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ABSTRACT

This thesis focuses on popular music in the “New Rwanda” (Rwanda
Rushya). It starts from life on the ground: to examine how young cultural
producers in Kigali adopt and adapt genres, styles and languages, activate and
block support networks, form “collabos” with Ugandans and other international
artists and producers, create songs and music videos, promote and circulate their
work, and nurture aspirations while overcoming obstacles in their quest for
stardom in the Rwandan context of post-genocide reconstruction. Drawing on 12
months of ethnographic research conducted in Rwanda and Uganda, this thesis
addresses how and why musicians travel physically, with specific focus on
musical connections between Kigali and Kampala, and additionally how they and
their work travel digitally. | address how cultural producers often circumvent state
regulation while simultaneously drawing on official government rhetoric and
occasionally support, and through all of these activities, reflect upon, shape and
articulate the experience of living in 215t century Rwanda. Taking a wider view,
the thesis focuses on transnationalism and border-crossing within Africa through
a popular culture perspective. The narratives of the young, urban people in my
research illuminate histories of exile and return, split identities and memories of

living in both countries.
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Brothers Bob and Benjah (left to right) from music group TBB, at
Narrow Road Studio in Kigali, Rwanda, January 2015. [My photograph]
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A series of four song reviews have been published by the online blog Africa

in Words as:

- Whatley, C. (18 August 2016) ‘Rwandan hip-hop poet Eric 1Key: Entre 2.

Available at: https://africainwords.com/2016/08/18/rwandan-hip-hop-poet-

eric-1key-entre-2-album-review-track-by-track/

- Whatley, C. (25 August 2016) ‘Eric 1Key’s Entre 2 — Virtually Yours, an

‘online love story’.’ Available at: https://africainwords.com/2016/08/25/eric-

1keys-entre-2-virtually-yours-an-online-love-story/

- Whatley, C. (29 August 2016) ‘Eric 1Key’s Entre 2: a ‘story about a hero

and a coward’.’” Available at: https://africainwords.com/2016/08/29/eric-

1keys-entre-2-a-story-about-a-hero-and-a-coward/

- Whatley, C. (1 September 2016) ‘Eric 1Key’s Entre 2: Gene Aise, 1Key’s

life story.” Available at: https://africainwords.com/2016/09/01/eric-1keys-

entre-2-gene-aise-1keys-life-story/

The full series of eleven song reviews are available on Eric 1Key’s

personal blog: https://eric1key.blog/category/entre-2-decoded/

A non-academic article has been published by the online blog True Africa
as: Whatley, C. (17 October 2016) ‘Eric 1Key, an artist who represents a modern

but complicated Rwanda.’ Available at: https://trueafrica.co/article/eric-1key-an-

artist-who-represents-a-modern-but-complicated-rwanda/
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An original video has been uploaded to YouTube as: Whatley, C. (27
March 2017) ‘Rwandan dance circulations ~ Video example by Ceri Whatley &

Arnold Mugisha.’ Available at: https://www.youtube.com/watch?v=sZVcmd ¢ kE

In 2015, | wrote a poem that attempts to capture my longing for Rwanda
after fieldwork and the startling, shocking re-entry into life in the UK (see

Appendix |, Poem I).

Saying goodbye ~ with friends at Kigali Airport, September 2015. [My
photograph]
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LINGUISTIC NOTE: PRONUNCIATION PROBLEMS

The vowel a is pronounced “ah” as in apple.

The vowel e is pronounced “ay” as in hay.

The vowel i is pronounced “ee” as in bee.

The vowel o is pronounced “0” as in obey.

The vowel u is pronounced “00” as in food.

The consonant b is pronounced very softly.

The consonant c is pronounced “ch” as in chew.

The consonant g corresponds to a hard g in English as in gift.
The consonant h is silent as in ghost.

The consonant j corresponds to a j in French as in Jean-Paul.
The consonant | only exists in foreign words.

The consonant r is pronounced with a slight trill.

The consonant s is pronounced “ss” as in sat.

The consonant y is always followed by a vowel.

The combined consonants bw are pronounced “bg”.

The combined consonants rw are pronounced “RgW” as in Rgwanda
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CHAPTER 1 — INTRODUCTION

Pop music is the most ubiquitous art form: it’s in our cars, in shopping malls,
and in restaurants. So when we analyse pop, we’re examining not only the song
or artist but also the broader audience, our mainstream culture, and how we live
collectively in society. This feels like a critical discussion to be having right now.

- Tariq Hussain (2018).

This thesis will focus on popular music in the “New Rwanda” (Rwanda
Rushya). Unlike most scholars of music in East Africa, who tend to engage with
music after it has been produced, | will start from the lives of the people producing
it in Kigali, Rwanda’s capital city — examining their ways of operating, their
interactions and their movements. The artists and producers with whom the study
is concerned were born around the time of the 1994 genocide, and no longer
wished to be defined by it. Rwanda is in a process of cultural reconstruction
involving great transformations, including the returning to Rwanda of people from
Uganda and other neighbouring countries where they had been a diaspora for
decades. Many of the people in my research had lived outside of Rwanda, either
as children or as adults, were multi-lingual and regularly travelled across national
borders in east-central Africa. They were invested in the “New Rwanda”, and in
becoming ‘good Rwandans’. Simultaneously, they had international links and
cultivated a cosmopolitan outlook and style, as they struggled against the odds
to realise aspirations for wealth, fame and influence — in Rwanda, in East Africa
and internationally. This was occurring within Rwanda’s strictly controlled political

and social environment, with government restrictions and propaganda.



This thesis will reveal all kinds of ambiguities and tensions about identity,
authenticity and belonging, which were being played out in the everyday practices
of music production in Kigali. How did the artists and producers in the study
understand their own activities in relation to the “New Rwanda”? What were their
strategies of self-representation when producing popular music? Bearing in mind
the complexity of social life in Kigali, | will explore the role of personal ties and
social networks. Related to this, | will trace connections between Kigali and
Kampala, the capital of neighbouring Uganda. Focusing on ‘Musical Traffic’ —
both physical and digital — between Kigali-Rwanda and Kampala-Uganda, | will
consider the role of culture in post-conflict reconstruction. Hence my title: ‘Musical

Traffic’: Transnationalism and Reconstruction in Rwanda and Uganda.

My research has benefited greatly from the recent work of Ananda Breed
(2006, 2007, 2009, 2014), Carine Plancke (2014, 2017), and particularly Andrea
Grant (2014, 2015a, 2015b, 2017), who have written about theatre, dance and
music in post-genocide Rwanda. My work is different to that of Grant (and others)
in its focus on cross-border exchanges and transnational communities of music
production. Rather than focusing on the importation of global signs into Africa as
Grant does, | will explore links and contrasts between two neighbouring states
and within one region of Africa. Grant's thesis (2014) is primarily about
Kinyarwanda-language hip-hop and the rise of new Pentecostal churches in
Rwanda. By comparison, | will prioritise the stories and trajectories of Rwandans
who were trying to make sense of multiple identities that had been forged across
national borders — and whose success at least partly depended on maintaining
transnational links and performing lyrics in numerous languages. Importantly, |
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will discuss perceptions of returnees in Kigali, and the prevalence of jealousy

(ishyari), resentment and mistrust.

Essentially, my research starts from life on the ground: Rwandans
adopting and adapting genres, styles and languages; activating and blocking
support networks; forming “collabos” with Ugandans and other international
artists and producers; nurturing aspirations; encountering obstacles; travelling
physically and digitally; circumventing state regulation while drawing on official
government rhetoric and occasionally support; producing a song or music video
and getting it into circulation; and through all of these activities, reflecting on,

articulating and shaping the experience of living in 215t century Rwanda.

By paying close attention to popular music in Kigali, | will reveal new
insights into the experiences and subjectivities of young, urban Rwandans. Aged
between 18 and 35 (with few exceptions), the cultural producers in the study
loosely belonged to the Rwandan category of imuto (youth)'. This is highly
relevant in a country that is experiencing one of the highest urban growth rates,
and where approximately “three in four Rwandans are under the age of thirty”
(Sommers 2012: 10). Unlike other recent developments in Kigali aimed at
expatriates and the elite, the contemporary pop music industry was created by
and for Rwanda’s young people, and without significant help from the state or

NGOs.

By ‘cultural producers’, | include recording artists, oral poets, audio and

video producers, radio and television (TV) presenters, DJs, studio owners,

! In Rwanda, the youth (imuto) is made up of persons aged between 14 and 35 (Republic of Rwanda
2000).

-3-



musicians, dancers, comedians, theatre directors and visual artists. Because of
the wide range of genres, styles and forms at their disposal, | use George
Marcus’s (1997: 8) definition of cultural producers as “those who engage in
intellectual work in various genres and who are difficult to pin down by any single
speciality, craft, art, expertise, or professional role” (Pype 2012: 11). The
socioeconomic status of the cultural producers must be specified. In my
interviews with 36 people (32 males and 4 females), and my passing familiarity
with many more, | found that all of them were struggling to make a living under
serious economic limitations. This was in spite of the fact that their goals were as
much about making money as they were about making art forms. They all had at
least some secondary education. A few had university degrees, while many more
had dropped out due to financial challenges. Others had struggled to keep up
with the sudden language shift from French to English in 2008 (see chapter 2).
With regard to aspiring recording artists, some of their lives were more desperate
than others: those with university degrees tended to have an additional job to
supplement their income and fund their artistic projects, while for others a career
in music was seen as their one chance for success. Additional challenges for
women artists will be addressed in the thesis, as will individual responses to
hardship and suffering — particularly concerning religious faith, and the Rwandan
philosophy of patience as an important step in life’s journey towards the virtues
of agaciro (a key cultural concept tied to self-respect, dignity and patriotism), self-

reliance and self-discipline.

