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CHILDHOOD CULTURE AND ARTS EXPERIENCES AS
EDUCATION FOR SPIRITUAL SECURITY

Emily A. Akuno

The physical, intellectual, emotional and spiritual aspects of the
human being are so intertwined that development in one area
influences the others and impacts on the wellbeing of the whole
individual. Learning is cumulative and experiential in many areas of
knowing. Learning in one area contributes to knowledge in other
areas, because the human being does not necessarily
compartmentalise knowledge. Skills are, further, transferable to areas
of performance different from the domain in which they were first
developed. Culture and arts experiences in childhood therefore
contribute significantly to dispositions of later life, including
perceptions, world view, beliefs and attitudes that affect the people’s
relationships and response to their surroundings. In contemplating
the place of childhood cultural experiences and arts (music)
education in enhancing spiritual wellbeing, I interrogate my
childhood experiences, noting specifically my exposure to sacred
music at an early age that formed the foundations of my music
learning. The experience of music as a cultural phenomenon further
enhanced my readiness for the reception of experiences of a spiritual
nature. This article embraces the concept of transformative education
seen as facilitating consciousness raising, critical reflection, personal
development and individuation, (J. Dirks) to underscore the value of
arts and culture experiences as education of the individual towards a
meaningful spiritual existence.

Keywords: Childhood experiences, culture, music education,
transformative education.

Childhood Cultural Experiences and Arts Education

A child’s environment is known to contribute tremendously to the
formation of his/her worldview. Childhood impressions influence our
opinions and perceptions and our articulation of the things we experience.
This phenomenon can be to our advantage or disadvantage, depending on the
nature of the experiences associated with the environments, and the
relationships formed as a consequence.

Among the Luo of Kenya, an instrumentalist learned to play his
instrument through apprenticeship. He was surrounded by the activities that
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formed the context of the playing of the instrument. Starting with tasks that
were appropriate for his age (from as early as seven years of age), the youth
picked up, through observation and participation, the ideas, events, and
sounds that made up the culture of the instrument that he was learning to
play. This education went beyond playing and making the instrument to
embrace cultural norms, interpersonal skills, and values that allowed him to
forge horizontal and vertical relationships.

The environment thus plays a large role in the formation of the
individual. The childhood environment shapes what perspectives an adult
will have because it shapes the individual during his/her formative years. The
arts are cultural expressions imbued with cultural meanings and symbols. An
experience of the cultural (arts) expressions cultivates tendencies and
dispositions in individuals that make influence their response to new
encounters.

Today, childhood is spent in school, an environment that does not
support the total immersion in the context of cultural arts practices because it
is shared with various elements of formal education. The child’s education is
not necessarily deficient, but is nonetheless compromised with respect to
cultural-artistic preparation and engagement. Exposure to the arts in early
childhood places the learner in a cultural space that affords engagement with
elements of the culture that have for centuries been employed in the training
and empowerment of members of the community. Bringing the artistic
experiences to school may help bridge the gap that going to school
(separation from cultural practices) may have created, thereby socialising
learners from an early age.

Exposure to the arts in a learning environment is known to make
learners receptive to new experiences, especially those associated with the
practice of these arts. Religious practices associated with worship among
Kenyan communities involve the use of various types of music. Song is
prominent in the musical expressions, and access to the beliefs and teachings
of a number of (Christian) denominations is often made through the use of
music. Spiritual security is thus a factor of religious activities, some of which
are facilitated through music performance. A firm grounding in values and
beliefs fosters spiritual security due to insights gained from practices that
foster their acquisition.

Related Research. There is limited literature locally on cultural music
as an element of arts education, and its role in facilitating spiritual
development. The experience of music as a cultural phenomenon in
education has been articulated with reference to the socio-cultural space in
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which it is experienced. One notes R. Mulindi’s analysis and classification of
the musical activities of the Logooli children [18] with respect to their
educational roles. H. Mwaniki [19] discusses the educational and
developmental role children’s music within the context of the music of the
Embu people of Central Kenya. E. Akuno [3; 2] further articulates the
elements in these songs that are useful for cultural and aesthetic education,
noting their usefulness in facilitating both personal and social growth.

The authors provide insight into how cultural experiences and music
education shape the child, making it possible for him/her to engage in
various activities. G. Zake [25] provides information on the music of Kenya,
touching on each community’s music and thereby exploring the different
types and roles of age-related music activities. He clarifies a link between
childhood music and that of adults, as does J. Simako [21], who says that
Tswana children’s songs and dances replicate those of adults. This evidence
of continuity in music practice strengthens the position that music learnt in
childhood may facilitate adult spiritual security.

