi (Mumbi, the creator, is the legendary mother of the Agikuyu) has

fifieen portraits of 'Kenya's First Liberation Struggle (I920 -1963)' and of various aspects

of Agikuyu culture such as their traditional dances and ceremonies. The 'liheration

struggle' paintings center on heroic deeds of Harry Thuku, Mary Muthoni Nyanjiru,

Dedan Kimathi and Jomo Kenyatta who were ail Agikuyu ami-colonial tighters. The

exhibition catalogue (IOth May, 1994) of the House of Mumbi reads:

The sacrifices wore manifold bUI Ibo courage of poople's conviclion - lhallbdr
canse was jusl was equally immonse, as Karanja and Gatimu's pricdoss
colloction calle<! The House of Mumbi c1early convoys. The pain of Ihe slnJgglo
comes through sbarply in work Iilœ The Harry Thnku Massacre; the collrago and
conviction 10 win is c1oarosl in worles liko aalb of Patriotic Nalionalism and
Symbol of SlnJgglo whicb footures Kaponguria 6,

The regional artists, writers, intellectuals and the church leaders have had an impact on the

Gikuyu language and Iiterature which in !Urn has stimulated new vocahulary and

concepts. The ficst Agikuyu rural theater was built in 1977 at Kamirithu, which is about

20 km away from Karuri School. The tirst play called Ngaahika Ndenda ( 1 Will Mam

When 1 Warnl by Kiambu actors was banned afier a few performances because of its

critical comments on the society and the governmenl. This was during Kenyatta's lime.

Their second play called Maitu Njugira (Mother Sing for Me) was banned in 1980 for

the same reasons as the previous play. This was during Moi's time, Recently, the play,

Wangu wa Makeri. based on the Agikuyu creation myth and acted in Gikuyu, was

perfonned for six months as it traveled in the Central Province. Another play, Caiman ni

Ciagana (Enoul:h 1s Enoul:h) was performed al weekends in hOlels and clubs around the

Central Province and in and around Nairobi. Traveling theater groups are very active
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among the Agikuyu and their popularity has grown during the last two years. Fur

example. in Fehruary. 1993 out of six plays advenised in the Paily Nation. the mest

widely circulated daily in Kenya. live were in Gikuyu (Daily Nation. Fehruary 13. 1993.

See Illustration 3).
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ln 1988 Jan~ Nyamhura's hit song in Gikuyu. Queen yu Musiumo, sold 50,000 copi~s and

in 1993 h~r song Afll'enlhm KK was d~dar~d lh~ song of th~ y~ar in K~nya. Jan~

Nyamhura who is popularly call~d Qu~~n Jan~ of music. wmpos~s songs lhat portray

wom~n posilivdy and sh~ is quot~d as saying lhal her suceess "is not for m~ alone hut for

wom~n in g~n~ral" (Rainhow no. 431. April 1994. Back page see Illustration 4).

Th~r~ is a s~ction of Agikuyu int~lI~ctllals and d~rgy whose wrilt~n and oral disco1Jrs~s

hoth inside and outside the church and academic institutions, integrate African cultur~,

lih~ration th~ology and mor~ reeently, human rights. multi-party democracy, prot~ction

of th~ ~nvironm~nt and freedom of expression into their arguments. The home of

Kenn~th Matiha, a form~r minister and now an opposition leader, is near Banana Hill.

Most p~opl~ in Kiamhu had allied th~mselves with the 'Matiba Section' of FORD (Forum

for Restoration uf Democracy, now called FORD-ASILI) and expr~s~d their anti KANU

governm~nt f~~lings openly even b~for~ the chang~ "f the constitution tu allow for multi

party politics. During the anti-Agikuyu campaigns (called 'ethnie clashes' in the press), in

the Rili Valley Province in 1992. a major refuge~ camp was set up n~ar the town. At

another I~vel sev~ral popular Gikuyu songs by Jos~ph Kamaru, Sam Muthee and Nelly

during th~ p~riod 1990 to 1992 valorized K~nyatta's regime and critized detentions

without trial. These also were protest songs against detention, corruption and one party

government. They app~aled tu God. referring tu metaphors of good and evil l'rom

Christian texts. The cassettes were widely circulated in homes, bars, restaurants and

mata/us (taxi-buses) in Kiambu district befme they were banned by the government.
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llIustration~: Queen Jane of the Song

•
"QUEEN"

JANE
NYAiv!BUR<\

Queen Jane is congratulated
for :cinning the 1993 Song

~f the Yt:1Jr ,uJard

•
1

"~y greatest moment came in 1988 when 1
composed Queen 'fa Musiamo. lt was a hit
whic.~ soid over 50,000 copies," says Jane
Nyambura. This ls the song that gave her the
nîckname "Qu een" .

Jane Nyambura is the eldest in a family of
nine. She .tarted her singing career as a
member 01 her local church choir.

Alter secondary school, she sang with
Ndenderu Churc.~ Choir and worked as a
medical attendant.

She later quit her ;ob ta pursue a career in
gospel music. None 01 the established gospel
singers, however. we!'e ready ta try her as a
soloist.

in :987, Simon Kihara, a pop-singer,

introàuced Nyambura ta pap music and her
career began. She sang for audiences and in the
studio. She went on ta compose several hits
with Mbiri Stars Band, including Queen Ya
MU$iama.

She went ta Wamaitu Productions in 1992
"1 signed a deal there ta release the now
popular Mwendwa XX," says Nyambura.
Mwendwa :<1< was declared "1993 Song 01 the
Year" and won a trophy.

Nyambura composes songs that portray
women oositivelv. Her suceess, she savs, 'lis not
for me aÎone but "for women in general:"

Nyambura is engaged ta musidan jimmy
'Na Eunic:? 5he :lOW sings pop sangs insteaci oi
gospeL Her new cassette is called Ndimu.ogu.
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The Kiamhu Agikuyu culture rdlects strong ethnie coherence and values that take pride

in heing modern, Christian, literate and Agikuyu. Seing 'TIodern and Christian are

generally acœpted as Agikuyu ethnie characteristies hy hoth Agikuyu and non-Agikuyu.

Sarah I\degwa wrote that Kinuthia (77), a retired teacher oncc told her in an interview

that:

Wcaring forcign omam~nts and auopting western styles of adornment wa'i a sign
of dcvdopmcnt and flcxihility, as far as the Agikuyu society is concemed.
Howcver. doing a\\'ay with the traditional values rneant losing idcntity, lcading
10 Jack of honor anô rCSpt.'Ct 10 the Agikll)'U gcxJ and ancestors. (Ndegwa: 1992
p. 149)

Kinuthia funher confirmed that:

Wcaring western omaments 10 reprcscnt Agikuyu values was acceptable but
copying the Western and discarding the traditional values wa, not tolernblc.
(Ndcgwa: 1992, p.149).

Kinuthia's thoughts capture the Agikuyu paradox of heing modern and IraditionaI.

ln Kiamhu Distriet, where Karuri Primary School is localed, the Agikuyu differentiate

themsclves in terms of being 'primitive' or modern. Muthomi (thomo in Gikuyu is ta

read, education; I"aching) in Gikuyu is the educated and Christian. If a man, then he has

one wife and generally is 'dvilized.' Mucenji (cenji in Gikuyu is unschooled; savage,

generally not Christian) is the opposite - uneducated and not a Christian, and if a man,

tben he may have several wives and, is not considered ta be 'dvilized', One goes ta school

ta become a mlllhomi, (and one who doesn't go ta school is a mucenji. Muthomi (the

educated and Christian) is the desired persan mucenji (the uneducated and non Christian)

is a derogative ward that may also be used as an abuse.

Many teachers at Karuri Primary School felt that the Agikuyu were the mainstream

othomi (plural for muthomi) who created the modern Kenya national identity and

consequently a sense of nationbood.45 Education and Christianity were central ta their

modern identity as retle',:ted in the terminology of muthomi and mucenji.

For a number uf generations the ethnie group has manipulated outside (foreign norms,

valuès) ta strengthen its identity, Modern school culture in Kiamhu area confinned this.

The school community was able ta manipulate symbols ta create ethnie coherence and

ensure their progress as a modern group, Circumcision, for example, which is known ta

be the key symbolic affinnat:on of ethnicity, is done in hospitals but there is a ritual

feasting afterwards by relatives and cIansmen and cIanswomen. Christian prayers are

offered and an age mate solidarity established which supports ethnie solidarity at the

grassrools, Most Agikuyu Christian children also undergo a confirmation ceremony in
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th~ Chur,h anu rl'tain t\nl nam~s. lln~ Christian anu \m~ Agikuyu as th~ir tirs! mnws .

Th~ latt~r ,llnfllrms tll an ag~-lliu tr;luitilln llf systl'matkally naming ,hil\hn all<'r thl'

par~nts' r~lati\'~s f\ll1\IWing a g~nu~r anu s~ni\>rity llru~r that h\lnus th~ dlilu III th~

~xt~nu~u family. dan anu trihal lin~ag~. Anllth~r üampl~. whkh r~t1~,ts th~ Agikuyu

mat~rial cultur~ trauitilln. is that of two calahash~s. on~ for Ih~ hœr (kinyu pl. inY(1) anu

th~ oth~r for sour milk (gill'fl' pl.ife1l') that symholiz~ n~gotiations anu agr~~m~nts or

th~ marriage contrac! hetw~~n th~ dans (ngurario) hefore the chur,h w~uuing.

Karuri Primar." Sehool (Hefer to map)

Karuri Primary School is œntrally plaœu in Banana Hill tllwnship in Kiamhaa Division llf

Kiamhu Distrkt. a f~rtile and heavily pllpulated region whkh is the home of the Agikuyu

ethnie group. ft \Vas here that the tirst inland missillnary SChOllls w~re start~d around th~

turn of the œntury. Today in Kiamhaa Division alon~ there are thirty-seven primaT)'

schools where ov~r eight thausand pupils are registered. There are also several seClmdaT)'

schools. calleges and polytechnics for further ~ducation in the arts. scienCès. commercial

and technical suhjects. The distriet's larg~st palytechnic. the Kiamhu Institute of Science

and Technology. that symholized Kenyatta's Hurtlmhee era and the post-independence

educational change in rural Kenya from the humanities to the sciences, is localed near

Kiamhu. tawn, the district's administrative h~adquart~rs. Today it is known for its

Scandinavian style furnitllre. Many post- primary studcnts also learn tr'dd~s such a~

tailoring. motor mechanies. carpentry and welding through apprenticeship. Ahout sixty

years ago there were Independent Schools run hy the Agikuyu in this area. Thus, the

children in Kiamhu Distriet come from three !o four generations of school-going

families. There exists a cultural context that fosters positive attitudes IOwards school

education. trades. professions and careers in the 'modern' econumy. Those out of scho"l.

in fact. are looked upon as unfortunates. The Agikuyu word for the unsch\xJled mucenji

also means uncivilized.

Karuri Primary School was started hy Catholie tàthers in 1957. The year is signiticant for

it marked the height of the Mau Mau uprising and the nationalist struggle against British

colonialism. One group of pupils at Karuri Primary School came l'rom Banana Hill town

and Karuri Administrative Center, The parents were small-scale farmers, LTaftpersoos and

husiness people. There were many tailors, carpenters, hawkers and mechanics in the arca.

The parent community also comprised civil staff of the local administration, Le. police,

District Officer's Office and Post Office.
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KARURI PRIMARY SCIIOOL AND ENVIRONS

Source: Topo Sbeel Kiambu, Survey of Kenya, 1973
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Another group comprised landless peasants. squatters. plantation workers and more

recently refugees from the Rift Valley where there has heen ethnic tighting since 1992.

Several Agikuyu refugee children were adm:tted to Karuri Primary School which

influenced the atmosphere at the school during my lieldwork. Teachers often poimed

out the refugee children to me as evidence when the newspapers reported government

statements that denied anti-Agikuyu activities in the country. This situation perhaps made

the Agikuyu look more inwardly into their own culture and community. Many felt that

their status was changing from that of a dominant ethnic group during Kenyatta's time to

that of a 'persecuted' one. That was strongly felt in Kiamhu District during my field work.

This was also the atmosphere at the schoo!. The Agikuyu factor in present-day Kenya was

frequently discussed in the daily newspapers and weekly magazines. evoking Agikuyu

history, the Mau Mau, Agikuyu settlements in the ethnic lands of the Maasai and Kalenjin,

the presidency and ethnic power structures in Kenyan politics and commerce. These

issues would frequently come up even when 1 was interviewing teachers. Staff room

discussions during the term of my research often reflected emotions stirred hy the daily

newspapers. Such feelings were also felt generally in the schoo!. One day when 1 visited

the school, three quarters of the children had run away earlier during the day hecause of

fear of heing attacked. There was a strong rumour that there were 'Kalenjin warriors' in

the nearby fores!. Sorne teachers with whom 1talked that day helieved that this was true.

The dominant school language was Gikuyu (the language spoken by the Agikuyu) which

was spoken among the students and the staff. Out of the thirty four teachers, twenty nine

were Agikuyu (twenty females and nine males), three were Luo (ail females), one

Mkamba man and one Abagusii man. Almost ail the one thousand and two hundred

students were Agikuyu, boys and girls in almost equal numbers. The number of children

in each c1ass varied between forty five to fifty five.

The language of instruction was English in upper primary and Gikuyu in lower primary.

However, ail examinations, including those in lower primary, were taken in English.

Kiswahili was spoken as the third language.

Students and staff knew very little about their traditiuilal material culture, art and craft.

But they were eager to know more about their material culture in a way that would

valorize their ancestry. For example, whenever 1 spoke about the Agikuyu material

culture the staff and students became very interested and involved. Only the eIder

members of staff remembered names of the items. The head teacher and the teachers at

Karuri Primary SchooI were conversant with the popular Agikuyu theater and songs, and
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proud of their Iiteracy tradition and of the Agikuyu writers. singers. playwrights and

theologians. In the conversation with teachers the word 'modem' was often said to mean

'development'. Once 1asked a teacher to explain sorne Gikuyu terms for modern. They

were said as :

Uri \l'a mbere - development (Iiterally)

dini - religion

uteri - politics

githomo - education

orheru - hygiene, c1eanliness

arunga - rich

rhitima - electricity

rhibirari - hospital

mai - water

One teacher descrihed modern tc, mJan "change of life for the better." In his mind there

was no douht that better things were both modern and of European designs. In the

Kiambu district development was accepted as a positive change both in terms of material

and cultural change. It was implicit in the discussions with the teachers that they felt that

the Agikuyu was a more 'developed' (and thus also modem, Christian and educated)

ethnic group of Kenya that was persecuted by less developed tribes, mainly Kalenjin and

Maasai, who were backward, non-Christian (and un-Christian) as weil as uneducated.

Modernity was vividly expressed in children's art. The results of shon experiments on

children's understanding of aesthetics surprised me at frrs!. Modern household furniture,

machinery, cars and European clothes and biblical angels were drawn as things which

were beautiful . Dgly things were cenain animais, the devil (drawn as in European

tradition) and certain incidents such as a house on frre and a bag snatcher being beaten

by the public. No traditional things of the Agikuyu were shown as beautiful. Once a

teacher told me that the material culture part of the Art and Craft Curriculum was

"intended to take us Kikuyus backwards". ( See Illustrations 5-9).
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mustration 5: Kikuyu girl's drawing oC beautiCul things.
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Illustration 6: Kikuyu girl's drawings of ugly thing

S ïO 6.s
;l. ::~J.'" Ii 1'::'

/

u ~\)"

r'/ /l," (' \
1;3 i, ". "" / ,: '.' ),l,,,, 1 l' ...v.· 1 f • •. ,'... ... ,!
.. , .." I~' ~.~ . ; ~'" /' "

-,~. ! ~\~

[; W -/,
.11('{ï h ~

t, ~ " '1j::;11
l, " ' :\.. ' \
! , ·'.i . \ ~
~ "

. ,'\fWJ~ ~., U
·r ~ • ' ..

~ 1 ........ ,
l \. ~..~
i1 't.

(Il..' ·t
, ", . .

o' .
\ .. .:.-
i~"dj:j~,I~?o: ~..-~-:: '." ..

- ..' -1:;.....

ï71. "/"f"l"

119



Illustration 7:
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ugly thing.' drawing of anKikuyu boy s
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Illustration 8: Kikuyu girl's drawing of an ugly thing
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Illustration 9: Kikuyu girl's drawing of a beautiful thing.
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3.Je (i) "aa,ai art,. malerial culture aad education

Thcrc is a high dcgrce of maintenance of cultural heritage among the pastoral Maasai.

This is mu,t vividly displayed in Maasai unlamentation and functional items of material

culture ,uch as shields, stools. weapons. hags and c1othing.

Maasai makc and wear ahout one hundred and fifty different types of ornaments that

speak ahout the individual's gender role and status in the community, ritual, and

differences with other ethnic groups such as the Okiek who live among them, and the

differences among different sections of the Maasai. For example, one difference that the

Il Keekonyokie Maasai display in their ornaments from the neighhouring Purko, Kaputei

and MatapalO, is the use of dark hlue saen (saen is circular head with a diameter of

Imm.).

There is a complex system of Maasai visual symhols that define situations and

relationships. the Maasai make sorne one hundred and fifty different types of ornaments

hased on their aesthetic mode called in Maa, ml/ain sidain. that has a close relationship

with their environment, social structures and helief systems. The patterns appear on their

containers, body wear and sorne tools. The Maasai material culture in total is also a

medium of socializing and educating children; it supports transmission of Maasai heliefs,

values and aesthetic sense t'rom adults to the children (Klumpp: 1987). These are a1so

aesthetic ways of knowing and sensing knowledge and the environment for which abilities

and skills are developed from childhood. The close relationship of the Maasai visual art

to language, literature and dance is central to their traditional learning process. The

colours and patterns are referred to in their .narratives, songs and proverbs (Somjee:

1992). Maasai material culture and oral tradition in total are also media for socializing

and educaling children. Il is this education that supports transmission of the communities'

heliefs, values and aesthetics t'rom adults to the children. In ail it articulates traditions

and a mode of learning that is harmonious with their world views. For example, the

pastoralists' identification of their livestock by their colour contigurations relates to how

certain environmental features are identified and known. They further relate to the use of

colours during important ceremonies and learning of the social system (Somjee: 1992).

When 1 asked the Maasai children to iIIustrate for me things that they considered to be

heautiful and ugly, they readily drew pictures from memory of cultural objects, events

and wild animais. (See inserts and also inserts in chapter four).
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Illustration 10: Maasai boy's drawing of a beautiful thing.
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Illustration 11: Maasai girl's drawlng of a heautiful thing.
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•. ': Illustration 12: Maasai boy's drawing of a beautiful thing
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Thus through the arts, Maasai children are educated to ohserve a strict code of respect for

the eiders, age groups and genders. Ali males and females are generally conversant with

Maasai gender and age group discipline and their related arts. Like other pastoralist

groups, the Maasai are also highly knowledgeahle of the cultural hased and

environmental aesthetics (SomJee: 1992).

3.le (ii) The Maasai and 'development'

•

•

The study of Maasai language, arts and culture has a longer history than that of the

Agikuyu. In 1854 Ludwig Krapf first puhlished Maa (language spoken by the Maasai)

dictionary and in 1905 Claud Hollis puhlished a major work on Maa (Mol: 1978, p.vii).

Hollis (1905) writes in The Maasai. their language and folklore - that Maasai were already

communicating with each other in writlen Maa at the turn of the last century.

(The) Philologist will possibly he interested to hear that there exist M..",i (and
possibly memhers of olher trihes whose languages have ever heen aclosed book)
who are able 10 correspond with one another in their Mother Tangue. 1 have in
my possession. for instance. several letters written in Masai.

(p. v).

ln the early 1950, Ruth R. Shaffer wrote a hook giving the first twelve lessons in learning

Maa. Since then many school texts have heen puhlished in Maa. But scholarship in Maa

and culture did not happen simultaneously with evangelisation and development of

schools as in Kikuyuland. Thus, today the vast scholarship in Maasai environment and

culture remains isolated and foreign to the broad Maasai community.

However, within the majority pastoralists there exists a minority of Maasai men and

women who are literate, professionals and business people. But, unlike the Agikuyu of

Central Province, their impact on the development of Maasai language and the arts in the

context of rnodernity is not strongly fell. For example, there does not exist a Maasai

theater or tradition of school and Cburch concerts in Maa. There are very few prominent

Maasai theologians and writers of novels and children's literature in Maa. Among the

theologians is Reverend Mpaayei, who is said to be the flfSt Il Keekonyokee and one of

the tirst Maasai to have gone to schoo!. There is sorne Maa literature available. For

example, in 1979 S.S. ole Sankan wrote a book in Maa on Maasai history and culture

(/nteoejn E Maasai. Kenya Literature Bureau, Nairobi ). A book on Maasai oral

literature in Englisb by Naomi Kipury is used in secondary schools. While there are many

works of modern Kenyan art depicting Maasai culture and environment by European and

African artists, Maasai expressions by Maasai artists on canvas and in wood is noticeably
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ahs~nt in Nairohi gall~ri~s. Nairohi has~d int~rnational African fashion shows and music

f~tivals display Maasai and paslllraiist inspir~d costum~s. hairsryl~s and h~adwork to

r~pœs~nt th~ n~w Pan-At'rican mat~rial cultur~ which was pr~viously dominat~d hy W~st

African styl~s.

It is the politicians who oft~n speak for Maasai vi~ws and concem•. For example in Jun~.

1993 the spokesman of the Maasai at the Human Rights Conf~ence on the Rights of th~

Indigenous People in Vienna. Austria, was a prominent politician. He demanded

preservation of Maasai environment and culture. as weil as modern development. The

representative detined the Maasai as the "indigenous" people of Kenya and others. such as

the Agikuyu. as the "native" people of Kenya, The statement provoked a controv~y for

it made a difference hetween two ethnic groups. one an agriculturist and the other a

pastoralist, The word 'indigenous' evoked connotations related to preservation of culture

and natural environment. Il also implied a struggle for justice and a certain feeling of

righteousness and dignity of the struggle. for it linked with other glohal Human Righl'

issues. To many Kenyans. the word 'native' sounded derogatory hecause of il. negative

connotations with colonial history,

During this decade. the Maasai community and its culture have received mure

international attention than any other ethnic group of Kenya. The year 1993 was declar~d

the International Year of the Indigenous Peoples and one of the very few ;;ommunities

adopted and used as examples by the United Nations. was the Maasai. The Maasai may

have drawn even more attention because the major national parks of Kenya are in Maasai

territory. Conservation of wildlife. the environment and indigenous culture are voiced as

one objective in a new approach ta community dewlopment through participation in and

preservation of the natural environment. Since then the communiry's concems about

safeguarding its environment, life style and culture have heen often expressed in oral

Iiterature. For example, there is a song about Entim e Naimi1Ul Enkiyio (Forest of the Lost

Child) that is sung hy the Il Loita Maasai of Narok District who do not want the

Government ta convert a part of their forest land into yet another national park in the

name of development. The Narok Counry Council has planned the 'development' of the

forest during the next live years in arder ta generate revenue and create employment.

The song has ta he read in full to appreciate the Maasai feelings for conserving their land

and heritage. It goes Iike this :
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Kira ilosupw<a lM'allg mua

Osupuko faflg le Kar.fayia

Langorie enkidong e nka/amu

Muape kiriamll

Kira iloJupuko owallg alua

Osupuko alltoflie Makompo

LemaL,11O eeya fI/wapi

Ne!ilwltlo ilosJwn 0 loshon

Esllama i1purrkeli le Marli

Nes/lOma osupuko le Mao

Maibuflga ole Loilll

NeslJomo iloshon 0 [osholl

KarDllingo neman)"orr

Osupuko le Loila all'lIf1g fIIull

InkOfl)'ek oslli iflYllfl)'ukie

Aiguana ole sonka; najoki

Irrill'ai impala lejo

Tushuko emurN

OIoL,i/igu osupuko le Loila

We ""long 10 Ihe illuminaled highlands

Our highlands of Karsayia which

Our culnlre and education shall defend

Or logether we perish

we belong 10 Ihe iIIuminaled highlands

Where Mkompo resides

We shall never sell you 10 outsiders.

Regions and regions have disappeared

The hol plains of the Mara

The cool highlands of Mau

leI ILS hold ,,"10 lhal of Loila

Regions and regions have disappeared

1hear of unpleasanrly

The weil lit Loila Highlands

You only equal my eyes

We the Loila community have counselled
our messenger ole Sonkoi Shomo

To communicale wilh lhose of iII bopes
and motives

And telllhem 10 swallow their pride and

Desire 10 conquer the Laila Highlands

128
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(Written and translated by Loita Maasai at IIkerin in Narok District).

During a meeting of Simba Maasai Outreach Organization (SIMOO), a self help

development organization of Il Keekonyokee, held at Olosho-oibor on 27th November,

1994, the eiders and women members discussed e[ototo edukuya or development as

having Iwo aspects. Among the good aspects were education, Christianity, improvement of

Iivestock, agriculture, better housing and conservation of the environment. Negative

aspects of development were discussed as selling of the land and decreasing pastoralism,

intermarriages (with other ethnic groups), loss of respect among different age groups and

between men and women, changes in the mode of dressing and decreasing use of Maasai

language and material culture46
.

However, how the Maasai perceive their culture and people and the international image of

the Maasai as seen by the UN and NGO development agencies may be different from how

the pastoralists are perceived by mainstream cultures of Kenya. Malerial culture and

lan~"1Jage aClUalize the differences between the 'modern' and 'indigenous' peoples of

Kenya. The former make the mainstream population of the nation and the latter are
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marginalized. "ethnies", minorities and pastoralists who are also the ohjec1 of tourist

interest.

There is, in general, a pervasive disrespect for pastoralist way of Iife in Kenya and

recently, within the last three years, their image has heen intluenced hy political events.

During the last two years of my field work, the English word 'warrior' and the Maa

equivalent 'maran' acquired new meanings in the national polities and the media. The

terrns came to be associated with belligerent bands of pastoralists who attacked

agrieulturists, who had settled in the traditional pastoralist territories. The 'warriors' were

said to use 'primitive' weapons such as bows and arrows, and spears. They lived in 'foresls'

and they were said to. be supporters of one party and the KANU government. The

agrieulturist settlers, mainly the Agikuyu, were peaceful and Christians, and showed

prefere' 'l for multiparty government and the opposition parties.47 Homes, schools and

sometimes the Churches of the agrieulturists were attacked. The displaced people vacated

their farms and sought refuge in the Churches and camps. The results of these events

have been a sharping of awareness of nationhood and ethnicity in Kenya, and often

between being 'modem' Kenyans and being 'indigenous' ethnie people. Il was in the

context of past traditions of the three regions and the changing images of differences due

to the polities of 1990s that 1 experienced fieldwork.

InJonyori Primary Sehool (Refer 10 map)

Inyonyori Primary School is one of the recent primary schools in the Il Keekonyokie

Maasai territory. Older schools were started before 1980 in lowns thal bordered on the

settlements of the agriculturislS and the Maasai pastures. These were at Ngong, Kiserian,

Ongala Rongai and Kisamis. The school al Magadi served the mining town population of

mixed ethnic groups. Very few Il Keekonyokie attended these schools.

Inyonyori Primary School is located in the heart of the Il Keekonyokie pasture lands. Il

Keekonyokie pasture area is in Kajiado Districl between the Ngong Hills and Kedong

Valley in the North, the Nkama Plains in the South, Kaputei Plains in the East and Lake

Magadi and Nguruman Escarpmenl on the West.
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Map 10: INYONYORI PRIMARY SCnOOL AND ITS ENVIRONS

Source: Topo Sbeet Kajiado, Surye)' of Keuya, 1973.
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Their pasture lands border with those of the Purko, Loita and Matapato Maasai sections.

The Il Keekonyokie section prides itself in being called Il Maasai le N'gorno ('Butter of

the Maasai' ) for they are good peacemakers. Il was explained lO me that Il Keekonyokee

elect peace-makers called olemal • who carry a bow (inkal) without a string because a how

without a string cannot pull an arrow. Thus it is a sign of disarmament and subsequently

of peace. The women peacemakers are called olamal 100 ntomonok , and they carry a

bamboo stick (olanar) which is long and thin.

The Il Keekonyokee section is also weil respected among the greater Maasai society

because an eIder called Oloonkoon, who is weil versed in Maasai customs. lives among

them. His homestead, in fact, is in the vicinity of Inyonyori Primary schoo!. A Maasai

community development officer, who is also a graduate of anthropology, once said to me

that Oloonkoon had inherited aIl the wisdom and knowledge of the Maasai from Ole

Karariet, his predecessor, who also Iived near Inyonyori. ·Oloonkoon has ail the

proverbs and culture of the Maasai in his head", the officer said to me, "and people come

from as far away as Tanzania to seek counsel, especially in settlements of sorne difficult

disputes". The laibon, (Maasai spiritual head) Ole Tiapapusha, who is a descendent of the

great Maasai leader, Lenana, also lives near Inyonyori. This may be one reason why the

Il Keekonyokee are often invited to be ritual masters and that in 1991 the great ceremony

of 'Unwinding of the strap' (E/aara engeene) took place between Inyonyori and

Lodariak. This happened during my fieldwork and it completely 'disrupted' the school

routine and my fieldwork. It was a month of celebration when the morans (warriors), who

were initiated almost twenty years aga (1971 - 1973), were becoming Ilparakuo (the

cattle keepers). When the young boys were initiated, a strap was made from the skin of a

sacrificial bull. The strap was then wound and kept tied for almost twenty years. The

Elaata engeene ceremony marked the untying of the strap and c10sing of the present

generation of moranhood of the Il Keekonyokee Maasai. It was a special period

because the morans were also the right hand (lkitoipi age set) who were receiving the

blessed staffs of the pastoralists that would signify the change of their status from youth

to adults, and from being fighters to being peaceful. Women had begun building a special

ceremonial boma (homestead ) days before the ritual month and they came from far

away bringing gifts.

Ceremonies are important events for the Il Keekonyokee community for this section has

been given the resposibility of initiating the circumcision rites for the making of a new

age set. This is a prestigious status among the entire Maasai group who would look

towards the Il Keekonyokee as keepers of traditions.
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Ali the pupils at Inyonyori Primary Schoul were Il Keekonyokie Maasai. They were also

the tirst generation of Il Keekonyokie from surrounding homesteads to go to school.

Pupils who either helunged to the lIkipa/i age set (initiated betwen 1979 and 1983 ) or li

majeshi (yet to be initiated) came from eleven homesteads ranging from one to twelve

kilometers in distance from the school. These homesteads were on the inner side of the

Ngong HilIs, weil hidden behind thick growth and undulating hills. The school itself is

situated on one of the steps leading into the Great African Rift Valley. It overlooks the

Motenruor Plains which is the main pasture area of the Inyonyori community. Two semi

permanent rivers on either side of Inyonyori Primary School are the main sources of

water.