While | focus on the actions of cultural producers, | will also engage with

audiences. Taking a cue from Karin Barber's (1997a: 358) work on African
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popular culture, | understand production and reception as “moments in a cycle”
rather than as two poles at opposite ends of a process (Pype 2012: 17). Audience
expectations - both real and imagined - shape the work of artists, thus playing a

“vital role in the constitution of texts and performances” (Barber 2007: 137).

My research draws on 12 months of immersive ethnographic fieldwork,
primarily in Kigali. | also made trips to Kampala to follow Rwandan artists and
producers in their efforts to collaborate with Ugandan stars, access superior
studios, and tap new markets and audiences. Recognising the importance of
language skills - not only in facilitating everyday social interaction and meaningful
participant observation, but also in enabling accurate and sensitive translations
of lyrics — | made strenuous efforts to learn Kinyarwanda and to use it in my
research. | have included in the thesis a substantial appendix of the lyrics of 68
songs, transcribed in their original languages (primarily Kinyarwanda, but in many
cases blending English, French, Jamaican Patois, Kirundi, Lingala, Luganda,
Nigerian slang, and/or Swahili), and translated into English. | have also created
a hand-written mind map in order to map out connections between people and
places, which will give the reader an insight into the necessarily complicated,
messy and fast-evolving nature of ethnographic research with mobile people from
diverse backgrounds (Appendix VI). When analysing my research data, the mind
map was also useful in stimulating reflexivity about how | was perceived, and thus
how | could access individuals and their networks. A table of Rwandan cultural

producers and a list of Ugandan artists can be found in the appendices IV and V.



Introducing Rwanda and Uganda: geography and demographics

Rwanda is a small, landlocked country in east-central Africa (see fig. 1.1.).
Breathtakingly beautiful, it is situated within the vast territorial expanse of the
Great Lakes Region. It shares its borders with Burundi, eastern DRC (Democratic
Republic of Congo — formerly Zaire), southwestern Uganda and Tanzania (see
fig. 1.2.). Rwanda is the most densely populated country in Africa (CIA 2017).
With a poor and predominantly rural population who engage in mainly
subsistence farming, the mountainous landscape is domesticated to an
extraordinary degree (De Lame 2005). Competition for land and issues of soil
erosion continue to be major problems for the country, as do droughts and
deforestation (Beswick 2011). Rwanda’s climate is temperate, with two main rainy
seasons (from mid-March to the end of May and from October to November). An
excellent network of roads has been maintained since the government hired

Chinese road builders in the 1980s (Gourevitch 2000: 32).

Rwanda is composed of three ethnic groups, all of whom speak
Kinyarwanda, a tonal noun class language of the Bantu family. In the early 1990s,
the Hutu majority constituted about 85% of the population, while 14% were Tutsi
and 1% were Twa? (Corey and Joireman 2004: 74). In Kinyarwanda, adding
respectively the prefix umu- or aba- to the root of —Hutu, -Tutsi or —Twa forms the
singular and plural of these nouns. Umuhutu, then, refers to a singular member
of the Hutu ethnic group, while Abahutu refers to several. However, since most

Rwandans simply say Hutu, Tutsi or Twa, | have adopted this convention

2 For a rare focus on the Twa ‘pygmies’ of the African Great Lakes Region, see Lewis (2001).
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throughout my thesis. An estimated 93.4% of Rwanda’s population are
Christians, while 1.8% are Muslims and 4.8% belong to the categories of “other”,
“none” or “unspecified” (ibid). Remarkably, around two-thirds of the population

are under 25 years old.

Similarly, Uganda has one of the youngest and most rapidly growing
populations in the world. In comparison to Rwanda’s total population of almost 13
million, with approximately 1 million living in Kigali, Uganda is home to more than
44 million people, with about 1.5 million living in Kampala (CIA 2017 — see also
fig. 1.3.). Uganda is composed of more than nine ethnic groups: Baganda
(16.5%), Banyankole (9.6%), Basoga (8.8%), Bakiga (7.1%), lteso (7%), Langi
(6.3%), Bagisu (4.9%), Acholi (4.4%), Lugbara (3.3%), and other (32.1%) (2014
est.) (ibid). The official languages of Uganda are English and Swahili, with an
additional 45 vernacular languages being spoken (World Atlas 2017). In Rwanda,
the official languages are Kinyarwanda, English and French, with Swahili
becoming its fourth language in 2017 (Africanews 2017). Compared to other
African countries, Rwanda is unusual for having only one indigenous language.
According to a 2010 article, approximately 90% of Rwanda’s population can only
speak Kinyarwanda (Freedman and Samuelson 2010). Moreover, the ability to
speak it well is considered a critical element of “Rwandaness”. Returnees from
other countries are often scolded for speaking “bad Kinyarwanda”, despite their

fluency in English and/or French (ibid).

3 More specifically, Roman Catholic 49.5%; Protestant 39.4% (includes Adventist 12.2% and other
Protestant 27.2%); other Christian 4.5%; Muslim 1.8%; animist 0.1%; other 0.6%; none 3.6% (2001);
unspecified 0.5% (2002 est.) (CIA 2017).
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Figure 1.1. Location of Rwanda in Africa. [Sourced:
https://www.mapsland.com/africa/rwanda/detailed-location-map-of-
rwanda-in-africa]
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Figure 1.2. Rwanda and Burundi. [Sourced:
https://www.infoplease.com/atlas/rwandal]
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Life after genocide: “Where were you in '94?”

Rwanda is commonly associated with the 1994 genocide, which brutally

stole the lives of nearly 1 million Tutsi, as well as moderate Hutu and Twa.
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Foreign-made films, such as Hotel Rwanda (2004), have since attempted to
portray the atrocities that took place in Rwanda“. Yet, Western media outlets have
largely ignored alternative narratives emerging from this fast-changing nation,

such as stories of progress, healing and growth®.

Since the 1994 genocide, Rwanda has attracted an enormous volume of
research, mostly covering topics such as justice and reconciliation, political
space, regional patterns of conflict and violence, and rural poverty and land (Clark
and Kaufman 2008; Ingelaere 2014; Lemarchand 2009; Pottier 2002; Reyntjens
2013; Straus and Waldorf 2011). While there has been much literature on
governmental shortcomings in relation to standards of social equity, liberal
democracy and human rights (Booth and Galooba-Mutebi 2012: 379-340),
researchers have been less attentive to the everyday lives of ‘ordinary’
Rwandans, i.e. those who are not members of the political elite (Barber 1987: 3).
My research does not focus on the actions of politicians. Nor is it about ethnic
negotiations after the genocide, although | recognise the significance of historical
events when discussing the reconstruction of the “New Rwanda”. Instead, this
thesis concerns the everyday lives of young cultural producers in Kigali, and the
ways in which they attempted to establish a “bright future” (ejo hazaza heza)

beyond the traumas and grief of the past.

4 Other films include 100 Days (2001), Shooting Dogs (2005) and Sometimes in April (2005).

51n July 2018, | was invited to the University of St Andrews to participate in an international conference
that aimed to address this silence (Rwandan Stories of Change 2018). The conference was organised by
Professor Nicki Hitchcott and Dr Hannah Grayson, and brought together scholars, practitioners and
artists to share stories of change from the “New Rwanda”. It formed part of a larger project that aims to
understand the impact of the genocide, with a particular focus on the expression of ‘post-traumatic
growth’, “a concept that refers to the positive psychological changes an individual can experience when
coming to terms with a challenging and often traumatic life experience” (Blackie et al. 2017: 64 — see
also Grayson 2017; Joseph 2011).
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Not everyone living in today’s Rwanda directly experienced the genocide.
In fact, many of the country’s citizens were born after 1994, or returned to
Rwanda from neighbouring countries after the killings had stopped. During the
Hutu Revolution of 1959, an estimated 10-14,000 Tutsis were massacred,
leading to the first exodus of “thousands of Tutsi families and hundreds of Tutsi
chiefs” (Carney 2013: 124). Approximately 750,000 former Tutsi refugees
returned to Rwanda in the years following the genocide: “nearly a one-to-one
replacement of the dead” (Gourevitch 2000: 230). The maijority returned from
English-speaking Uganda and settled in Kigali, with smaller numbers from
French-speaking Burundi and eastern DRC. Others came from Kenya and
Tanzania, or from overseas in Europe and North America. It is therefore not
uncommon for people in Kigali to ask one another, “Where were you in '94?”
These developments have contributed to an increasingly diverse and fast-
changing society in Kigali. They have also led to the emergence of new social
categories, reflecting important hierarchies and linguistic tensions in post-

genocide Rwanda (see chapter 2).