Learning is social. It involves engagement with other people
(B. Nyland and A. Acker) [20, p. 328]. Involvement in music as a space for
and agent of learning allows the child to develop social skills because of
activities that involve other people. Participation in music generates a
vocabulary of experiences that facilitate the negotiation of other experiences,
music being ‘one of the many languages of childhood’ (B. Nyland and
A. Acker) [20, p. 329]. In view of the role of socialisation and the need to
engage with others in cultural activities, childhood music activities may be
the best tools for developing spiritual security. J. Tafuri [22] talks of music
as a phenomenon that is a human activity. It is a shared event with values
that are visible on the playground. I have observed music retain children’s
interest in otherwise dull learning activities (E. Akuno, L. Abunge and
D. Karoki) [4], entrenching other values such as enjoyment (K. MacKenzie
and S. Clift) [17, p. 229], engagement, playfulness and the opportunity to
practice choice. Further, music participation creates confidence, a sign of
self-understanding.

Childhood cultural experiences involving music are significant in the
development of children’s social skills and cultural understanding. ‘Children
learn, interpret and understand...culture through their musical communities
(where they) use integrative musical skills to engage in musical and cultural
education’ (A. Emberly and J. Davidson) [11, p.266]. Music education
introduces children at an early age to a ‘musical community that celebrates
the arts as an integrative and engaging foundation in their lives’ (A. Emberly
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and J. Davidson) [11, p. 266]. These are arts that enable the individual to
make meaning of their surroundings, and apply analytical skills in accessing
values embedded in their experiences. The musical (arts) experiences allow
children to experience elements of culture ‘that express ideas that belong to
other spheres of human activities (such as) social (and) religious’
(J. Blacking) [5, p. 64] events, because music speaks to and facilitates
relationships. Not only does music allow the individual to relate to him/her-
self, it also facilitates the negotiation of other relationships, the latter seen in
songs (and dances) of praise, petition etc.

Music, a sociocultural product, has both political and moral meanings
and implications (Woi-Chung Ho) [14]. As a product of culture, it has
custodians - the culture bearers who are role models. The role models are
vital and crucial for moral education, which music education facilitates. As a
repository of socio-cultural values, music has a bearing on social
relationships, politics and religion. In much of the world, ‘collective
socialist, ethical and family values are still emphasized in moral and music
education’ (Woi-Chung Ho) [14, p. 78]. These include spiritual values that
are embedded in socio-cultural teachings.

Character development has been a focus of education especially in
early childhood. Musical activities are used to enhance this in the education
of pre-schoolers, where character development activities are focused towards
developing the qualities that lead to caring, respect, courage, honesty,
responsibility and cooperation (A. Lee) [16, p. 340]. It is established that
drama and songs ‘have the power to enhance children’s ability to learn to
care for others and their own needs’ (A. Lee) [16, p. 345]. The capacity to
identify and care for others’ needs is a tenet of many faiths and when music
education can develop this in childhood, it is deemed crucial in developing
social and spiritual virtues.

In reference to J. Piaget’s schemes, D. Hargreaves [13] provides insight
into how children actively and continuously seek to make sense of their
environment. One experience leads to the capacity to negotiate the next,
thanks to the ‘framework that the child uses to assimilate new knowledge
and experiences’ (D. Hargreave) [13, p. 12]. As more knowledge and skills
are assimilated, the child’s status (capacity) changes, and new knowledge
builds on old, thereby presenting a continuum of growth and development,
an unending transformation of the individual towards receptivity. The new
knowledge and skills characterise the individual, determining how he/she
perceives things and responds to new matter. Once assimilated, the new
information makes one a person with additional knowledge. Knowledge
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therefore transforms the individual. Transformation through music includes
change of attitude, cultivated aesthetics and capacity to deal with diverse
issues. It prepares one to deal with more complex concepts, such as those
concerned with negotiating relationships. Positive encounters with music are
enriching developmental experiences that lead to the development of positive
attitudes.

One of the values of music is found in its agency ‘in the formation of
contemporary identity’ (J. Kidula) [15, p. 3]. This is evident in its central
place in the spread and adaptation of Christianity in Kenya, in this context
helping communities negotiate colonial and cultural challenges and traverse
matters of politics and nationhood. The issue of identity is further negotiated
through music in its performance and in education because of its cultural
content that grounds the participant in contexts of its making.