Attendance in the classes was irregular and varied according to the Maasai calendar year

as the children were expected to help with Iivestock and housework according to the

different seasons. The Maasai calendar is based on the two rainy seasons, Nkokua - the

long rains, Oltumuret - the short rains, and the season of drizzles, Oloirurujuruj, which

cornes between the long and short rains. Each season has four months which makes twelve

months in a year. Each month has thirty days which are divided into two visually defined

catgories of fifteen bright (or white) days and fifteen dark (or black) days. Several

months are also known according to how the changes in the environment are visually

perceived. For example :

Aral is the monlh of scattered pools of waler in the valleys.

O/odoyiorie is the month of heavy rains when the skies are sa clear al night !hat
the star pattern nkokua (the plougb) can he easily dermed.

Kujorak is the month wben tbe sbort green grass springs up and maYes in the
wind like a baiIy caterpillar.

Kus!lin is the month wben the while and black caille birds appear.

OloiborrrIn is the month wben the pools ofwaler become clear (or while).

(Sankan: 1979, pp.64-66).

Inyonyori Primary school was started in 1982 by a Maasai evangelist belonging to the

American Inland Church and two Maasai teachers. There were fOrly-nine pupils then and

no buildings. Between 1984 and 1992 the number of pupils increased to nearly one

hundred, and five c1assrooms and a church were constructed. A hospital was built nearby,

a small shop opened and the visiting workers and technical staff of the Ministry of Works

and Water Departments consttucted a camp. In 1984 the school was recognized by the

Ministry of Education and it received trained teachers. In 1990 the fust pupils who had
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registered at Inyonyori Primary School sat for the Kenya Cenilïcate of Primary

Education after eight years of primary education. Of the fony-nine pupils who had

registered in Standard 1 in 1982, seven made it to Standard 6 and three lO Standard 8. Of

the three, only one qualified for admission to the secondary school. Since then the trend

has been that only one student qualifies to go on to secondary school every year from

Inyonyori Primary School. In 1992 there were nine students in Standard 8 c\ass. There

were eight hoys and one girl, and again only one boy qualified to go to the secondary

school. This was probably because Maasai girls are married soon after their initialion

which is usually between the ages of twelve and sixteen and also because the children al

Inyonyori came to Standard 1 without going through any pre-primary experience. The

Standard 1 syllabus assumes that the children have three to five years of Idnderganen and

nursery schooling.

A handful of Maasai adults at Inyonyori are Christians, and of these women are in the

majority. Children use European Christian names like John, Peter and Thomas in schools

but are not baptized and do not generally Iike to be called Chrislians. Sorne teachers

believed that the boys had given themselves 'school names'. Naming ceremony among

the Maasai (ndalengo enkera) is an important event that acknowledges the child officially

joining the community when helshe reaches the age of three months. A teacher named the

ceremony "a tribal ritual". During the ceremony the mother's and the child's heads are

shaved. Then the child is smeared with red ochre and carefully made, delicate ornamenls

of sisal strings and green leaves of the tree elokwa are put on the child's neck, wrists and

ankles. The community witnesses this frrst act of adornment that the child will later

experience at different stages of gruwth into adulthood. Children are named after Maasai

men and women, such as Parsaloi, Gilisho, Karsis and Soi la, Silole and Silaau, who are

remembered for their courage, wisdom, virtue and hard work. (Yiapan and Kaino: 1993,

April, p.19-20).

Every Thursday morning an African Inland Church mission priest performed a Christian

prayer ceremony at the school in Maa, and it was compulsory for ail the children to

attend this ceremony thal the teachers calied "a service". On Sundays, a few children

occasionally attended the church where the congregation was mainly non-Maasai and

where children were baptized and given names such as Jacob, Daniel, Paul and, Elizabeth,

Tabita and Judith. Of the very few Maasai who attended the church on Sunday Ibere were

more women Iban men.
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Girls in the school were about 10% of the total student population. The uneven boy to

girl ratio at the school is an indicator of how the community viewed its gender raies. The

table below shows the number of boys to girls in each of the Standards, 1 to 8 in 1990.

Tahle 3: Numher of Boys 10 Girls al In~'on~'ori Primary Sehool

Girls Boys Total

Std One 4 17 21

Std Two 1 3 4

Std Three 1 7 8

Std Four 9 12 21

Std Five 8 8 16

Std Six 1 8 9

Std Seven 4 9 13

Std Eight 2 8 10

Tolal 30 72 102

Boys make up approximate1y 70% of the school student population and in standards One,

3,6 and 8 the percentage of boys was above 70%. When 1 interviewed teachers on this

imbalance, most said that parents feared the girls getting pregnant before they were

initiated and that after initiation they were quickly married, as was the custom. A Maasai

teacher told me that traditionally an uninitiated girl who became pregnant was asked to

leave the homestead in a ritual exit that symbolized that she was never born in that

homestead, so shameful was the incident. Initiated boys, who could be in Standard 3 to 8

ate their mid-day meals in seclusion away from the gaze of girls or women. If a female

happened to see them eating meals containing meat or animal fat, they would abandon

the food as being polluted. Women teachers (non-Maasai) complained that the initiated

boys looked down on them and did not agree to be punished by women-teachers. One

lady teacher said, "They associate us with children". 1 observed that the cooking classes

(under Home Science in the 8-4-4 syllabus) were conducted for boys of Std. 8 with ail

doors and windows fmnly closed! 1also observed that at meetings men would not sit near

the women on the same ground leveI. At one meeting of parents and teachers, male

parents were sitting on the chairs and benches which were spread out under a tree, and the

female parents were sitting next to them on the ground.
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Children spoke Maa, which was the dominant language in the school. But the languages

of instruction were Kiswahili and English in ail the standards. In 1992. out of the 8

teachers at the school, only two, hoth men, were Maasai. One of them also acted a.~ the

headmaster. One woman teacher was half Agikuyu and half Maasai. four others were

Agikuyu (Three women and one man) and there was one Mkamba woman. In 1993 one

Maasai teacher left and was replaced by an Agikuyu. Teachers spoke in English and

Kiswahili among themselves. The Agikuyu teachers spoke to each other in Gikuyu.

Maasai teachers used Maa in Standards 1 and 2 and often in upper standards as weil. Ali

the children were tested in English which was the dominant language of instruction.

ln our discussion 1sensed that the Maasai teachers with whom 1 came in contact were in

favour of Kanu government although there were land and ranch ownership problems in

Kajiado District, and especially in the Loodariak region which is adjacent to Inyonyori

location. The non-Maasai supported the opposition but interestingly they were not critical

of the 8-4-4 syllabus. unlike their colleagues in Kiambu and Nairobi who cited the

inappropriateness of the syllabus as one of the faults of the government.
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Chapter Four

Classroom ethnographies and discourses

4.0 Introduction

ln this chapter several lessons are described and discussed in each of the three schools.

Though the schools did one uniform art and craft syllabus, how the content was seleeted

and taught varied t'rom school to sehool in a signifieant way. At Kassarani Primary

School, a multi-ethnie Nairobi sehool, the teaehers emphasized learning of terms related

to 1001s. materials and proeesses more than on appreciating art. Teaching at Karuri in the

Agikuyu region was almost Iike reading narratives from text books that did not lead on to

experiencing art in terms of feelings, perception or imagination that art stimulates. In the

Maasai school at Inyonyori, teachers taught more English than art during the lessons. But

what is signitïeant in ail the schools is that different methods of instructions were vehicles

designed for conveying values that the teachers interpreted t'rom the syllabus based on

their own attitudes towards and understanding of what was relevant in 'modem' and

indigenous cultures. In total, it was the teaeher's understanding of art education and

aesthetics that mattered because it was that which mediated the children's representation.

4.1A Art and craft lessons at Kassarani Primary Scbool

ln this sehool it was evident that the aim of art lessons was frrst to prepare the students to

read and answer the examination papers. For example, teaching names of tools,

techniques and material in English was repeated in several lessons. In Standard 8 1

observed a preparatory lesson on three different topics being taught simultaneously:

mosaic. collage and montage. The teacher systematically taugbt names of ail the tools,

techniques and materials under the three topics. At the end of the lesson the teacher had

drawn a large detailed table on the blaekboard that the children tried to memorize.



•,': i

•

129

AImost always art and craft lessons at Kassarani Primary School were conducted

systematically in three stages under 100ls, materials and processes. This method was

designed by the senior art teacher and was followed by the junior teachers. The method.

which appeared to have been intluenced by the KCPE format, emphasized the technical

aspects of art more than the aesthetic. creative and cultural. The following two

descriptions of lessons on Batik and Sculpture illustrate the teaching approach at

Kassarani Primary School.

A lesson on batik

The art teacher of Standard 6, Mr. Mutua, began the lesson on Batik by tirst writing the

following four words on the blackboard one after the other: Craft Fabric Decoration

Batik. Then he drew an outline of a chart with three sections and wrote topies of the three

sections as Process Toois Materials. This large scheme on the blackboard set the format

for the lesson. The teacher stood in front of a class of about thirty students seated in four

neat rows and proceeded to talk. He firsttalked about the materials and wrote thl~m down

in the appropriate lis!. Then he did the same with the tools. The children listened quietly

and copied down in their exercise books whatever the teacher wrote on the blackboard.

Finally, he talked about the processes and wrote short sentences on the blackboard.

Throughout the lesson the teacher gave instructions systematieally and in details, l'loth

orally and by writing on the blackboard. He did not make one drawing on the blackboard

and he asked only three questions during the double period. The chart on the blackboard

looked like the following:

Craft

Fabric Decoration - Batik

ln the next stage of the lesson, the children were divided into groups of five. Each group

had a piece of one foot square cotton c1oth, one brush and a tin of wax. Mr. Mutua•

Process

Boil the water

Heat the wax in boiling water

Apply the wax

charcoal

etc.

Toois

spoon

brush

basin

sufuria (pot)

etc.

Materials

wax

c10th

starch

newspapers

etc.
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demonstrated how hot wax was applied to the cotton cloth and the students did exactly

what their teacher demonstrated. They drew simple shapes Iike a zig-zag pattern, a star

and a tlower. The teacher went around and helped the groups. At the end of the class the

teacher told the students ahout the next lesson and what material they should come to

class with.

During the lesson the tcacher did not at any one time talk about batik as popu!ar new

African art. He did not attempt to talk about appreciation of patterns and colours in batik,

why batik was a special art form, its origin and the local craft industry. He had no visua!

aids such as samples of clotho

ii Lessons on sculpture

Children lcarned sculpture under Craft and not Art. The teacher explained that was

because sculptures were three dimensional objects. These are sorne of the definitions of

sculpture that were given to the students:

• anything lhat is threc dimensional is a sculpture

• a sculpture bas deplb; it bas a head and a base

o anytbing that can stand on its own

• a sculpture bas stability

During one lesson on sculpture, the teacher made lbe following chart on the blackboard

that the students copied and tried to !eam il:

Materials Tools Methods

clay panga carving

soap knife removing by cutting

stone hammer modeling

wood chisel adding material

papier mache axe

wire .ldze

1 observed lbree double period lessons on sculpture during three consecutive weeks.

Students learned ahout different types of sculptures, tools and materials but during lbese

weeks of lessons on sculpture, lbat 1 continuously observed, no reference was made to

Akamba, Kisii or Makonde sculptures lbat are seen in plenty downtown Nairobi. There
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are Akamha students in the school and many Nairohi hawkers are involved in the trade.

They did not lcarn ahout famous Kenyan sculptors or galleries. No mention was made of

statues and outdoor sculptures in Nairohi. Also during th,'se weeks at no point did the

teacher discuss the sculpture as a piece of art. 1 watched one tcacher expl:tin how he

would make a sculpture:

1 wanl to make a human bust. Wben 1 talk aboui a blL'1 it is from here 10 here
(shows with one band on the head and the other ('(J the waisl). For ex.mple. Ihis
is the bust 1am making for myself (dmws on the blackboard half a humlU1 body
with hands hanging down 10 lhe waist). This is a bust 1 have made for mysdf. 1
am able to show the eyes, nose and even the mouth (ùraws them on the ligure).
How the head is. 1 make il rOlmd. If 1 want to s"" lhe back. 1 can see il. If 1 wanl
10 see Ihe head, 1can see it. But at the bottom 1 do nol pul the legs. Bul 1 make
it stable 50 that anybody can sec il. they can sec lhal il has slabilily.

There \Vas a lot of clay that the children had collected for the c1ass hut the teacher did not

use it for demonstration. Thus. he could neither comment on the tangihle aspects of 1

sculpture nor talk about how his own senses responded to the material ami how the

different shapes made him feel. He did not say when he felt that the sculpture was

complete.

During those weeks of lessons on sculpture that 1panicipated in, there was no mention of

aesthetics except once during a radio lesson on sculpture for Standard 8 when the radio

teacher hriefly discussed the 'emotional state' and 'inner feelings' of the artis!. Although

the c1ass teacher was systematically following the radio lesson hy writing down its main

points and terminology on the hlackboard which the children copied into their note

books while they Iistened to the lesson, he did not note comments on the emotions and

feelings of the anist, although that was an important point in the radio lesson. Moreover,

the teacher did not discuss this point when he elaborated later and questioned the children

on what they had understood from the radio lesson.

When the lesson was over 1asked the c\ass (1 was given some time to talk to the students)

what the radio teacher meantby the 'emotional state' and 'inner feelings' of the anis!.

There was no student who could answer, so the teacher atlempted to expiain this to the

c\ass. He talked for a while and then asked me to explain. 1 tried but there was no

response from the children. il was evident that neither the teacher nor 1 couId

communieate successfully how an expressed feelings. This was a completely new topie

for students.
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iii The praclical~

Practical tessons at Kassarani involved many aclivities. Children had access to waste

materiaJ such as wire, hottle tops, hoxes of ail sizes, scrap metal, cardhoard and tin

containers. They were also ahle to get good clay in the vidnity for modeling exerdses,

and various types of heans and plant libers (mainly maize and hanana). Every semester

the school accumulated a large collection of pupils' practical work which was displayed

and then stored in the cupboard in the art room.

1 ohserved many practical art lessons. One of my intentions was to understand how

sensitivity to Iines, colours and shapes was expressed and explained in the classroom. The

following remarks hy Mr. Solomon, the art teacher, shows that aesthetics was not an issue

to explore with the children. The girls and hoys of Standard 6 were looking at and

drawing a small stone huilding and a Jacaranda Iree heside it which stood in lhe field

ahout fi fty metres from the classroom window. Mr. Solomon went around the classroom

repeating several times:

Draw what you can see and not what YOll are telling yourself.

Then he would look at a student's work and say:

You have drawn not what you are seeing but what you are telling yourself.

Laler 1 discussed the difficulty of teaching ahout aesthetics with another class teacher.

asked him directly during a discussion leading to the question on teaching of aesthetics:

But then how do yau teach the students la appreciate art?

And he replied:

Fmt of ail you must show them haw they cao henefit fmancially. They have
s""n taurist places and how people make maney there. They see no use of
keeping the things they make in their homes. Just ta say heautiful is nathing.

Laler when 1 asked the same question to another teacher. who was aJso the senior art

teacher in the SChOllI. he said to me:

They have ta do it (art) practically to lmdersland aesthetics. Yet practicals are nol
assessed for points in the examination. lbere is no assessment scheme for
practical art wark develaped hy the KNEC (Kenya National Examinatian
CalUlciI).

This was true for KNEC had no guidelines for assessing praclical work. none the Jess.

sludents did do practicals and were assessed by the class leacher. The following

description of a Iesson is an example of how assessment was done.
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i\'. Assessing the practicals

1 ohserved a douhle period session hy ML. Jeremiah on assessment <If students' art and

craft projects in his Standard 8 c\ass of thirty ti\'e students. This \Vas one of the

preparatory sessions hefore the tinal examination. Mr. Jeremiah had laid students' \Vork

on his tahle comprising of \Vire toy cars. wooden and st<'ne ash trays. and soap figurines

of animais and humans. The c1ass slOod ?:ound the tahle in a semi-circ\e. This is ho\V the

tirst part of the session went:

Mr. Jeremiah: 1 want us to assess the constru.eted sculptures and you tell

me the prohlems.

Student 1: This one is not attached to a wire

Mr. Jeremiah: ThL~ is what? That is ( not using ) joining materials.

(Writes on the hlackhoard). What are wc talking ahout?

The prohlem or the mistake?

Student 2: This is non-halanced sculpture.

ML Jeremiah: Yes, it is non - halanced or not free standing.

Student 3: This one is ahstract.

Mr. Jeremiah: Another mistake? ( Does not comment on the student's

remark)

Student 4: This one is missing wire.

Mr. Jeremiah:

Student 5:

Mr. Jeremiah:

Student 1:

Mr. Jeremiah:

Student 6:

ML Jeremiah:

Student 4:

What do wc say? Not tinishing.

The wires are not straight.

That is (10 say) non - halance.

This looks Iike a cap.

The form is not true. yes? What is the hest word (to say

that)?

Ahstract.

No! Lack of truc form.

This one is not halanced.

•

Mr.. Jeremiah: This one does nOI have a truc form of a car. (Laughter).

Why?

Student 1: He has not used wire.

Mr. Jeremiah: This is a very hig prohlem. Why?

Student 3: It is not fmn.

Mr. Jeremiah: That is non-balance. Free standing. What is the hig

problem?
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Student 7: Ahstract.

ML Jeremiah: No! It is not functional. Sorne of these items are not
functional. If they are only for heauty, it is not good. Il
does not answer the function or beauty. What else?

Student 6: The arrangement of work.

Mr. Jeremiah: Yeso Poor arrangement of ideas. Ideas are just not on
parer. What else?

Student 3: Lack of uniformity.

Mr. Jeremiah: Yes. What else? There is one thing . Who can tell me?

Student 4: Sizes are not the same.

Student 1: Did not collect enough material.

Mr. Jeremiah: Collection of enough material. What is lacking if one
person is making a house, another is making a house. and
another is making a house? What is that?

Student: Copying from your friend.

Mr. Jeremiah: What is that? It is called lack of creativity. Vou are making
a cart, you are making a cart and you are making cart
(pointing at three different students). This is a chance to
copy. Vou don't want to use time. Vou copy the
arrangement of ideas. Vou are not creating ideas in your
head. Vou are not creative.

The teacher then went ta the hlackboard and wrote key words that came up during the

session:

NOD-balance

arrangernentof ideas

not- finishing

lack of creativity

free standing

abstracto

Then the students retired to their desks and copied notes from the blackboard. After

about fifteen minutes Mr.. Jeremiah called the c1ass back to the table where the items were

displayed and began the second lesson.

During the second part of this lesson on evaluation, sorne 'gond points' about the studcnts'

work were discussed. Mr. Jeremiah went on in the same manoer as before:
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ML Jeremiah: Now what are the goodneses of this work? Are there
advantages?

Student 7: For commercial purposes.

Mf. Jeremiah: How are you telling me the use? Look properly and say.
There is aesthetks (checks spelling in his notes). That is
beautiful, it is aesthetic. (Holds one object in his hand) If 1
keep this one. even my children enjoy il. What else?

Student 3: Free standing.

Mr. Jeremiah: Yes!

Student 8: Good ideas.

Mr. Jeremiah: Yes! Opposite of bad arrangement of ideas.

Student 1: True forms.

Mr. Jeremiah: That is creativity. Il has true forros. What else? Sorne are
functionai. Others can be sold and you c;ln get money. So
ail these are from your heads except the ward creativity.
What else?

Student 4: Others are funny.

Mr. Jeremiah: Yes! So sorne can be comic. Il is comedy. Have you seen a
pig talking on KTN (Kenya Television Network)? That is
comedy. Sorne are abstract of which they do not resemble
any available thing. Sa we have animal form. nature form,
and abstract. A persan with eight legs, a cow with a horn in
the back, a coy.' with canine teeth - these are abstract
forms. When we talk about trees, it is nature form. When
we talk about humans, it is a human form. Ask any
question? If you are notable to ask me a question, then 1
am the winner.

The students asked about the difference between construction and sculpture, three

dimensional farms and sculptures and elements of art. The lesson went on as Mr.

Jeremiah explained. At the end of the session Mr. Jeremiah wrvte the key words, the good

points this time, on the blackboard:

Advan13ges/ Goodnes...

Aesthetic value

Free stauding and complete

Good arrangements of ideas

Truefonn
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Creativity

Funclional

Sold

Funny ~ comics

Teaching aids.

\', Lesson on material culture

Mr Moses, a middle aged man with a hlack suit and tie, enters the Standard 6 c1ass, picks

up a chalk and writes the date on the hlackhoard. Then he writes CRAfT in the center of

the hlackhoard and under that writes ORNAMENTS. There is pin-drop silence in the

c1assroom. The children are following ail the actions of their teacher. Mr Moses then

turns round and hegins the lesson without a pause or a word of greeting.

Teacher: This is the second tesson on omaments. What is an
ornament? How will you tell a person what an ornament
is?

Student 1: Something we wear.

Teacher: Is a shirt an omament?

Student 2: Sorne thing that adds beauty or decoration on you or to
where you are staying.

Teacher: (Writes on hlackhoard: Anything that adds beauty or
decoration). So you see sorne ornaments were made by
our forefathers. What do you cali them?

Student 3: Traditional.

Teacher: (Writes on the blackboard as he says aloud: Traditional
omaments are for old days ). What ornaments do we cali
foreign?

Student 4: Modern.

Teacher: (Writes on blackboard: Modem ornaments for nowadays).
So there are two types of ornaments. What are the uses,
functions and work of traditional ornaments?

Student: To prevent witchcraft and diseases.

Teacher: Good. (Writes witchcraft and diseases on the blackboard).
What else?

Student 5: For particular occasions.



•

•

•

137

Teacher: Yeso (Writes for panicular occasions e.g. initiation
ceremonies, music festivals on thc hlackhoard). Yeso You
had to decorate yourself. What else?

Student 6: For trade.

Teacher: Yes sorne ornaments were used as money and fur selling.
What is the other importance? Thcre is witchcraft, disea~es.

âecorations, money.What is the fifih point? 1 do not
helieve in witchcraft.

Student 7: They had other symholic value.

Teacher: It is heauty. Beauty was the most important and it iSHill
the most important. What did we talk ah0Jt the two
groups? What did we talk ahout the hangl es? They can he
(either) modern or traditional?

Student 3: Jeweleries.

Teacher: (Writes on the hlackhoard: Jeweleries worn on the
hodies). Even that is a technique. That art of making
jewels we cali it jewelery. (Writes on the hlackhoard):
Jewelery is a technique). Types of jeweleries? Types of
examples?

Student 1: Anklets.

Teacher: Anklets. Next?

Student 8: Bangles.

Teacher: Yes.Others?

Student 9: Necklaces.

Teacher: Yes, necklaces. Others?

Studtnt 10: Earrings.

Teacher: Yes,earrings. Others? Any others? How many have never
secn a chain?

(Several students put up their hands and the teacher wriles
on the hlackhoard: Chains. After a while he wriles:
Bracelets). Now what do we cali materials that we wear on
our hodies? Yes?

Student Il: Decorating materials.

Teacher: Yeso
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Mr Moses then writes on the blackboard:

DÇÇQrating materials

Anklets

Bangles

Earrings

Chains

Bracelets

and says: How about sculpture? We keep it on the table or hang il.
Like an ash tray. Is it an ornament? Now take down notes.
(Looks al the text from two books and writes on the
blackboard).

1. Ornaments are material which are used ta add beauty
and decoration ta somebody or something.

2. Ornaments are not only worn on our bodies but can be
used ta add beauty ta where we stay e.g.,

Teacher: What does e.g. mean?

Student: For example.

Teacher (then continues ta write: our houses).

3. Ornaments started ta be used very many years aga.

4.Those ornaments of long ago are called traditional
ornaments (underlines traditional). Those ornaments of
nowadays are called modern ornaments.

Uses and functions of ornaments

1. Ornaments in old days were made for beauty.

2. They were worn to prevent one from witchcraft and
diseases.

3. They were used in ceremonies and festivals e.g.
wedding ceremonies, initiation ceremonies and music
festivals.

4. They were used in trade or 10 trade with.

S. Ornaments were used to show different ages and also
married and unmarried people.

6. There were omaments for girls and for women.
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Mr Moses: (continues talking:) 1 am going to give you some
homework. When you go home ask your shvsho
(grandmother) about ornaments. What were they wearing?
How did they make them? Go and ask. Then bring one
ornament from your tribe. Ask your father to get you one
for next Thursday. That is a long time. Wangapi

Il'atapata? (How many of you will get?). At least bring
one. Then we can make one ornamenl.

It was clear from this lesson that traditional ornaments were associated with trade,

witchcraft, diseases and ceremonies such as initiation rites and marriages. The way Mr

Moses explained some of these associations retlected negative images of what was

traditional to African societies. Mr Moses did mention at one lime that traditional

ornaments were used for beauty but beauty was adornment ("You had to decorate

yourself for initiation ceremony or a music festival") for an occasion that was traditional.

This lesson on material culture did not have a positive intluenee on the students tu

explore their ethnic cultures and consequently develop their artistic creativity from an

indigenous heritage. Mr Moses also connected 'modern' with 'foreign'. The implieation

is that Kenyans cannot be modern without foreign intluenee. An art lesson such as this

would adversely affect the students' self image and identity as Africans.

4.18 Art and eraCt lessons al Karuri I)rimary Sehool

At Karuri Primary school the approach to teaching of Art and eralt varied from une

teacl:er to another. The following short descriptions drawn .from my observations and

participation in the lessons exemplify the variation.

1. Lesson on colours

Mr. Gitau began the lesson on colours in Standard 5 by tirst explaining how ail the

colours were divided into primary and secondary groups. He spoke in English and

compaied division of colours with 'groups' of sums in mathematics. He explained that

Iike sums, sorne colours were in 'plus groups', others in 'take away', 'multiplication' and

'division' groups.

After this introduction, Mr. Gitua suddenly began talking in Gikuyu to explain symbols

and emotions related to colours. The children were attentive and agreed with him by
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nodding thdr heads when he said that hlack expresf~.d sadness as at funerals and red was

for danger. Mr. Gitua wrote in English on the hlackboard though he spoke in Gikuyu.

When he asked the studenlS what colaurs they used when they had a party at home, they

named almost ail the colours except hlack.

After the lesson [ asked the students what the colour red reminded them of when they said

it in Gikuyu. Many replied that red was for hlood of Christ and for the hlood shed during

the Mau Mau uprising. When [ asked ahout hlack, they said that black was for black

people. Once during our discussion [ asked Mr. Gitua what colours meant ta him in the

traditional sense. He replied:

Even 1don't know sorne of the colour names in vernacular and nolhing of what
they ntean traditionally. To me they mean nothing.

Then we talked ahout his education in the Teachers' Training Colleges and the teaching

of colours in the colleges. He said that he was teaching what he had been taught about

coJours and that was what 1had observed in his c1ass. Mr. Gitau did not show sensitivity

ta how the ward 'black' has become a metaphor for negative meanings in the English

language e.g. hlack market, black money, black hook, black sheep.

• Il. Lesson on lie and dye

•

During a double lesson (80 minutes) on tie and dye in Standard 6, the teacher explained

how ta produce designs on c1oth. He read from the textbook and explained as he went

along, e.g., he said :

Random patterns are produced hy tying the cloth any how. Linear patterns are
used by tyin" the cloth in straight lines and 50 on.

Mr. Njagi used diagrams to expiain (he did not demonstrate practically) and he wrote on

the blackboard from the textbook, e.g.:

Take the material as shown using nylon threads. Gather material by pulling ends
of the threads as shown (and he pointed 10 the hlackboard diagram).

[n Standard 6 the lesson on marbling was based on teaching the children about matcrials

and processes. This was frrst explained using diagrams drawn on the blackhoard, then it

was demonstrated and the children were allowed ta experiment and make their own

patterns.

iii. Lesson on metal work
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The lesson on metal work (douhle period) was ahout properties of metals, types of metals,

diffeœnt types of 100is and techniques used in metal work and safety precautions in the

workshop.

When the c1ass was over, [ asked the students what things made of metal they had seen in

the town, They gave many examples of 1001s and functional items that were ail

industrially manufactured. The students did not mention any m~tal item made hy a

traditional hlacksmith or the jua kali craftsman. When 1 asked how they would judge the

appearance of a metal ohjeet in terms of its design, many said that it was the usefulness of

an ohject that made one appreciate il.

The lessons in woodwork and metalwork were hased on conveying an extensive

vocahulary related ta modern tools, techniques and materials. Use of many diagrams and

detailed notes was common. The teachers used four to six different resoorce hooks and

past examination papers to plan this lesson.

i \' . Lesson on malerial culture

For the lesson on material culture of Kenya, Mr. Njagi comhined hody covers and

ornaments, which are IWo separate topies in the syllahus. He had carefully prepared seven

large posters t'rom illustrations in text hooks and had them displayed in a Hne on top of

the hlackhoard and right in t'ront of the c1ass. The children had copied the illustrations

t'rom the texts and the wall into their note hooks hefore the lesson hegan.

Mr. Njagi hegan the lesson hy pointing ta the seven large posters on the wall. He said that

the lesson was on Traditional Body Covers whieh were in IWo forms. One was called

c10thing and the other was ornaments. The ornarnental form was also known as decorative

form. Mr.. Njagi explained that any item that covers the body is called body cover, no

matter how small the item may he. He then gave examples of c10thing as trousers, shïrts,

hats and such other items that he said were 'modern' and further explained that:

Modern is what we have DOW. Traditional is what l''e used to have a long time
ago.

Mr. Njagi went on talking ahout traditional body cover for the rest of the l'orly minutes

lesson. The children remained very quiet and attentive. He used the visual aid that he had

made and demonstrated how the leg rings were worn but he did not ask questions or

move away t'rom the front of the class. He introduced traditional body covers by saying

that the Turkana used skins and beads, and that the Agikuyu once used them. He gave
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~xampl~s of Maasai. Kalenjin, Agikuyu. Luo and Giriama traditional material culture

it~ms which wer~ on th~ wall. Som~ of th~ ~xamples w~r~ incorrect (there was no book

availahl~ on th~ teaching of material culture) hut the m~anings of what was traditional

mat~rial culture and which w~re the traditional groups of Kenya. v~rsus the modern, were

w~ll conveyed. During the rest of the lesson Mr. Njagi read from the text as he

systematically went through each of the seven post~rs.