Undoubtedly, the years since the genocide have seen dramatic
transformations in Rwanda’s capital city, with the construction of businesses,
homes, hospitals, hotels, restaurants, schools, and “related infrastructure to
support an influx of expats and foreigners” (Apol 2015: xx). Kigali is now known
for being one of the safest and cleanest cities in Africa. There is only one cinema
and no national theatre, but plenty of bars, music studios and nightclubs. The
media has been privatised and growing numbers of women and men are resisting

the cultural understanding that women belong in the home. The new RPF
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government has implemented an ambitious modernisation programme that aims
to unite Rwandans with equal rights for all, regardless of ethnicity or gender
(Republic of Rwanda 2000). The use of ethnic labels has been stigmatised and
strict laws on genocide ideology and “divisionism” are enforced (Reyntjens 2013:

64). Undoubtedly, Rwanda is trying to move on from its difficult past.

This is not to deny the ongoing suffering of many Rwandans. During the
civil war and genocide (1990-1994), families were fractured and individuals
traumatised beyond comprehension. The wounds to society as a whole remain
deep and inescapable. Some of the people | got to know in Kigali lost their entire
families in the genocide. Others, more than twenty years later, have only recently
found and buried the remains of their loved ones. While some people have only
now decided to move home to Rwanda, others are seeking opportunities to study
or work abroad. In everyday life, ‘Kigalians’ (i.e. inhabitants of Kigali) do not
advertise their ethnicity. Nor do many of them want to talk about the horrors of
the past. However, the memory of the genocide is brought back to mind every
April when it is memorialised: “medical personnel stand ready, as do pastors,
psychiatrists, and others trained to aid individuals whose memories threaten to
overwhelm them” (Apol 2015: 86). During this highly organised period of
mourning (icyunamo), the playing of music in public is banned except for

memorial songs, a genre in their own right.

The first time | encountered icyunamo was in April 2011. My boyfriend at
the time, a Tutsi, returned home one morning shaking after attending an all-night

vigil. He shared with me some of his memories that continued to profoundly
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disturb him: watching his mother’s life being threatened while she carried his baby
brother on her back; waking up next to somebody sleeping, only to realise that
person was dead; withessing members of the Interahamwe (the militia who
carried out the genocide) torturing a disabled man from his community; the
bloated dogs and rats that had started to feed on human bodies; the immense
suffering of his great-grandmother, who was forced to watch dozens of her family
members being attacked with machetes and then thrown into a pit to die (she
apparently begged the assailants to kill her as well, but they told her they wanted
her to die slowly from grief); and his father - once an engineer, now a driver -
being wrongly accused by a jealous neighbour of committing genocide crimes.
His mother secretly recorded the neighbour admitting this was a lie, thus saving
her husband from prison. For years after the genocide, the mere sight of a
machete or the sound of a whistle — which were used by perpetrators of the
genocide to communicate that it was time to kill - were both common triggers for

survivors, often causing them to scream in terror, run away and hide.

Between 2006 and 2010, an American professor of literature, Laura Apol,
conducted a series of writing-for-healing workshops in Kigali. In collaboration with
her Rwandan colleagues, she worked with survivors of the genocide, with the
purpose of reducing post-traumatic stress and enabling psychological healing.
Following this, she wrote a book of poetry herself, based on her relationships with
and understanding of people post-genocide. Her poem Dry Bones stood out to
me as articulating the invasive, chaotic and painful nature of traumatic memories.

The following lines, in particular:

For sixteen years
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Louise has carried her family

in her heart. Without warning

a memory will intrude: a piece of cloth,

a turn of head, a bit of song (Apol 2015: 35).

Understandably, memories of the genocide continue to haunt the lives of many

Rwandans, young and old.

Despite this, the Rwandans in my research did not wish to be defined by
the 1994 genocide, an idea expressed in Malaika Umwamahoro’s poem Rwanda
is NOT Hotel Rwanda!!! (See below) Malaika Umwamahoro is a well-known
spoken word artist and actress. She was born in Kigali in 1990, the year that the
civil war started in Rwanda. For this reason, her mother named her Angel
Umwamahoro (literally, “Angel of Peace”). It was only recently that Angel
changed her first name to Malaika (a Swahili name that also means Angel), due
to her apparently wanting an “authentically African name”. Like many of the young
cultural producers in my research, Malaika Umwamahoro spent her early years
living in Kampala. Following this, she moved to the United States before returning
to Rwanda when she was 11 years old. As an aspiring actress, Malaika
Umwamahoro toured internationally with Mashirika Performing Arts and Media
Company (see chapter 3 for a discussion on this theatre company). Later,
following a spoken word performance for the First Lady, she became a recipient
of the Rwandan Presidential Scholarship for excellence in performing arts. She
used her sponsorship to study for a BA in Theatre at Fordham University, New
York. The poet has since represented Rwanda at numerous state events, such

as the African Union (AU) Summit 2006, which took place in Kigali.
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Rwanda is NOT Hotel Rwanda!!! [2013]¢
Malaika Umwamahoro, Rwanda-Uganda-United States; English and
Kinyarwanda.

Rwanda- is not Hotel Rwanda

No-

Rwanda is the heart beating life of Africa-

The world’s example and definition of hope, resilience and ambition
If you haven’t yet heard,

listen

Grab a pen and learn-

Because Rwanda is a lesson.

Rwanda is where the great Kivu lake

rests in-

Where the birds of the Nyungwe forest

nest in

And the foreign investors fly all the way to
invest in

What's happening right now in Rwanda

is interestin’

And it's amazing to be a part of and watch...

Watch Rwanda...

Rwanda is

Tens of growing cities
Hundreds of opportunities
The land of a thousand hills
The faces of a million smiles
And just

one people-

We are united back home-
Where | come from...

In Rwanda there is freedom

Where we live in peace

and live as we please

Yemwe simvuga amahanga (Hey I’'m not talking about other nations)
Nda vuga iwacu murwanda (I'm talking about my homeland Rwanda)
Ahari kubera ibitangaza- (The place where miracles are made-)

Rwanda is
birds and lakes,
lights and city streets,

6 A video of Malaika Umwamahoro performing this poem is available at:
https://www.youtube.com/watch?v=cscCsloLDAQ
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https://www.youtube.com/watch?v=cscCs1oLDAQ

volcanoes and silver backs,

restaurants,

cinemas and coffee beans,

teas, industries, electricity and honey bees...
| come from the earth’s last piece of paradise

A big hearted land

where my people

chose forgiveness

over the atrocities they witnessed

A land

where we are not afraid to speak the truth
A land

where there is room for the youth

A land

where one people work hard hand in hand
to demand

justice and dignity-

We come from a land-

That has risen from the ashes of sorrow
to the rose blossom of tomorrow

A land

of agaciro

We come from that land

So NO-

Rwanda is not Hotel Rwanda-

We will not be defined by the genocide
Rwanda is

a land of pride-

The home to

dreamers, believers and achievers,
learners and teachers,

humans and creatures

The heart beating life of Africa-

The world’s example and definition of hope, resilience and ambition

If you haven’t heard yet
Yo, | hope you listened-

Because Rwanda is a lesson! (Appendix |, Poem Il)

When Malaika Umwamahoro composed her poem in 2013, she clearly had

in mind an international audience: “We are united back home-/Where | come

from...” she tells us with conviction. Against the dominant image of Rwanda as a
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place where machetes are cut into flesh, she presents the “New Rwanda” as she
and others have come to see it. Malaika Umwamahoro’s poem is reminiscent of
numerous conversations and song texts that | encountered during fieldwork. Here
was a young Rwandan who found it impossible not to look back but was also
determined to look forwards. A Rwandan who spoke of “hope, resilience and
ambition”; forgiveness, unity and peace; beauty, perseverance and progress; and
agaciro: a key cultural concept tied to self-respect, dignity and patriotism. These

themes are all present throughout my thesis.

Importantly, the image presented by Malaika Umwamahoro in her poem is
in line with official government rhetoric. As | discuss throughout my thesis, the
Rwandan government exerts strict control over socio-political discourses. Yet,
this does not mean that Malaika Umwamahoro does not believe in what she says.
In this case, her personal feelings seem to coincide with those of the government.
During a conversation over dinner, Malaika Umwamahoro showed me a tattoo on
her shoulder of the current political party. “But Ceri”, she told me with passion in
her voice when discussing the limitations of the government:

If it wasn’t for the RPF the genocide would still be happening in Rwanda!

War would still be happening in Rwanda! And still nobody would have

ﬁ;ceJ!pped it. The RPF are the ones to stop all those killings. | owe them my
During countless other conversations with people in Kigali, they told me how they

had experienced “the worst” and were fundamentally grateful to the RPF for

providing security and development.

Here, it is important to emphasise that many other viewpoints also exist

within and outside of Rwanda. In his work on rural Rwanda, for example, Bert
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Ingelaere discusses how a large part of the population does not feel “liberated”
by the RPF: “On the contrary, many suggest that they look forward to a liberation
from the RPF” (2010: 45). Certainly, there is an urban bias in my understanding
of the country. | focus on the viewpoints of young Kigalians (who in themselves
are no way homogenous), many of whom are Tutsi returnees from Uganda. It is
therefore imperative to understand that my thesis is not trying to be representative
of the lives of all Rwandans. In order to gain a fuller picture, one must consult
with research on rural Rwanda and on diaspora populations — for example, Hutus

who fled to eastern DRC after the genocide (see chapter 2).