Although the cited literature covers diverse themes in cultural
experiences and arts education, their role as elements of education towards
spiritual security is not explicit. It remains to this paper to demonstrate such
a link.

Statement of the Problem. C. Doddington [10, p. 60-61] advises that
the ‘sensing, human body...allows us to be both conscious and open to the
world’. This sensing individual can perceive things in the environment.
Perception allows the individual to commune, to interact with others
(persons, things, objects) and through this, the individual is enabled to build
a sense of self and of the world.

From the literature above there is no clear statement or indication that
childhood cultural and arts experiences contribute towards education for
spiritual security. This calls for an interrogation of the experiences and their
transformative educational powers. Transformative education (J. Dirks) [9]
is orienting the individual towards change not only in behaviour, but also in
perception and attitude. Spirituality is fundamental to an individual’s total
perception. The latter influences the types and quality of relationships that
the individual forms. It is recorded that music has been used to enhance
spiritual development throughout the centuries as church ministers
endeavoured to improve congregational singing (C. Abril and J. Kelly-
MacHalle) [1]. The crucial question interrogated in this article is the
transformative role that childhood culture and arts experiences play in
facilitating education towards spiritual security.

Aim of the Paper. The paper is designed to interrogate the possibility
of childhood cultural experiences and arts education fostering spiritual
security. It outlines the value of childhood exposure to culture and arts

11

3 (78)-2017 JlyXoBHicTb 0cO0MCTOCTi: METO/0JI0Tis1, TeOpis i MpakTHKa

experiences; articulates how these work to enhance a sense of community
and belonging that lead to a desire and scope for participation in spiritual
activities. The paper argues that these experiences prepare the individual to
receive and work with materials that lead to activities that impact on their
attitudes and responses to the world.

Singing I go — the Musical Exposure

This paper’s data derives from aspects of my personal experience. As a
child, I watched my mother sing in and lead the church choir, while I
participated in the children’s choir. I later learned from her that her own
mother was the source of this musical talent that obviously trickled down to
me and my siblings. Apart from that, two contexts serve to highlight the
themes of this discussion.

1. First scene is a socio-cultural situation. A group of children, aged 2
to 14 or so years, gathered under a tree singing songs derived from and that
further explained the Bible story they had been told. The song challenged the
children to think through the story and its implications for them, inviting
them to understand the story at a personal level. The children participated in
singing, and responding to the questions that the teacher posed, questions
that were easier to answer thanks to the song text that made it easy to
remember the storyline. The songs we sang led us into activities that
explained several concepts like God’s abundant love, forgiveness,
missionary work, giving of tithes and offering, hospitality and encouraging
one another.

2. Second scene is in school where, following auditions, a school choir
was formed. We learned a number of songs from a wide cultural background,
including Sister awake close not your eyes by Thomas Bateson, Joseph
Dearest Joseph Mine a Christmas carol, and The Fisherman’s Night Song (In
the calm Hour of Evening), poem by L. A. G. Strong and arranged for female
voices by Reginald Jacques. We also sang (Kenyan) folk songs, selected
from a repertoire that was appropriate for girls of my age (9 — 12 years) in
terms of the themes of the song text. As I look back, I note that the songs
increased in complexity, demanding more concentration for one to master
and hold their part against the other voices (the English songs were SSA
arrangements), and technique to negotiate the technical demands of the
songs.

These two sets of experiences demonstrate the childhood cultural
experiences and music education that I believe fuelled my desire to study
music in high school, and that have kept me in choral groups singing sacred
music. The latter has had an effect on my religious expression, and my
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attitude to things spiritual because much of what I experience, know and
practice finds expression in music. Through song, I participate in worship,
thanksgiving, supplication and affirmation of faith. In song, the character of
the focus of worship is explained while God’s dealing with created beings
and instructions on godliness and appropriate relationships are
communicated. In singing, communication takes place, and joint
participation in religious (cultural) activities is encouraged.

Transformative Education through Cultural and Arts Experience

The experience above presents a couple of themes worth interrogating,
These revolve around the experience of music, through participation in
church singing activities from an early age, and the systematic exposure to
music elements from primary school. Whereas the former gave me a
repertoire of experiences and feelings, the latter led to aesthetic development.
According to D. Hargreaves [13], aesthetic development leads to the
appreciation of and familiarity with the notions of beauty, order and
harmony. These are vital elements in spiritual experiences that today
characterise my song selection.