The first picture on the manila sheet was of a skin apron that Mr. Njagi said was used by

Agikuyu boys. The s~cond showed a Maasai h~ad dress whieh Mr. Njagi said was used by

warriors when they wentto fight the enemy. He told the class that traditionally the Maasai

and Agikuyu were enemies and they fought each other. The third poster was of a seed

and wood necklace which the teacher said helonged to the Kalenjin. The fifth picture was

of a sisal skirt which. Mr. Njagi said was used hy th~ Luo and Giriama because they Iived

in places where it was very hot. The five pictures had words wrillen in English such as

necklace and head dress, and also names of ethnie groups such as Luo or Giriama. The

next two illustrations were of an Agikuyu man and woman in their ethnic attires. Mr.

Njagi ~xplained how the Agikuyu dressed a long time ago and he spoke about the

signiticance of the ornaments e.g. ornam~nts indicated different stages of an individual's

growth and status, how certain diseased persons like the lepers wore certain types of

ornaments and how omament.~ were also symhols during ceremonies like the initiation

ceremony. Mr. Njagi did not talk ahout the shapes and colours of the traditional Agikuyu

ornaments. He gave other information: Agikuyu women made their skin clothing soft by

applying castor oil and coloured them with r~d soiL Beads were sewn to make the skins

look h~aulifuL No man was allowed to wear woman's omarnent. On the posters 0 f

Agikuyu man and woman there were both in Gikuyu and English words:

hangi (earrings)

gi/hi (cloak)

mwengu (inner skirt)

mu/hUTU (outer skirt)

kigukuo

rings

chain

tahacco container

•
After the tesson while we w~re talking 1 found that Mr. Njagi (55 years) had been

through several Agikuyu rituals in bis cbiIdhood and youth and regrelled that much of

the culture was forgollen. At the same scboul, young Agikuyu teacher (25 years) wbo was

a recent graduate from a Teachers' Training College, and wbo was also vocal in bis

criticism of the government, once said to me wbile we were talking about material culture:
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ln Agikuyu arcas the syllahus is seon as a way of trying to pull hack the
Agikuyu who are known 10 he always academkally adYaDced.

While discussing teaching methods. Mr. Njagi told me that his approach to teaching was

moving from known to unknown. Thus in teaching geography he would frrst talk about

the geography of the schoo! area that the students were familiar with and then ahout other

parts of Kenya. Similar!y. while teaching material culture (Iessons that 1 had participated

in) he flISt talked about modern objects such as trousers that were known to the children.

and then went on to teaching about the traditional items which were unknown to his

pupils.

[ looked at sorne exarnples of material culture that the children had brought to the c1ass.

These were two necklaces that were not traditional for Agikuyu nor for that matter to any

ethnie group in Kenya. They were modem omarnents made from beads. One was a

tashbih, a Muslim rosary. which the teacher demonstrated was wom around the neck

traditionally by the Agikuyu. Il was obvious tllat know!edge of the details of colours,

shapes and patterns in beadwork that signified the art of ethnie cultures could not be

explained and that it was incorrectly transmitted in the schoo!.

4.1C Art and craCt lessons at In~'on~'ori FTimary School

In this section learning about colours and lines in the c1assroom is described and later

discussed in the context of the indigenous knowledge of the [) Keekonyokee Maasai art.

i. Lesson on colours

Miss Muthoni began a well-slrUctured lesson on colours in Standard Two by writjng the

narnes of colours on the blackboard. She wrote in English but spoke in Kiswahili to the

children. who spoke and understood best in Maa. During the 40 minutes' lesson Miss

Muthoni gave exarnples of several coloured items around the c1assroom. e.g.• chalk. pens.

sllirts and book covers. In the next stage of the lesson Miss Muthoni asked the children to

point out the colours and their narnes that were written on the wooden wall of the

'c1assroom. Most children were able to correctly point out the colours and their names

chalked on the wall. Then Miss Muthoni pointed to the narnes of colours written on the

blackboard (without the colours) and asked the children to read them. Most pupils could

not read the letters so she repeated them and the children repeated after her.
...::::~----:.-:::_~~
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This was their third lesson on colours. Pupils were learning English words for red, yellow,

hlue and so on. No Kiswahili or Maa equivalents for colour names were used. Miss

Muthoni wa~ a non-Maasai who had no Imowledge of the Maasai colour system, terms or

examples from the environment. When she went out III get sorne chalk, 1 hegan to talk to

the children ahout colours using Maa terms. We discussed the colours that the teacher had

just heen talking about but, this time, we used Maa names and made references to Maasai

material culture. The c1ass responded with enthusiasm and it was evident that they were

ahle to speak and discuss colours with contidence and interest. The children recognized

many details ahout the colours (Le. in their different hues and contexts).

ln upper primary, children also learned ahout colours during lessons on painting. During

one lesson that 1ohserved in Standard Five, the teacher spoke in English and attempted to

explain the use of colours. The teacher was not a Maasai, thus had no knowledge of

Maasai art. He attempted to explain two categories of colours, primary and secondary

colours, as wrillen in the syllahus and texthooks.

Then he hegan to teach ahout the symbolic value of colours as they were known in

European culture. The teacher had difticulty in communicating that. He read from the

hook but perhaps he did not himself understand about European culture and traditions.

The situation was that the teacher from an Agikuyu ethnie background was teaching

European cultural symbols to Maasai children. Thus, both the teacher and the students

had difticulty in understanding why sorne colours were cool and others were warm. These

concepts are culturally grounded in the English language and among cultures where

English is the tirst language. Both the teacher and the students made mistakes; for

example, they named orange a cool colour.

Towards the end of the lesson the teacher went on to explain the meaning of the English

word 'symbol'. He gave an example of the crucitix that he said stood for the church or a

hospital. In European culture (tltat is, its visual vocabulary) the cross of Christianity and

the cross of medical aid (red cross) are read as two different symbols, through differences

in the positioning of the vertical and horizontal lines. Mr. Njuguna then taught about the

Kenya ftag whose four colours, he said, stood for the land (green), the people (black),

peace (white) and the struggle for independence (red). This explanation of the flag

colours defined and gazetted by the new government was derived from European cultural

contexts more than from African ethnic experiences at the time of independence.

Later, during break time, 1walked around the school with a group of students from lower

and upper primary. We looked at and talked about colours and patterns of plants, flowers,
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soi! and stones. 1 was ahle to specify and record ten ditferent colours of mcks in Maa with

the help of the students. Later 1 discussed the rocks in a lesson on coloUl'S that 1 was

requested to give on colours in Standard 8. The students were ahle to associate colour and

pattern references on rocks with those on animais. cJouds. hills and ohjects of material

culture. The following tahle which the students and 1 developed in the cJassroom was the

result of this exercise. Il indicates the richness of knowledge of the colours that the

Maasai students have of their environment:

Table 4: Colour patterns in the rocks in the school compound

COLOUR
PATTER~ ;'>lAMES ASSOCIATIO~ VALUES

Maa ololll'kie

English red co\\' beauliful, gnod
Kiswahili IIl'ekulldu mlu (pa.wlI)

Maa olmuge

English indigo/violet cow, goal, sheep bcauliful• Kiswahili rurullxi

Maa olera; >ft COW, t:ree guod
English pink
Kiswahili

Maa oUura

English spotted cow, goa~ girdffe. leopard good
Kiswahili IIlDtioodoa

Maa sindet
English bIlle and white cow, goal. sheep bcautiful
Kiswahili lIIafoadoa

Maa oloilibilllarok

English black eye! sport cow, goal good
Kiswahili paka (cat)

Maa orbarikoi

English Iight brown slorle good
Kiswahili

Maa om)'ero

• English brown stone gocXi
Kiswahili
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Maa ultlJ1L\'

English CO\lo', c1oud'i g<xxI
snakes ugly

Kiswahili

Maa o!aru\'IUl

English huffalo, cow, goal. sheep good
Kiswahili

* O/erai was ùescribed as pink by the students although the
colour was cJoser to orange

1 haù in fact conùucted a lesson based on the children's ethnie culture. 1 used both

English and Kiswahili during the lesson and encouraged the students to discuss among

themselves colour names. their symbolic values and associations in Maa. Then they talked

about them before helping me 10 recorù them.

The ùata in the ahove chari shows Maasai children's understanding of aesthetics. They

were ahle to move from one sight area to another. For exarnple. they moved from rock

patterns to animal patterns and from rock patterns 10 patterns on trees. Each sight area

haù a context which was different from and independent of the other. The students were

systematic in identifying patterns on different objects based on farniliar aesthetic codes

such as spolled contiguration of colours. one colour shade and one colour spot on a

surface of different colour. They were able ID place value to the patterns such as good,

bad and ugly.

The results of the experiment described ahove which was conducted outside the

cJassroom, and while 100king at the actual objects in 111e environrnent, led me on to do a

systematic cJassroom test on objects and values based on drawings from the students'

imagination. My objective was to understand Maasai students' concepts of aestheties. 1

was also interested in knowing if teaching of art and craft had intlueneed their strong

ethnie aesthetie foundation. 1 used paper and pencil (and not beads and rocks) with the

intention of training their allention away from the homestead and towards the sehoo!.

1 provided paper and eolour pencils 10 the Standard 8 elass of eight students and asked

them 10 draw anything that they thought was beautifu!. When they finished drawing, 1

eolleeled the sheets, gave out more paper, and then asked them 10 draw something that

Ihey thought was ugly. The results are given below in IWo colurnns: Beautiful and Ugly.
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• Table 5 Things beautiful and t hinl?,s uj!.I)'

Object Ileuutiful Cgl)' Ressons

Elephant x It lS 100 big. Th~ no~~ is 100 long.
Tht: hèad lS too big. not in proportion

Monkey x Il is IOQ hai,)'.

Warthog x Bairy and ugly face. Big l""th.

House x People make il.

Snake x Dan,g~rolL'i to p:ople.

Fox x Hairy animal.

Jacka! x Like a fox. hairy.

Cows x Beautiful skin. Shinning. .
They ha\'e pallems, They are userul to p.,ople

Trues x G"",n and are 'L,crul.

Goals x 11ley have pallems and an: lL'Cfulto people,

• Bints x Colourful.

Mt Kenya x Il shines and is black and white. Keri pallem.

Mt Kilimanjaro x Il is wbite and beauliful. Il shines.

Osbich x Il's neck is like a snake. lt is not smootb.

Lion x Il's head is ugly, too big, DOl in proportion
10 his body. Bearded animal.

Zebra x It is beautiful, black and white.
Il bas a pa!lem. It's body is in proportion.

Gme x x It is beautiful be<:ause il is decornted.
BUI it is a1so ugly hecause il is 100 tall
Iike an ostrich. Il is nol in proportion.

•
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Illustration 13: Maasai boy's drawing of an ugly thing.
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We discussed each drawing. The answers ~:ven were unanimous and if thcre was a

disagreement. the age males would discuss among themselves in Maa and then give me

one answer. In an age group setting where unity is respected. 1 did not press for

individual's opinions. The slUdents were very attentive during the discussion and

thoughtful when 1raised a difference of opinion. For example. when 1 asked why a cow

was beautiful and not an ostrich. many spontaneously replied that because one could not

eat an oSlTich and that its neck was Iike a snake. When 1 argued that people also did not

eat a zebra. and yet it was beautiful. they replied that the zebra had a pattern black and

white which made it look beautiful. Then 1said thal an ostrich (male) was also hlack and

white and that it had beauliful feathers that the Maasai used in their headgear. The

slUdents laughed and said that 1 did not understand that inspite of the colours and the

feathers it stilllooked Iike a snake. There was no douht that the students had a good

understanding of aesthctics and that they were prepared to discuss it and think ahout it.

They were able to connect patterns and colours in different sights in various conlexts.

make judgments on their values and give reasons. 1 was amazed hy their willingness w
discuss and know my point of view although none of them agreed with what 1said.

On another occasion, 1 talked to two students, ole Sekuda and ole Mpoke. and two

teachers (both non-Maasai) about the Inyonyori school uniform which consisted of pink

shirts ~nd blue shorts for boys and blue skirts for girls. The teachers said that the uniform

was 'smart'. One teàcher told me that the boys removed the uniform as soon as they

reached home and wore the shuka . 1asked the boys why they did not wear the shirt and

shorts outside of the school. The boys, who were over sixteen years old and in Standard 8.

laughed and said that the unifom. was 'not good'. (1 understood the discomfort of

wearing shorts and shirt in the semi-desert, and especially when one has been used to a

shuka, so 1 did not pursue this point. The male teachers wore long trousers and ail of

them came from the much cooler highland areas of Kenya). Instead, we discussed colours

(lf the uniform wt.;.;h the boys said were 'bad'. We discussed the ornaments of the patterns

keri (black and white) and narak (black) that they were wearing and compared the Maasai

colour compositions to the pink and blue combination of the uniform. The boys sald that

the colour combinations in their ornaments were more beautiful than 'their (the

."eachers") uniform of the school'. (Kiswahili impolite: Unifarm zao za shule).
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Illustration 14: Maasai boy's drawings of ugly things.
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W~ th~n talk~d ahout Art and Craft as a suhj~ct and what they leamed during the lessons

such as m~tal work, wood work, drawing, painting and colours (At Inyonyori ail suhjects

w~r~ taught as theory lessons). When 1 ask~d ol~ Sekuda and ole Mpoke if Ihey enjoyed

Art and Craft tessons, they hoth said that they did. Then on~ of them asked me, to my

surpris~, " What is th~ use of studying Art and Craft?" 1 told him that it was to know how

poople Iike those who Iived in Nairohi and other parts of Kenya, made their omaments

and other things Iike stools and milk containers which they used in their homes and

fields. 1 felt that 1 did not give a convincing explanation. Il may he hecause the students

were not able ta validate school art on the hasis of th~ir cultural and aesthelic experiences.

On the other hand the teachers were not ahle ta validate Maasai art on hasis of the

'national curriculum.' This was made c1ear when later, after the students had gone home, 1

continued to talk to the teachers who made statements such as:

They (Maas.i children) bring their culture 10 school

Teaching of Art and Craft is done by profession.1 te.chers while this is not the
case willt Maasai Art and Craft

Cultural background of the M.asai docs not expose Ihem to reallife silualiOl15

Culture of lite Maasai prepares children for certain mIes in lIteir society (which
conflict willt lite mies that the leachers are allempting 10 prepare Ihem for).

~,faasai clilnlre inlerferes willt teaclùng of cullure.

These statements l'eflected tensions (and contradictions) that teachers experienced in the

c1assrooms, perhaps because of lack of preparations in the teaching of minorily and

pastoralist children during their training, but certainly because of their undef:-tanding of

art education ~S a means ta promote a 'modern' culture over an ethnic culture. Or, la state .c:

it in anolher way, the tensions reflected a dichotomy between nationhood and ethnicity

which is a confliet of values, that was also physically apparent at Inyonyori, between the

c1assroom and the communily cultures. The implications of this contlict vf values need ta

be understooct in terms of art (~ucation which i5 precisely a!1iculated by Boyd Wbite in

Aesthetic judgement as a basis for value judgements (1993):

Further, we musl show how aesllteticaIly derived value experiences may ""
educalional1y validaled. What is lhe educati~.1 significance of a value localed in
aesthelic experience? Or, ID stale il another way, whal is the pwpose of art?
(While: 1993, p.107).

White's questions ta art educators reflect on a universal concem between educational and

aesthetic experiences. But in a situation such as the one in pastoralist Kenya, the purpose

of art may he read as a directive within the general curriculum policy, Le. ta transform

aesthetically derived ethnic value experiences in arder to create new and more 'national'
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and 'modern' values. and thus validate the role of education in a modern nation huilding.

The lwo students ole Sekuda and ole Mpoke who questioned the purpose of lcarning art,

and the tcachers who said that Maasai culture interfered wilh the teaching of culture make

visihle the conflict hetween ethnicity and nationhood. and how it gets played in the

c1assroom.
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Illustration 15: Maasai bo~"s drawings of hcautiful things.
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ii. Lesson on lilles

Al anolher lime at Inyonyori Primary School. 1 ohserved Ole Kantai, who is an Il

Keekonyokee Maasai from the vieinit)', teaching art in Slandard 1. There were fifteen

children in the c1ass. Six were seated on a bench .desk on one side of the room and len

were on the other side. On the blackboard there were drawings and writings from the

previous lesson which was in English. There were slick figures of humans with the

following names under them: Boy - Tom; Woman - Mrs. Judith Kamau; Girl - Mary; Man

- Mr. Daniel Kamau. (the names were European and Agikuyu). The lesson was on Unes

and was syslematically delivered in five sleps. Mr. Ole Kanlai spoke in Maa throughoul

lhe double period.

Mr. Ole Kantai hegan the lesson by writing Art on the black board and saying the word

'art' several times. The children repeated after him. Then he took a long slick in his hand

and spoke in Maa. He explained that me stick was straighl like a straight line. Then he

drew a straighl line on the black board using the stick and a chalk, and again explained li

straighl line in Maa. After thal, he said 'straighl' in English several limes and the children

repealed the word in English after him each lime. He then said the word 'line' in English a

couple of limes and the children repealed the word in chorus after him each lime. Finally

Mf. Ole Kantai began 10 say 'straight line' while poinling to the line on the black board

and the children sang 'straight line' after him. In the next step he laught 'curved line'

following exactly the same procedure. Then Mr. Ole Kantai taught 'short line' and 'long

line'. The eOlire lesson developed into a rhythm of long explanations in Maa followed by

short punctuating words in English (like straight, short, short Hne). The teacher spoke in

Maa, then came the English words and the chi!dren sang in chorus after him.

Occasionally Mr. Ole Kantai wou Id ask a pupi! to come up to the black board and point

to the 'straight line', 'curved Hne', 'short line', 'long line' ,'Iong straight Hne' etc. Three times

during the c1ass, MT. Ole Kantai asked the chi!dren to stand up and sit dO'oVll two times

each time. These events helped to break the monolony of the teacher's monologue and

children's sing song. Later, after the c1ass, when 1 was discussing the lesson with Mr. Ole

Kantai, he said to me:

1make the children seo and remember so thal they are leaming art and EDglish al
the same lime. They do Dot know EDglish at aIl but they know about lines and
colours.
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4.2 Discourses of Learning and Teaching Art and Material
Culture

The following are extracts l'rom my talles with a headmaster, teachers and students in the

three schools that 1have been visiting. In a way the talks were open-ended interviews that

developed l'rom one or two leading questions which are indicated in italics.

Discourse One. Art, education, history and politics.

•

•

The Headmaster, ML Zakariah Salomon Kungu of a primary school in Kiambu District.

1aslœd Mr Kungu if he learned ho\V ta teach art at the Teachers' Training College. and

he said ta me:

When 1 went ta Teachers' Training College, there was no
teaching of art. That was at Thogoto in Kikuyu. around
1968. You know the place? Art is something persona!.
Can it really be taught? What 1cali beauty, is not what you
cali beauty. Can you be taug!" that, eh? That is perhaps
why people do not take art seriously right from the
college, and from the Ministry of Education ta the ...
(points his finger ta the ground).

Yes, science is taken seriously. But when it cornes ta art, it
is something inbom. Science can be taught because you
are not born v..ith it. Not art. Art is inbom. That is why
teachers are not ready ta teach art. So what do you do as a
headmaster when your teachers are not interested to teach
art and craft. St. we use our authority and force teachers to
teach art and craft. They do not like it and say that !bey
are not trained. But can you teach art? Can they be trnilled
as art teachers? Maybe people who understand art can be
trained, but most of us do not understand art. But why do
we teach art and craft anyway?
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1 don't know what is wmng with our society. They want
more and more. It is the politicians who want us to teach
more and more. So we keep on trying to do what they
want. The other day ... did you read in the Nation? They
want us to teach moral education, and that other thing, Sex
Education. Who is going to teach that? Now, are we
trained to teach that? Ask the art teachers? D<1 we need
training to teach that (Sex Education)? The other day, 1
was thinking. Yes, sure, Aids is a problem in Kenya but
how does a teacher teach that (says that emphatically)
subject to children? How can an old man Iike me teach
sucb a subject to children? These pcliticians, tbey can only
talk and commando

The Ominde Report brought the African way of thinking
to education. It was the politician's way. So sorne more
subjeets were introduced, ail subjects were introduced.
New subjects never stop being introduced. In th.) colonial
days we learned a few subjects and we learned them weil. 1
can milk a cow because we did Rural Science. Now we
want to do everything. There is no specialization.

You see, Bwana Somjee, in colonial times only the very
bright students studied more and became teachers. The
not-so-bright went to tecbnical scbools. Girls did borne
science. European children ( of the senlers) went to
Laikipia and Egerton to learn Agriculture and farm
management. Asians learned business from their fathers.
Now, we Africans, want to learn everything at the same
time, and that also in primary schooI. The politicians
decide. We as civil servants, implement. But are we really
implementing? Who decides? The politicians say that we
are successful in our education system. How are we
teachers to say, "No". But, 1 tell you, 1 cannot produce
one employable youth after Standard 8.

When 1asked ifthere was a solution ta this problem. Mr Kungu went on to say that:

This is a political govemment. 8-4-4 is made by them (the
politicians), whether we pass or fail, they will say we are a
success. Then you also say that too. Even if you don't see
that (pointing to a book on the table) you say that you see
that, eh?
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Discourse 1'\\'0. Ethnie arts and the national syllabus: Vicws of non

indi/?enous teachers in indigenollS contexts

During lunch wirh a group of non-Maasai reachers al In)'on)'ori \l'e ojlen disCIISS"d

polirics and rhe e!ecrions in Kenya. Newspapers !rom Nairobi wlrich 1 would bring wouM

ojlen srimulare discussions. We ojlen ralked aboUl erhnic jlghring in rire Rift Valley and

abour parriorism and narionhood. SOlllerimes 1 cauriousl)' asked a leading quesrion on

rire role ofschools in crearing a sense of.lOrional idenriry. In rhe following 1 narrare one

signijlcanr discussion as il rook place.

Lucy: [think competitions help (to creare a narional idenriry).
Comp:,:itions like athletics. t()otball. volley hall and music
festivals. But our school is 100 remote so we do not
compete with other trihes.

Waithira: For those of us who do not understand Kimaasai (Maa
language). we communicate in English and Kiswahili.
These are national languages and we encourage the pupils
to use these languagéS when talking to visitors in school.

Lucy: We arrange to go to the Nairobi Agricultural Show with
sorne senior students every year. But it is expensive and
many cannot afford to go . Such events are national and
children can see many tribes of Kenya integrating
together 10 build the nation.

Debating.

[n G.H.C. we teach about our national tlag and the loyalty
pledge. In Standard 6 when the students are mature they
learn this before any other topic.

They sing the national anthem in both English and
Kiswahili.

ln G.H.C. we also teach them about different tribes of
Kenya. Their origins. festivals and customs.

Sorne tribes. Just a few.

1usually teach the students about songs and dances from
other tribes.

Lucy: History makes you feel patriotic. How the colonialisls took
our land and how we fough!. Scramble for Africa•
African Reaction 10 Colonial Rule and the Struggle for
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Independence. An anù Craft also helps to develop the
nation.( Often in Kenya the notion ofhelping 10 del'elop a
nation is similar 10 that ofbeing patriotic).

1felt qUite cenain that the last sentence \Vos for me as the teachers kne\V my interest. Sa 1

took the oppor!ür.ity and asked \Vhar they fei. \l'as the difference beMeen Maasai an and

craft from \l'hat was in the national syllai'us. 1funher enforced the pf)int by asking myself

aloud: ' 1 wonder wh)' Maasai art flnd craft cannat become a part of the national

syllabus for ail Kenyans 10 study? Their material culture is sa rich. " The teachers laughed

and said:

•

1

•!
1

Lucy:

Njoroge:

Lucy:

Waithira:

Lucy:

Waithira:

Lucy:

Maasai art is only from their own environrnent. Maasai
environment is Iimited. One cannot find many things here
that we use for art and craft. Maasai art and craft is a part
of their culture which is not the culture of other tribes.
Sorne topics in art and craft are not found in Maasai
culture Iike Drawing, Woodwork. Collage. Printmaking....

They are good at leather work.

We use ordinary paint. They make things complicated by
using crushed bones. soil. milk and stones.

Maasai art and craft is both sex and age group oriented. In
schools we teach to sorne degree according to age but we
make no difference belWeen boys and girls.

Maasai art and craft is not as wide as that in the sy lIabus.
They do n'lt have topies like Drawing. Graphie Design,
even Weaving and Basketry. Think of Printing, Metalwork
and Collage for them. On the other hand the syllabus does
not have such subjects as Tattooing. ln painting Maasai
use only shades of red - aIl shades of red that you can
think of. We use many colours.

Furtherrnore, areas in Maasai art and craft are not weil
detined as in the syllabus. These areas get mixed up for
Ihem Iike ornarnents, beads, leatherwork. colours.
patterns...

Yes! The topies in the syllabus are systematie and build
up in stages according to the grades. This means that a
topic reappears in different classes, getting deeper and
deeper as the students advance. Maasai art and craft is
learned from childhood. They learn to make things
themselves and are IlOt taugh!. Like making a rungu
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(club). The boy teaches himsclf. Hc gocs III thc fmcsl. CUis
a branch and slarts making a mngu (club).

Maasai an and craft has no theory. il is only practicals.
There is no planning. designing.

ln schools art and cràft is laught by prufessionals. Among
thc Maasai everyone leams by himself.

•

•

Diseourse Three. From ethnie to national art and craft: Confliets in

ehanging aesthetics.

Mr Ole Kantai. an Il Keekonyokce Maasai art teacher

Mr ole Kantai (was looking at an art and cmft texl book for primary
school as he talked to me): The patterns in this book
cannot 'match' Maasai culture. (Mr ole Kanlai used the
\l'ord 'match' 10 mean appropriare to or liked by. He
looked at the monotone grey and blue pages on \l'hich
\l'ere circ/es and semi-circ/es and continued talking):
These colours aœ nol good for the Maasai. especially the
Il Keekunyokee would not flnd them beauliful. 1 flnd il
difflcult 10 teach the children ta Ii!œ the patterns thal
cannai 'match' with what they know. Look al these shapes
by themselves. (Speaklng in Kisl\'ahili now). Maasai
cannOI appreciate that. The 1\ Keekonyokee don't cunsider
shapes by themselves as pallerns. There is no culour. su
there is nu pallern. (Pointing to the triangles, semi-circ/es
and squares in the re:cr book).

To the Maasai pallerns are urnaments. And there is no
pattern ur ornamenl if there is no culour. Bul in the
syllabus Ihere are three separale topics un Pallems,
Ornaments and Colours. What do you do ta make the
children understand? So there is a problem. First 1 teach
about colours even when 1 am supposed la teach about
patterns. The children, they know the culours, su 1 leach
the colours. They have learned the coluurs 'by nature' su
Ihey know. Then 1 pUI the colours in a triangle and square,
and so 1 teach the patterns of triangles and squares
'through colours.'

1asked Mr ole Kantai hol\' he prepared the students for e:camination questions on mlJlX1s

and emotions such as happiness, sadness and anger that related 10 colours. He replied
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that it was difficu/t /;p.cause among the Maasai ail beautifu/ patterns 'marched' with ail

good moods and al! ug/y patterns 'matched' with al! bad mouds. This was a clear

indication ofhow meanings of c%urs are comext loden.

Mr ole Kantai (cominued 10 ta/k) There is a topicon Omaments in the
syllabus. That is a problem. So i teach how to make
omaments with beans and maize the way 1 leamed in the
college. Here among the Il Keekonyoikee 1(being a male)
cannot use beads. Girls do that and they make better
omaments than their teachers. There is a problem. When
the .:hildren go home with omaments made of beans and
maize, the people laugh at them and ask them, "Is this what
you leamed in school today?" There is a problem. The
children are ashamed to take home the ornaments they
make in schoo!.

Finally 1 Olsked MT ole Kamai if the An iJnd Craft Syllabus was useful 10 the Maasai and

he said.·

We giv:: !hem the knowledge in theory and they can apply
it at home if they have the interest. 1 give them the
methods as practicals are difficult to do here. As long as
they have the knowledge and intt;rest they will benefit.
They can always apply theory to practice. They leam
useful theories for pottery, weaving and basketry.

Disco!lrse Four. Maintaining two codes: Home art and school art

Ziborah Nafula, a Standard 8 student in Nairobi.

Ziborah Nafula was a mature fifteen years old girl about to complete her Standard 8 and

her primary school education. Ziborah Nafula came to Nairobi when she was nine years

old to look after her father who worked as a messenger in the city. Ziborah Nafula did

housework and cooking, and also went to Kassarani Primary Schoo!. Ziborah Nafula's

mother lived in Western Kenya where she looked after her other children and tilled the

family land. Every school holidays Ziborah Nafula went to her rural home and spent

about a month with her mother. She was interviewed several times during one year in her

mother tongue, Kibukusu, by Mr Eric Wamalwa who came from around Bungoma where
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Zillorah Nafula's ethnic people Iived. The following are three extracts from her talks with

Mr Eric Wamalwa.

Mr Eric Wamalwa: Tell me what you know about the art and craft of our
people, the Bukusu.

Zillorah Nafula: 1 know about a wide range of olljects of Bukusu people.
We make pots, cooking sticks, digging Slicks, bangles,
necklaces. earrings and jingles. We also make yokes.
granaries, arrows and OOWS, hunting traps, stools. spears
and knives. And beer drinking slraws.

1 acquired skills and knowledge from my people, the
Bukusu, and 1can make many things. For example, 1 can
make cooking sticks. llaskets. pots, necklaces, llangles.
earrings, doIls, lleer drinking straws and brooms.

Our culture is such thal one should learn lU make
traditional art and craft whether one Iikes il or not llecause
one will have to make something or other at one time.
Girls Iike me should know how 10 make brooms. llaskels
and somelimes pOIS just as we should know how 10 cook
and keep the house clean. When 1 am married 1 will know
how to live with my family.

1 Iike traditional items of material culture because they
show our herilage from our anceslors. Most the ilems that

'.' we learn in schools have actually been used in our homes.
Modem items of art and craft have been modified from
our traditional malerial culture.

Mr Eric Wamalwa: Do pupils in your school g~t an opportunity 10 talk aoout
and make items of material culture from their own ethnic
people?

Zillorah Nafula: No. Vou can only make those things you are told to make
by the teacher and these are in the syllabus 50 thal we can
concentrate on them for the examinalions. Somelimes we
make something from our ethnie groups but that is very
rare and we do not get marks for them because that is nol
in the syllabus. But what 1 leam in school will help me 10

get employment or become self employed.

Mr Eric Wamalwa: How do you judge if an item of malerial culture is good
or nol

Ziborah Nafula: First 1 see if the item can funetion weil. If it is a cooking
stick. does it qualify to be a cooking stick? If it has ail the
characteristics of a cooking stick then it is good. Apart
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from that, the tinishing should !>e good enough to attrdct
the user to use the item ~nd the buyer to buy.

Mr Eric Wamalwa: How can you relate Art and Craft to other subjects like
Agriculture, Science and Music?