Connected, but different: a brief comparison of Kigali and Kampala

| love Rwanda for being calm. It's a place where you can chill and get
peace of mind. And of course no raucous! The best thing is the security
we do have in Rwanda. Me | like to stay where there is no chaos.

- A Rwandan artist discussing Rwanda.

Uganda is a place where everyone does what they want. If they pass a rule,
nobody obeys. When Museveni came into power, me | believe he made one
mistake: he gave people too much freedom of speech. From being good,
Ugandans started to abuse it.

- A Rwandan artist discussing Uganda.

Kigali is a silent city. It's not a place where people are free. Everyone is afraid of
something. They don’t enjoy. They pretend to enjoy. Kampala it's a good city.
You don’t have to be scared that you can’t do this or such and such. Everyone
does his thing without thinking of everything. You just have to be you. And food

is cheap! Kigali is very expensive city in East Africa. Somehow Rwanda is hard,

even to find a job.

- A Ugandan artist comparing Kigali and Kampala.
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An overall focus on links and contrasts between Kigali and Kampala forms
a major part of my thesis. In this section, | offer a brief comparison of the cities,
as described by the cultural producers in my study. Despite enduring historical
connections between Rwanda and Uganda (see chapter 2), the capital cities of
these two nations are strikingly different in character. In many ways, Kigali — with
its clean streets, security and social order - defines itself in opposition to Kampala
- with its piles of rubbish, street food vendors and “disobedient” citizens. In the

words of a Rwandan audio producer:

In Kampala, there is a lot of noise! And a lot of chaos! And the security is
not that tight. Anyone can come and grab your phone. That’'s why Kigali
is best... Kampala is so ugly! Sorry to say that but comparing to Kigali
you know? | like Kampala because of the entertainment or whatever, but
also | hate it because it just looks so bad! The roads! And everyone is
cooking food next to the rubbish!

When travelling with cultural producers between Kigali and Kampala, lively
debates ensued about which city they prefer: “beautiful Kigali” with its rules and
regulations or “chaotic” and “dangerous” Kampala, with its perceived freedoms
and opportunities provided by a far less supervised informal economy’.
Perceptions of Kampala as a dangerous city were not helped by the recent
murders of several popular artists, including AK47 Mayanja (New Vision 2015)
and Radio from the Goodlyfe Crew (Nairobi News 2018). In most cases, the
Rwandans | spoke to preferred Kigali overall, while Ugandans preferred

Kampala. Exceptions to this are revealed throughout my thesis.

7 For a discussion on Kigali’s ‘Master Plan’ and the strict policing of ‘security issues’, such as informal
settlements and informal traders, see Goodfellow and Smith (2013).
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In their analyses of post-genocide Rwanda, a number of scholars have
engaged with notions of “silence” or “quiet insecurity” (Grant 2014, 2015b). On
this subject, Tom Goodfellow (2013) has written an article that compares “silence”
and “noise” in urban politics in Rwanda and Uganda. He argues that while riots
in Uganda are a meaningful form of political participation (rioting has become an
important mode of engagement between vendors and state authorities, for
example), the absence of overt riots in Rwanda is due to people understanding
“the value of silence” (ibid: 449). According to Goodfellow, Kigali's “politics of
silence” (meaning an aversion to protest and noise which has become a social
norm in Rwanda) is not only a consequence of state intervention. Nor can it be
fully explained by Rwanda’s so-called “culture of obedience” (ibid: 446). Instead,
Goodfellow states that some people have internalised certain aspects of the
government’s agenda for orderly, secure urbanisation. Certainly, the Rwandans
in my research valued order and security highly. On this topic, an older musician,

teacher and returnee from Canada said the following:

Before '94 it was all possible. Now everything must be in order. Like
order. Now, everything in Rwanda is done thoughtfully and carefully. The
government must build a country and people at the same time. It's my
duty to build people. It's gonna take time (The Mighty Popo 2015, int.).

Interestingly, research conducted in rural Rwanda between 1988 and 1990
suggests that this way of thinking is not unique to the current political climate. In
her detailed ethnography, Danielle De Lame notes that status in Rwanda is linked
to self-control and measured conduct (2005: 328). More significantly, she claims
that the “quest for order reflects the dread of chaos which apparently threatens

whenever forms slacken” (ibid: 336). In the decades before the genocide, this
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apparently made Rwandan celebrations increasingly grave, formal and rigid
(ibid). If De Lame’s observations were reflective of the state of mind of Rwandans
pre-genocide, then it is hardly surprising that the Rwandans in my research post-

genocide felt that way.

Nonetheless, the valuing of “silence”, social order and security is
encouraged by the current RPF government. According to official government
rhetoric, the RPF “liberated” Rwandans in 1994. Moreover, President Kagame
regularly implies that he and only he can sustain peace in Rwanda. Just one
example of this occurred in April 2015, during his campaign to stay on as
president (see chapter 2). The New Times Rwanda - a newspaper widely
understood as being the mouthpiece of the government - produced several
stories with headlines such as the following: “Kagame: Security, freedoms must

be guaranteed past 2017”.
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Figure 1.4. The New Times Rwanda. [In Print] 03 April 2015. [My
photograph]

Whereas many of the people in my study seemed to buy into the idea of
Kagame as saviour — and certainly valued social order and security — others (and
sometimes the same individuals) engaged in forms of covert resistance
(Goodfellow 2013: 446). One example of this was people’s attitudes towards
participating in umuganda; obligatory communal cleaning and labour activities
that take place on the final Saturday morning of every month. During fieldwork,

most of Kigali’s cultural producers and other young people | know managed to
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avoid community cleaning. Instead, they looked at umuganda as a day to enjoy
a “lie in” after partying the night before! Other forms of covert resistance included
signing petitions to stop the Mayor of Kigali from closing popular nightclubs.
Below, | discuss the effects of noise pollution regulations on Kigali’'s music scene.
| detail various reactions and responses to this by cultural producers, music fans

and journalists.

Practising self-reliance under noise pollution regulations

Umugabo arigira yakwibura agapfa (A man relies on himself or else he dies).

- A popular Rwandan proverb.

In September 2015, | travelled to Musanze to attend Rwanda’s annual
gorilla naming ceremony, Kwita Izina. The event is organised by the Rwandan
Development Board (RDB) and President Kagame made an appearance. Turning
away from the VIP tent and directly addressing the masses, Kagame began his
speech by saying, “Mugire amahoro, ubumwe n’ubwiyunge. Amashyi, nga ‘kachi
kachi!” (Have peace, unity and reconciliation. Clap your hands, oh ‘kachi kachi’
[The sound of clapping]). Kagame told the impoverished people in the crowd that
Rwanda is not meant to be poor, that Rwandans need to fight to get out of
poverty, and that people in Musanze like them are known for being hard-working.
Kagame emphasised the concept of agaciro (self-respect, dignity and patriotism),
and the value of self-reliance and self-discipline (see also chapter 5). Cultural
producers in Kigali have internalised the notion of self-reliance as being crucial

to their success. “In Africa we have a saying”, one aspiring celebrity told me:
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A mother frog is never getting its children from the hole. It's only the kid
who has to jump up from the hole. So, that’s it for the time being when
we have no money. We have to find our own solution to the problem.

Kagame concluded his speech by reminding his citizens to “become job creators,
not job takers”. Yet rather than receiving any assistance from the state, such as
financial support, cultural producers were facing numerous state-controlled

obstacles such as the noise pollution regulations.

When conducting my research, it soon became apparent that Kigali City
Council (KCC) want a quiet city. This was contributing to cultural producers being
unable to earn a living. The issue of noise pollution first emerged in 2008, when
The New Times Rwanda published several appeals for noise pollution laws. A
news story entitled ‘Can the Mayor please do something about noise pollution!’
contained extracts from a letter apparently sent in by a member of the public:
“City Hall has a very good policy on plastic bags...why do they not enforce noise
pollution as well?” (Bosco 2009) For environmental reasons, plastic bags were
outlawed in Rwanda, in 2006 (Sommers 2012: 12-13). According to Turner, the
Rwandan government stages development and progress through performances,
such as the banning of plastic bags (to stage environmental conscience), the
ordering of people to wear shoes in public spaces (to stage wealth and
civilisation), and the ordering of school children to have clean hands (to stage
hygiene and progress) (2013: 267)8. Two years later, in 2010, KCC imposed a
ban on music shows, church concerts, house parties and other social gatherings

that go on beyond midnight during Christmas time and New Year. According to

& This reminds me of my time working for OLPC, when appearance seemed to come before substance.
Journalists photographed children with XO laptops they rarely used, in order to stage technological and
educational progress (see also Whatley 2011).
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KCC Director for Communications, the reason for this was to reduce “drink
driving, fights, noise pollution and other crimes” associated with the festive period

(Kanyesigye 2011 — see also Gatera 2013).

By 2013 public criticism of noise pollution policies was becoming more
pronounced, as was discontent with other regulations that were “hastily enforced
without adequate preparation” (Kaitesi 2013)°. The Rwanda Hotels and
Restaurants Association (RHRA) decried the noise pollution guidelines of 2013,
which require bars, churches and entertainment spots to fit soundproof
equipment in their premises (Babijja 2013). According to Rwanda Environment
Management Authority, noise pollution is determined when sound goes beyond
80 decibels (dB) (Tumwebaze 2014a). In 2014, a number of church owners were
arrested, and their sound equipment confiscated for “violating laws against noise
pollution” (ibid). Also arrested in the same operation were eight bar owners and
one DJ, whose “joints were [allegedly] generating unbearable noise” (ibid — see

also Tumwebaze 2014b).