‘Social and cultural education was conducted in private and public
through stories songs and by example’ (J. Kidula) [15, p. 7]. My experiences
of Biblical stories and songs contributed to my social and cultural
empowerment. The significance of music has been its ‘possibilities for
mutation and use’ (J. Kidula) [15, p. 9] noting that it is adaptable to various
contexts. Both church and school used music towards one goal — educating
my senses and sensibilities. J. Kidula further points out that ‘Christianity and
its music constitute a part of...national Kenyan identity
(J. Kidula) [15, p. 9]. Notions of personal, cultural and national identity are
central to psycho-social stability, and are developed from childhood in the
children’s songs (E. Akuno) [2]. When you consider that, for the adult
Christian singer, ‘the songs are not able to express anything that does not
already exist in the experience of the singer’ (J. Blacking) [6, p. 31], the role
of childhood cultural experiences becomes more significant if spiritual
security is to be achieved. By the time one is becoming adult, they have a lot
of experiences that have provided the vocabulary through which they relate
to new encounters and facilitate the making of choices. With songs as ‘part
of  society...academic study (is) a route to  personal
development’ (S. Ward) [23, p. 109] and one can experience self-
actualisation through music.

The activities that facilitate access to spiritual security are diverse. My
childhood singing allowed me to be in groups of peers, with older and
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younger people and under the guidance of an older role model in the form of
teacher or choir master, ‘Musical behaviour...covers a vast middle ground in
which relationships between self and other or between the individual and the
collective are played out’ (M. Clayton) [8, p. 35] and music plays a great role
in managing these relationships. One of the principle functions of music is
enhancing relationship between the self and others (E. Akuno) [3; 2] and
validating ‘social institutions and religious rituals’ (M Clayton) [8, p. 36]. It
is hence a powerful tool for mediation [8, p.41], and one’s ability to
participate effectively in the music activity allows them access to the cultural
(spiritual) event that the music facilitates. As observed with children at play,
children will participate freely in the song games whose music they know.
The learning of the music positions one for effective participation in the
musical event. Religious activities that cement and validate spiritual security
of my experiences incorporate the use of participatory music making. An
education that has included training in making and appreciating music
enables one to make meaning of a spiritual experience, by facilitating
effective participation — either as an individual or as part of a group. My
early exposure to music making allowed me to relate to the people around
me and gave me glimpses of the One to Whom, and about Whom, I sing.

In providing music education to children, a fundamental belief is that
‘every human being has a social and biological guarantee of musicianship
and ... that everybody can communicate through music’ (S. Hallam and
R. MacDonald) [12, p. 472]. This fundamental premise anchors the decision
to provide musical experiences within educational contexts to all children,
irrespective of ability or background. I learnt that the talent for music came
from my grandmother. I believe, though, that the early and consistent
exposure and organised participation developed my abilities and raised the
benefits that I gained from this shared music heritage. The provision of
opportunities to make music for children and youth results in the
participants’ development of skills that serve later in life [12, p. 472]. This
education, exposure and provision of opportunities needs, however, to be
focused on well-defined and articulated goals. In the West, the early years of
music education in public schools aimed at developing students’ repertoire of
religions songs and singing skills (C. Abril and J. Kelly-McHalle) [1, p. 24],
a process replicated in the colonies where song material was primarily
English folk and children’s songs and Sunday school songs (E. Akuno) [2].
The performance of songs nonetheless have educational outcomes,
significant ones including a particular worldview, and the assimilation of a
particular tradition, the two implying religious and spiritual orientation.
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Conclusion. From an African perspective, J. Chernoff [7, p. 164]notes
that participation is indicative of active effort and contribution that gives life
and meaning, and that it contributes to religious practice. Participation is
characteristic of music making of all age groups. Music is an important part
of our religious heritage and ‘religiously considered, participation adds the
value and strength of a person to the continuity of commitment that creates a
heritage’ [7, p. 164)].

Transformative education is realised through culture and arts
experience when learners are sensitised about their environment and how the
structures therein influence their thinking. When participating in cultural
activities, the mingling and sharing of roles lead to an understanding of what
is what and how things relate to each other, giving learners the opportunity to
develop informed opinions. This gave a new dimension to my perspective
because as I critically reflected on my experiences, role, expectations and
aspirations, my beliefs, values and assumptions were redefined. I questioned
my motives, placing so high a value on music experience that it influenced
my choice of studies, career and musical engagement.