Zihorah Nafula: Art and Craft is like other subjects we learn in class. It
should be encouraged. It can enable one to get
employment or be self employed like in the case of other
subjects. The only problem is that it is not given enough
time like other subjects such as English and Mathematics.
It is a practical subject. We need a lot of patience to
appreciate Art and Craft.

4.3 Summary

What is apparent is that teaching of art is about 'modem' things like learning of the

English language, tools and techniques, and certain European principles of art that are,

for example, taught under graphic art and during lessons on colours and sculptures. But

lesson descriptions also indicate that teachers did not always fully understand or

appreciate these principles, and that the whole subject of aesthetics, which is central to art

education, was not understood and thus avoided. In the Agikuyu school, the teacher

attempted to show the relevance of traditional material culture by comparing it tirst to

'modern' material culture while Maasai children's living art was ignored in classroom

learning. The Maasai teacher, who understood the double problem that the children had

in tirst perceiving art on paper, and secondly in understanding art in English, used

indigenous ways of perception and knowledge, to teach modemity .
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Chapter Five

Visual and Spoken Languages

S.O Introduction

This chapter argues through analyses of visual and spoken languages that teaching of art

and material culture was viewed as a means to transmit cultural values which inclined

more towards 'modernization' than towards strengthening of indigenous aesthetic

material. The first section examines visual languages in the c1assroom and the second

deals with the spoken languages. The third and fourth sections deal specifically with

naming and understanding of colours and ceMain art terms and words in the contexts of

the school and home cultures. There is the presence of the Teacher President in the

classroom and his voice in the curriculum emerges as the art teacher negotiates between

the indigenous and modern values.

S.IA Visual languages

ln every room in the three schools there was the ofticially approved picture of President

Daniel arap Moi. The President's black and white picture in a one foot by one and a hall'

foot black frame hung exactly in the same place in every c1assroom: in the front of the

students, above the blackboard, and just in the middle of the wall. In the picture the

President is wearing a black pin striped suit with a rose bud in the lapel and a large tie.

Similar hand-touched pictures, showing the President, whose official age is repoMed to be

seventy years (born 1924), as a broad shouldered eIder in late middle age with a~30ft

smile and a direct and authoritative look at the viewer, appears on every bank note in

Kenya, in every shop and in every office. The head teachers' offices had a larger slightly

different and coloured version of the President's picture. In the classroom the teacher

stands below the President's ponTait symbolizing wisdom and authority which the teacher

projects as weIl. Ali the visual images of the President have to be respected by law. An
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Am~rican N~wsweek juurnalist was threaten~d with deportatiun b~cause of bis comments

un the Presid~nt :

His (the Presiden!'s) facc slares ouI from every hank note, his portrait hangs in
every office, his name adoms every airport, stadiums, streets and schools...
His lnwering physique, trade mark scepter and grave but avuncularmanner elicits
hushed defercnce from even the most hostile oppenents.

(DN Mareh 25, 1995)

ln other aspects c1assroom visual environments in tb~ three schools varied. Classrooms of

Karuri Primary and Kassarani Primary had many similarities. For example, in both the

schools, 1 found large manila sheets illustrating different aspects of the art and craft

syllabus. The illustrations were copied from the texlS and magnified Many times over.

Both the schools had posters illustrating Iines, one of the tirst topies in the theory of art

that a child learns in Standard 1. Thiek and thin Iines. long and short Iines, and wavy and

zig zag Iines were drawn and named. There were colour charts and CO!C~7 wheels. One

poster at Kassarani Primary School had words and no colours:

CoJour Chart

Primary Colours

Blue + y cllow = Green

YeUow + Red = Orange

Red + Blue = Purple

Many of the c1assrooms in the two schools had English art vocabulary Iists pasted on the

walls. These lists comprised of words such as paint. brush, leaf print, mask, ear-ring,

puppet, bracelet. pattern, dot design and modeling. One small poster at Kassarani Primary

School was entiiled Art and Craft. There were six words with tiny drawings on il : Mask,

Necklace, Ear-ring, Dot Design, Bracelet and Unes, whieh had three sub-headings,

namely, Zig Zag, Thick and Thin. Both at Karuri and Kassarani Primary Schools there

were posters illustrating traditional musical instruments but ail the names except one (i.e.

I..J'amba • a seed and reed rattle from the coast region) were in English. Vnder the

drawings of ethnic instruments were the following names: jingles, drum, horn, shaker, and

guitar. The latteris a popular working class and rural musical instrumenl..·

The Christian Religious Education (CRE) section was often the best ilIusliated with

drawingr. or written stories from the Bible. The charac'lers were ail European we~.riilg long
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hair. beards and Middle Eastern clothing. Traditionally Nilotic and Bantu eIders do not

keep beards and long hair.

Geography. History. Civics (GHC) posters depicting Kenyan environment and society

retlected the community's image as depicted by the teacher and how it viewed others. For

example, colour pictures of weil dressed 'modern' Kenyans, eut out from family monthly

magazines (e.g. Parents) were on the walls with one word captions Iike 'fal'ler'. 'mother'

and 'farnily' written on them. Beside them were glossy pictures of the pastoralists set in

scenic environments from tourist magazines and past calendars with captions such as

Maasai and Turkana under them. In the GHC syllabus there is a topic on the family and

another one on the tribes of Kenya. The 'modern' Kenyans are also often called citizens

and others are often and generally referred to as tribes. For example, one large poster in a

Standard 6 cJassroom at Karuri Primary School (Agikuyu area) had twelve coloured

pictures which had been eut OUI from magazines pasted on it. Tnere were three separate

pictures of a man wearing il smart woolen suit. a lady in a nice t,hort frock and a baby in

a frilly dress. The teacher had written 'Father', 'Mother' and Baby' under the respective

pictures and in the middle she had written 'The Family'. There was another picture of a

group of people eating at a table. Under this picture was wrilten 'People'. There was a

colourful picture of a group of Maasai warriors dancing. They were wearing the shuka

(loin cJoth) and had brigilt red ochre on their long pleated haiT, heads and bare chests.

The glossy picture was from a calendar of a previous year and under it the teacher had

wïÏtten the word 'Maasai'. Another picture showed lions with the word Lions under il.

There were also pictures of a bird, fish and a bllttertly. There was one picture of

Presidents Moi and Kenyatta sharing a happy moment. Under this there was only one

boldly written word: 'Kenyatta'. Jomo Kenyatta was born and Iived in Kiambu District.

where the school is located.

ln a Standard 3 cJassroom at Kassarani Primary School 1 studied twelve large bealltifully

illustrated black and white printed posters from the Ministry of Education that the

teachers used as visual aid for GHC lessons. The posters were pasted a head al>ove the

children's eye level, running from left to right, in a line along one side of the cJassroom

wall. The opposite side had windows so the drawings were weil Iighted and stood out

c1early on white sheets. The twelve posters had no titles and were pasted to the wall in the

following arrangement:
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Table 6: Classroom posters.

Trdditional bc~r drinking Pasloralist lady in "thnic Two hunle", wearing
party ofdd"", sitting dress pounding grain using shuka and carrying
arouml a large bœr pol !"'Sile and morur. bows and arrows while
sipping bœr with long slalking antelopes.
straws.

A man in a shukn making
A large cave with a group A pol. a sisal bag and
of cave dweUers. Three strings. A pastoralis!

tire w;ing fiœ sticks.
men skinning an animal. woman b ethnie dress.

A hOIll"st""d. Grass Malerial culture it"ms Material cullure items
thalcheu homes. 2 clay poIs, 2 wooden 4 ethnie containers

uigging sticks. 2 stone gourd. drinking
axes with wooden bandles. hom,clay pot,half

gourd.

Lin" of chained slaves

l
Two men wearing wearing loin c1oth; Childr"n in schoal
shuka skinning an portrait of an Arab, a unifonn at a moo.,m post
antelope. missionary (explorer ?); offic".

dhow anu a European sail

1sh;n

When the contents are sladied il becomes apparent that the primitive (Le. pre-historie) and

the present-day ethnie indigenous cultures have similar features such as items of material

culture like tools. containers and clothing. Often teachers have fe't that learning about

pastoralist material culture was learning about history. For example, once, after 1 gave a

talk on the materia'l culture of the Maasai, Turkana, Pokot and Boran at a school in

Nairobi, a senior teacher brought the discussion to an end by thanking me for an

educational presentation on the history of Kenya!

Standards 5 and 8 classrooms at Karuri Primary School, which 1 frequented, had displays

of children's work on the walls. Most frequent were pattern-work displays. A wooden

table in a corner of the classroom displayed art and craf! work from previous years. Each

da)' ,:hildren saw classroom display~ which the)' were able to associate with lessons and

pictures from the texlS. These displays connected classroom instructions and readings

with exercises in visual learning and thinking for the children of the schools. Kassarani

Primary School had an art room where artwork from previous years was displayed and

where the children worked on their handwork.
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The Karuri and Kassarani schools also participated in art and craft competitions with

other schools. At Kassarani Primary School ail the classes l'rom Standard 1 to 8

participate in the Nairobi Provincial Art and Craft Competition during the second

semester of the year. In 1993 there was considerable activity with children making

mosaics, cardboard houses and cars, paintings of animais and scenery, beadwork and

other examples from almost ail the topics of the syllabus. The best work from each class

was selected and displayed in the school hall for several days. Then it was Iransport~d to

another school where it was displayed with items from ail the schools l'rom the Mathare

Division and the best art was again selected for the Nairobi Provincial exhibition. During

these weeks children were exposed to many objects and informai talks on art and craft.

At the nationallevel, students from Kassarani and Karuri also participated in competition.,

organized by environmental and wild life groups (e.g. Save the Rhino Painting

Competition) and multi-nationals (e.g. Spread the Colgate Smile Painting Competition).

A student at Karuri Primary school once won a prize in a competition organized by the

National Museum Society. Every year art and~raft items from Karuri Primary were

selected and exhibited at the Kiambu Agricultural Show. Parents and the community

viewed these exhibitions that demonslrated practical aspects of the curriculum and skiIls

learned during the year. They also integrated ~nd linked classroom cultures with those of

the community through displays of functional and decorative items for the home and for

sale. School exhibits were like displays of craft in the local markets and jua kali (small

scale) workshops that the children experienced on their way to and from schoo!.

The best art work was sometimes framed and it adorn~d the walls of the head teachers'

oftices at Karuri and Kassarani. The two oftices had ceri..i:: similarities in the display and

the way the furniture was arranged. There were the headmaster's desk, bookshelves with

sliding glass doors and sport Irophies on top of the bookshelves. Beside the Irophies stood

two or three clay busts and human sculpture made by students. There were one or two

framed paintings of children's work, portraits or landscapes, a calendar and on top of ail

was the President's photograph. At Inyonyori Primary School the headmaster di.à not

have an office for himself. He shared the office and the one table with other teachers.

Clay dnd wooden art work, mostly human and animal figures, and band craft work such

as ashlrays and soap dishes, were kept on shelves together with textbooks and ncat piles of

exercise books that were collected for marking, in one corner of the room. There were no

drawings or paintings on the walls or in the shelves.

In Karuri and Kassarani schools, children scribbled and drew on desks and outside walls

of the classrooms. They drew picturës of houses (non traditiona!) and animais, and lines
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and cubes. Every semester the walls of Kassarani Primary were scrubbed and washed to

remove the 'mess' created by the cbildren. For the students of Karuri and Kassarani

Primary Schools, visual stimulation of the c1assrooms contrasted with the built up urban

and serJi-urban environments of concrete housing estates and th.' wood, cardboard and

plastic waste material that helped to build houses in the shanty towns.

The situation was different at Inyonyori Primary Schoo!. Classroom walls were bare and

during the two years of my fieldwork no exhibitions took place. In the Standard 8

cJassroom there \Vas one picture, an outline of a giraffe, drawn with white chalk on an A3

size piece of cardboard. In Standard 5 there \Vas an A2 size poster of a chemical prodùct

pasted on the corrugated iron partition that sub-divided one large room. There were no

scribbles on the \Valls but 1 observed a few tiny patterns drawn with a lead pencil on the

desks and on the wooden window of the staff room. Sorne rocks in the school compound

had large patterns drawn on them with white chalk hy the children. While the children at.
Kassarani and Karuri Primary Schools drew pictorial wall art, the Maasai children had

drawn patterns .:omprising horizontal and vertical Hnes. There were no displays of

children's art work or of Maasai material culture in the c1assrooms. Children's work from

previous years was kept on tables and shelves of the staff room which were not accessible

to the students. The school did not participate in any divisional or provisional exhibitions.

Classroom walls contrasted with the walls of teachers' houses which were covered with

colourful and glossy calendar and magazine pictures, inc1uding those of the Maasai .nd

the savanna environmenl. But the young boys in Standards 6, 7 and 8 wore at least one

beaded ornament on the wrists. Sorne wore beaded necklaces too. The women in the

s('nool area who came to cook children's mid-day meal wore the traditional attire and

qJlourful ornaments of the Il Keekonyokee Maasai. During the day many men and

women dressed in ethnic clothing passed by the school to the ICROSS hospital or the

duka (a small shop). Herds boys and girls occasionally brought goats to the grass in the

school compound and travelers to Lodariak, the next town settlement, used the path that

cut across the school area. They wore the ochre and red striped shuka (cotton shet"s),

and beads according to their traditions.

At Inyonyori, M.aasai children saw and lived with colours and patterns in the open skies,

earth and vegetation. Giraffes browsed on the acacia trees around the school, impalas and

Thomson's gazelles .;printed along the school patl'"__ ,veryday they observed aO(llia"dle~

objects of material culture in their homesteads. The visually rich home environment at

Inyonyori was a contrast to the bare, grey concrete and corrugated iron sheet walls of the

c1assrooms. While art was created to be staged and viewed in Kiamhu and Nairobi
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schools, it was a part of the living traditions of the Kajiado children. Maasai material

culture is functional and comprises personal adornment of individuais, their age-mates,

families and sections. There is a presence of the link between Maasai art and the

environment aruund the schou!.

The differences in the visual languages retlect the differences in the structures of the

schouls which are due to variations in the cultures, geographical environments and the

maendeleo experiences of modernization. Among the latter are dill"erent histories of

education in Nairobi, the capital city, and among the agriculturist Agikuyu and the

pastoralist Maasai. These aspects were discussed in Chapter Three under descriptions of

the three field sites. Spoken languages in the schools fi!:-t/ter retlect the differences which

affect how culture, specifically art and material culture, is. leamed in the c1assrooms.

5.IB Spoken languages

i. Learning art in English, Kiswahili and Mother Tongue

When the children in Standards 5 and 8 were tested on visual art vocabulary that they

le9 med in school, they performed better in English than in Kiswahili or their mother

tvngue. The tables below show results of Questionnaire 2 which tested children's ability

to translate visua! al': terms that were learned by looking into English, Kiswahili and

Mother Tongue (Also see Appendix 2b samples of Questionnaire 2 from the three

schools):

Table 7: Questionnaire 2 Standard 5 English

Students in %

Marks in % ·40 40-60 60

Kassarani 5 12 83

Karuri 4 7 89

Inyonyori 6 24 70
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Ail the schaols scored high in translating visual symbols inta English. Only 5% at

Kassarani, 4% at Karuri and 6% at Inyonyori tàiled ( scared below 40%). This shows

that children had leamed ta associate the visual symbols fram the text books with English

wards which wa, nat the case when the students were asked ta name the same symbols in

Kiswahili.

Table 3; Questionnaire 2 Standard 5 Kiswahili

Students in %

Marks in % ·40 40-60 60

Kassarani 82 18 0

Karuri 89 7 4

Inyonyori 100 0 0

Majority of Standard 5 students in the three schaols performed unsatisfactorily when it

came to translating the visual art symbols inta Kiswahili. Generally in Sdndard 5 there is

greater emphasis on learning English than Kiswahili. English is the medium of

instruction with eight language-Iearning periods of thirty-tïve minutes per week out of

tifty-eight while there are only four Kiswahili learning periods and Kiswahili is not a

language of instruction except in lower primary and city schools. From my observations

in the classroom it was c1ear that the teachers efforts were directed towards drilling the

children in learning key English words that occur in the curriculum and that wouId help

them to interpret examination questions. At Kassarani 18% of the students achieved over

40% marks while at Karuri only 4% passed. No student at Inyonyori was able ta achieve

40% pass marks.
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• Table 9: Questionnaire 2 Stundard 5 I\tuthcr Tungue

,
Studen15 in %

Marks in % -40 40-60 60

Kassarani 92 8 0

Karuri 90 2 8

Inyonyori 64 36 0

AIl the children in the three schools had difliculty in writing down visual sym1lols into

their Mother Tongues. 36% passed in Inyonyori while there were only 8% and 10%

passes in Kassarani and Karuri respectively. The results showed that the Maasai children

performed helter in recaIling the visual symhols in their ethnie language than the children

in the other IWO schools.

Tuble 10: Questionnaire 2 Standard 8 English

• Students in %

Marks in % -40 40-60 60

Kassarani 0 1 1 89

Karuri 0 3 97

Inyonyori 20 30 50

•

Kassarani and Karuri Primary Schools (Standard 8) pert'ormed extremely weil when it

came ta expressing art terms in English with 89% and 97% of the Standard 8 classes

achieving more than 60% marks and there were no l'ailures in the two schools. Only 50%

of the students at Inyonyori scored over 60% marks and 20% failed as their marks were

helo,v 40% indkating that it was difficult for the Maasai children to comprehend art in

English. This may he due to several factors such as lack of exposure tu English reading

material ranging from Iibrary books, to newspapers, comics and magazines. The children

also did not have access to radio and television which have daily hmadcast in English.

When 1 examined the Standard 8 children in Kiswahili using the same art words as in the

English test, 1 found that they did not do as weIl as in the English test.
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Table Il: Questionnaire 2 Standard 8 Kiswahili

Stud~nts in %

Marks in % -40 40-60 60

Ka~sarani 6 26 II

Karuri 24 76 0

Inyonyori 90 10 0

ln this test th~ children at Karuri Primary Sehool had 76% passes while Kassarani had

37% and Inyonyori had only 10% pa~ses. Again. Maasai children had the most difficulty

in ex pressing art in Kiswahili. Th~s~ children do not have opportunity to Iist~n to or read

Kiswahili in th~ Il K~~konyokee paslUr~land until the tim~ when they are initiated 1010

adulthood and are ahl~ to trav~1 to small towns in the n~ighhourhood. When the children

w~r~ t~st~d in th~ir Mother Tongues on th~ir knowledge of art vocahulary. Karuri and

Inyonyori had interesting1y almost th~ sarne scores. But in general the children at ail the

schools performed poorly.as compared to the sarne test in English.

Table 12: Questionnaire 2 Standard 8 Mother Tongue

Students in %

Marks in % -40 40-60 60

Kassarani 82 3 15

Karuri 61 39 0

,!!1yonyori 59 40 1

Karuri and Inyonyori scored a1most ~qually with 39% and 41 % pass~s while Kassarani

had 18% pass~s in Moth~r Tongue test. 15% of the children at Kassarani who managed

ov~r 60% cam~ from pastoralist famili~s and w~re r~c~nt migrants to the City.

H. Spoken languages and languages of instruction

Bul art has many languag<'S. Technical words. The shadow is silhouette. [s this
French. English or [talian? lnlaglio for sculpture. Look al papier mache. collage.
monlage and mosaic - Art leacher al Kassarani PrimaIy School.

The us~ of English. Kiswahili and ethnie languages in classroorn teaching at different

stages of the learning process is eonsidered a means to promote rnodemism. nationalism
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and cultural h~ritag~. English r~pr~s~nts m,)d~rnism. Kiswahili stands for nationalism and

~thnic languag~s signify promotion of indig~nous cultur~s. In th~ s.:h'lOl .:urriculum the

three languages .1œ distrihuted over the eight years in the following manner: Ethnic

languages. also .:alled Mother Tongues. are the medium of instru.:tion and ail learning

activiti~s in low~r primary. that is up to Standard 3 (ages uf 7 to 9). Then. Engi;"h

he.:um~s the m~dium of instrudion in upper primary (Standards 4 to 8 ages 10 - 14).

Kiswahili is taught as a suhject in hoth the upper and lower primary section and is not a

medium of learning and cummunication in the dassruom except in œnain multi-ethnic

situations such as a! Kassarani Primary S.:hool in Nairohi. The curriculum separates and

companmentalizes the three languages as three differelll units corresponding tu different

levels of educatiun. Thus. it does not aeœpt the trilingual h~ritage and culture of K~nya.

The actual teaching time allu.:at,~d to ~ach language also varies a.:cording to how the

planners perceived the imponance of the languages in school education. ,;;~ chart helow

il!ustrates in perœntages the relative language instruction time during the eight years of

primary ~ducation in total.

Diagram 7: Instruction tir.le for the three languages per weck in total

from Std 1 to 8

35%

• English
• Kiswahili

Il Mother tongue

51%

• (Compose<! from data given in Syllabll<Os for Kenya Prjmary Scboo\" 1991 Vol. 1 p. xiv)
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Moth~r Tongu~ (ethnic languag~) which is taught in orù~r to r~tain a national h~ritag~, is

all"cateù 14% of th~ total languag~ teaching tim~ ùuring the ~ight years of primary

~ùucation. Kiswahili, the ail K~nya natÎllOal language, h;t~ 35% of the total lime whil~

English, the language that represents moùemization has the maximum of 51 %. hesiùes

heing the dominant language of instruction.

ln lower primary ail the languages have equal instruction time of tïve perioùs of thi!1y

minutes p~r we~k. This shows that children ar~ introduœd tu schooling with a view that ail

th~ thre~ languages are equally important in the school curriculum. But the hreakùown

of the œaching time allocation for each of the three languages in upper primary i1lustrates

that after three years of schooling English has promiœnce over Kiswahili anù Kiswahili

over Mother Tongue. Th~ difference in the importance of the three languages in lower

?nd upper primary clearly indicates that heing 'moùern' has priority over nationalism anù

nationalism over ethnicity as graphically depict~d in the following two pie charts.

Diagram 8: Allocation of teaching lime for languages in lo\\'er primar~'

• English

• Kiswahili

m1IJ Mother Tangue

•

33%

(Compo,cd from data given in Syllahuses for Kenya Primat)' Schools: 1991 Vol. 1 p. xiv)
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Diagram 9: Allocation of teaching time for languages in upper primary

• English

iii Kiswahili

lm Mother Tangue

•

•

33'/0

(Composed from data given in Syllahuse. for Ken"a Primao' School.: 1991 Vol. 1 p. xiv)

However, when language instruction lime is compared to exposure to the three languages

during a school day, the picture is quite different. Children in lower primary spend about

live hours at school and in upper primaI)' they spend about eight hours. What is

immediately noticeable is that students in the three schools have varied exposure to the

three languages. This acts as an indicator, to sorne extent, of the regional tensions between

school and home cultures. Languages spoken by children both within and outside the

c1assroom also reilect on a situation that prompts Kenyan children to become modern,

nationalist (as having a Kenyan identity) and ethnie. This is iIlustrated lly six sets of pie

graphs below on language experiences of children in lower and upper primary in the

multi-ethnic Nairobi school, in an Agikuyu agricultural market town and a Maasai school

in a pastoralist region.
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niagram 10: Languages spoken during one school dll)' at Kassarani in

lower primary

• English

• Kiswahili

mM(~her Tongue

•
33%

(Compose<! From schooltime tables and observation)

Diagram 11: Languages spoken during one school da)' at Kassarlmi in

upper primary

•

0%

56%

(Composed froID school lime tables and obs<rvalion)

• Englisb

• Kiswahili

• Mother
longue

43%
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At Kassarani Primary School, where the children came l'rom many ethnic groups, teachers

in lower primary taught in Kiswahili hut used English words for ail key art terms such a~

for shapes, colours, Iines, techniques and 1001s. In upper primary, teaching was conducted

in English and very rarely did the teacher use Kiswahili words. Studems spoke in

Kiswahili arnong themselvcs hoth inside and outside the c1assrooms in hoth lower and

upper primary sections. 1 did not ohserve children speaking in their mother tongues and

the teachers contirmed this facl. 1 asked one teacher why the children did not speak in

ethnic languages at ail when in each class there were groups of children l'rom Agikuyu,

Akamha, Luo and Luhya groups. He explained to me in this way :

When Ihey ,peak in Molher Tongue, olhers laugh al them. So everybody ,peaks
in Kiswahili. Here children 1'",,1 Nairobians. If you ask who is from Kambaland
and if they are Few, lhey do not put up their hands.

The ahove is an example of how l'ride in cultural idemity is downplayed. The 'modern'

school curriculum does not help to counteract this situation. At Karuri Primary School

teaching in lower primary was conducted in Gikuyu hut English was used for ail art terms

and vocahularics. ln upper and midd!e primary English was the medium of teaching hui

Gikuyu wa~ frequenlly used whenever they fell that the explanalion in English was nol

adequale. Teachers, the large majority of whom were Agikuyu, spoke in Gikuyu when

talking to students informally and students communicaled in Gik\JYu in hoth the seclions

and hoth inside and outside the c1assrooms. 1 ohserved thal Kiswahili was often used la

give commands such as: "Come here!" "Sil dawn!" "Bring a chair!".
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Diagram 12: Languages spokell during one sehoul day at Karuri in

upper primary

• En~lish

• Kbwahili

il Moth(:r Inn~uo:

13%

67%

tCompose<! from schoollime tahles and ohservation)

The situation at Inyonyori was different. In lower prirnary classes, Maasai leachers (who

were only IWO and were not always present) taught in Maa, using English words for kcy

terminology, while the non-Maasai teachers taught the same classes in Kiswahili and uscd

English terrninology. In middle and upper· primary English was the medium of

instruction as was the case at Karuri and Kassarani. The only difference was that teachers

continued to use Kiswahili as weil, often explaining hoth in English and Kiswahili

simultaneously. For the Maasai children at Inyonyori Primary Schooi their first exposure

to English and Kiswahili was at school (This was not the case with the children at Karuri

and in Nairohi). The children spoke to one another in Maa at alllirncs. Once 1 watchcd a

foothall match that the hoys were playing. They spoke in Maa but used English and

Kiswahili words such as goal, goalie,/eta (pass), chenga (dodge) and tupa (throw).



~,

•

18 1

Iliagram 13: L:\nguag<,s spoken during one sehool day at

Inyonyori in lower primary

III Engli':'
6% ra Kiswahili

ma Mothcr longues

(ComJXl"ed from school time tables and observation)

Diagram 14: Languages spoken during one sehool day at Inyonyori in

upper primaQ'

• English

• Kiswahili

ml Mother tongue

40%

•
(Composed front school time tables and observation)

1 anempled 10 understand and quantify through questionnaires how children used the

three languages 10 conceptualize and express meanings of words and notions that they

learned in theory of an lessons. In the following sections the findings are discussed.
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iii. Naming colours in Kis\\ahili and :'!Iother Tongue

S~êlion [ of Qu~slionnair~ 1 (:\pp~ndix 2 3) assessed êhildren's ahility to translate wlour

nam~s from English. the languag~ of inslruc·lion. into elhlllê languages whiêh are the

êhildr~n's tirsl languag~s. and Kiswahili. th~ n~tional language of Kenya. Colour nam~s in

English w~r~ tr~qu~mly us~d hy t~aêhers as d~sêripti\'e asp~êts of an appredation and to

~xplain f~~lings and ~motions. Childr~n w~r~ also lesl~d on naming of êolours and how

lh~ êolours ~xpr~ss~d f~~lings and ~moliom. in diff~r~nt m~dia. Th~ m3terial for the t~st

in this s~êtion was Iisl~d from th~ r~sourœs a\'ailahl~ to th~ leaêhers whiêh mmprised the

syllahus. lèaêh~r' guid~ hooks and classroom t~xts.

Th~ tirst two s~ls of graphs and tahl~s show the r~sults of t~sling children's ahilty to

translal~ nam~s of colours l'rom English 10 their Muther Tongues in Standards 5 and 8 in

the three schuols :

Table 13: Queslionna:re 1 (Sect!on 1) Standard 5 Colour :'\ames

English 10 Mother Tongue

• Studenl$ in %

Marks in % -40 40-60 60

Kassarani 44 22 31

Karuri 69 26 5

Inyonyori 0 15 85

Table 14: Questionnaire 1 (Section 1) Slandard 8 Colour Names

English 10 Mother Tongue

Students in %

Marks in % -40 40-60 60

Kassarani 36

Karuri 73

Inyonyori 0

30

27

o

34

o
100

•
The results show that children at Inyonyori were excellent in naming colours in Maa. lheir

Mother Tongue. 85% and 100% (in Standards 5 and 8 respectively ) of the Maa~ai

children scored over 60%. Resuits in the other two schools were not as good Only 31 %
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and 34% (i~ Standards 5 and 8 respectivdy ) at Kassarani and 5% and 0% (in

Standards 5 and 8 respec,'vely ) al Karuri achiewd over 60%. The higher marks at

Kassarani were scon~d hy immigrant chi:dren l'rom the rural areas to Nairohi. Il was dear

that the Agikuyu children were not conversant with names or coiours in their own ethnie

language. When 1discussed this situation with colleagues at the departments of Literature.

and Linguistks and Mrkan Languages at the University of Nairobi they told me that they

had ohserved that it was cummon for many ethnie langua!]es in Kenya to adopt English

names and terms li)r numhers. days of the weà. years. œw items on the market and

names of colours. This may he partly beeause of school education and partly due to the

linguistk intluence of the large and growing urban working da~s which maintains strong

links with the rural and ethnie population.

But it wa~ a ditTerent story when it came 10 testing of colours in Kiswahili as shown in the

next two sets or graphs and tables.

Table 15: Questionnaire 1 (Section Il Standard 5 Colour names

English to Kiswahili

• Students in %

Marks in % -40 40-60 60

Kassarani 36 40 24

Karuri 78 22 0

Inyonyori 100 0 0

Table 16: Questionnaire 1 (Section 1) Standard 8 Colour names

English to Kiswahili

Students in %

Marks in % -40 40-60 60

Kassarani 3

Karuri 0

Inyonyori 0

10

3

o

87

97

100

•
Performances in Standard 5 and 8 were very diftèrent. No Maasai child in Standard 5 was

able to score more than 40%. Agikuyu children in Standard 5 a1so performed

unsatisfactorily in their Kiswahili tests ( 78% scored helow pass mark of 40%l. The best
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results in Standard 5 (65% pa~ses ) .:ame fnlIn Kassarani Primary S.:ho,'1 in Nairohi

whae Kiswahili is the prindpal language. But in Standard 8 ail the s.:hools a.:hi,·wd

~xœlknœ (nver 60%) in testing of wlour names in Kiswahili with Inynnynri (MaasaiJ

leading with 100% of the students in the l'Ver 60% hraàet. Il is cll'ar that onœ th~ l>1aasai

ehildren had grasped the language. it was easy for th~m to know the enloun; in Kiswahili.