 Another example is billboard vetting, whereby all content for billboards in Kigali must be approved by
the city authorities prior to being put out for public consumption (Kaitesi 2013). During my period of
research, people were complaining about the introduction of full pedestrian, car-free zones (The East
African 2015), and the time when KCC unsuccessfully tried to “kick motorcycle operators out of town so
that it could reduce commotion” (Rugira 2016).
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Figures 1.5., 1.6. and 1.7. (Above and below) In 2011, Nyamirambo’s
“party buses” (nicknamed for their playing of very loud music) were
banned when the government introduced newer and bigger buses®. [My

photographs]

19 Influenced by Nairobi’s matatu culture (Wa Mungai 2009), the privately-owned minibuses were
“pimped” with customised images of African and American celebrities, flashing lights, graffiti and
vibrating sound systems. They transported passengers cheaply between Nyamirambo and mu muji
(town). When the buses were banned in 2011, the mostly Muslim owners quickly went out of business.
According to one of my informants, many of them moved to Uganda.
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The arrests of church and bar owners and DJs prompted The New Times
Rwanda to release another article entitled, ‘Debate: Are we going overboard with
noise pollution restrictions’ (Bucyana and Karemera 2014). In the article, Patrick
Bucyana argues that noise pollution laws are necessary and that other countries
can learn from Rwanda’s discipline. In contrast, journalist Dean Karemera jokes
that since many of the bars affected are not in residential areas it must have been
the mosquitoes who complained! He also makes a serious remark that noise
pollution regulations are “hurting businesses and ultimately people’s source of
income”. Notable points made by members of the public include, I think Kigali
will be dead by 2015. I'm happy when | spend a weekend in Kampala... We have
the safest and cleanest city but the most boring too” (ibid). When discussing this
with an audio producer, he said: “| don’t think [the government] values music.
There’s a Ministry of Sports and Culture, but 98% of their work is sports”. Other

comments made by cultural producers include:

At least we used to make some money playing in local bars. That small
amount would help us to pay for our videos. But most of the artists now
are just sitting at home coz they can’t make noise in the bars. Today is
Friday night. Look where we are seated now? We are seated in a bar.
The person listening to this interview, can you tell we are in the bar? It's
quiet! But Kampala, it's crazy man! It's Friday, we need to party!

And:

What annoys me a lot is when you have the clearance... You show the
police you have authorisation, but they don’t care. They make life
difficult. But you know in Rwanda it’s all about your neighbour. They
complain! They even shut down some churches. Even mosques when
they are praying at 4am. That’s bullshit! | don’t agree! Everyone has the
freedom to pray.

Since 2014 church leaders, cultural producers, music fans and venue

owners have been asking for greater clarity and flexibility from KCC on noise
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pollution policies. In response to this, an article was published by The New Times
Rwanda (Tumwebaze 2014d) — and then another in the following year by the
Rwanda National Police Management (RNP 2015) — that specifically details the

law:
Article 37 gives authority to any competent institution to take a decision
aimed at stopping any emission of noise that is harmful to health of
biodiversity, disrupts the neighbourhood or damages the property...
Article 108 also penalises anyone who ‘makes or facilitates in causing
noise that may disturb road users and the neighbourhood’ with a fine
ranging from Rwf10,000 to Rwf100,000’ [£10-£100]. Under Article 6000,
‘any person found guilty of making noise and night disturbance in a way
that causes trouble among people is liable to a term of imprisonment of
eight days to two months and a fine of Rwf50,000 to Rwf1 million [£50-
£1,000] or both'’... (Tumwebaze 2014d — see also Mwai 2014).
Noise pollution laws were unpopular among all the Kigalians | spoke to. One
disgruntled pastor went so far as to be quoted in a newspaper, stating that “the
police was ‘provoking God’ by arresting pastors” (Ntayombya 2014a). Demands
were made for a designated area where people can party without being disturbed
by the authorities (ibid — see also Mutabazi 2014; Ntayomba 2014b; Tumwebaze
2014c). A rather amusing news story describes how “a bunch of journalists were
having some noisy lunch-time banter when one of them raised and whispered
comically, ‘ssshi! Shut up, the city mayor is thinking!” (Agutamba 2014). As well
as becoming a newsroom joke, the article makes a convincing statement about
the negative outcomes of noise pollution policies:
We are at a time when Rwandans are responding to the government call
to start businesses, create wealth, create jobs, improve incomes and
widen the tax base... But to showbiz entrepreneurs, they’re counting

losses. At one popular restaurant with music theme nights, the manager
has laid off two in-house deejays as there’s no need for them... (ibid).
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| witnessed the police enforcing bans on music shows on many occasions.
For instance, the Gakondo Group (see chapter 2) used to perform weekly at the
Hétel des Mille Collines but were forced to stop playing due to noise restrictions
(Bizimungu 2016). Likewise, the Mucyo Band (see chapter 5) were forbidden from
playing music in the evenings at the same hotel. Previously they had performed
between 18:00 and 20:00 nightly, but this was reduced to Saturday and Sunday
afternoons only for a pool-side buffet. One band member said the following on

the matter:

According to the police who stopped us, the guests were disturbed. But
they never talked to the hotel manager. So, we don’t have a clue what or
why, but the police said it was noisy and we have to stop. So now, we
are waiting for that noise pollution instrument. The maximum level
permitted is 120, but we never go beyond 70. So now, we are waiting for
the confirmation letter from RDB and the police. Maybe afterwards we
will continue like it was before (Constantine Muhingabo 2015, int.).

Although a sound meter was installed in the hotel in September 2015, it took until
October 2016 for the government to grant permission for the music shows to

resume (Tuyi 2016).
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Figure 1.8. Sound level meter at the Hotel des Mille Collines, September
2015. [My photograph]

Serge Nsanawe Ndekwe is one of Kigali's well-known entrepreneurs and
the owner of several restaurants, nightclubs and bars. A returnee from eastern
DRC, his businesses include a popular multi-purpose venue called Papyrus.
During an interview, Serge described the difficulties he has faced since the noise
pollution laws were implemented. According to Serge, he was not given adequate
time to adjust to the regulations and despite his business plan being approved by
RDB, who even provided him with a loan of $1 million, Papyrus nightclub was
forcibly closed on more than one occasion. It apparently took outraged members
of the public complaining online for the re-opening of Papyrus, and the
intervention of the President of Rwanda, for the issue to be resolved (Serge 2015,
int.). When trying to avoid criticism, President Kagame employs a clever strategy
of blaming those below him. His message is often that a policy is good, while its

implementation is flawed (Clark 2018). The Rwandans in my research were
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comfortable criticising the Mayor of Kigali and other politicians, but never the

President himself.

Cultural production in Africa from the 1990s until today: deregulation,

globalisation and circulations

In order to situate Rwanda’s music industry within a broader African
context, it is important to first consider the effects of economic and political
liberalisation on the deregulation of the media across sub-Saharan Africa.
Together with the growing availability of new media technologies, | discuss the
impacts of these developments on African cultural production from the early
1990s until today. In particular, | focus on the production and consumption of
digital music. Following the lead of major theorists of globalisation, such as Arjun
Appadurai (1990, 1996, 2010, 2013) — and others who have worked on
transnational music production and performance more broadly (e.g. Bender
1991; Chikowero 2015; Kidula 2013; Knowles 2010; Shipley 2009, 2013a, 2013c,
2014; Taylor 1997; Turino 2000) - | take the position that it is no longer meaningful
to discuss the nation-state exclusively’’. Moreover, while it is important for
researchers to highlight the stark differences that exist between African countries,

we must not ignore the similarities, cross-border exchanges and transnational

11 See also Bob White’s article on Afro-Cuban inspired and yet uniquely Congolese music, in which he
explores dynamics between international commercial recording companies and local artists in Kinshasa
(2002: 663). White's central argument is that: “Afro-Cuban music became popular in the Congo not only
because it retained formal elements of ‘traditional’ African musical performance, but also because it
stood for a form of urban cosmopolitanism that was more accessible — and ultimately more pleasurable
— than the various models of European cosmopolitanism which circulated in the Belgian colonies in
Africa” (ibid).
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communities of practice that also occur between cultural producers and

audiences across the continent (Mbaye 2015).