Continued involvement with music gave me knowledge and skills that
further replaced my old perspectives. This personal development was not
confined to aesthetic awareness, but embraced cultural values that led to a
new awareness and construction of my Self (J. Dirks) [9, p. 7]. The question
of my place in the complex of existence is a constant in my conscious. This
allows me to stand apart and savour a knowledge of my Self, the individual
within the social. From the early exposure to the way society works through
participation in music (socio-cultural) activities, I have learnt to
acknowledge that there are, within each context, limitations and facilitators
of our understanding of who we are as individuals and communities.

We can use the knowledge, skills and attitudes developed through the
various forms and phases of education, to influence decisions about and
activities that enhance spiritual awareness, practice and security. It is through
this early exposure that I have (slowly) built the capacity to function in a
spiritual, as well as physical, emotional and psychological sphere. In this
manner, it is possible to fulfil the objectives of education defined as ‘the
harmonious development of the physical, the mental and the spiritual
powers’ (E. White) [24, p. 13].
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JUTAYA KYJIBTYPA I JOCBIJ 3AHATH MUCTEIITBOM SK
OCBITA JJI51 IYXOBHOI BE3NIEKH

Emini A. AkyHo

Di3uuni, IHMENEKMYanbHi, eMOYiliHi I OYXO8HI ACHNEeKMU PO36UMK) JHOUHU
HACMIIbKY 63AEMONOB SI3AHI, WO PO3BUMOK 8 00HIT 0Oaacmi 30ILCHIOE 8NAUE HA THUI |
no3Hauaemvcsi Ha 000pobymi moodunu 6 yinomy. Haguanws € inmeepanvhum i
emnipuunum 6 6acamvox oonacmsax nisHauus. Haeuwanws 6 oomiii obnacmi cnpuse
OMPUMAHHIO 3HAHb 8 THWUX 00IACTAX, MOMY WO TIOOUHA He 3a8XHCOU NOOLIAE iX Ha
ckaadosi. Kpim moeo, nasuuku, nepenocsimocs ¢ oonacmi Oitl, 6iOMiHHI 6i0 obnacmi,
6 sIKIl 80HU Oyu 8nepuie ompumani. Tomy Kyibmypa i 00cei0 3aHAMb MUCMEYMEOM 6
OUMUHCMBI 8 3HAUHIT MIDI CNPUSIOMb POPMYBAHHIO VKAAOY HCUMMSL 8 TIMHbOMY 8y,
BKIIOUAIOYU CHPUUHAMMS, C8IMO2IA0, NEPEKOHAHHS | GIOHOCUHU, AKI 30TUCHIOIOMb
6NAUB HA XAPAKMeEp G3AEMUH MidC TOObMU | peaxyilo Ha me, Wo iX OmMOuye.
Po3zensioarouu micye oumsauo2o KynbmypHo2o 00c8ioy i XyoorCcHboi (My3uuHoi) oceimu
6 3MIYHEHHI OYX08HO20 ONALONONYYYS, MU AHANIZYEMO C801 OUMSAYUL BDAICEHHS,
npuoinsilouU 0coOIUBY Y8a2Y 3HAUOMCMEGY 3 OYXO0BHOI MY3UKOIO 8 PAHHLOMY 8ilyi, AKd
copmysana ocHOBU HAUO20 MY3UYHOLO HAGUAHHSA. J]OCIO MY3UKU 5K KYIbIMYPHOO
henomena we Oinvwe NIOCUTUE HAULY 20MOGHICMb 00 CHPUUHAMMS OYXO08HO20
0ocgidy. 3 memorw axkyeHmyeawHs yedasu HA YIHHOCWI 3QHAMb MUCEYMEOM I
KYIbMYPHO20 00CBI0Y 0Nl BUXOBAHH OYXOBHOI 0COOUCMOCMI, KA JXHCUBE NOBHUM
orcummsam, 'y Oaniti cmammi 0d€mbcs 0emanbha Xapakmepucmuka KoHyenyii
Mpanc@opmamueroi ocgimu, Cymov KOi NOAASAE Y PO3BUMKY POZYMOGUX 30I0HOCHel,
KPUMUYHO20 MUCIEHHS, 0COOUCMICHOMY pOo36umKy ma inousioyanizayii ([owc. [ipkc,
1998).
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Knrwuosi cnosa: 00cei0 Oumuncmea, Kyivmypa, MY3u¥Ha — 0cCeima,
mpancgopmamusHa ocgima.