Il is ta he n'.lted that for r~asons of huilding a national cultur~. Kiswahili is a cnmpulsory

suhject \Vhich is also examinahle ~wry semester and at the end of primary education. But

~videncc t'rom tests done in Standard 5 shows ùlat Kiswahili is not an dfectiv~ language

in schools for understanding and wmmunicating art in lower primary during th~

formative years of art education. which is s~en as one vehicl~ for dewloping a national

cultural awareness in schools.

i Y. Expressing arl from English ln l\1olhcr Tonguc and

Kis\\'ahili

Section Il of the Questionnair~ 1tested students knowledge or art vocahulary in Mother

Tongue and Kiswahili (Appendix 2 a). Words (in English) w~re Iisted t'rom the syllahus

and text hooks as explained in the Introduction under th~ section on Rçsearch cnntexts

and methods. The purpose of this questionnaire \Vas 10 t~st the children's ahility to

express what wa~ learned in the c1assrooms into languages that they spnke nutside the

sehoo!.

The ftrst two sets of graphs and tahles indicate that students in huth Standards 5 and 8 had

difticulty in naming English art terms which they karned in sehool in their vernaculars.

Maasai children at Inyonyori found this test most difticult and no one achieved a pass

mark of 40% in either Standard 5 ur 8. Only 21 % and 20% of students in Standards 5

and 8 respectively passed at Karuri. and 19% and 42% of the students in Standards 5 and

8 respectively passed at Kassarani. The figures indicate that generally students in ail the

schools found it diftïcult to translate art voeahulary from the language of instruction into

their tirst languages. This may he due to diftïeulty in translation. 1 did not ohserve any

wrillen praetice in the sehools in English to Mothcr Tungue translation. lt may he also

heeause the ehildren lacked the experienœ of using ethnie art vocahulary and aesthetie

material in non- ethnie ('modern') eontexts which is set hy sehouls.
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Table 17: Questionnaire 1 (Section Il) Standard 5 Art Vocahulary

English to Mollier Tongue

Students in %

Marks in % -40 40-60 60

Kassarani 81 15 4

Karuri 8C 21 0

Inyonyori 10C 0 0

Table 18: Questionnaire 1 (Section II) Standard 8 Art vocabulary

English to l\Iother Tongue

Students in %

Marks in % -40 '10-60 60

Kassarani 58 20 22

Karuri 80 20 0

• lnyonyori 100 0 0

When the same students were tested in Kiswahili. they performed better in Standard 8

than in Standard 5. indicating that the students had better knowledge of Kiswahili in

upper classes than in lower classes. Kiswahili is one of the compulsory and exarninable

subjects in the Kenya Certiticate of Primary Education (KCPE). The standard of Kiswahili

examination is high as it is a national language. thus treated as the tirst lan,,-uage in

schools as far as examinations are conœrned. In reality majnrity of Kenyan children do

not speak Kiswahili as the tirst language and that may be the reason why the children in

Standard 5 did not perform weil in testing of art vocabulary in Kiswahili. No other

Kenyan language is exarninable in KCPE. The next set of graphs and tables show these

results.

•



• Table 19: Quest ionnairc 1 (Sect

to

Stud~nts in %

III Standard 5

Kiswahili

iB6

Art V\;cahlli.lry En/,llish

•

•

Marks in % --10 -10-60 60

Kassarani 61 29 7

Karuri 88 7 0

Inyonyori 100 0 0

Tahle 20: Questionnaire 1 <Sect 11) Standard 8 Art Vocablliary En/,llish

to Kis\\'ahili

Stud~nts in %

Marks in % --10 4Ù-60 (JO

Kassarani 51 -19 29

Karuri 3 12 85

lnyonyori 56 4-1 0

Summaf)'

lt is cl~ar that th~ oajority of Standard 5 childr~n in ail th~ thr~~ schGols w~r~ unahle to

translat~ English art t~nns for shapes. t~chniqu~s and principl~s of art (such as

p~rsp~ctiv~) tu ~ith~r their Mother Tongues or Kiswahili. At InyunYllfi no student was

ahle to score a pass mark in Maa (Maasai language), One reason .ur thb, i~; that children

lacked:he experience of using art ana material culture terms in Kiswahnj and Mother

Tongues out of the context of their home and cultural environments, Anoth~r reason may

be be~ause certain words such as principles and perspective require a phrase in Kiswahili

. and ethnie languages to convey the correct meaning. There is also the possihility that the

children in Standard 5 might not have fu!Jy understood the art vucabulary that was not

only from a foreign language hut was also often used in foreign contexl~ (like halancing

hot and coId colours) and was presented through unfamiliar media such as paper.

blackboard and text book illustrations. At Inyonyori 1 did not observe any practical

lesson nor did 1 ever see the results of a lesson on drawing. painting or sculpture .
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The majority of the Standard 5 students in huth Kassarani and Karuri Primary Schuols

was unahle tu achieve 40% pa~s mark in Kiswahili. However. the performance of Standard

8 student~ was heller in Kiswahili than in their \Iother Tongue. This indîcates tha! the

children's aniculatiun and verhal expression of anistîc experiences learned in school were

limited tirst tu English. the language of instruction, second to Kiswahili. and third 10 the

Muther Tongue.

This supports the previous findings, which were hased on testing of colours. Children in

the foundation years of their education (six to twelve years) do not have adequate

knowledge of Kiswahili for translating and expressing an concepts learned in school. But

in Standard 8. when they are in their teens. they pcrform very weil as they have a hetter

grasp of the language and have also leamed examination skills. The tahles indicate that in

Standard 8. 97% of the students at Karuri Primary Sehool passed with a mark of 85% in

the distinction grade. At Kassarani 78% passed and 29% received distinctions. On!y 44%

of the Maasai students passed the test and there were no distinctions at Inyonyori Primary

School which retlected an inequality in the teach'ng standards and facilities at the schools

as weil as differences in the exposure of the children to modernity. Otherwise ail the

children were tri-lingual. LtJwer standards arnong the Maasai children in Standard 8 was

due tl} the same reasons as those discussed in the previous paragraph that related to the

performance of chiidren in Standard 5.

The resl'Its of this chapter indicate that cbildren's aesthetic expressions are affected by the

familiarity of the languages that they speak at home as their tirst language, and the

language of instruction in schools where an is learned anrl examined. The curriculum

that tests children's knowledge of an in English through rote learning of vocabulary does

not ensure that learning of an takes place. Knowing aesthetics is sensing an whicb is

cognitive function grounded in the culture of the child. Genuine aesthetic experiences are

cultural experiences as weil.

The issue of maintenance and loss of mother tongue has been extensively discussed by

second language scholars (Cummings: 1989; Hakuta: 1986; Chamot: 1987). The

intention of this thesis is not to discuss this Iiterature hut to focus on aesthetic encounters

in languages used in the c1assroom in Kenya. One significant point re,ultillg from this

chapter is to rtview teacher education and art curriculum. A question leading to more

research is posed for English as Second Language (ESL) teachers who teach in culturally

different environments from their own. where English is not their students' Mother

Tongue.
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Chapter Six

The syllabus and examinations

6.0 Introduction

This chapter presents analyses uf the syllahus and examination~ whkh show lhat contents

of the syllahus and examination questions are a structured means 10 transmit cultural

values lhat incline more lUwards 'modernization' than tllwards strengthening of

indigenous aesthetic materiaI.

• 6.1 Practical modernism and theoretical tradilionalism: The s~'lIahus

and eXllminalions

•

The purpose of this section is to show how the teacher is monitored through a set of

formulae constructed thro~gh the syllahus and model examination papers. A teacher al

Kassarani PrimaI)' once said to me :

Childrt:n necd 'fr~ènèss' in art and Crdft which they caroux gd lk'e311'it: or the
syllabus.

And it is the syllahus mat sets the criteria for what is to he tested and how should it he

tested.

6.1A The syllabus

In lower primary eleven lUpics in the art syllabus are covered during the tirst three years

of schooling. In upper prirnary there are nine tapies, sorne of which overlap with those in

the lower prirnary. Each year pupils srudy several tapies, sorne of which are the sarne as

the previoui; year alheit more developed. For exarnple Painting in Standard 1 was taught

under three sub-topies:
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a) Colour n:cognition

h) Colour in lh~ cnvironm~nt

c) Frcc u~c of eotours al random.

ln Standard 2 Painting had two topics:

a) Colour mixing cxerciscs

hl Painting detinite fonns and shapes

In Standard 3, two sub-topics were further emphasized:

a) Fw1œr exercises in colour mixing

hl Controlled use of colours for l'ree expression

Each topic covers theoretical and practical aspects of art and craft. Children are expected

to learn about 'modern' tools, materials and techniques tbrough intensive rote leaming of

vocabulary. In Standard 1 the children memorize at least fifty new English words related

to structuring of questions and detinitions of art, craft, tools, materials and techniques that

would equip them to answer a wrinen examination at the end of the year. Examples of

these words are: elements, characteristics, Iinear panerns, indefinite, curling, formation,

and miscellaneous. Every subsequent year they memorized many more new words with

Iiule or no practical experience of them. When compared to texts in English, GHC and

Religion these words were completely outside the reading and Iinguistic contexts of

functional use. 1 recorded two hundred and seventy art words that the children tried to

memorize, learn the meanings of and spell during the eight years of primary education:

Art and craCt "ocabulary in the syllabus

1

•i
1

Standard One
1. Elements
2. Design
3. Art
4. Line
5. Characteristics
6. Different
7. Thick Lines
8. 1lùn Lines
9. Zigzag
10. Exploration
Il. Media
12. Linear Patterns
13. Contour Drawings

28. Curling
29. Curving
30. Scouring
31. Rolling
32. Twisting
33. Simple Mosaie
34. CoUage
35. Simple
36. Madeling
37. Manipulation
38. Materials
39. Formation
40. Forms

Standard Two
1. Texture
2. Brush Strokes
3. Motifs
4. Recognizable
5. Memory
6. Diagonal
7. Geometrie
8. Technique
9. Dough
10. Plasticine
Il. Packets
12. Available
13. Neck
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• 14. Memory -t 1. Cnnstmction 14. Baskctry
15. Imagination 42. Sticks 15. Canllx.ml
16. Random 43. W~a\'ing 16. COOl(X)sition

17. Panem 44. Pliable

18. Indefmite 45. Puppetry

20. Doodling 46. Omaments

21. Misedlaneous 47. Threading

22. Corks 48. Bollow

23. Wood Blacks 49. Reéds

24. Bonle Tops 50. Bones

25. Paper Folding 5 J. Seeds

26. Cuning 52. Beads

27. Tearing

Standard Three Standard Four Standard Fh'e

1. Concentration 1. Cyliudrical 1. Variely

2. Intersection 2. D~\'t:lopment 2. Int~mlption

3. Cluslers 3. Observation 3. Ohstacles

4. Dols 4. Selcetcd 4. Symbol

5. Create 5. Produee 5. Direction
6. Expression 6. Screcn 6. Human hust
7. Resist 7. Crafts 7. Fine
8. Wax 8. Fahrie 8. Waml
9. Stenciling 9 . Tic 9. Cool• 10. Dabbing JO. DYe la. Expcnsivc
1J. Print Making 11. Pollery II. Behaviou,

12. Spraying 12. Ceramics 12. Balancing

13. Rubbing 13. Coil 13. Models

14. Painting 14. Graphic 14. Stnlctu,"

15. Arrangeœ.nt 15. Envelopes 15. Length

16. Traosfcrring 16. Folder 16. Slab

17. Decorating 17. Leather 17. Alhum

18. Pietorial 18. Trimming 18. Acquircd

19. Shell 19. Gummiog 19. Smoking

20. Straw 20. Finishing 20. Toois

21. Plaonéd 21. Culling 21. Chopping

22. Slrap 22. Involving

23. Purse 23. Rolling

24. Grooving 24. Pin

25. Peg 25. Axe

26. Etching 26. Adze

27. Noleh 27. Planning

28. Leverage 28. Washing

29. Double 29. Sland

30. Mobile 30. Concept

31. Wheelcd 31. Repeat

32. Wheelbamow 32. Bending

• 33. Dise 33. Hollowing

34. Crayon 34. Reverting
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Standard Six
1. Qu.lily
2. Balance
3. Rhythm
4. Hannony
5. Unity
6. Tones
7. Depth
8. Space
9. Distance
10. Amateur
11. PapierMache
12. Exploring
13. Marionelte
14. Airplane
15. Traditional
16. Selecled
17. Batik
18. Containers
19. Research
20. Materials
21. Throwing
22. Lettering
23. Bamboo
24. Layout
25. Conservation
26. Classification
27. Storage
28. Cross-baIving

35, Calligraphy
36, Rced
37. Canl,
38. Folder
39. Double
40. Monlage
41. Relief
42. Sculpture

Standard Seren
1. PersJl"Ctive
2. Overlapping
3. Logo
4. Multiple
5. Theme
6. Stitching
7. Mortise
8. Tenon Joint
9. Trademark
10. Principle
11. Precaution
12. Possibilities
13. TrealInent
14. Proportions
15. Seams
16. Limitations
17. Diorama
18. Production
19. Flexible
20. Rack
21. Bult Joint
22. Tray
23. Layout
24. Facilities
25. Mixing
26. Ratio
27. Curving
28. Storing

35. Kit
36. Firing
37. Lids
38. Chiseling
39. Documentation
40. Implication
41. Sile
42. Seam
43. Roof
44. Coat
45. Foundation
46. Lap
47. PenIlanent
48. Bending
49. Label
50. Locality

Standard Eight
1. Landscaping
2. Psychological
3. Framing
4. Abstract
5. Realistic
6. Purpose
7. Dimensional
8. Vanishing
9. Almospheric
10. Elimination
Il. Environment
13. Placement
14. Assembling
15. Accessories
16. Presentation
17. Seasoning
18. Storage
19. Staking
20. Fonoula
21. Perception
22. Excavation
23. Resources
24. Samples
25. Demonstrations
26. Oblique
27. Visual
28. Interesling
29. Employed
30. Following

"
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There was no equivalent list of art and material culture vocabulary in Kiswahili and

ethnic languages given to L'Je ehildren in any of the elassrooms. When 1talked ta teaehers

and queried why the art voeabulary was in English, they said that they found il diflieult

(and sorne even said that il was 'impossible') to give equivalent words in Kiswahili and

ethnie languages. When we diseussed the tollowing Iist of thirty words thal the Standard 8

students had memorized in one of the sehools, the teaehers were able to either give an

equivalent Kiswahili word or a phrase that gave the meaning :

1

1. Landscaping 16. Presentation
2. Psychological 17. Seasoning
3. F=ing 18. Storage
4. Abstract 19. Staking
5. Realistic 20. FomlUla
6. Purpose 21. Perception
7. Dim~Dsional 22. Excavation
8. Vanishing 23. Resn~rces

9. Almospheric 24. Samples
10. Elimination 25. Demonstrations
II. Environment 26. Oblique• 13. Placement 27. Visual
14. Assembling 28. Interesting
15. Accessories 29. Employed

30. FoUowing

•
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Stud~nt~ also m~morized diagrams of 100is and I~arn~d to recognize materials,

t~chniqu~s and skills related 10 the 100is from illustrations in the text books and past

~xamination papers. In ail the three schools children learned these by studying the

illustrations and re-drawing th~m in their ~xercise books as exactly as they could. Thus,

for example, they ail had the drawings from the same perspective and angle, ilIustrating

one specifie movement of a specifie model of a tool. 1 did not observe any practical

lesson that demonstrated any of the 1001s in the illustrations, nor were there facilities for

practieals (art classes).

Stud~nts were also required to know traditional objects in English and the associated

cultural valu~s (e.g. Luo cooking pot; Maasai wedding necklace) as important means for

sustaining the Afriean social fabric in modem times. Again these were rote learned and

no examples were shown. Unlik~ th~ topies on 'modern' education very little and often

incorr~ct information was availabl~ for an adequate lesson in the c1assroom. There were a

few unattractive and not weil drawn illustrations in the texts. Pupils did not redraw these

illustrations of material culture and there were no notes on material culture in their

exercise books. Thus, the visual and written information in the pupils' notes inclined

more towards the 'modem' side of the curriculum than the indigenous. This imbalance

was directed by the syllabus. The following bar graph gives a comparison of the material

culture content in the syllabus for each year (i.e. Standard 1 to 8).
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nia rarn 15: l\Iaterial culture content in s\'lIabus
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• The bar graph c1early illustrates that there is much less emphasis placed on the indigenous

content in the syllabus in relation to the 'modern' content. (Less than 5% in Standards 1

and 3, 0% in Standard 2 and 5, the maximum is 50% in Standard 6, and about 20% to

25% in Standards 7 and 8). The graph also indicates that children learned more about

indigenous cultures afier Standard 3, and most in Upper Primary (Standard 6, 7 and 8)

afier they have had a grounding in the 'modern' in Lower primary, lronically, the

children learn in mother tongue in Lower primary (up to Standard 3) during the pre

initiation period. Thus, vemacular language learning experiences do not complement

learning vemacular art and aesthetics. In other words children are taughl European art in

indigenous languages and indigenous art is learned in a European language.

The above graph further confll111s a remark that an art teacher at Kassarani Primary

School once made on indigenous cultures and the syllabus:

The syUabus is wide open bul il does not guide us to study our differeot cullures.

•
Yet another teacher (non-Maasai) at Inyonyori Primary School said to me:

Teacbing subjects like metalwork and woodwork is more naliomd than (teacbing
indigenous) material culture.
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Distrihution of 'modern' and indigenous content in the syllahus consequently affects the

setling of the examination questions at KCPE level. The layout and questions of the

national examination, in tum. affects the seltings of quarterly and annual examinations

for each grade, from one to eight. Teachers view the questions set by the Examinations

Commitlee in the Ministry of Education as mode1s to follow and guide their instruction

time and student assignments.

6,lH The examinations

At Kassarani Primary Schoo1, 1 observed the setting of an examination for Standard 8

by the head of the Art and Craft Department. The teacher recorded the exercise in steps,

as he spoke partially to me and partially to himself, and as he selected and wrote down the

questions. He sat at the table with a thick file of question papers on one side and text

hooks on the other. 1 sat on his opposite side. The teacher said that he went through the

task twice every term, once for the mid term tests and once for the end term tests.

The teacher's tirst remark was:

1 look al the past papers and model questions in revis ion books. If them is a
paper !hat they have nol done, then 1jusl give !hallo them.

The teacher then opened the file of examination papers, looked at sorne questions and

began to write !Tom a text, Art and craft for standard 8 by Njagi and Berluti (1990). He

made a Iist of topics that were:

One. Drawing and Painting

Two. Prinling

Three. Masaic

Four. Sculpture

Five. Fabric Decoration

Six. Metal work

Seven. Building and Construction

Then Mr. Gatimu took the 1988 KCPE trial paper and began to read each question. He

compared the question to the list of topics, andmarked several questions. The following

remarks reflect the basis of his selection:

Question t3. This is on leather work. They should know something about this
one. They 10uchOO il in Standard Five.

Question 16. Page layout. 1have nol done !his one. Leave il out.
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Question 26. Is this collage;:. musaic or mural? ( Ht: rcall the 4,lIê."ition aloud
again and again). Tht:y arc talking about what'! ls this collage, 1110saÎC or wha!'?
Jus! lcave il.

Question 27. Dominance '? Is tbc:rt: such a word in art '! Is this halance and
dominance. proportion or fanns ? Ah l 11U.s one 1can't do.

Question 29. TIlis is not a good pictun.:. Lt:t's take another pnpcr.

(The pictuœ from the 1991 KCPE paper wa~ of sail hoats on a rough sea. Lawr 1

discussed this picture. Mr Gatimu had not heen to the sea and he told me that he did nllt

understand "al! those lines" (representing the waves). He asked me if they were eal!ed the

"heach". See insert (Question 1) on the next page).
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1991 KCPE Examination Paper. Q.l.Illustration 18:

ART AND CRAFf .... .; \

The most distinct principle or Art and Design in the 5. Which one of the folio",,;ng painting media 'will :akJ
composition below is the longest rime ta dryT

A. Oil painL
B. Tempera paiot.

e Poster paint. . ~.'"

D. Acrylic paint: .; '.-.. . .'
'. f ':"<':'~'.:t;. :-:.

· 6. ln which one "r:he following ilI.;;-;..tio~~ ~ the
p~ncipl~ o~dominance most effectivel)! 'po-rtrilyed1 !

~Rl~ ..g,>i ..,',

1.

' ..:-..~. ';"-
•• • • v ,;

7~ . The factor mat ~ost,·a..ffects balance when drawfug' a
still·lue composiùon is the

", .' .A..... size ofpapcr

B. number of objects
C. texture of paper
D. arrangement of abjects.

. . .~'~~,f

'~.:~.-~~.:t~>~~~i.~ë~ an, ili~~~~ ~~~dis~œ in a landsCaPe
· . ).':i; ~ painti"'\g. the fonns in the . . ~ ..-' :., . ~:. ~~·:":~·.;:2

{;:)..~A:tiiüddlegiOund.nci the ~gro~d should'i;';''-r
,-'?'1:·.~~~';~)lië.~e ~ghi~~: .:;' .,':" :.. ~:: ..-:. '..: :';':;;.'l.f(:.
• :. ··Cc.: B. 'background should be duller thon thosë in the
: ~~.~:..,,;·::~:~·fa~gr~~d '::"~ :.:": : " '. ~~~.;;~;:

. C.. foreground should be duller than thosc··in th~
• .~; '.. .1 • 1
'-' . '. middleground .' .. ".:-/ ;<:.

.;. '. 0-. ~backliro"";d shouldbe 'brigbter than tho~ i,;. thé
" '-:'foreground:-..:.. . ......"..

..i, .::; :-~. .' ".. ._";-•. ': ;~::>:~~.
9.. .' ''''!tich one of the following materials <an be uSed to

... ~lock Ç)üt unwanted a!eaS on a screen in arder to
~ .' p'r~~~ucc th;~'i~a~=-~~ ~ pri!!ting~' .~::!"'.~

" .- ...
" .. ... ' ..'~ :~~~:,~}

,. .

.. -..
:"_.

harmOi:y
rhythm ••.. ,
bal~nce ...

dominance.

A.

B.
C.
D.

.-

Whi~h one of the following pai~ of coloW'S·Can bc;"
classified as èompl;';"entaly 0010=1 "
Je. RQfa"na Green"•.. ;" .. ;. p • .,,': :'\ ":~ -'.

','_ ". J"~"".~"'.'.:;'". Bp . Yellowlirici·Orange..~.~ ". . _.....:,. ".; .. ..
;'.':"Jè..:'Biu~~d 'Purplc . -.:: .; •. ': -.~?.:;; ~'."l' : ~:.' c,:."::~,,,,~.'.'.:_ -·~···.lp··~

.' D. :Yenow:and Green. '.' ..... -::., . '. '.'
",,:~ -'.";.~ ;~;'/~!,.2:';"'::~' "':.,':"',- - ;:":~..:,.: ":..~"":

3. .. Which one orthe teehniqu<s llsted.be!ow <an be used·
. '.' for transferring iext~ dirtcly from one surface ÙI

w

•

, , another7 ......... . ''" .... .., "" '...,.

A. Etcj,;n~::"""':
~ SPr-lying. - .
C. Hatehing:

.D. Rubbing.

2.•

•
5203 2
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Mr. Gatimu then picked up KCPE 1985 examinatilln paper and repeated the exercise.

talking to me and to himself. he said:

Question Six. This is on tc:xturt:. But maize cob can pmducc this or thui
(pointing to two pictures in the multiple choice que.,o;;tion pal~r). Kt.'èp il aside.

Question 26. This is aboullools. Wood work lools. This is not the one they
can fail in. This is about project.

Mr. Gatimu selected 3D questions from two past examination papers that fairly weil

covered the seven topics that he had initially listed in the heginning.

Art teachers in ail the three schools had difficulty in understanding the Kenya Certiticate

of Primary Education (KCPE) examination evaluation reports. 1 ohserved this to he due

to Jack of training and experience of the teachers in hoth indigenous and European art

traditions. Consequently, the examiners also did not consider whom they were testing.

how the candidates were taught and the purpos~'o(the art examination. 1 discussed sorne

of the questions and comments hy the National Examination Board with the teachers.

The following are sorne examples of the questions which the candidates found difticult to

answer:

Example 1 - Question 1 in KCPE of 1986.

Which Olle ofthe follol\'ing groups ofcolours ....ou/d he appropril/te to prim a
composition based on the r/teme, lIt was ajo)'ous occasion':

A Black, purple al/d grey

B Red, yellol\' and purple

C l'urple,blue and grey

D Blue, black ",ut purple

These were the evaluators' comments :

The correct answer is B. The question was tesling more than an undcrstanding of
lhe symbolic values of individuaJ colours, il was lesling !he language of colours
in combinatioD.

The teachers felt that it was difticult to have a general answer for this question hecause

'symbolic values' of colours varied from one ethnic group to another. Secondly, the use

of coJours in the traditioDal society did not change from ODe event to another. For

example, the Maasai do Dot change their coJour ornaments from one ceremony to
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anuther although they reeognize particular eoluurs as objeets for particular ceremonies

whieh have social signifieanee.

Example 2 - Question 12 in KCI'E of 1986.

This q~stion attempled 10 lesllhe studenls' knowledge of material culture.

The selectioll ofcolours illl1lakillg traditiofJal omamenb is mainl)' hased O/J the:

A Ami/obility

B SYlllbolic value

C Attrllct;,'eness

D Age group ofthe lI"eQ\'er

The correL1 answer given in the examination report is B. But attractiveness and

symbolism is closely linked in traditional societies. Often a Rendille, Pokot or a Turkana

will say that an omament is beautiful when it represents symbolic colour values as weil.

Among the ethnic groups omaments are made to he wom according to the age groups.

Ornaments are often not made when beads of certain colours and shapes are not available.

Thus, availability of materials does affect the making of the oranments.

ln the newsletter of 1987 from the Kenya National Examination Council it was explained

that not many children were ahle to select the correct answer which is B (symbolic value).

The majority chose C (attractiveness). Failure of the candidates to give the correct answer

was explained thus hy the Examination Council:

To obtain the correct response, the importance of' traditional' in the stem bas to
be understood and the cultural context of the question realised. This was 50 for
ooly the very able candidates (as) such underslanding and realisation is not there;
they (majorily) answered the question through the phase ' selection of colours',
and chose C 'attractiveness'. (A sùnilar misunderstanding of 'tradilional' was
also delecled in Question 10 ).
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The following is Question 10 in the 1986 KCPE examination:

Which of Ihe fol/olring is nOl a Iraditiona! melhod ofd"cor<lting gourds:

A. Incising

B. Smoking

C. Painting

D, Embedding

The problem arises when what is traditionalto one ethnie group may not be traJitional to

another and both the children and teachers (as weil as the examiners) may not have the

knowledge about traditional decorating methods among ail the fOity tïve ethnic groups of

Kenya. No art teacher in the three schools with whom 1discussed this evaluation trom the

Examination Council understood what the explanation meanl !

Example 3 - Question 5 in KCI'E 1988.

Whicl' olle ofthe groups ofeolollrs listcd be/OII' will besr express the J~e/illg of
exCÎtel1U?IU ;n a paimillg :

A Blue and greell

B Yel/(}\',' and orallge

C Redand grey

D Greell a,,1 purple

The correct answer given by the National Examinations Board is B. Many students were

unable to answer this question as... Il appears tbat the candidates were not exposed to the

expression of colours and their meanings in paintings." (Evaluator's comment ).

Although there is an implicit blame on the teachers in the above statement. there are other

factors to be considered in an art examination that involves expericnces of observation.

practical work. ùf feelings and development of visual skills. The appropriatcness of the

questions for second language primary school children is howcver not discussed. ln fact

the inappropriateness of the qu~stions in art examinations was pointed out by a researchcr

on Kenyan childrcn's drawing ten years ago. The situation appears not to have changed

much. In a report to the Kenya Institute of Education. Eisbeth Court had made the

following observation:
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lJnforturuudy. bUl und<r>tandably. many of the questions on the 1985 theory
p"pers (NalIobi. Wamunyu and 'sample') "'" based upon redundant1:Ontent from
the old syllabus. Very few of the.. questions involve reasoning; most test
spc:çific information. rotely rnemorizcd infonnation. Many of the questions are
confusing; others are incomct. ln a brief perusaJ of the E:<amination Council's
sampie. 1estiroate that 60% of the 'Iuestions are biased against runù children. 1
also note Ûlat a number of qUt::Stions were borrowed froœ prt:\i.ous Teacher Art
Education papers which isn't fair.

(Court: lQ85. p.2)

Ail the questiuns in the past national examination papers from 1985 10 1992 may be

classitied under six subject headings: Tools. Techniques. Materiais, Art Vocabulary,

Visual Skills and Cultural Values. Students are tested on knowledge of both the

indigenous and modern (European) an and craft in these live classilicarions. The

fullowing (Wo chans are the outcome of analyses that compared (l) the number of

ql;'~stions in each of the six subject headings and between the indigenous and modern

(European) content in the examinatiuns during the last eight years. and (2) the frequency

uf occurrence of questions in the (WO areas during this period.

Diagram 16: Examination content in six subject headings

60

c::: .. 50
QI

.~

'" 40.. "c::: ..
30QI c:::.. QI

c::: ~ 200 1.
U QI 1 0Cl.

0
1985 1986 1987 1988 1989 1990 1991

• Tools

• Visual Skills

o Techniques Il Material

El Art Vocabulary [J Cultural Values

• The above chan shows that there is a heavy bias towards testing of tools, techniques and

materiais relative to testing of an vocabulary. visuai skills and cultural vaiues.

Consequently, the emphasis is drawn towards creation of employable skills based on
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'nll1d~rn' t~<:hnical knowl~Jg~. Thi, has liltl~ l<l uo with "n ~uu<:atilllt which h~,t

adur~ssèS inuividual valués.

Diaj:ram 17:

(European)

Compari,on of occurrence of indil!,enous to modern

content in examination questions (1985 - 1992)

mCCMMON

Years

1_ INDIGENOUS 0 EUROPEAN

100.00

.f:! " 80.00
Il

~ tJ 60.00
.8 l:i
" Il 40.00
~~
0 .... 20.00

0.00
IJ) -0 r-- Q) 0\ 0 (\1
Q) OC> Q) Q) co 0\ 0\ 0\
0\ 0\ 0\ 0\ 0\ 0\ 0\ 0\•

The diagram above shows that more than 90% of the questions during the last eighl Yéars

rewaled preferences for European tool designs. techniquèS and malerials. This was also

the case with tesling of visual skills. an lerms and cultural valUéS which again showed a

bias towards European conlexts,

6.2 Testing knowledge of material culture

•
When 1 tèSted children's knowledge of their ethnic object~ (such 'lS c1othing, ornaments.

containers and 1001s) in the three schools. a c1ear pattern emerged that is easily read in

tablés bdow. Maasai children in Standard 5 excelled far above the other two schools in ail

the tests on material culture. Their i\IlSwers were also varied and did not show a similarity

with the notes in their exercise books. This reflected that they had an depth knowledge of

ethnic an and craft, and of their environment and culture in general since Milasai material
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culture is closdy related to the environment and the social structure. The tests were very

simple; they asked the children to name or draw only live items of ethnic artefacts in each

of the three categories, namely, clothing and ornaments, containers and tools. These

IOpics, except Tools, were covered in the 8-4-4 syllabus. This is refJected in the tables

below. (For a sample of Questionnaire 3 see Appendix 2 ).