Since the early 1990s, there has been a dramatic transformation in African
popular culture, partly brought about by economic and political liberalisation,
which led to the deregulation of state-owned media across the continent (Barber
2018: 132-133). The bitter medicine of structural adjustment policies — imposed
on African countries by international organisations from the mid-1990s onwards
— “combined an emphasis on democratisation with an insistence on privatisation,
massive cuts in state provision and the relaxation of import controls” (ibid). While
the economic consequences were disastrous — and in most African countries
contributed to situations of severe un- and under-employment — the deregulation
of the media made possible a wave of new privately-owned newspapers and
radio and TV stations, “run by local and international commercial interests,
religious groups, politicians and NGOs” (ibid: 137). At the same time, the growing
availability of new media technologies resulted in both an increase in the
consumption of music genres such as hip-hop, R&B and reggae and a surge of
digital music production output, especially following the availability of relatively
easy-to-use music making software, such as Fruit Loops and Logic Pro (Mbabazi
2012: 17). In mostly urban spaces across Africa, recording studios equipped with
keyboards, computers, music making software and microphones were set up,
attracting huge numbers of young, aspiring artists, producers and managers, with
a readiness to access and adapt new music from elsewhere (Barber 2018: 130-

163).
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These developments took place within the general context of globalisation.
They have resulted in an outpouring of research on cultural production in Africa,
with the effects of globalisation and the role of digital technologies emerging as
key concerns (Askew and Wilk 2002; Kerr 2015; Larkin 1997; Merolla et al. 2009;
Meyer 2010; Nyairo 2008; Shipley 2009; Weiss 2009). Much of this research has
focused on the ways in which transnational goods and images, such as music
genres, video production, fashion and slang, are understood, appropriated,
recontextualised, or ‘localised’ by African cultural producers and audiences to
generate new meanings specific to local contexts — for example, Matthias Krings
and Onookome Okome’s edited book Global Nollywood (2013) and Krings’s

African Appropriations (2015).

Yet, despite accelerating globalisation, much of the recent scholarship on
music in Africa has tended to focus on the relationship between music and the
nation (e.g. Ansell 2005; Askew 2002, 2003, 2006). These studies have often
focused on a single music genre, such as Congolese rumba (White 2008),
kwaito'? in South Africa (Steingo 2005) or Ghanaian hiplife — which Jesse Weaver
Shipley describes as “the Ghana-made soundtrack of a generation of urban
youth” (2009: 633 - see also Osumare 2012). Similarly, Koen Stroeken presents
an analysis of Tanzania’s lively hip-hop scene, known as Bongo Flava, which
emerged in the early 1990s and “boomed” at the turn of the century (2005: 489).
Stroeken examines Bongo Flava and its relationship with nationalism, Tanzanian

socialism, post-socialism, neoliberalism and processes of globalisation. In his

12 kwaito developed in the 1990s. It incorporates “elements from house, garage and South African
‘bubblegum’ pop music in an electric mix based on a heavy beat” (Martin 2013: 294).
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analysis of lyrics, he discusses how Bongo Flava became the “primary informal
channel to publicly [and often graphically] ventilate social discontent” against the

Tanzanian regime (ibid).

Like Stroeken, Alex Perullo (2011) discusses Tanzanian popular music in
relation to the country’s political history. Focusing on Dar es Salaam, he makes
connections between a number of music genres, revealing how all performers
use similar creative practices to achieve profit, improve their status, and acquire
social mobility and power. Perullo recognises that music can provide insights into
people’s daily lives, while also understanding that since music exists within an
economy of exchange and value, art forms can become consumer goods (ibid:
xi). Thus, Perullo presents music in Tanzania as both a cultural and economic
resource: “as work that people create, enjoy, and celebrate, and as a commodity
that moves through an economy geared towards profiting from its social

importance” (ibid).

In today’s market-oriented world, this is also true of the Rwandan and
Ugandan music industries. While Uganda’s music industry is dominated by
dancehall, kidandali (Ugandan dancehall) and ragga (a sub-genre of dancehall
reggae), in Kigali, entwined cultural and linguistic influences feed into a
particularly diverse but interconnected music scene. Rwandan artists straddle the
boundaries between multiple genres and languages. In addition to just having
fun, they do this to appeal to multiple music industries and audiences, thus

increasing their chances of success and of gaining the kinds of profit highlighted
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by Perullo. Music genres popular in Rwanda include Afrobeats'3, Congolese
rumba'#, dancehall, gakondo (traditional), gospel, hip-hop, R&B, ragga, soukous,
and (among more highly educated publics with access to the internet in Kigali
and the diaspora) spoken word poetry. Languages spoken on the streets of Kigali
and used in songs and poetry include English, French, Jamaican Patois (for
dancehall and reggae inspired genres), Kinyarwanda (or | Kinyarwanda), Kirundi
(from Burundi), Luganda (from Uganda), Lingala (from the DRC), Swahili (or

Kiswabhili, a lingua franca in east-central Africa), and Nigerian slang.

With increased migration and access to communications technologies, it
is no longer meaningful to discuss these developments in the context of the
nation-state exclusively. This is not a new idea and has been written about by
numerous anthropologists and scholars working on transnationalism and
migration (Kiwan and Meinhof 2011; Schiller and Faist 2010). From as early as
1990, Appadurai has argued that scholars must draw attention to what he refers
to as “scapes” (or “global cultural flows”'%), such as the movement of people and
the circulation of forms, which are occurring at higher speeds and on greater
scales that at any time in the past (1990: 306). By ‘forms’, Appadurai means to

indicate:

13 Afrobeats (or Afropop) is not the same as Afrobeat, the music genre popularised by Nigeria’s Fela Kuti
in the 1970s (see Veal 2000).

14 The young Kigalians in my research described Congolese rumba as “old school”, despite them deeply
respecting the Congolese legends who popularised the genre from the late 1950s (Bender 1991: 42;
Pype 2006: 311; White 2008: 42).

15 Appadurai (1990) examines the relationship between five dimensions of “global cultural flow”, which
can be termed as follows: (1) Ethnoscapes: the movement of people across cultures and borders; (2)
Mediascapes: the use of media that shapes the way we understand our imagined world; (3)
Technoscapes: cultural interactions due to the promotion of technology; (4) Financescapes: the flow of
capital across borders; (5) Ideoscapes: the global flow of ideologies.
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[A] family of phenomena including styles, techniques, genres,
vocabularies, and other widely recognised ‘containers’, which can be
filled or inhabited by a specific voice, contents, messages and materials
(Appadurai 2010: 2).
In today’s digital age, people and music move physically and digitally, and
“remain linked to each other through sophisticated capabilities” (Appadurai 1990:
306). For these reasons, scholars such as Janet MacGaffey and Rémy
Bazenguissa-Ganga have argued that anthropology can no longer be confined to
single geographical locations:

[Researchers need to] move from single-site ethnographic observation

and participation, to a multi-sited ethnography that crosses boundaries,

follows networks and examines [the circulation of cultural forms] (2000:

5).

However, while globalisation and (more recently) transnationalism have
been theorised extensively, scholars have tended to focus on the importing of
global signs into Africa and have consequently overlooked transnationalism
within Africa, which is arguably reflective of the continued significance of neo-
colonial power relations between Africa and the West. Exceptions to this include

Mojubaolu Olufunké Okome and Olufemi Vaughan’s (2011) edited book, West

African Migrations: Transnational and Global Pathways in a New Century.

Finally, my own research reveals a tension that existed between fixedness
and extraversion. By ‘extraversion’, | mean to indicate the idea that one’s locality
is dependent on, or connected to, outside places in some way — whether through
cultural appropriation, economics, flow of ideas, migration, etc. According to
Jean-Francois Bayart, “extraversion consists in espousing foreign cultural
elements and putting them in the service of autochthonous objectives” (2005: 71).
The cultural producers in my research were acutely aware of and open to
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connections and influences outside of their national borders. At the same time,
they wanted to preserve and celebrate ‘authentic’ Rwandan values and ideas (in
themselves, social constructs) - often those imposed by the government. This is
not a new idea: since achieving independence, governments and people across
Africa have been faced with the difficult challenge of how to unite, ‘modernise’’®
and be progressive, while preserving authentic cultural values and identities — a
challenge that is especially difficult in Rwanda, due to the country’s recent history.
Although scholars have long understood that “globalisation is not synonymous
with increasing cultural uniformity” (Bayart 2005: 4-5), anxieties about the loss of
culture inform the practices of artists in Kigali. Interestingly (and somewhat
ironically), these anxieties are related to the need for a new kind of “Rwandaness”
(or “Rwandanicity”), in which all Rwandans are united as one people with one

culture.

Methodology

My ethnographic research draws on 12 months of immersive fieldwork that
mostly took place in Kigali and Kampala, although | also travelled extensively
throughout Rwanda, conducting various research trips and attending concerts
(ibitaramo) and cultural events. Additional time was spent in southwestern
Uganda, near the border of Katuna (or Gatuna if you are Rwandan), and among
the diaspora in Brussels, Birmingham, London, Paris and Rotterdam. My main

period of fieldwork occurred between November 2014 and October 2015. | have

16 See Geschiere et al. (2007: 1) for a critique of the simple model of progress from tradition to

modernity, which implies that there is only one way to be modern, which comes from the West. Despite
academics discrediting modernisation theory from the late 1960s onwards, it remains “a basic feature of
the thinking and practice of international donor agencies, African elites and people in the streets” (ibid).
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also lived, researched, travelled, volunteered and worked in Africa intermittently

for over 12 years.

=
=

\

Figure 1.9. Rwandan cultural producers at a home-studio in Brussels,
Belgium, May 2016. [My photograph]
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Figure 1.10. Poster for a Rwandan diaspora event | attended in
Birmingham, UK, July 2016. [My photograph]

In order to trace networks and exchanges between cultural producers in

Kigali and Kampala, | travelled with artists and producers as they moved between
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cities. My focus was on the Rwandan side, and my key informants were primarily
male recording artists and audio and video producers. The term ‘informants’
refers to those people who | studied and learned from, and who also made
suggestions for my research. As Julian Murchison points out: “You need not
assume that you are the only person who is thinking, critiquing and analysing”
(2010: 94). This is in contrast to the term ‘participant’, which refers to those people

who take part in a controlled study.