JETCKAS KYJIbTYPA M ONBIT 3AHSATHIA HCKYCCTBOM KAK
OBPA30OBAHUE JIJISI TYXOBHOM BE3OIACHOCTH

OMuian A. AKyHO

Qusuyeckue, UHMENIEKMYATbHblE, IMOYUOHATLHBIE U OYXO8HblE ACHEKMbl
Pazeumusl 4eno8eKa HACMONbKO 83aUMOCEA3AHbL, YUMo pazeumue 8 00HOU obiacmu
oxasvigaem eausAHUE HA Opyaue U CKA3bIBAeMcs HA OIA2ONONYHUU 4eN08eKd 8 YELOM.
Obyuenue s61€MCs  UHMESPATLHBIM U IMAUPUHECKUM B8O MHOSUX O0OIACMAX
nosuarnus. Obyuenue 8 00HOU 00IACU CNOCOOCMBYEm NONYYEHUIO 3HAHULL 8 OpPYeUx
obnacmsx, NOMoOMY 4Mo Yel08eK He gce20d pazoensiem ux na cocmagnaowue. Kpome
Mo2o, HABLIKU NepeHocAmcs 6 obnacmu Oeticmeull, omiuuHvle om obiacmu, 6
Komopou onu Oviau enepsvie noayienvl. Ilosmomy Kynemypa u Onelm 3aHAMUL
UCKyccmeom 6 Oemcmee 8 3HAYUMENbHOU Mepe Cnocobcmsyiom Gopmuposanuio
VKAAOA JiCU3HU 6 MNOJICULOM B03pacme, BKIIOUASL BOCHpUsSMuUe, MUpOBO33peHle,
ybedcoenuss U OMHOWIEHUs, KOMOpble OKA3bI8AlOM GIuAHUe HA  Xapakmep
63AUMOOMHOWEHUI MedHcOy N00bMU U peaKyuio Ha Mo, 4mo ux OKpydicaem.
Paccmampusas mecmo  demckozo KynibmypHO20 ONbIMA U XyOOXUCECMBEHHO20
(My3bIKaNbHO20) 00pPA308aHUSL 6 YKPenieHuu OYX08HO20 ONA2ONONYHUA,  Mbl
amanuzupyem ceou oemckue gnevamienus, yoeusis 0coboe GHUMaHue 3HAKOMCMBY C
O0YXO0BHOU MY3bIKOU 8 paHHeM 803pacme, KOMOPAs cHopmMuposand OCHO8bL HAULE2O
My3bIKanbHO20 006yuenus. Onvim My3vlKu Kaxk KyIbmypHo2o ghenomena ewe boavuie
VCUIUN  Hawy 20MOHOCMb K eocnpusmuio  0yxosnozo onvima. C  yenvio
AKYenmupoBanusi GHUMAHUS HA YEHHOCMU 3AHAMULU UCKYCCMBOM U KYIbMYPHO2O
onvima 015 6OCNUMAHUSL OYXOBHOU TUYHOCU, HCUBYWEll NOTHOU HCUHBIO, 8 OAHHOU
cmamve Oaemcs 0emanbHas XApakmepucmuka KOHYenyuu mpamcopmamugHo2o
0bpazosanus, cymov KOMOPOU COCMOUM 6 COOelCmeuU pa3gumuio YMCMEEeHHbIX
cnocobHocmell,  KpUMUYecKoeo  MulWIeHUs,  JUYHOCMHOM — pA3eumuu U
unouguoyanuzayuu ([owc. Jupkce, 1998).

Knroueevie cnosa: onvim Oemcmea, Kyibmypa, My3blKaibHoe oOpazosanue,
mpancgopmamugroe 0opazosanue.

Emily A. Akuno — PhD, Professor of Music, Deputy Vice-Chancellor,
Academic Affairs, Cooperative University of Kenya (Karen, Nairobi, Kenya).
E-mail: emilyakuno@gmail.com

Emini A. Akyno - pokrop ¢inocodii, mpodecop My3HWKH, 3aCTYITHHK
MpopeKkTopa 3 TNHTaHb Haykn KoomepaTMBHOrO KEHIHCBKOTO YHIBEpCHTETY
(mepenmictst Kapen, M. Haiipo6i, Kewnist). E-mail: emilyakuno@gmail.com

18