Table 21: Questionnaire 3 Standard 5 Ethnie Clothing and Ornarnents
Sludents in %

Marks in % -40 40-60 +60

Kassarani 7

Karuri 0

Inyonyori 0

15

3

o

78

97

100

Ali schools did weil, and inyonyori had 100% in the over 60% mark in the test on

clothing and omaments. The following two tables show the results of the test on ethnie

containers and tools (See Appendix 2 for samples of Questionaires 4 and 6).

• Table 22: Questionnaire 4 Standard 5 Ethnie Containers

Students in %

Marks in % -40 40-60 +60

Kassarani 16 6 77

Karuri 5 9 85

Inyonyori 0 0 100

Table 23: Questionnaire 6 Standard 5 Ethnie Tools

Students in %

Marks in % -40 40-60 +60

Kassarani 19 11 70

Karuri 28 51 21

Inyonyori 0 0 100

i

•
,

Only 21 %of the childt'~n al Karuri achieved 60% and above, This was understandable as

large scale plantations for cash crops were tirst started in the Agikuyu region that

completely changed the farrn tool designs that the peasants were used to for subsistence

farrning. In the art and craft syllabus, teacher's guides and texts the tools referred to are
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only European. Test marks at Kassarani were raised by the presence of pastoralL~t

children who were recent migrants 10 Nairobi. The Maasai children scored 100% in the

distinction c1ass. Children from pastoralist areas included weapons among ethnie tools lest

for which they were awarded marks.

The next set of tables shows the results in Standard 8 classes in the three sehools. The

answers in the retumed questionnaires t'rom Kassarani and Karuri were ail very similar

and almost exaetly to the notes in the exercise books. But at Inyonyori there was much

variety and originality in nanJing ethnie items.

Table 24: Questionnaire 3 Standard 8 Ethnie Clothing

and Ornaments

Students in %

Marks in % -40 40-60 +60

This questionnaire tested the ehildren's basic knowledge of ethnie clothing and ornaments

and ail the sehools did weil in the test. Maasai children were 'original' for they did not use

text book examples as the children in both Karuri and Kassarani. No ehild from

pastoralist background at the Nairobi school used examples from· hislher own ethnie

group. And unlike their juniors in Standard 5, these pastoralist children in Standard 8,

redrew text book illustrations Iike their c1assmates from agriculturist background.

•
Kassarani 13

Karuri 2

Inyonyori 0

o
o
o

87

98

100

Table 25: Questionnaire

Students in %

Marks in % -40

4 Standard 8 Ethnie Containers

40-60 +60

Kassarani 9

Karuri 3

Inyonyori 0

5

7

14

86

90

86

•
In the test on ethnic containers only 9% of the c1ass failed at Kassarani and 3% at Karuri,

while there were no failures at Inyonyori. Containers is one category of material culture

that has survived among the Agikuyu and among many other ethnic groups inspite of

modemization. In Banana Hill and Mathare North, where Karuri and Kassarani schools
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are respectively located, one sees a variety of pots and hoth sisal and reed haskets made

by the agriculturists Agikuyu, Akamba, Luo and Luhya groups. The children's

knowledge was prohahly from ohservation than from classroom teaching as 1 found no

evidence in their notebooks, test papers or text books on the containers that they drew for

me.

Table 26: Questionnaire 6 Standard 8 Ethnie Tools

Students in %

Marks in % -40

Kassarani 5

Karuri 8

Inyonyori 0

40-60

14

o
o

+60

81

92

100

•

1•

Inyonyori leads with 100% distinctions confirming again the Maasai childrell's superior

knowlege of their matcrial culture.

6.3 Summar~'

Children in ail the three schools performed hetter in English, the language of classroom

instruction, than in Kiswahili and their ethnic languages which are the languages spoken

outside the classroom during their daily interaction with the society. This is indicative of

the importance of leaming art in English, the language of a modem nation. Il may he

said from these findings that learning art in English divorced the children from

developing and expressing art experienced using their Mother Tongues and Kiswahili

during their formative years in the primary school. This phenomenon a1so separated

expressing and discussing indigenous and environmental art knowledge from classroom

discussions and learnings. Il created a difference between learning about heritage from

parents and grandparents and from teachers.

Maasai children performed better in identit'ying colours and items of material culture

than the Agikuyu and multi-ethnie group of Nairobi ehiIdren. This indicates that the

Maasai children had a better understanding of indigenous art forms than other ehildren

and they Imew more than what was taught in the national syllabus.

Paradoxes are seen between objectives and content of syllabus and examinations. In the

syllabus knowledge of the artistie heritage of Kenya is stated as being neeessary to retain
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national identity and unity. But acquiring employable sldlls for small scale workshops.

and becoming self-sufficient on the basis of ability to address the needs of a 'modem'

consumer class, is the goal of art and craft education as demonstrated by the content of

the syllabus and examination questions.

Tbis chapter also raises two questions. One is the question of suitability of the test form

(multiple choice) given the nature of art education (Le. ambiguity is an inherent feature

of art). Thus description and meaning of experiences in c1assroom art events are iII served

by simplistic and technical answers. The second question is whether traditional and

'modem' have to he in opposition for aesthetic education can both preserve and build on

the traditional by fostering critical reflection on values in transition.



•

•
1

287

Chapter Seven

Summary and Conclusion

7.0 Summary

ln this dissertation, teaching of art and material culture is explored in situations which are

conditioned by political discourses. educational policies. and historical and cultural

realities. These situations have created the present tensions between teaching art for

change of cultures and simultaneously learning art to retain cultures.

The political ideology embodied in the Presidential philosophy of Nyayoism creates

conflicts fust at the theoretical level whilst articulating that modernity is inherited from

indigenous traditions and a Christian doctrine. This is the concept of maende/eo (or

development) as popularly known in Kenya, and is said to be practiced in schools. In this

research 1 anempted to understand how the teaching of visual arts at the level of

interaction between the teacher and students was accomplished in schools in Kenya.

Early ethnographies recorded visual arts among agricultural and pastoralist societies that

were not then int1uenced by the coming of the Europeans to Kenya. It is of significance

to note that visual arts were the media of education in traditional agricultural societies as

they are today among the pastoralist groups. Later ethnographies further confirm the role

of material culture in socialization of the young to the norms of the society. But this

aspect of education in the arts has not been wrinen about, perhaps because it is DOt

considered to be an important component of African education today. Comparatively,

much has been wrillen on the educational value of the oral Iiterature heritage in the

national curriculum while the relationship of indigenous art to education is overlooked or

not understood. In this respect, the thesis contributes towards examining and discussing

this phenomenon.

ln Chapter Two 1 examined the historical evolution of the present situation relating to the

teaching of culture. Schooling is discussed in the context of dominant and vernacular

/
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ideologies operating in Kenya during the colonial era and nationalist ideologies in post

colonial times. During the colonial period there was direct teaching of culture through

music, religion and craft in mission and government schools. Colonial anthropology and

education was regarded by the upcoming nationalists as degmding African culture which

led to an African academic answer to colonial anthropology and schooling. On the other

hand the nationalists demanded equal opportunities to modem education for African

children as those given to European and Asian children. Culture and education were two

key issues during half a century of struggle for freedom from colonialism. The Mau

Mau, for example, rejected Christianity and prayed to the Agikuyu god, perfonned

traditional rituals, songs and dances but they encouraged education and promised free

fonnal education for ail after independence. The nationalists insisted on English medium

education in line with the English grammar schools.

Political and academic discourses after independence valorized African cultures and

perfonnances of African arts at the national level which became highly politicized.
_/

School syllabi were changed to reflect African traditions and values as weil as to reflect a

progressive and modem society. But the language of school education remained English.

The second hall' of the post colonial discourse represented re-emphasis on Christianity

and technical education which was said to address the nation's moral and employment

concerns, but in actuality it was reminiscent of a colonial education policy for African

children. The difference was an additional line that reassured the important role of

indigenous cultures in policy making, education and a national life style. Hence,

development practices resulted in conl1icting ideologies derived from the colonial

discourse and the anti-colonial diseourse, and the post independence discourse on

Christianity and indigenous cultures and modemization. These emerged as four

overlapping discourses (colonialism, nationalism, Christianity and modernization) that

were most apparent in the post independence school curricula. Among the arts-based

subjects are the teaching of history, African languages, art and craft, music and religion.

Of these subjects, Christian religion in the 8-4-4 curriculum is the one that c1early

transmits sociCH:ultural values and demonstrates their validity through past and present,

and for future experiences in community living.

While the objectives of the new school curriculum complement modem educational

theories and policies derived from development plans guided by political ideologies, what

remains uncertain is how these objectives are implemented at the level of actual teaching,

In other words, how do lessons in art and craft create a sense of cultural identity based on

indigenous knowledge and simultaneously a sense of being modern fashioned on images
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of devdopment from life styles in the industrialized world ? What appears as a missing

point is an educational theory for legilimizing lhese objectives. This space is filled by

Weslern educational thoories emphasizing cognitive skill acqu isition and conflicting

polilical discourses on cultural maintenance and transformation. Then in this context what

needs to be understood again is how under a uniform national curriculum the teaching of

culture, and of art and material culture in particular, creates a national Kenyan and an

ethnie indigenous identity in the c1assroum where there are children from different

cultural traditions.

The selection of three field sites for my research represented three cultural traditions in

Kenya. One site was located in an agricultural region at Karuri Primary Schoul in Kiambu

District which is heartland of the southern Agilcuyu people and culture. The Agilcuyu

lhealer, language and songs f10urish as popular arts today but art by Agikuyu artislS is

mainly addressed to expatriate and internalional audiences. In Kiambu District there is a

thirst for education and the majority of the young people are trilingual, in Gilcuyu,

English and Kiswahili.

The second tield site at Inyonyori Primary Schoul contrasted with the Karuri site.

Inyonyori is in Kajiado District which is inhabited by the Maasai pastoralislS. At

Inyonyori, the tirst mission schoul was started only about ten years aga and the children

from the community went to schoul for the first lime. Thus the children, among whom 1

researched, were tirst generation going to schoul and they carne from homesteads where

there was a high maintenance of indigenous culture. AdullS and children displayed

traditional ornarnents on their bodies and participated in traditional rituals and arts.

Schouling was not a priority in this region. Not ail the children went to school and of

those who joined schoul, only a few went on to upper primary and to secondary schoo\.

Maa was the dominant language and culture at Inyonyori.

There was a significant difference belWeen the cultures of the community around the

schoul and in the schou\. The Il Keekonyokee Maasai community was not Christian and

ilS belief system was traditional African. Customs, rituals and day to day aetivities were

harmonious with a pastoralist way of Iife and economy. In the school compound, the

teachers spoke different languages, they dressed differently and their body language was

different from that of the children's community. Tne children were taugbt in English and

Kiswahili for the most part and they wore shorts and shirts of different colours and

designs than those found in the homesteads.
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The third site that was selected was at Kassarani Primary School where modem and

traditional cultures were represented by the children in the classroom. At Kassarani

Primary School there were children from several ethnie b'TOUPS of Kenya. both

agriculturists and pastoralists. There were recent migrants from the rural areas as weil a~

those who were bom in the city. Here it was clear that the 'modem' and Nairohi culture

was the dominant culture in the SChOllI that children tried to he accepted into.

The three learning environments had evolved from three different traditions that were

created hy indigenous socie:ies which came in contact wiih colonial administration and its

school systems. and later during the two eras of independent Kenya signified hy the

presidencies of Jomo Kenyana and Daniel arap Moi.

My research methods were developed through readings and fiom my experiences in

Kenya as a teacher. designer. and as an ethnographer. This comprised three areas:

education. art and anthropology. 1 used questionnaires to assess students' knowledge of

material culture. visual traditions and modern art in three languages of the SChOllI

community. 1 tried to incorporate fi~ld methods hased on three sources of informati(lO.

namely, visual. oral and wrinen which affected c1assrOllm learning environments. 1 used

open ended interviews as research tOllls and often huilt on the interviews as 1 experienced

school and community day to day life. and the changing political situations.

During my tield work hetween 1989 and 1992 Kenya was passing through a period of

transition from a formai acceptance of a multi-party state. which happened through a

change of a clause in the constitution. to a multi-party election. Many diverse events

happened during this period which affected how 1 entered the field. how 1inlerviewed and

participated in SChOllls and communities. 1 discussed going to the field as three phases of

methodology that relate to changes in the political situations from an almost dictatorial

one-party govemance to one that wouId lead to a multi-party through consiitutional

changes.

During the last thirty years one national art and craft syllabus has been justified as an

instrument that would end 'tribalism' and create employment opportunities equally for ail

the ethnie groups of Kenya. However. these did not happen. During the last four years

ethnie fighting has" "escalated beyond any precedent in Kenya. There has been no

evidence to show that leaming of art and craft has led to children becoming self

employed after leaving primary SChOllI. Furthermore. most schools lack basic tools and

workshop facilities to learn the skills necessary for employmenl.
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ln [lolilical discourses learning and maintenance of indigenous languages are viewed as

carriers of indigenous knowledge necessary for post-independence devel"pment :

ThllS Iinguistic ~xpn:ssjons. litcrature and prov~rbs are vehicles for the ddivery
of indigcnous wisdom - the wisdom requiroo for the sustcnance and continuity of
thê proc~ss of nation- building, stretching from the past. through to the pœsent.
anu on ta the folure. (Moi: 1986. p. 8).

But in practice (as it shown in Chapters Four, Five and Six) learning and examination of a

heritage suhject such as material culture is neither in an indigenous language nor in

Kiswahili. The use of the English language gives a semhlance of modernity even when the

content requires experiencing and expressing indigenous art or art that is immediate to

the children's home environment where the frrst languages are ethnie and Kiswahili. Thus

schooling in art compliments the pervasive presence of the president's voice in a douhle

discourse of retention of indigenous culture presented as a small symholic aspect of the

conlent, and modernity through a European language which is the dominant mode of

transmission of cultuml knowledge.

Two statements may he drawn from this dissertation. One is that indigenous content is

dearly under-represented in the practice of teaching and examination of the national

curriculum and what is projected as 'modern' is rote learning of terrns that specify

European lOols, technology and materials without parallel experiences in drawing,

painting and sculpting. Consequently art education does not fulfill one of its primary

roles of imparting cultural heritage as stated in the syllahus :

ReslJ"Cl and development of cultural heritaKe.

Education should respec~ foster and develop Kenya's rich and varied cultures. It
should instill in the youth of Kenya an IUlderstaoding of past and present culture
and ils valid place in contemporary society. It should also mstil! in the youth a
sense of respect of IUlfamiliar cultures. (Syllabuses for Kenya Primary Schools:
199\, pp.ix-x)

The second statement is hased on learnings in the schools where 1 researched and from

readings on the historical and present day experiences of formai education in the arts.

There is the question of whether art education is viewed as 'serious education' at ail.

In the next section the two slatements ahove are further detailed and discussed in the

context of the Kenyan education system and society comprising the multi-ethnic urhan

people, the mainstream 'modern' agriculturists and the minority 'traditiona!' pastoralists.
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7.1 Art and matcrial culture education in Kcn~'a

This dissertation registers four main con~erns that are related to the ohjectives. theories

and methods of tea~hing art and material ~ulture during the formative years of children's

education.

The t1rst concern retèrs tu the teaching of art that puts emphasis on rote learning of

English vocahulary and terms associated with art, craft and design. materials. techniques

and processes. Student. are examined on this through written examinations called Theory

of Art. Very Iittle praetical work is done and there is no systematic evaluation of

handwork. This aftècts the validation of practical lessons in drawing. painting. mosaic,

pottery. sculpturing and other practicals. The result of this is that teaching, which is

largely theoretical and based on learning of the English language, is instructional that

provides little opponunity to explore children's world. perspectives and imaginations.

Teachers come from different backgrounds and aesthetic traditions. Many of them have

not had an opponunity 10 appreciate either the indigenous or European tradition in

education in the arts. Consequently, teachers may not be ~onscious that they may he

denigrating indigenous African art in schools as rellected in a Iittle news item (ON 13th

May, 1995). [t was reported that IWO hundred pupils of St. Kizito Primary School in

[siolo District were sent home because their hands were painted with henna patterns.. The

children were from [slamic nomadic backgrounds and henna body painting is one of

their indigenous art forms. [n a Christian school perhaps there was a prejudice lowards

Muslim presence that emerged in an art form. But the teachers' attitude may also he

intluenced by their feelings towards art education in general. Many teachers feel that an

is not an educational subject but that one 'knows' art by nature, that Is, that it is an inborn

talent that has more to do with entenainment than with schooling. [n 1994 this was once

again explicitly expressed by the Kenya National l ',ion of Teachers (KNUT)

representatives at a press conference in Nairobi which they gave 10 inform the public and

parents about their grievances:

The Kenya Nalioo.al Union of Teachc:rs (KNUn brnnch officiais lold a Press
conference !hatthe Ministry of Education made the situation wor.;e by a "useless
and time-wasting" syllabus !hal did not benefil pupils.

They ciled arts. craft. music and borne science wlùch they said were purely laIent
areas where teaclùng and exarninalions were a waste of lime as certificat.. wen:
never issued for !hose disciplines. (Paily Nation: September 15. 1994).

This raises a key research question of how the notion of education and examinations in

general or the relationship beIWeen the IWo is understood by tcachers in Kenya and
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suhsequently how education and examination in the arts is viewed hy the society and

educationalists in the Ministry of Education. It is known that teachers' attitudes towards

different suhjects affect their effectiveness in the classroom. The representatives of the

teachers' union are vocal in expressing their frustrations ahout teaching such "useless and

time-wasting" suhjects as art and craft there is a need for re-thinking ahout education in

the ans for Kenya, and perhaps for other countries in Africa. My Jearning from this

research has heen th:!t in Kenya it is possihle that teachers in the puhlic schools are

generally not weil inclined towards art as an educational suhject. Part of the problem may

he with their training in art education at the Teachers' Training Institutes and their attitude

towards art education which is often considered for pleasure more than as an academic

suhject. Very few teachers actually helieved that art education created employahle skiIls

although they might have been telling the students that art was a useful subject to help

them acquire jobs if they are unable to continue after primary schoo!.

The second concern relates to the teaching of indigenous material culture. As shown by

the analyses of the syllabus and examinations (in Chapter Six) there is much more

teaching of European art than of indigenous art. This conflicts with the national

objectives of creating a cultural identity through heritage subjects such as art. Learning

foreign art traditions in the Kenyan situation means learning English fll'st and art later.

There is Interference of second language in learning the fll'st basic art concepts. Although

children speak English it is not the language of their people be they agrirultralists,

pastoralists or urhan. The syllabus may serve an ideological purpose in promoting

'modernization' through learning of a language of a 'modern' nation but it does not serve

an educational purpose for it does not relate to the immediate cultural experiences of the

child, and for that matter of the teacher.

This concern may have a link with the tirst one. It would be of interest to know if sorne of

the teachers' frustration~ are not due to the emphasis in the syllabus on the teaching of

European art with which the teachers themselves are unable to relate to, and thus cannot

recognize its educational value in the African context. During the period of tieldwork and

from my past experiences, 1 found that the art teachers that 1 talked with often wished to

know more about material culture and how to teach il.

The third concern is related to how a heritage subjeet such as material culture that is no

longer a living tradition is learned at primary level. Kenyan children of agriculturist

groups, such as the Agikuyu, have in general become remote from the visual traditions of

their parents and consequently t'rom the metaphors that enrich the (indigenous) visual
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language and its assoeiated aesthetic material. In Chapter Five 1related my e~periences in

the elassroom in Karuri Primary School (in Agikuyu region) where the children and the

teacher could not identify Agikuyu omaments. The Agikuyu children also did not

perform weil in tests on colo'lfs and art terms in their ethnie language and Kiswahili

which indieated that they relied on learning English to lcarn art. Il was evident !Tom the

tests that the Agikuyu teacher and students e~perienced neither the indigenous nor the

European art and aesthetic experience.

The fourth, which is a grave concem. is ahout teaehing the national art syllahus to the

children of the pastoralist groups. In addition to the three eoncems discussed ahove there

is an additional dimension when the 8-4-4 curriculum is taken to the pastoralist regions.

The prohlem is that the national syllahus though called 'national' does not take account of

the visual arts of the pastoralists. The eultul""dl component of the national syllahus is hased

on European and Kenyan colonial experiences arising largely out of eonlmdictions in

mission schools (among the agriculturists) that plaeed emphasis on diffcrent set of

principles of aesthetics and needs for art and craft than those experienced hy traditions

and present Iife styles of the pastoralists.

The pastoralists of Kenya inhahit dry lands of the north and are of Nilotic and Cushitic

stock. Generally the pastoralists have a high maintenance of indigenous material culture

that distinguishes them from the agriculturists and from one another. Very few among

pastoralists are Christians though Christianity is spreading steadily throughmission·

stations. Sorne Cushitic groups such as the Somali and Sekuye are ail Muslirns while

others Iike the Boran, Gabhra and Rendille are partially Muslim. Those who have been

Muslim for many generations have incorporated Islamic elements inlo the pastoralist art.

Recently, sorne Christian groups, such as the Roman Catholic, have shown respect for

ethnie arts and attempted to incorpomte their arts into the Church and Chritian

community Iife.48

During recent years, nomadic cultures and material culture have also heen adversely

affeeted by the sub-Saharan droughts and wars. Sorne NGOs such as Oxfam. and

Churches Iike the Catholic Cburch, are helping the pastoralists to develop craft markets

based on their material culture. 49

None the less, today the visual traditions of the pastoralist communities of Kenya are

living arts that sustain Africa's mode of education and particularly of visual education

which is the principal means of sustaining community integrity and esteem. These are

vital today during the times of wars and prolonged famines in the pasloralist regions of
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the Rift Valley and nurthern Kenyan. The material culture heritage of the pastoraIist

pc'<.'pks uf Kenya such as the Maasai. Samhuru, Pokot, Turkana, Rendille. Gahhra, Boran

and Somali is prulific. personal and aesthetieally founded. It integrates many aspects of

their lives. It wa~ discussed in Chapter Four, for example, that the Maasai make sorne one

hundred and fifty different types of ornaments h2sed on their aesthetie mode which in

Maa is called, muain sidain, that has a close relationship with their environment, social

structures and helief systems. The patterns appear on their containers, hody wear and

sorne tuols. Maasai material culture in total is also a medium of sociaIizing and educating

children and it supports transmission of Maasai beliefs, values and aesthetic sense from

adults to the children. In ail, the visual arts sustain community integrity and esteem.

Similarly the other pastoralist groups of Kenya have an elaborate range of material

culture items that speak of their traditions, knowledge of the environment, visual skiIls and

their identity as a desert people. SB Like the beadwork of the Maasai that tell stories of

their origin. heIiefs and traditions through colour metaphors. the Somali and Boran

pattern-work on their artefacts speak of their heing Muslim and paslOralists. They

incorporate decorative Islamic !ine patterns onto the items of their material culture. The

designs hlend inlO their leather work, wood work, woven mats and emhroidery on the caps

and household furnishing such as hed and pillow covers. The frequent use of geometrical

and tloral motifs.retlect on an Islamie mode of art that is integrated into and has beeome

a significant aspect of the pastoralists' meticulously and consciously crafted aesthetic

environment.51

Within the homestead of a pastoralist there is a hannony created by familiarity of pattern

motifs on material culture. They create an aesthetic experience that is familiar with other

elements in the visual environment which is also shared by many pastoraIists groups of

Africa. Monica Lawlor, who experimented and researched on West Afriean visual p:Ltterns,

discussed in her paper on Cultural influences on preference for desilmS (1954), that :

ft is possible that the culture offers the individual opportunities for a certain type
ofaestbetic exporience rather than others and !hal tbrough the familiarity which
cornes tbrough tbis experience he develaps bis attitudes lowards the aeslbetic
malerial. (p. 169).

The familiarity with and attitudes towards aesthetie material are learned to be appreciated

from childhood. They are observed during and expcrienced by the order of daily living,

which is the order of work, ablutions, prayer routines, reading of the cloud patterns,

identifying animais by the colours when they return home in the evening, and sharing of
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social customs. This order is rellected in the groupings of malerial culture associated with

work and rîtes. S 2

The artefacts and the pallerns on the anefacts such as the prJyer mat. the cap. walking

stick. sheaths of knives and cenain ornaments become persona:i2ed and identitiable with

the names of their owners. They follow conventions that are particular 10 the items known

by their functions. forms and social imponance. For example there are separate ranges of

symbols used on metal omaments and on Jeather sheaths. Thus 10 the sensitive eye they

evoke feelings throogh associations as metaphors. S3

The sensitivity is fel! by thoughts arising from previous visual experiences which may be

through both informai and formai learning that happens for example. during festivals of

rites of passage. Visual thinking ski Ils that differentiate. recogni2e and create semiotic

references to shapes and patterns are enhanced through a discipline that teaches control

of the hand and the eye at a tender age. It teaches the power of concentration. rellection

and association which is the essence of visual education. 51

The sensitivity. perception and cognition of coJours. textures and !ine images are acquired

and appreciated within the cultural and re!igious practices of pastoralist community life.

and strengthened by education that is specitied within the age group system. This is the

signiticance of the art metaphor in the material culture and education of the pasloralisL~.

Art educalors have argued that art forms that stimulate visual thinking have a great

educational value for they see them as components of a second language. Dewey (1980)

for example. has wrillen that :

Because objects of art are expressive. they are a language. For each art has ils
own medium and !hal medium is especially fitted for one kind of
communication. Each medium says something that cannol he unered as weU or
as completely in any other longue. ( p. 106).

Like the Maasai children who learn to perceive complex colour designs as aesthetic

material and symbols of social importance in their material culture. the Somali. Gabbra

and Boran children deveIop perception on a different plane. They develop the ability to

perceive simultaneously the interacting of the geometrical lines and spaces; design

elements based on the new moon. the stars and the minarets. and the poetics of stenciled

flora and fauna shaped from the environment. These tlley distinguish in inverse and

mirror images. as intricacies worked into an order of continuity and beauty that is

enforced by repetitive images. Skills of perception are c10sely linked with the intellect and

education.
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Crawford (1987) argues that of the five 'c1usters of concepts' used by aestheticians, it is

tbe cultural concept tbat often interacts with the others wbich enlarges the scope of the

aesthetician's inquiry. Other concepts are the art object, appreciation and interpretation,

critical evaluation and artistic creation. The cultural concept used in aesthetic appreciation

helps to develop critical thinking and understand the society's higher values, morals and

inter·relationships among cultural institutions (Crawford: 1987, p. 236).

The above argument concludes that there is a need for research in art education that

relates to indigenous modes of perception associated with fabrication and use of material

culture.55 Such material emerging from research on visual heritage may be incorporated

into the syllabi, especially of the pastoralist children, who represent the 'non-mainstream'

and ethnie peoples of Africa and who are also often referred as the 'marginalized groups'

of the Third World, that would Iink their living arts with school curriculum. For these

children, a curriculum that focuses on their arts as a starting point to develop reading and

other skills in critical thinking and management of a curriculum from outside the borders

of their experiences may be a subject of further research in Africa. The significance of

this type research is underlined by Ann Alenjanadro's experiences working with poor

Mexican 'non-maintream' children in the State of Texas in the United States. :

Not ooly are the arts oota fo,;age in the curriculum, but they may also represent
a unique hope for gelting beyond the skill·and -drill curriculum thal is so oflen
imposed on childreo from poor and "noo·mianstream" backgrounds.
(Alenjanodro: 1994, p.12)

7.2 Conclusion

•

This research has shown that the concept of Art Education needs to be exanined in the

reality of the African situation where political discourses on preservation of indigenous

culture and modemization of life styles influence what is learned in schools and how it is

Icarned.

First is the political contex!. There is no doubt that in a country such as Kenya the

President is often the one who states what education should be abou!. For example, in the

eighties when a controversy arose between learning 'New Maths' or continuing with 'Old

Maths', it was the President who decided to put a stop to the academic debate by declaring

that the old system should continue. No educationalist could then challenge this decision.

Many teachers and parents are aware that their children's schooling is affected by

'traditional' political discourses ~ather than by 'modem' educational objectives. For

example, when thCl:~ was a little more freedom of the press (i.e. after the constitutional
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chang~ that allow~d opposition pani~s to llp~rat~ in K~nya). an education r~port~r. taking

advantag~ of th~ situation. said it ail wh~n it h~cam~ ~vid~nt that changing of the 8·4·4

curriculum in 1983 was nol an educational issu~ hut a political on~ :

The 8-4-4 is only here v.:", us be.:aus< KANU won lhe la,1 eleclion. Il is one of
Ihe things !hal President Daniel arap Moi is commilted 10. (Daily Nalion.
Fd,rum)' 6. 1994)

Many par~nls and t~acb~rs thal [ talk~d to agr~~d with what th~ ~ucation report~r wrote

in the Daily Nation of Fehruary 6th 1993.

Wbile th~ support~rs of the single-pany system justify a political one pany d~mocracy

lranscending multiple ethnic cultures, th~y also propagate the 8-4-4 syst~m of education

as forging aIl the differences into on~ united (~thnicaIly) K~nyan nation that would retain

its indigenous cultural roOls and V••es within a European matrix of d~\'elopment. An

~ducation syst~m thus hecom~s an id~ological instrument supporting a one pany rule. As

stat~d earlier. the 8-4-4 educational syst~m has heen propagated by lh~ Pr~sident's pany.

th~ Kenya African l\ational Union. as a major achi~\'em~nt of President Moi and the

pany since ind~p~ndence. Nyayoism has ofien been quoted as evidence of the President's

lo,'e for children of K~nya who are affectionately called ll'atoto ll'a Nyayo (children of

Nyayo ) . Nyayoism is a philosophy that is also personitied by the President in his image

of the father of the nation.