In Ethnography Essentials, Murchison states that:

In order to learn about the complex dimensions of society and culture in
action, the ethnographer almost certainly has to become involved on a
personal level to one degree or another (ibid: 85).

That is what is meant by participant observation, a fundamental aspect of my
fieldwork. Most of my research was carried out at recording studios, music
venues (bars, nightclubs, stadiums, etc.), radio and TV stations, music video
shoots, and on the buses that transport artists and fans between Kigali and
Kampala. According to Murchison, true participant observation “involves doing
both participation and observation at the same time and in an integrated fashion”,
although one of the dimensions may be emphasised at a given time (ibid: 88).
After establishing reliable contacts, | was able to participate in Kigali’s arts and
media world. This greatly facilitated informal conversations with a wide range of

individuals.

The ways in which | participated were mostly decided by my informants.
As well as attending numerous music festivals, recording sessions and

rehearsals, | participated in weekly dance and drama workshops at Mashirika
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Performing Arts and Media Company. Due to historical and economic factors,
Rwandans who create friendships with abazungu (white people) are often looked
at by other Rwandans with admiration. It is probably for this reason — as well as
artists wanting to perform a kind of “conspicuous cosmopolitanism” (Strong and
Oseei-Owusu 2014) — that | was asked to act in a short film and appear in four

music videos. In the words of one of my informants:

People like to use white people to make it look a bit sweeter. | am black
and you are white. Do you know why it's good? Because the viewers see
it's a mix. It's more international. Whoever sees that video, they see
different cultures. And if you have a mzungu, your neighbour will be like
‘Where did you get that umuzungu from?’... (Tino TBB 2015, int.).

In another instance, at a concert in Kigali, | was asked to MC in Kinyarwanda
when the presenter could not make it. Later, | was pulled onto stage to dance
with Chameleone of Uganda. Earlier that day, | had joined Chameleone’s
supporting artists when they went clothes shopping at Kimironko market. The
man running the stall was a friend of the artists and they encouraged me to spend

money, styling me in a baseball cap and red skinny jeans.
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Figure 1.11. Attending dance and drama workshops with members of
Mashirika Performing Arts and Media Company, Kigali, 2015. [Courtesy
of Mashirika]

Figure 1.12. MC-ing at a concert in Kigali, June 2015. [My photograph]
-44 -



&

2
.

s

‘4

M

4

‘:~ =

Figure 1.13. Dancing with Chameleone of Uganda at a concert in Kigali,
June 2015. [My photograph]
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At other concerts and video shoots, | helped to print posters and sell
tickets, and was sent off to search for costumes, props and actors'’. Because |
owned a camera, | became a designated photographer and videographer,
recording behind the scenes footage on several occasions. | also assisted with
professional letter writing — for example, when cultural producers wanted to
approach NGOs for support. Once it became known that | have a performance
background (I play the piano, oboe and guitar and | am trained in ballet, tap and
jazz dancing), | was asked to sing the chorus for several rappers in the studio.
For one music group, | volunteered to run their social media activities. During the
final five months of fieldwork, | lived with an artist (Benjah TBB) and an audio
producer (Pacento) in Kwa Gisimba, Nyamirambo — Rwanda’s so-called “ghetto”.
In addition to allowing me to spend all my time with cultural producers, this
enabled me to gain a much deeper understanding of the economic hardships
being faced by young people in Kigali: we slept on mattresses on a concrete floor,
cooked using charcoal, rarely had access to electricity and never had running
water. What we did have by the end was a set of shared goals as we worked
together on various projects, a meaningful bond, and endless conversations that
continue to this day. This also applies to my other key informants, such as the
spoken word artist Eric 1Key (real name Eric Ngangare), who proved himself to

be an excellent teacher and bridge between two worlds.

In August 2016, Eric 1Key published on his online blog a series of 11 song

reviews that | wrote about his album (1key word 2016 — see also songs 6-16,

17.0n one occasion, | spent an entire afternoon in Entebbe, Uganda trying to convince female shoppers
to take part in a music video after the actual “video girl” failed to show up. (See chapter 3 for an
explanation of what “video girls” are.)
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Appendix Il). This was after | had spent the month of March following him around
Kigali as he went about his life. In every spare moment he had, Eric 1Key helped
me to translate his album and understand the meanings behind it. For eleven
consecutive days, he released one review each morning under the hashtag
#entre2decoded. Four of my reviews were also published by the popular online
blog Africa in Words (Whatley 2016a; Whatley 2016b; Whatley 2016c; Whatley
2016d), and a separate article was published by True Africa (Whatley 2016e).
The reviews were described as “going viral” among Kigali's spoken word artists.
Certainly, they generated much discussion and led to my further acceptance
within the artistic community. Some notable comments made on Twitter include:
“Thank you Ceri Whatley, thank u @eric1key can now go back to my usual life,
waking up n not refresh my emails for a new post every mrng”; and “She nailed
it, Ceri really did come through... times | wanted more, guess she doesn’t need
get her visa revoked hah? Still way to go @eric1key” (@Isumbabyose on Twitter,
26 August 2016). This last comment is yet another reminder of the state’s control
over public discourse. It is also an early hint that not all young Kigalians are happy
with the status quo. In chapter 7, | discuss the presence of political criticism in

Eric 1Key’s lyrics.

During fieldwork, | undertook over 180 hours of Kinyarwanda language
training. | also used translators whenever necessary. With the help of my
Kinyarwanda teacher and another friend of mine, | transcribed and translated 68
carefully selected songs (Appendix Il). When translating the lyrics, | applied as
best | could the translation and back translation approach suggested by H Russel

Bernard (2006). Whenever possible (with the limited funding provided for PhD
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students), | followed these steps: (1) Ask a speaker of Kinyarwanda to listen to
the song and transcribe the lyrics in Kinyarwanda; (2) Have the transcription
checked by a different speaker of Kinyarwanda (ideally the artists themselves);
(3) Have the lyrics translated into English by a bilingual person (I did this with my
Kinyarwanda teacher and another friend of mine); (4) Ask a different bilingual
person who is a native speaker of English to translate the lyrics back into
Kinyarwanda (this wasn’t always possible, due to my lack of resources); (5) Have
all the translators discuss any inconsistencies together as a group (this involved
numerous discussions over Skype). Because the songs also include several
other languages (English, French, Jamaican Patois, Kirundi, Lingala, Luganda,
and/or Swahili), | often relied on more than one person to complete a single text.
During the process of translating the songs, | asked about the significance of
certain words in relation to local meanings. This was time consuming, but

necessary to improve the quality of my data.

To cross-check the accuracy of data and gather high-quality findings,
ethnography tends to incorporate a number of different research methods and
techniques (Dillman 2002: 477). Semi-structured interviews are often favoured in
qualitative research as they offer an effective balance between structured and
unstructured interviews, providing an “easy framework for discussion” without
being too rigid (Bauer and Gaskell 2000: 40). In the final months of fieldwork —
after building sufficient trust and rapport with my informants, and when | knew
what kinds of questions would be most useful — | conducted 35 semi-structured
interviews. The interviews were, in most cases, conducted in English. When this

was not possible, an interpreter was used. The interviews usually lasted between
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45 minutes and two hours and dealt with the life-histories of a wide range of
cultural producers and entrepreneurs aged between 24 and 49 (see ‘Interviews’

in the Bibliography).

My approach is based on the belief that historical structural factors shape
individual actions, while also emphasising human agency and individual choice.
It was after reading MacGaffey and Bazenguissa-Ganga’s (2000) insightful book
Congo-Paris: Transnational Traders on the Margins of the Law that | came to
understand the importance of collecting life-histories. In agreement with
MacGaffey and Bazenguissa-Ganga, | do not consider the life-histories |
collected to be exact accounts of the past. However, | found them extremely
useful in gaining a sense of a timeline; to connect my informants to their past,
and to consider the significance of broader historical events on their lives ‘today’
(ibid: 22-24). | also asked questions about their sources of inspiration, hopes and
dreams for the future, and reactions to specific music events and challenges they
were facing. My final question was always to ask if they wanted to share with me
information on anything not discussed. By paying close attention to what my
informants chose to talk about, and to what emphasis they put on certain events,

| was able to gain access into the ways of thinking of those individuals (ibid).

When analysing my interview transcripts, it became clear that there were
many layers involved: layers that involved performing a persona, striking
attitudes, or saying what was prudent or government-approved; layers of irony,

as well as layers of personal experience and sometimes unusual self-revelation

-49-



stimulated by my interest. With this in mind, | treated my interviews as texts in

themselves, as social facts according to Barber’s definition:

Texts are the means by which people say things (about experience,
society, the past, other people) and do things (affirm their existence,
build and dismantle reputations, make demands, imagine communities,
convene publics). And texts also are things — by which | mean that they
are social and historical facts whose forms, transformation and dispersal
can be studied empirically (2007: 200).