During the last three years the underground opposition, iIIegal pro-<lemocracy

organizalions. the vocal clergy and teachers' unions have been cont~sting the

government's rhell:'ric in praise of an educational system whicb they argu~ was an

academic failure, and one of th~ major causes of public dissatisfaction with President

Moi's govemment. The dailies. journals, and pastoral newsletters oppos~d in strong terms

th~ gov~mm~nt's d~fense of the education system. During the 1992 ~Iections most of the

opposition panies campaigned against the education system that the government

promoted as a symbol of KANU's success and wisdom of the President.

The second reality is at the level of the classroom. There is a need to study the impact of

methods of tcaching of art on the creativity and self expression of the African studenls.

Teaching methods are inf1uenc~ by the content which is ofien slated as a dogma ( the

objectives of the syllabus states what the teacher 'should do' and 'must' do ) that the

tcachers do not always fully undersland or agree with. The examinations then reinforce

this authorilarian approach as shown by this research. The leachers of primary education

become instnlClors whose task is almosl to 'impose' a curriculum thal they do nol often

idenlify with and feel they cao tcach il.
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Th~ prohlem of m~thods h~com~s mor~ compl~x wh~n an lessons are gear~d towards

wrilt~n ~xamjnatjons that r~quir~ a œnain proticien.:y in English. This is th~ language of

teslÎng anistic ahiliti~s of childr~n whos~ tirst and second languag~s ar~ other than

English. (For most Kenyans the frrst language is an ~thnic language and Kiswahili is the

second and often the int~r"ethnic language. The exception is the elite group who may

know only English and sorne Kiswahili). The metaphors and subtl~ties ~xperienced

during the child's growing process may not be expressed as weil in a second language as

in the frrst. Secondly, as creativity and dev~lopment of the visual language, like the wrillen

language, cornes through ils use in the social environment, the primary context of visuaJ

learning is the child's home environment that is reinforced by schooling, the secondary

context.

Th~r~ is another point. The an t~acher is faced with the double task of teaching an and

language for wbich no allowance is made in the syllabus. Il is assumed by curriculum

plaoners that language skills learned during the English Language periods are suftïciem

hut an teachers, as shown by this research, kaow that the children must learo the broad

English vocabulary during their lessons, often by memorizing it more than through

anwork, if they are to complete the school schedule and pass the national an examinatioD.

This contradiction emerges clearly in the schools : During the English Language class,

English is laught as the second language, but during an lessons English is the medium of

learoing, and consequently viewed as the first language. Oulside the class, the Maasai and

Agikuyu children speak in their veroacular languages, and Nairobi children speak in

Kiswahili.

Ail these factors point towards the central isssue of learning aesthetics in the classroom.

Understanding aesthetics is a personal sensual experience, an event that the teacher ma~'

only help ta facilitate as aesthetics may not beinstructed. The event may center on

dialogu~s between an object and the student, the teacher and the object, and between the

teacher and the student as sharing of their aesthetic experien~s. My fmdings show that

this does not hapren during the a..'1 lesson in Kenya due to the content of what is taught.

the method of teaching and the medium ( language) of learning.

Where there is an indigenous tradition of learning an as among the pastoralist groups, il

may be maintained and supponed by the Ministry of Education. Teaching of the 'other'

culture in the classroom, which is oCten referred to as 'national culture', to ethnic children

creates a cultural conflict which points towards obliteration of their living arts. The

national an and craft curriculum has very liltte to do with the pastoralists' way of life and
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the immediate envimnmental aeslhetk experienœs of the studenL~. The 'modern'

curriculum does not have the approach that retlects on drawing from the heritage and

environmental experiences of the pastoralist children. Ethnk children in general often

have a superior knowledge of environmental aesthetics and visual skills than their art

teachers who are seldom from the same communities as the pupils, On the other hand

children of the agriculturists, who have loI'.' maintenance of traditional material culture are

neither exposed to the existing living traditions of Africa nor to their own heritage for

reasons of attitude towards the past, lack of art educatinn resources, and the design and

areas of emphasis in the curriculum.

This study points towards research into Education in the Arts for teachers in Africa with

the viel'.' to changing the approaches to leaming art in the c1assroom, There are three

reasons for this. One is that the signilicance of Education in the Ans may then be beuer

appreciated by teachers of art as an imponant aspect of development of a child. Second,

cultural diversity of indigenous arts and modes of learning through these ans may be

recognized as valuable to the maintenance of children's and the nation's (such as Kenya's)

education system. Last, a reconstructed curriculum may change teachers' attitudes from

being instructors to being participants in the teaching-Iearning processes, At present

teaching of art imparts norms and values that canoot be identilied as having roots in any

one of the many indigenous heritages of Kenya but the art curriculum is on record for

promoting values that are said to be Kenyan, This is coherent with the political ideology

of Nyayoism that chooses to create one national Kenyan culture rooled in traditions that

thrive in a modem society, Such an ail encompassing ideology as it is aniculated, may be

a way to keep in check what culture is transmitted and therefore expressed in Kenya. As

James Kangwana. the one time Director of Culture and a key person in media policy

making, states:

Past experieoce bas shown that nalional central authorities have been UDwilling
to a110w for the free cullulal expression for the f..... that lbis could shift the
control of political power in society. BUI lb" is as il should be becatUe the
exercise of political power is itself a cullural activity and il is lbis shifl whicb
aDows for democratic groundworlc and change in society, olberwise, in the long
nm, the community destroys itself.

(Communication Structuring and Content: The Cultural Dimension, 1994)

However, ta he indigenous and Kenyan, and to appreciate schooling and learning of the

heritage, can he an on going development (maende/eo) process which may only be

decided and articulated with the participation of the communities themselves, be they

agriculturists, pastoralists or urban multi-ethnic, as they change traditions and experience

changing political discourses in Africa approaching the twenty-frrst century.
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Nyayo in Kiswahili means fooLsleps. President Moi invented this name for himself wheo be look up
the office. In the firsl presidentia! speech he explained that he was following in the foolsteps of
Presidenl Kenyatta, his predecessor. This was pemaps a political strategy. Traditionally he was l''ying
hornage to the deceased eider by not taking his tille oame of m;:ee, the respected old man. Tbus Moi
was nol replaciog Kenyatta but following him. the ancestor was wilb him and he was the junior eIder.
Daniel arap Moi hecame the president of Kenya in 1978 wbeo the fusl president. Jorno Kenyatta, died.
Moi's presidency bas come 10 he knowo as tbe lIyayo era and during the fll"St ten years of his office, he
fashioned a discourse 011 development called Nyayoism.
1 Tbis bas beco explicitly said in the book by the President:
.... NyaY·oism is a pragmatic philosophy which crystaIlizes and articulales what bas aJways beeo
African, indigenous and fonnative in our societies. Nyayoism is neither foreigo nor unfamiliar 10
lraditiooal Africa, bul il is oew as a philosophy for the trans-tribaJ managemeot of a oalioo in a
plural, multi-racial conununity. Thus, it is rooled in Ihe Arricao past, bul oew in its Iraos-tribal
application tn Ibe management of Keoya. (Moi: 1986. p. 6).
Z As Sheffield (1973) puiS il. ·One "Tiler described Beecher's plan as a definile attempt ln keep the
majority of prînJary schooI childreo in Ibe rural areas.· (pA3).
3 10 the Developmeot Plan 1970 - 1974 il is staled thal
Tbe developmeot of new and distioclly nalionaJ expressioos is a naturaI growth arising from the people
themselv... but it must he ourlured and supported by systematic in"estigaliOllS whicb preserve and
anaJyze records oftraditionaI culture and make them avaiIable 10 the public. (Developmeot Plan 1970
-1974, p. 546). '
• The Luo do 001 circumcise their maJe cbildren and tbis ofteo becornes an issue at the social level
IDaily Natioo. Nov. I8th. 1992; Daily Nation. May lst. 1992). For example, on I7lb of September
1992, about a buodred Luo men demonslrated in KitaIe town in prolest against forced circumcisioo
perfoooed 00 four Luo men living in Buknsu (Bantu) ethnic regioo. (Dajly Nation. 18lb September.
1992). At rimes it even becomes an issue at the leve! of national politics wheo the cultural identity of
the future Presideot is debated in terros of riles of passage IDaily Natiog Nov. Ist. 1992). 10 sucb
case cusloms and artefacts, such as oroaments and wcapoos. become symbols !bat are manipulated to
empbasize ethnie identity, and implicidy an Arricao ideotit)'.
Take other examples. Tbe Waatu of Kilifi District. wbo speak a Cushitic dialect and share many
cultural and ecooomic similarities wilb their Mijikenda Bantu neigbbours. sbow their differences
lhrougb cusloms sucb as !bal of the taboo on caling fisb. whicb is the staple prolein diet of the
Mijikenda (Heine and Mohlig:1980, p. 71). Others like the Baotu sp".-ak.ing Abasuba are rapidly
becoming culturally assimiIated ioto the Iarger and eocompassing neigbbouring Nilotic Luo
community. One sigoificaol custom abaodoned by the Abasuba is !bal of circumcision (Heine and
Moblig:1980, p. 76). 00 the olber band lbe Luby.. a Bantugroup and a neigbbour of the Luo, wbase
malerial culture bas many similarities wilb malerial culture of lbe Loo. proctice circumcision. There
are stroug similarities in the oroamentation styles of Reodille, a Cushite pastoraüst group, and
Samburu, a neigbbouring Nilotic pastoralist group lbougb lbeir languages and customs are distinct..
5 In 1993 1 made a sorvey of cultural groups in Nairobi. Tbe resuIts whicb are discussed in Chaplet
Tbree coofmn ethnic affiliations of the groups.
• Aoother similar eveol in the schaol centred 00 customs. Puring the Ramadhan of 1993 seven girls
were suspended by the Consolata Girls Secondary Scbool in Mcru for observing lbe rile of fasl. They
retumed 10 scbool and were aJIowed to observe their custom onIy after a court order. (Sunday NatioQ
7mI93).
1 Tbe khanga or leso originaled amoog the Waswabili people in the Iast century. Il is widely wom by
women in East Mrica. Tbe govemment of Kenya dues nol recogoize lbe khallga as a national <lress but
in Tanzania the k/rallga is popularly \wossn to he the national <lress.
• The 84-4 educationa1 syslem bas beeo prol"gated by the President's party, lbe Kenya African
National Union, as a major achievement of President Moi and the party sÎIICe indepeodellce. N}'a}'oism
has often been qUoled as evideoce of the President's love for cbildreo of Kenya who are alfectiOll8le1y
caDed ....01010 wa N}'Œ}'O (childreo of N}'tI)'o ) • N}'ll}'aism is a philosophy that is aJso persooified by
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the President in his image of the fath<r-t""cher of the nation. Another name for the Pr<'Sident is .'011)'0

( Kiswahili for foolsœps) or the follow« of Mz.. (the eider) Kenyatla_
During the last tilree years the underground opposition. illegal pre>-dem'l<racy organizatioos. the vocal
c1ergy and t""chers' unions haYe heen conœsting the government's rhetoric in praise of an oducatiooal
system which Ihey argued was an academic failure. and one of the major causes of public dissatisfaetion
with Presidenl Moi's govemmenl The dailies. journals. and pastoral newsleUers opposed in stroog
terms the governmenl's defense of tho education system. During the 1992 eloctions most 0( the
opposition parties campaigned against the education syslem that the government promnled as a symbol
of KANU's suceess and \\isdom of the'" ;sidenl. FORD KENYA a1so had eleclion posto" speciflCllly
on the 8-4-4 system ofeducation urging the volers to vole for FORD KENYA in order to change the
education syslem ( See illustrations 1and 2).
• The fo11owing «ample of the selection of text books on Art and Craft for the curriculum lhat
devcloped oui of the recommendation of the Ominde Commission ilIuslrates Ibis point: Of the nine
lext books recommended by the Ministry of Basic Education in 1983 for use in primary schools for
Arts and Craft education in standards 1 106, one was on prinling (Meil and Fisher: 1973), one on
working with paper (Me11 and Fisher. 1981), one on modeling. building and carving (Meil and Fisher:
1974), one on piclUre and pauern making (Meil aod Fisher: 1974) and four on handwriting Onglis. el
a11: 1974). Ali of these books were puhlished by Thomas Nelson. Schofield and Sims of London.

'0 The discussion on the self awareness of the three anlhropologisls, who may have heen innu"llCed
by Geetz's c1assic work, From the :Sative's Point of View, is besl i11Il'lrated by r""ding their own
words.
Lamhek (1998). wriling on elhnographic research, pUis il in these words:
The facl is, thal the questions we ask and the assurnptions we make aboulthe rationality of the natives
-- why they say whal they say and do whal they do - are integra11y connocted to the questions of our
own ratiooality as anthropologisls and as meml>ers of cont=porary society. Questions about the
knowledge and proctice of the Other canonl he separated from questions of our knowledge and praxis.
(Lambek: 1989,p.4)
Lamhek in the foregoing quotation comments on the invention of research subjecls who answer to the
necds of the anthropologisls wilbin their experiences. ln a way th-. researchers are cautioned and made
aware of themselves as manipulalors of interviews.
ln Tuhmai. portrait of a Moroccan, Crapanzano discourses with himself 00 bis discow.es "ith
Tuharn~ the subject of his research. On bis ethnographic methodology in Morocco, he writes that:
ln ethncgraphic encounter, wher< the maU<T at band is the knowledge of the Other and his reality, there
is a very strong compulsion to attribule the negotialed reality ta one's intormanl There are, to be sure,
a11 sorts of ana1ytic straœgies that have been devise<! lo distingui,h betw"",,, what is specific ID an
encounœr and what is typical. general. or even universal. Such different contelts, the use of sev-cral
modes of elicitation, the sean:h for patterns, consistency. and redundancy, confirmation in the search of
others, the evaluation of inforrnants. and, utrimately, self-rel1ection and evaluation, must be repdod
with a certain skepticism. for the)' may -and often do - serve as rationalizations for the objectifieation
for the negotiated reality and ils attribution to the Other. (Crapanzano: 1980, p.l).
Dwyer (1982) begins his Moroccan [)jalo~es: ApthrQpology in Ouestion with the follo"log
Slalemenl:
1 arrive<! in Morocco in June 1975 with no specifie research task planned. 1 suspected lha' a clear
research projecl, designed to respond lo current theoretical coocerns in anthropology, would teod lo
suppress and severely distort the spootaneity and normal behavior of people 1encountered, forcing them
to fit into categories. modes, and aspecls defined by the project. (Dwyer: 1982, p.21)
As days went by, and one situation led lo anothet, Dwyer dev-eloped a fine, sequential repettoire of
questions !hal became bis discourses with Faqir Muhammad, the Moroccan. Dwyer crealed tbe Faqir
Muhammad of his discounes in bis ethnography - in his question and answer sessiom, observaJions
and ana1ysis. In a way both C",paozaoo and Dwyer invented relationships with tbe Moroccans for the
sake of their fieldworlr: and development of their professions. They were not the market veodon, tbe
waœr carriers, mosque mu//Qhs or kinsmen from the nexl village bUI anthropologi5ts from another
culture and new social relationships had lo he invenled lo accommodate and contain their intrusion into
the social and economic melieu of the villagers 50 as 10 facilitate antbropological field worI< and ID
legitimize their fmdings. Friendship was carefuUy nurtured sa lhat they, the anlbropologi'la, couId
'open up' the suhjects by allowing themselve. lo feel close lo and comfOl1able with the natives and vice
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\"~r\c1. Th(: l ..... O anlhropologi~IS makt: it c1ear tu the œadcr'i lMl tht:y 100 w(r~ bcing oiJsc.:r\'oo and
aMI,'zcd h,' Faqir ~ltllwl1Jnad and Tuhami which challfed the course of their disco"",es. A part of my
methcxlology was sélf P'""paration for "ntranCé into new rdalionships. Il was a roi", lik" a t1éW

S1lllation [l<'rsonality, !hat 1was partially making up for mysdf and partially, it wOltld he made up for
m" during ethnographic "ncOlUlt"rs.
•• Th" fi"t discourses were by Taban Lo Liyong, Okol P'Bikk and Ngugi wa llliongo.
12 Omondi (1973) slUdiéd how the Ihum (a Luo string instmmen!) changed due to E.lfOJ'é'lIl
influt:'nces. He \\oTites that:
As west"'" influencéS slartéd to he f"Il among the Loo, some condemnéd the lyre as an object of the
devil, while those who were inlIuencéd by Western secular practiCés Wete attractéd to the modem
'civilized' instrum"nts such as the guil8r and the accordion. The later group inventéd new names for the
lyre such as Ihum alieia (literally 'foot instnllnen!')Jhum arin'go (literally 'méat inslnunent'l.rhulII
1/)'alili (a derogatory reference 10 the onomatopœtic naming of F and G strings). (p.5).
There were changes in the pitch, mode and scale, i:1 the physical appearance of the lyre and how the
songs were renderéd. The dance fonu, accompanying the Ihum [l<'rfonuance, also changed. 50 mueh so
that:
The old men saw the lyre no longer as the bearer of the hest of their tradition but as another agenl for
deslro,'ing the standard of tbe society like the h'tlitar. As a result they condemtléd Il,e in.strum"nt and its
expan"nts. (p. 6).
The traditional players of the IhulII fell that the instrument was losing ils value as an ethnic objéct and
consequently its artistic standards were falling. ln 1966, they fonued the Nyatili Association of East
Africa ",bose chief ohjective was 10 'é1iminate offending elements' in the performance of the lyre.
Ranger, T.O. (1975) descrihed how the Beni NgolII/l, an East African urban dance fonu, originated
during the colonial period as an artistic expression of an experience "of colonial invasion, of resistance,
of accommodation, of protest and repression of protest". Ranger's Dance and society in East Afrig,
1870-1990, The Beni Neoma. also analyzed symholism in the dance, and in the dancers' costumes that
commented on and characlerized Christianity, African traditional heliefs, Islam, settlers, colonial
adminislnltors and soldiers in open air perfannances. Il perfonued the discourse nf colonialism,
nationalism and rnodernization in dance and material culture. In facl the Beni Ngama sl'mholizéd in
lotality how the different domains of the arts expressed changes as conflicts and harmonies. Appearance
of the triple discourse in the arts was fltSt sun in wban areas and then il gradually permeatéd into the
villages.
" Prior ta the coming of the European missionaries, fannal instruction in religion, mathematics.
reading, writing, history, and geographl' existéd in the Muslim tnlldarassalUQur'anic schools) of the
East African coast. The Lamu school tradition is tracéd 10 the nintb century l1Illdararsah in Arabis,
while from fourteenth century, scbooling in Mombasa. Malindi and Witu were mainll' inlIuenced hl'
Ihe Yemeni and Omani traditiOllS. Muslim pastoralists of Kenya such as the Somali and the Boran
foUowed a much earlier !slamic schooling traditions t'rom MogadishU and Ethiopia !bat had longer and
c1œer connections with ancient Islamic school,.
Though schooling was primarill' for religious inslruction in the rnatfarasslIh. teaching of secular
suhjécts was a part of Ihe kueümisha na kuisiamisha process, a Kiswabili term which means hoth to
educate and make Muslim. Hand written books and oral pœlry were produced bl' studenls of the Easl
African modarassah. Students of art and craft attendéd the madarossa!J part-tirne for compulsory Islamic
academic education and did apprenticeships with master craftsmen and women. The arts of the
Waswabili and of the Islamisised coastal Bantu groups adhered ta age-group and gender DOI1DS !bat W<le

alsn rellecled in the social structures of the coastal societies. Aesthetic principles were inlIuenced by
middle-Eastern Islamic art traditions. Representationsl art, for example, was considered hlaspbemous,
heathen and primitive, while geometric designs, calligrapbl', and floral patterns reflected discipline and
pOOty of an art-form !bat was symbolic of a c1ean and religious life. The c,",stal cultures also
conlainéd secuIar arts that incorporated Islamic sl'mhols inta indigenous art and aesthetic material. The
religious arts Wete overtll' expressed while the secuIar "'ete more covert. For example, ontil recentll',
Muslim Women in Lamu districl wore trnditiona! beadéd palleméd belt on their ",aists onder /slamic
attire and the veil. .
,4 Latinizalion of the Kis",ahili script and Europeanization of the arts isofatéd the fust European
educaléd Iiletates, their literature and the arts from an ancient East Arrican literary and art tradition
which had exisled a100g the coast and among the Northem Cushitic trihes. It a1so stopped the spread of
the Swahili literacl' culture inIand. It was almost half a century Ialer !hatthe fust East African lilerature
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aJlP"'U"'l in Latin script, and t""ching nf African music, oral lilerature and art were accepted, to some
e<ten~ in the school cunicula.
15 Ranger (1975) \\"rites that music and singing were central to Christian wo"hip and that:
Missionaries in lbe 18805 had few doubts of lbe civilizing and disciplining vaIne of music. (p. 13).
,. The IWo came from different evangdistic traditions and cultures. The Roman Calbolics, with thdr
headquarters in the Vatican, had '5 lbeir cultural bases the art and aesthetic traditions of ltaly, Spain,
and Portugal. These countries were also non-industrial European nations of the 19th and early 20th
centuries. (llaly Iater developed into an industrial state).
The Protestant missionaries came mainly from the United Kingdom and the United Slates with a
philosophy hom out of protest movements, Protestant worl< ethics, and a progressive outlook lowards
education and social welfare, especially on issues relative to poverty of the new induslrial working
classes. The Roman Catholics, on the other band, had a longer and broader chun:h hislory and hislory
of evangelism and working with native cultures in :he Americas, Asia and the Pacific. This history is
reflected in large collections of ethnographic objects in the Vatican Muselun in Rome.
Il In the Catholic evangelist tradition there have heen debates on religion and culu...e since the 'Age of
Discovery' when Asia and Americas presented Iwo differenl cultural traditions. One most significant
slatement recorded was in 1659 wben Rome, declared that the missionaries were to briug !o other lands
their religion but not their culture and slated that converts should be allowed to prdcti,e their CIL,toms
and rites lmless these were contrary to failb and morals. (Kieran: 1966, p. 1)
However, in 1742 and 1744 Pope Benedict XV did nol allow Chinese and Indian converts to take part
in certain traditional ceremonies (Kieran: 1966, p. 2) and in thè Americas the missionaries orde" were
delermined to eradicate religious beliefs and rituals, and to replace them with Cbristianity o., ideally
practiced in Europe (p. 3). This was probably the line carried forward to East Africa when missionary
activilies slarted in the middIe of nineleenth century.
la For e<ample, Bishop Lucas would bless initiation rituals and allow the initiales ln go ln chun:h.
But he tried to change the matriarchal homeslead inlo patriarcba1 one apparently because "the woman
did not have an ideal ofCbristian womanbood" (Ranger: 1975, p. 67). Bishop Lucas is remembered for
his campaigns against Beni dan=, the speaking of Kiswahili and the weariug of shorts and lrousers
bl Africans (Ibid: p. 127).
1 Il should be noted lhal this was nollhe case when, previously the missionaries opposed taxation of
the natives and compared the treatment of Africans by Christian seltlers with the slavery practised by
the cnasta! Muslims. In the fi"t decade of the century the Ch=h in Kenya sent a memorandwn to the
British Governmenl complaining ahout the behaviour of the settlers towards their African employees
(Roland: 1952, p. 8). Later, however, the missionaries' attitudes change<!, probably becaIL5e the inland
ethnic people wcre not responding to the Bible as weil as the freed slaves had responded.
21 Later wben al Makerere Margaret TroweU engaged a Mkamba corver to leach ber class (Court: 1985)
21 Among the flfSt artists and art teachers are Gregory Maloba, Elimu Njau and Francis Nnagendo.
22 Reference to Ibis section is made from archivai documents from 1944 onwards which mention
subjects that were covered by Art and Craft syllabus for primary schools in Kenya (KNA 521A) and ln
conference details on teaching of Indigeoous Art and Craft in scbools (Makerere Collese Report of the
Council to the Assembly for the year 1943; Report of Inter-University Conneil Delegation to E.A.
1949; Newsletter Makerere College 1952.
2' 1948 Was the year that demarcated Iwo lines of sbUgg!. for Uhuru (Kiswahili for freedorn) as a
result of a split in Kenya African Union, whicb was the must active politiesl body at the lime. One
line voled ln continue the freedom movement through round table talks, potiticizatioo of the people,
and winning the sympathy of the Britisb public through the media. The otber opted for an anned
uprising and began organiziog a guerriUa warfare. This lin.. laler came to be known as Mau Mau
which conlinued for the next ftfteen years.
Il should also be noted thal the Beecber Report Was an official gov.mment dœlUlleol that was tabled

in the Legislative Council at a critical time in Kenya's history wheo the colonial government Wo.,
negotiating for compromises between the demands of the Africans and those of the economically
r.werful group of white settlers.
• Another modification, the ooe which Was strougly oppnoed by the wbite settlen, iovolved greater

Africau participatiOll in governmental and municipal affain;. These cbanges wcre fmalJy answering
some of the demands that nationalists like Hany Thuku lIDd Eliud Matho, Mt mission educated
Africaos, had beeo m&kiog to tbe Legislative Couocil for the past tbirty years. They wcre a1so iDteoded
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10 slronglhon illO non-violent politicalline of African nationalism and consequenlly to weaken the Mau
Ml/li. The B"""h.,. Report's recommendations for better qualily and steady expansion of African
education and for more involvement of African staff in the school syslem wore similar 10 other
contemporary recommendations for changes in administration of , allocation of fmances to and social
services, such as housing and health, for the African communily.
25 The Beecher R"JXlI1 was publisbed twenly eighl years after Kenya was prOclaimed a colony of GreaI
Britain, and it records the fust delailed slatement on African education by the colonial government
Before thal, goveromont's inlerest in education wa5 almost lolally cenlered on European and Asian
populalions, leaving African education to Christian missionary and vohmtary communily
organizations.
2. Specifically, the Report examined how the qualily of Africau education could be improved through
grealer supervision and provision of more qualified staff. This would, of conr.;e, lead to an increase in
expenditure, and it was suggested !hat the necessary fmances could be found through more
contribulions from Local Native Councils, Local Authorilies, parents, and an increase in the colonial
Governmont's grant 10 oùssion schools.
21 Wipper (1977) wriles !hat :
Missionaries were harassed and severa! oùssion churches and scbools burned down. Approximately
eight hundred Musambwa follower.; invaded the Roman Catholic Mission at Kibabii. (p. 181).
2. Wipper slales that by 1971, there were 157 independent churches with 5,650 congregations, and
Ihat:
The member.;hip of Ihe independent churches of 1,694,840 now equaled the member.;hip of the
Prolestant Churches in Kenya and was not far below the Roman Catholic member.;hip of 1,998,000.
(Wipper: 1977, p.2)
2. Joseph Mururnbi, the second vice president, had a large collection of Pan African material culture
and ran an African herilage business. He was also instrurnenlal in promoting sculplors Maloba,
Nnaggenda and Elkana Ongesa to international fame. Other patrons include Mwai Kibaki, the leador of
the opposition parly (Democratic Parly of Kenya) who also collects Inuit art and B, KiplagaL the
former Kenyan High Commissioner to Britain.
31 The following four quotes from George Urch's paper on 'Africanization, sociali2ation and education
in Kenya' (1968) saW how slrongly the participants al the Conference on Teacher Education in East
Africa felt ahout the role of the teacher and school in teaching of indigenous culture :
The teacher was viewed not onIy as an agent who could co-ordinate the schools activities with the
communily development plans, but also as a person aware of the fact !hat the existence of the
communily implied the presence of traditions and cultural values which have helped suslain the
communily. (p. 16)
The 5chool could help serve as a custndian of society's heritage. (p. 17)
The sch001 has heen selected as an instrurnent which can he used to inculcate the chosen traditions.
The success of the school in titis endeavour will he watched by Ibose who feel tltat African Culture bas
a place in the mndem world. (p. 20)
s, At Makerere there was a popular culturala5sociation called Transition, after an academic journal !hat
it published by the same name. Severa! Kenyan intellectuals were contributors of Transition.
S2 Here reference is made to Ngugi wa Thiong'o, Ngugi wa Mirü, Kimani Gicau who all had to flee
the country after Kenyatta's regime delained Ngugi wa Thiong'o and began a persecution of intellectuals
in 1977. There was a censorship on the freedom of expression in the arts and the media.
55 During the fUlit year of the Plan Period, the Department of Design will he separated into Iwo
deportments - a Department of Fine Arts and a Department of Industrial Design. The s18hts of the
former department is still uncer+ain, pending a decision on the part of University officiais with respect
to how much the University should be involved in the training of teachers of Art. (Development Plan,
1970-1974, p.475).
54 Of the 103 members of the Honse of Representatives, 90 bad slarted !heir careers as teacbers and
when they entered the parliament the break down of their joh descriptions in the educational field 'a,.as as
fol1ows:
55 teacher.;; 23 headmasters; 8 education officers; 4 lecturers (French: 1960, p.161).
• 5 For example, it gave three reasons for emphasizing its difference from the previous colœial
educstionaI comDÙssions: One was the aholition of the racial basis of schooling:
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!o the first plac~. as our tenus of reference remind us. our Commission has Co think of education as Il

function of the Kenya nation. (The Ominde Report: 1964. p. 22).
T!le second reason referred to the righlto education for all :
1lle second difference betw~ our problem and that of pre\;ous commitlec.~ is a maner of social
objectives. (The Ominde Report: 1964, p. 22).
Aod the third was secularizatioo of African educatioo :
T!le third difference !hal separat.., Il' from our predecessor.; is a question of religious allitud..,. In 1949,
'Arrican Education' was slill almosl entirely provided by Ihe Christian mission and inspired by their
ideals and purposes. (The Ominde Report: 1964, p. 22).
3' The Ominde Commission evoked Iwo nalionalist printed discourses 10 jll,tify il< philosophy,
objectives and recommendations. One was Jomo Kenyatta's anthropological essay 0n Agikuyu history
and cusloms, Facine Mt. Kenya (1938) and the other was a political documenl, KANU Manifestll
(1963).
31 On this point il dire<:lly addresses the Beecher Report by referring to how the missionaries supported
govemmenl cllrricula to promote their own ailOS :
ln 1949 'African Education' was still almost entirely provided by the Christian missions and inspired
by their ideals and purposes.....Ollr approach must he the approach of the secular stale, pledged 10
respect the convictions of per.;ons of ail religions, and of none. To the secular stale lhe use of • ny
~blic service to enlrench the claims of any religion is repugnant . (The Ominde Report: 1965, p. 22).

The Ominde report has the following concurrenl comment on vernacular languages:
We apprehend, therefore, !hat the vemaclÙar.; will continue 10 serve Iheir historic role of providing a
means ofdomestic verbal communication. We see no case for .....gning to them a role for which they
are ill adapted, namely, the role of educational medium in the crilical early years of schooling. (The
Ominde Report: 1964, p. 60).
During this time severaljoumalisl< were arrested among them was Wahome Mutahi, who wrole on art
and Iiterature in the dailies.
39 The Committee bas concemed ilself particularly with the need to promote national unity and
culture'. (The Ominde Report: 1965, p. xix).
41 ln 1982 an art exhibition called Sisj Kwa Sisi. which was staged in a working class ares of Nairobi,
was banned. The exhibition showed paintings by young artisls and which depicted mainly social
reaJities in Kenya. A year or Iwo earlier Kibacia GalU's painting of the incidenl of Monica Njeri, a
Kenyan prostilUte who was brutally rnmdered by an American sailor of the Seventh F1ee~ WIS

coofIscated. Kibacia was an art teacher at Kilimambogo Teachers' Training College where he had started
a material clÙture collection with a colleague. ln 1983 when Kibacia did a painling of Iwo Iinle girls
on a Del Monte pineapple plantation who were savaged by Alsalian guard dogs, he had 10 flee the
country. The painting was called 'Mbwa Mka!i' ( Kiswahili for fIerce dog )which the aulhorities did nol
approve perbaps because the rich keep fIerce dogs to guards their homes and put up a sign 'Mbwa
Mkali' at the gale.
Sorne of the plays !hal were banned dlD'ing this lime were: Shamba la WauYama (Anima! famù,~
pay? Won't pay! and , Fate of a coc!<roach. These presented views !hat were critical of economic and
social developmen~ and the post-independence 'ClÙture of Silence'.
Il is interesting to note!hal when a copy of the play Can', Pay? Won'l Pay was returnOO frOID Nyayo
House.
Among the Iines heavily under1ined by the censors in the inlroduction is "if you wanl to give 10 the
pour, give live copper-;, Iwo for bread and three for clÙlUre, and culture does not ooly mean being ahle
to read and wrile but also 10 express one's own crealivity on the basis of one'. own world view (ON:
March 12th 1991). .
4' This justifIed the main objective of the report which was 10:,
Review generally the whole educational philosophy, polieies and l"Jjectives 10 ensme !hal Ihey are in
consonance with changing social, clÙlUra1, economie and polilical demands of the country. (The
Kamunge Report: 1988, p. vü).
42 Kenya'. social and cultural values, as staled in Sessional Paper No. 10 of 1965 on 'African
Socialism and ils Application 10 Planning in Kenya' are besed on African traditions and are adaptable 10
the changing limes. (The Kamunge Report: 1988, p. 6).
43 The philosophical fl'undatioDS underlying the teaching of social educalion and ethics il that there ;s
a corpus of values that are inherent in our African traditions. There can he development through
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conct:pfual analysis and mad~ part of the educational process in order la improye the mordl standarcls of
the nation to unde"tand and appreciale lhe African pe"onalit)" and il' particular mode of relating to
reality and the acceptance of the originality nf African values and way of life. (The Karnunge Report:
1988. p. 14).
.. Many of lhese were in the present Kiambu District which was an area ofone of ml' research sites.
• s Every now and again lhere is a debate in the newspape" and journals lhal only the Agilrnyu fought
for the independence of Kenya as the Mau Mau movement was Agileu)"u based. It is a1so argued,
mainly by the Agikuyll, that Kenyatta, who was from their ethnic group. led the country to
independence and he created the nation.
•• This meeting was recorded by Francis Sekuda. the director of SIMOO. There were forty live
members present during the discussion.
'7 During thelast general elections the Maasai population of Kajiado and Narok in general voted for the
one p!lrty KANU government while the Agikuyu in general voled for the opposition parties. The Vice
f,residenl of Kenya, Prof. Saitoti, is a Maasai and one of the prominenl KANU leaders.
a None the less, adaptation of non indigenous religion Jeads to changes in social order and aesthelic

values that eventusUy affect changes in the fabrication and use of material culture.
•• The most successful of these is a project on the Turkana baskets made from doum paIm leaves.
Pastoralist omaments are sold to tourists and exported in fonos thal are modilied to suit western
consumer tasles. Very many functional and decorative items made of beads such as table mats. key
chains, waist heUs and beaded T- shirts, marl<eled from Kenya have been develnped by pasloralist
women groups. However, the bull< of art and craft trade from the pastoralisl communities comprises
ethnographic items which are old and aulhentic. These are high1y priced bl' European and Japanese
tourists and they bring sorne incarne to the farnilies during these difficuU times. But the sale of the
heritage results in depleting material culture that affects the age old tradition of transmitting ethnic art
material and values. Recently, there bas been an increased market demand for authentic ethnographic
objects and beads doo to greater interest in these items shown by fashicn designers. media and
magazines. Many urban based agent< travel to the pastoralist areas te plll1:hase their material culture
that leaves the country in large quantities.
sa The array of milk and water containe,,; for different uses, items of Iight nomadic fumiture, body
ornarnents, clothing and objects related to the camel, cow and the goat survive the dr,>ughts and
famines, and in these times of hardships and uncertainties, they sigrtify continuity of a tradition and a
people. In the homesteads where the day te day sUlVival of the infants and unity of the family has
hecome the struggle and priority ofhuman existence, it is the pre,ence of visual and oral arts that the
people can calI their own for they remain to help sustain the human spiriL There is the song, the
narrative and the tangible object of malerial culture, a red bead, which is a family herltage, and a waler
container Woven from the roots of a deSel1 plant and decoraled with cowry shells that convey social
values, enviromnental aesthetics and often indigenous knowledge and skiUs for economic gain that have
sustained pastoralist cultures for generations.
SI Art aesthetician John Dewey (1980) suggested !hat:
The expressiveness of lines as mere lines is offered as proof !hat aesthetic value helongs te sense
qualities in and ofthemselves; their stalus mal' serve as a t~.st of the theory. Different kinds of lines,
straighl and CUIVe<!, and arnong the straight the horizontal and vertical. and amœg the cUlVes those !hat
are c10sed and those !hat droop and rise, have different irmnediate aesthetic qualities. ( p. 99).
For example, carved on the Boran wooden containers budunu and qori are circular and geometrical
designs thal heighten the beauty of the hand crafted vessels. The patterns relate 10 these on the qaÜ/n
and kom~, the a1uminum necklace and ankIets, !hal the married women display '~n their bodies. The
triangular lace work is found on such personal objects as the comb (fila) and on the kofia (cap).
S2 For example, the day to day work of herding animais of Boran pastoralisl is reflected in the leather
band Irdl and the leather whip licho • The range and variety of malerial culture associated with the
carnel !hat bas been developed by the Somali based on their knowledge of the locally availahle
materlals and traditional siriUs indicate !hal they are a people of the camel and the desert. There is the
goal skin prayer mat, with designs branded on i~ !hat the Somali pastoralist carries with him ail day so
!hat on it he mal' offer bis midday prayers on the open desert rocks amid his camels.
55 Dewey (1980) explains !hat:
The arrangement of lines and spaces is not enjoyed in perception because of its owu exp<:rienced quality
but hecause of what il reminds US of. (p. 90).
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.. Howard Eshin (1990) further daborates on visliai thinking:
Visual thinking has ~n ddïnoo as the: non·v~rhal sc:nsirivily. perception anù l.:'ognitinn of (lb~l,:r\'ahlt:

form. (p. 8).
55 For <xampk Ibe Samhunl mak. fOllrt..n diff.r.nt types of Slaffs that are n.-.:ognizahle hl' their
shap~s. flUlctions and the wood of the indigenotls crees. They are canied acconling 10 codes of gcndcr
and age group funetions. The Rendille make twdve different types of ropes, strings and twines that are
associatoo with the camd and h,nlding of Ibe home. They lise different techniques using wild sisal.
lealber and sinews to make the ropes that serve their need for a eraft. A wdl made ohjeci of utility
becomes an object of admiration and of vaille beyond Ibe economic. Conseqnently ill"",,"nes an ohjccl
of art among many other items of material cultuœ. and it enlumc~ a need for expression and
apprcciation ofbeauly.
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Appendix 1

Project Proposai

Assessing Innovation in Curriculum: The Case of Material Culture in
the Teaching of Art and Craft

June, 1991

Six years ago in January 1985, Materia! Culture of Kenya was introduced into the
Kenyan School curriculum. This was an innovation at the curriculum level designed
to improve the quality of learning and teaching of cultural heritage subjects.

The innovation came as a result of tindings of a research project entitled 'Material
Culture and Education' which was sponsored by the Kenya Educational Research
Bureau. The project emphasized the need to change the Art and Craft Syllabus in
order to introduce indigenous art and artifacts of Kenya to schools and it
demonstrated how a new approach to the teaching of art and craft couId be
developed.

The project's tindings were accepted by the Minislry of Education and the Kenya
Institule of Education and a new art syllabus was drafted and implemented in 1985
with the &-4-4 system of education.

This project aims to examine the following:

a) What material has been produced in the past tive years
since the implementation of the project.

b)

c)
teachers

d)

How are the teachers prepared to teach the new curriculum.

How has KlE organized its services and what services does it offer to
for managing the new syllabus.

What has been the effect of the innovation on students' art production.

•

e) What has been the effect of the innovation on the teachings, history,
geography, languages and literature in Kenya. Has the perception of science. for
changed through the use of examples indigenous material culture to explain scientific
principles. How have concepts of history. technology and mathematics been affected
by school collections of indigenous material culture and its use as educational
aid.

f) What has heen the effect of the innovation on development of art
syllabus as an educational tool. planning of curriculum based on a national heritage
for a national identity and as a tool to meet economic needs.

g) What has been the effeet of the syllabus on the children's and their
parents' perception of the physical and cultural environments.

h) What have heen the attitudinal changes among the staff. students and
parents towards indigenous cultural artifacts and understanding of art education and
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indigenous culture in generaI.

On completion of the project 1 would like to organize a three day seminar to
disseminate the iesult~ and receive feed hack hefore puhlishing the report.

Scope and ~Ielhodolo!lv

Research will locus on the teaching of art. craft and design in primary schools.

(i) Examination of documents.

Educational documents will he collected [rom the Ministry of Education and t'rom
institutions such as the Kenya Institute of Education as weil as t'rom schools. These
materials will include syllahi. teachers guides. examination papers. time tables and text
hooks prepared lor the teaching of AtTican languages. religion. music. history and
material culture.

ii) Interviews with curriculum specialists and policy makers.

Open ended interviews will he conducted to draw information on 8 points stated in
paragraph 4.00. 1 will seek interviews with personnel in charge of policy making at
the Kenya Institute of Education (KIE); specitically. memhers of the suhject panels. 1
will also interview those responsihle for KCPE examinations at the Kenya National
Examinations CounciI.

Hi) Case studies

1 intend to conduct three case studies. of these two will he conducted in rural areas.
Of the two primary schools selected. one will be in an area where the tradition of
making material culture for home use still exists and the other in an area where much
of the traditional material culture is no longer made or used. 1 intend to conduct the
former in Kajiado District wl1ich is in the home area of Maasai ethnic group and the
laner in Kiambu District which is in the Kikuyu ethnie region. The third will be a
Nairobi school where the children are rrom different ethnic backgrounds.

ln so far as formaI instruction is concerned. 1 will ohserve classroom teaching
whenever possible and be a participant observer in the construction of learning tasks.
This will involve participation in a series of lessons in different standards to
understand the general pattern of teaching. The context of teaching (Le. in what
language and on what theoretical framework is a lesson based) will be of particular
interest.

ln addition to classroom observations. 1 will gather information through interviews
with the head teachers. teachers and staff of the Teachers' Advisory Centres. From the
teacbers. 1will seek information on their education and training. participation in up
grading courses and in-service programmes, whether they are practicing artists and
crafupersons, their attitudes toward~ traditional material culture and teaching of art
and crafts. and about their ethnicity and fanliliarity with the cultural artifacts of the
various peoples of Kenya. Both upper and lower primary school staff will he
interviewed. The staff of the Teachers' Advisory Centres will he interviewed to
determine the support they give to teachers. For example, do they help to supplement
teaching resource material and give guidance on lesson plans? Next 1 will study
students' work. 1 will solieit information rrom students in the upper standards on art
objects that they produce, bow they perceive what they do in art and crafts class and
what they understand to be the purpose of their lessons. More specitically. 1 will
examine the following :



•

•

•

,1

231
a) Hr,w do the students understand aesthetics in ohjects that they produce in c1ass ?
To wllat extent are their aesthetics notions those taueht in school or those derived
from social experience ? -

h) How do they learn 10 value an ohject of art? The art curricula altempts 10 foster
a transition from valuing ohject~ mainly for their functional uses, which was the
traditional purpose of craft production, to an eventual appreciation of their decorative
and pan cultural significance. Does this occur ?

c) Do they perceive the importance of art and crafts lessons in terms of giving
them skills and knowledge that would make them employahle, self reliant and self
employed? Can they relate their experience of working with indigenous material
culture to other suhjeclS ?

ln analyzing these data and the information obtained through classroom observations
and interviews with staff, 1 will make comparisons of the three schools; the school in
the Maa~ai area, where there is a high level of cultural maintenance, and the school in
a Kikuyu ethnic region, where there has heen a significant loss of traditional material
culture, and the Nairobi school where the children come from many ethnic
backgrounds and are intluenced hy the urban environmenl.

Training and communily participation

Embedded in this project are two educational sub-projects.

a) Assist the schools to develop their own school museums which will be used as
teaching resource material for themselves and neighhourhood schools. They will also
serve as community museums showing regional cultural traditions.

b) ln the process of starting the three museums, three art teachers will

receive on the job training which will upgrade their skills and give

them insights into the local cultural environmenl.

Seminar on the Teaching of Material Culture in Primary Schools.

ln August, 1992 1 hope to organize a three day seminar covering six sessions
and involving fifteen teacher.; of Art and Craft. The seminar would take place
at the schools where the research has been conducted.

Expected results

a) Since its inception in 1985 no evaluation has been done of curriculum
innovation of subjects related to transmission of cultural heritage. This project will
provide evaluation reports to the Ministry of Education and Kenya Institute of
Education.

h) There has been no training of teacher.; for managing the new syllahus in Art and
Craft. The project aims to train three teacher.; and provide an example of how skills
could be upgraded in cultural heritage subjects.

c) The project will initiate three regional teaching museums and solieit community
participation. Seminar participants will be exposed to the museums and the results
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will he puhlished.

Background preparation

During the last 12 [ have studied the possihility of implementing this projec!. [have
studied the need areas, talked to KIE ofticials, Ministry of Education ofticers, DOs.
EDOs, head teachers, teachers of Art and Craft and students. 1 have also studied
examination reports and done the technicalities. such as ohtaining a research permit
and getting a promise of time off from the University where [ am employed. [have
located the three schools sites and estahlished friendly relationships with the schools.
[ have done much of the Iihrary work. These preparation will enahle me to emhark
on my fieldwork in January, 1991 and follow the following schedule.

Sllmmar~'

This project aims to evaluate the effectiveness of the 1985 innovation in learning of
indigenous culture in terms of the quality of teaching materials and social response.
The affected society is defined as the school community of students. teachers and
adrninistrators as weil as the ethnic and regional community where the school is
located. The emhedded suh-projects, the seminar and the publications are intended to
make statements on the significance of curriculum innovation as cultural innovation
for educational, economic and social growth of a community.

(Bibliography not included).
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Appendix 2

Samples of Questionnaires

ln this appendix there are six completed questionnaires ( no. 1-6)
from each the three scbools.

Total numher of questionnaires is eighteen (6x3)•
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Appendix 3

Questions around which open-ended inteniews were constructed.
Many of the questions developed l'rom one inteniew-tlilk to lInother.

1. Who were the tirst persons to he educated in the region ?

2. Where were they t'rom?

3. What standards did they reach ?

4. What work did they do after school ?

5. What families did they come t'rom?

6. When did the tirst schools start in the Division?

Name. schools and year -

7. How did they develop? What is the present situation?

8. How many primary school students are there in this location (approximately)?

9. How many students are there in the secondary schools in the area ?

10. How many students are there from the regions who go or have gone for post

secondary education ?

Post Primary education?

How many students have left school after secondary education?

How many students go to village polytechnics ?

Are there any local authors ?

Local priests involved in the arts?

Local artists?

What are popular songs nowadays ?

How do people understand development?

How do the people respond to Christianity ?

Do teachers and pupils feel that art and craft is an educational suhje':t ?

How does teaching in Rift Valley Province differ culturally

t'rom teaching in Central Province?

What problems as a teacher do you face when teaching
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partieular topies ( in particular standards) in Art and

Cran?

23. i-low do students' cultural backgrounds affect teaching of

arts and crans?

24. How do you teach national culture?

25. Teachers Iife history ?

26. What art and craft topics were covered during your

school and college days and how were they taught ?

27. How do you teach the children to appreciate e.g. basketry,

pottery, sculpture, textile, puppetry ?

28. How does art and cran encourage selt~reliance ? What

partieular topic make the children self-reliant? And how ?

29. How does the rich cultural background of the students

affect negatively when teaching of art and craft syllabus?

30. In each standard, how many text books are there in: English,

Kiswahili, and Maasai? (Gikuyu and other Kenyan languages)

31. How do stories, proverbs and songs show gender differences ?

1) Behaviour of men and women?

2) Taboos and customs about man and women ?

3) Position in society ?

32. List items of male and femal€ material culture

(traditional objects) used in the bornas.

33. Write in Maasaif Gikuyu and translate proverbs, songs and stories.

34. How are women looked down upon in oral Iiterature relating to

material culture or about relationship ?

about men and women ?

35. Make a list of 20 items of material culture of

Il Keekonyokee Maasai.

36. How do you teach pupils about the importance of art

and craft?

37. In your view, what is the difference betwœn Maasai art and craft and what is

taught in the syllabus?
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38. What and how much do you know ahout Maasai culture and

arts (songs, dances, slOries. language, provems)? or ahout Agikuyu.

39. How do you help Maasai children to have a feeling of national identity? Give

examples of subjects and topies. What approach do you take ?

40. How does the rieh traditional and cultural hackground of the Maasai affect the

'·,aching of 8-4-4 ? Go subject by subject in different standards that you teach.

4 I. What problems do you have teaching the syllahus to Maasai pupils hecause of
their

rieh cultural background? Give exarnples of topics. Go ll'pie by topic.

42. What are yourobjectives when teaching ? What would you like them to be after

school?

43. How does Maasai culture Interfere with school education ends ?

44. How do you make children appreciate an ohject of art ?

45. How is an object beautiful? (interview) ?

46. How many pupils are employed in workshops or selt~employed in workshop
after

std. 8 t'rom Kasarani ?

47. What ceremonies took place in this area during 1991 to 1993 ?

Name dates, age-groups involved (men or women)

Describe them.

48. What are the age groups and generation sets of the students, their fathers and

grandfathers area?

49. Educational history of the Il Keekonyoikee to the present day.

- When did the schools start?

- who started the first one?

- Present enrollment, hoys and girls?

- How many and who are educated in the Il Keekonyokee ?

50. What arts are practiced by the children and their parents? e.g.

-traditional

-Christian

-dances

-songs

5 I. How many local craftspersons are there around the SChOllI community ? e.g.
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artist~. carpenters, hlacksmiths and weavers.

52. What prt.hlems (difticulties) do l'ou encounter while teaching traditional material

culture of Kenya?

53. What affects meeting the ohjectives and aims of the art and craft syllahus?

54. How is the syllahus wide open? How does that prevent teaching cultural heritage
? 55. Is there ever a contlict in the c1assroom hetween the teacher and students over

value of learning art ?

56. Can l'ou comment on staff room talk on national unity, culture, party politics and

trihalism ?

57. Is the syllahus political ?
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Appendix 4

Cultural Dance Groups in Nairohi as or fehruary 1993

1. The AlJeingo !'erl'ormers (LuhJlI)

Head oftice: Next to Nairohi City Commission Kawangware Suh-hranch".
,

Practice mostly Luhya songs. Perform on specitic occasions such as:

- National Puhlic Holidays

- Ceremonial welcoming of very important persons at the airports.
~/

- During certain events e.g. Puhlic rallies. fund-raisings.

They normally meet on Saturday (4.00p.m.).

2. Kamukunji Women Traditional Danccl'S (Kiku~"u)

(mostly women)

Locality: Kamukunji.

- Practice Kikuyu songs (Nyakinyuu).

Performs on the following occassions:

- Political rallies

- Welcoming of very important persons

- National Puhlic Holidays

- On special hire

Practice: Not regular. Only performs during campaigns for Ford AsHi.

3. Akamba-:\laringo Traditional Dancers (Akulllba)

Locality: Maringo - Eastlands (Female & male adult).

- Practice: On special hire for cultural events.

- Politieal rallies (mostly KANU).

- Fund-raisings

- National Puhlic Holidays.

- International days like World Aids Day.

- Can he hired hy interested persons.

256
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-1. Kariobangi Sukuli l)ancers (Lull~a) ( adult & )'outll mixed)

Locality: Kariohangi

Composition: Memhership open to ail

- Practises Luhya songs

Performs during puhlic gatherings like:

- Foothall matches

- Political rallies

- Cultural festivals

- Offer hire services ta interested persons.

5. Bahati ,,"amen Traditional l)ancers (Kikuyu)

Locality: Eastlands (Jericho. Uhuru. Maringo. Kimathi Estates)

Composition: Mostly elderly women and a few men.

- Practice: Kikuyu songs.

Memhership open to ail. However. it is no! a stahle group hecause of politieal
differences hetween Democratie Party & Ford Asili.

Performs during:

- Political rallies

- Cultural functions lie cultural festivals

- National Puhlic holiùays

- Interested persons/groups can hire them

6. Giriama Sengera Traditional l)ancers (Female)

Locaiity: Eastlands (Jericho. Uhuru. Maringo, Kimathi Estates)

Memhership open to ail, howewr, currently, most memhers are l'rom the Coast

- Practiœ: Mostl)' Giriama sangs

- Aiso practises Pokomo and Taita songs

- Sangs are of cultural value and so is the perforrning regalia.

-. Performs when invited in functions like:

Politieal rallies· e.g. M.P. meetings

fund-raisings
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National Puhlic Holidays.

InternatÎllnal days Iike World Aids Day

Can he hired hy interested persons.

7. Jericho Uamaduni Oancers (\Iulti-i'thnic)

Youth and adult

Locality: Jerîcho Estate

Memhership open to ail in interested hut once you enroll. attending practices and
meetings hecome mandatory.

Sings mainly in Kiswahili. However they alsl) practise other ethnic songs Iike Luhya.
Luo and Giriama among others.

Performs during :

- National Puhlic Holidays

- In social halls. 10 entertain the puhlic (aim is to advertise themselves to the puhlic)

- Politieal rallies

- Wekoming of dignitaries mostly at State House or at the airport.

Kiswahili songs mostly emphasize nationalism.

8. :\luungano Dancers (Young 18- 30 ~·rs.)

(Muungano mostly from Kakamega and Ford Asili area in the Western Province)

Most memhers are from various Luhya groups.

Practises mostly Luhya songs.

Locality: Uhuru. Kimathi, Jerîcho and Maringo Estates.

Performs during:

- Cultural festivals.

- Can he hired during certain occasions Iike funerals and for entertainment purposes.

- Sometimes entertains people within their practice area.

- Performs during political rallies.

9. Jericho Wornen's Tradilional Dancers

Practises Kikuyu songs (Nyakinyua).

Composition: Memhers mostly elderiy Kikuyu women from Murang'a District.

Few elderly men.
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L",:ality: Jericho.

Group stahility: Group nm functionally stahle.

Other memhers pulled uut hecause of politieal differenœs among OP . KANU &
Ford-Asili. Performs during. mainly. politieal rallies. Most songs are political.
Certain songs are coined to natter [Joliticians and political parties.

10. Chelepe Daneers (l'outh & middle lIges)

Membership: Mixed ethnie

Practice Luo. Luhya. Giriama. Kamba and Kiswahili songs among others.

Area of practice: Kenya National Theatre.

Nature of songs: Mostly cultural songs. Aim is to preserve and promote cultural
songs from various Kenya's ethnie groups.

Per!l)rmanee regalia - Mostly to suit the cultura! oCc'asion being portrayed in the
song.

Performs mostly during functions at the Kenya National Theatre.

Group divided into various professional sections. One sections deals with graphie
design and drawings. Another one collects songs. data on Kenya's various cultural
and ethnic groups.

II. Ken)'a :'Io"ational Dance Troupe

(Young and middle aged)

Practises songs from most of the Kenya ethnie groups: Luhya, Luo, Giriama, Pokomo.
Tilita. Maasai, Nandi, Pokot and Kikuyu among others.

Undergoes vigorous rehearsing exercises before actual performance.

At times cultural experts from certain e:.hnie groups are hired to coach them.

Composition: Diverse ethnie groups. Mostly young and middle aged.

This is a Kenya National Theatre dance troupe and thus performs mostly there.
They entertain audience just before the beginning of a play.

Act as curtain raisers at the theater.

12. :\1aringo Dancers

Membership: MÎ"<ed ethn\c.

Praclises Luo, Luhya. Giriama, Kamba and Kiswahili songs among others.

Area of practice: Kenya National Theatre.

Nature of songs - Mostly cuhural song. Aim is to preserve and proi!1ote cultural
songs from Kenya's ethnie groups.
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Perl,'rms mostly during lunctions at the Kenya National Theatre.

Group divided into various professional sections. One section deals with graphie
design and drawings. Another one collects songs from and data on Kenya's cultural
groups.

13. Kenya Posts ad Telecommunication Dance Troulle

Locality: Come to practise at Kenya National Theatre.

Memhership: Most memhers are POSTA employees.

l'erform songs and dances l'rom various ethnie groups of Kenya.

These include, Kuria, Turgen, Maasai, Nandi, Swahili, Taila. Digo, Meru, Embu.
Kikuyu among others.

- During any Posta function.

- During National Public Holidays.

- During Festival Competitions.

14. Kenya Power and Lighting Dance Troupe

Come to practise at Kenya National Theatre

Most of the members are l'rom Kenya Power Company.

Aims:

(1) Ta entertain guests/audiences during Power Company'functions.

(2) For preservation and promotion of indigenous cultures through songs and dances.

(3) Ta show solidarity by joining other Kenyans in the participation and observance
of national days.

(4) For entertainment purposes as means of lTeating more leisure activities.

Praclises sangs from various ethnie groups of Kenya whieh include: Kamba, Luo,
Luhya, Giriama, Meru, Kisii among others.

15. t:zi (Panama) Dancers

(Young & middle aged).

Come ta practise at Kenya National Theater.

- Membership is open to ail - (Multi-ethnic).

- Practises sangs and dances from various ethnic groups.

16. Kenya Bornas

Practises and performs at Bornas of Kenya - Karen.
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This is a sp~cial dance group for th~ K~nya Bornas Manag~m~nt Limit~d.

- Practises songs and dances trom various ~thnic groups of K~nya.

Th~ common on~s heing: Luhyâ, Luo. Kamha. Taita, Giriama, Digo and Swahili.

- At limes experts from various ethnie groups are hired to train the dance troupe.

- ln the 1980s, used lU move around in social halls, entertaining, educating and
creating cultural awareness amongst the people. Owing lU financial constraints,
cultural tours have decreased.

Major aim of the group is to entertain guests who come to paya visit to the Bornas of
Kenya.

17. Langata Kami Traditional Daneers (Organised b~' P. Leakey)

Most of their songs are in Kiswahili language. However, they also practise songs from
various other ethnie groups of Kenya like Maasai, Pokot, Giriama, Pokomo. Kamha
and Luhya.

- Most of the songs are polilical in nature.

- Songs composed to praise the KANU Party which is also the main financier of the
group (KANU Langata Branch).

- Memhership open to memhers of KANU and not to any other political party.

18. Dagoreli Women Dancers - from Beth :\1ugo, lost 1992 to Ford A~ili

The group was active during the eampaign period

- Supported hy Democratic Party of Kenya (OP)

- Most of the songs were political in nature

- Sung in praise of the party and the parliamentary candidate of the area.

Currently not as active as hefore

Practises Swahili songs, Kikuyu song

19. Kaloleni Traditional Daneers - (Mixed ethnie)

Practises mostly Luo, Luhya, Kamha, Giriama songs.

Most of their activities are eentered in Kaloleni Social Hall.

Most of the memhers are young and middle aged

Many of the songs require vigorous dancing.

20. Kawangware Tradilional Daneers

Practises mostly Kikuyu songs
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The group up-to-date not very active due to politieal intiltration hy DP and Ford Asili

- Its future is uncertain.

21, Sien)'u ne Shien)'u Abana ba Ingo Sukuti Dancersl8and

(Sisi kwa sisi lI'alOlO lI'a nyumbani).

Practises Luhya songs.

Based at Kihera.

22. Kamaru and Selina Band

Practises Kikuyu folk songs.

23. l"jumbe Cultural Academ)' for Performiug Arts

( Commercial)

Practises 33 dances t'rom Akamha, Tugen. Turkana. Kikuvo. Luhya. Luo. Maasai.
Kisii and Boran groups and Ngonda, Ngoma. Mabububu. Chakacha, Sengenya and
Chuka from the Coast Province.

Each of the above ethnie groups abave has 3 - 4 dances numhers.

From outside Kenya they perform:

Kisekire and Todi from Tanzania

Namasola an Sidiba from South Afriea

Doe from Ghana

24. Ken)'a l:lamaduni !\"gomas (Commercial)

Praclises same songs as Ujumbe Cultural Academy.

25. Dafo - Troupe (Commercial)

Songs from various ethnie groups of Kenya. Among them: Kikuyu. Giriama. Luo.
Luhya, Maasai, Pokomo. Based at Chester House in Nairohi.

26. Peler and Mark" Tra\'eI Dan~ers (Commercial)

Practises cultural dances from various ethnie groups of Keilya for instance:- Orutu 
Luo, Sukuti - Luhya, Matill - Luo, Sengenya - Giriama, Nyakinyua - Kikuyu and
many others.

Based at Chester House Box 50401. Tel. No. 219487.
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27. Oala Enlerlainers Group (Commercial)

Practises sangs from various ethnie groups of Kenya.

Among them: Loo. Luhya. Swahili. Giriama. Taita. Pokomo. Meru. Maasai songs.
Based at Lilian Towers.

28. Amani Cultural Oancers (llofei based)

Based at Shade Hotel - Karen

Praetises sangs from various ethnie groups. Among them:- Luhya. Luo. Kamha.
Giriama. Zulu.

Remarks hy field assistants:

Most groups mistook our identity and thought we were from the Government.
Despite our identification. they raised many questions. such as:-

- If we could recommend them or guarantee them a fïnancial loan to improve their
performance ?

- If we couId assist them to get hener places to perform and audiences who would pay
them weil? are

- What plans the Government and cultural institutions had to preserve indigenous
music ?

However. despite the h'Tdships. most groups face. they looked to the future with a lot
of optimism. hope and' confidence. Hope they will transfonn their dreams into
reality .
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DN 815/1993

DN 1515/1993

DN 24/5/1993

DN 17/6/1993
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