Interviewees consciously or unconsciously censor, emphasise, deceive,
misremember, or provide partial accounts for a variety of reasons. Thus, it is
important to consider the validity of the types of responses given. Whereas in
some cases interview set-ups produce artificial responses, they can also provide
a useful counterpoint to informal conversations (Barber 1987: 4). The
comparisons often produce “interesting questions as the ethnographer attempts
to account for and explain discrepancies” (Murchison 2010: 104). By closely
observing how people choose to project themselves in an interview, we can
distinguish between how they want to be seen and what they actually think. In
other cases, it is the formality of the interview situation that empowers and
authorises the interviewee to develop their thoughts more explicitly (Barber 2000:
16-17; Murchison 2010: 100). | certainly found this to be the case with the cultural
producers | got to know best. Casual conversations were useful, but when | sat
down with an individual and my dictaphone, they suddenly began to reveal all
kinds of personal experiences that | would not have had access to otherwise.

Notably, then, it can work both ways.

My multi-methodological approach also includes an analysis of
performance styles, song lyrics and online materials, such as websites, blogs and
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social media platforms. In order to provide an example of dance circulations
within Africa, | created a video with a Rwandan producer, Arnold Mugisha. The
video — ‘The World at their Feet: Popular Music Moves in Rwanda’ — features
Babou and Titi Brown from a Kigalian dance crew, The Snipers. In their non-stop
performance, they display a number of dance moves that were popular in Kigali
(and Kampala) during fieldwork — in particular, shoki from Nigeria. The moves
had been popularised by recording artists from 13 different countries, usually via
one of their music videos after which the move was named. (See Appendix Il for
a link to the video and a table of songs, artists, countries and dance moves

included.)

The University of Birmingham’s policy on research ethics has been
observed and issues concerning identity have been addressed. If individual
public figures expressed politically sensitive viewpoints, or simply told me
something in confidence, then | anonymised that part of the interview or

conversation under discussion. Otherwise, | have used their real names.

Research Challenges

Ceri, you saw how hard it is to get someone to talk to you, just two hours! If you
were not you - friendly, really listening to the people. Also, a girl - that helps. Un-
married!

- From a conversation with a male, Rwandan friend.

When | first arrived in Rwanda, in September 2010, | knew nothing. | had
recently graduated from the University of Birmingham, where | was awarded a
First in African Studies with Cultural Anthropology. | had volunteered and

travelled through much of southern Africa. During my studies, | had read a lot
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about West Africa. But Rwanda? | had heard of the genocide, but nothing more.
During my time working for OLPC — an international, non-profit organisation that
provides children in developing countries with affordable, durable laptops (One
Laptop per Child 2017) — and then as a primary school teacher at an international
school, | was seduced (like so many others) by the country: “Come to Rwanda!”,
| said after some time there: “It's beautiful! It's clean! It's safe! The buses leave
on time! There’s no corruption, just plenty of development!” Yet, over time | have
learned that there are two worlds in Kigali: a world that the RPF government
wants visitors to see - the new buildings, tarmac roads, business start-ups,
statistics about women in parliament, etc. - and another world in which huge
numbers of Rwandans are un- or under-employed, without running water or
reliable electricity, living in houses with crumbling walls, hungry, and frankly

depressed. In the words of a Rwandan artist:

In Rwanda, when you leave those beautiful main roads there is dust
everywhere. [He sighs] People are still bathing themselves with a bucket.
There is no water! For how long now has there been this water crisis?
Even for rich people. You see them waiting in line to collect water in their
Benz! [Laughing] But seriously, Kigali is beautiful but for how long? It's
built for who? The city plan is elitist. All over Kigali, new buildings are
being built: offices, housing, coffee shops, restaurants, bars and gyms.
But who are they for? Who can go there? You know in Kigali people are
depressed. Don’t you hear them saying that thing all the time,
‘ntakibazo”? It means “no problem”. People aren’t excited about life. It's
all “ntakibazo this” and “ntakibazo that”. [As if it to emphasise his point,
the artist speaks in a monotone voice and stares vacantly ahead.]

Certainly, the Rwandan government is extremely talented at speaking the
language of international aid donors, and creating a facade of democracy,
development and peace (Turner 2013). In short, Rwanda is extremely

complicated, confusing and controversial.
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RESEARCHING IN A COUNTRY OF DEEP SURVEILLANCE AND MINUTE

CONTROL

“What does it feel like to live in a country where you are punished for telling
the truth? Where you don’t know who you can trust?” These were the questions
asked by a journalist in his (2014) book, Bad News: Last Journalists in a
Dictatorship. In the book, Anjan Sundaram traces what he describes as the
destruction of the free press in Rwanda, between April 2009 and December 2013.
It includes an appendix listing more than 60 journalists who have been killed,
arrested, disappeared, tortured, or forced to flee the country in fear of their lives
after criticising the government, or simply contradicting the official narrative.
Sundaram writes, “It can feel incredibly lonely living in a dictatorship where
everyone describes the silence of fear as peace” (ibid). Was this not peace that |

was witnessing? Were people truly scared?

Doing research in Rwanda was incredibly confusing and disorientating,
and this took a psychological toll on me. In a country where very few people are
prepared to speak openly about anything, how could | have sincere conversations
with my informants? How could | learn? (This was not simply a case of needing
to establish better rapport: neither my friends of over four years nor my ex-
boyfriend were willing to speak their minds completely freely with me, or anyone
else.) The President of Rwanda teaches citizens that anyone who criticises the
government is in fact insulting Rwandan people, as well as the struggles that they
have been forced to overcome following the genocide — an idea that many of my

informants had bought into. As a white British citizen in Rwanda, what could | do

-53-



with that? How would | begin to engage critically with Rwanda when | ran the risk
of losing my Rwandan friends and of being refused a visa in the future? But then
again, as an academic researcher, how could | not engage critically? How would
| convince my informants that | might criticise certain policies precisely because |
care about them and their country? Finally, how might | escape the emotive topic

of politics when its tentacles reach into everything, including the music scene?

The participation of the state in the private life of its citizens is not explicitly
obvious to newcomers. Yet, it has been documented by recent scholars, such as
Andrea Purdekova (2011), De Lame (2005: 451-452) and Ingelaere (2014). The
entire country is divided into ‘villages’ of about 150 families called umudugudu.
Each umudugudu has a chief and an informer, and orders are passed to and from
the centre with startling efficiency. In this regard there is nowhere to hide in
Rwanda: there is no anonymity, everyone knows everyone, people gossip, get
jealous, make false accusations against each other, and go to extremes to
demonstrate their loyalty to President Kagame — whether genuine or not. (For

many it is genuine.) Regarding surveillance, Purdekova has written the following:

[There is] a spy per organisation and perhaps per office, and in fact [all
newcomers to an organisation], foreigners and Hutu [and also
researchers], are given someone to ‘watch’ them (2011: 488).

While this might sound extreme, it reminds me of the first time | crossed the
border into Uganda. | was travelling alone and the Rwandan border official, sitting
stiff with formality, took my passport from me. He looked me up and down, his
face stern and his eyes fixed into a hard squint, and asked me, “How is Nash?”
Nash is a Canadian friend of mine. | had stayed with him for a week or two when

| first arrived in Kigali. Neither of us had met the border official before. He seemed
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to want to let me know that | was being watched. It felt like a warning. Perhaps |
was being paranoid, but | knew a fellow researcher working on a more sensitive
topic: his home was broken into in the middle of the night and, while he pretended
to sleep, armed guards stole his data. This is just one of many similar stories that

| have heard.

Feelings of being under constant surveillance, both online and offline,
prevail among the Rwandan population and self-censorship has become a way
of life. Understandably, most Rwandans are reluctant to trust one another, and
this inevitably had implications on my research. People often warned me that |
might be poisoned, lied to or spied on. | was also asked many times if | was a
spy. The questions were usually hidden within humour, but they were serious.
For this reason, it was very difficult to establish deep and open relationships with
my informants. The only solution to this was patience and time: since
ethnographers are dependent on the cooperation and input of their research
informants, we need to invest time in building trust and rapport with those under
study (Murchison 2010: 16). This leads to greater research opportunities and to
the collection of more reliable data, since informants are more likely to divulge
fuller and more honest responses to those who they can trust (ibid: 89). In my
case, it was helpful to think about what people did not say. In Rwanda, where
secrecy is emphasised, “circulating and holding back information are cultural
facts” (De Lame 2005: 14). | needed to understand why people refused to give

information, or why they genuinely did not remember.
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Figures 1.14. and 1.15. (Above and below) President Kagame attended
Kwita Izina (Rwanda’s annual gorilla naming ceremony), September

2015. [My photographs]
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SEXUAL HARASSMENT

Another challenge to building relationships was the issue of sexual
harassment. At the beginning of my fieldwork period, it was not easy to make
friends with recording artists, most of whom were young, single men. Many of
them wanted to become my boyfriend or wanted access to my perceived wealth
and contacts'®. As a young, female, unmarried, foreign researcher, | was not
naive to this. However, | was not fully prepared for the extent to which some
people would go, or for my friends’ (both Rwandans and internationals)
complacency towards such behaviour. One evening, for example, | visited a
former colleague and complained to him that a musician had tried to force himself
on me. He had blocked my exit from the studio and | had ‘love bites’ all over my
neck. To my horror, my friend laughed and said, “Well what did you expect?
You’re a young girl working with musicians”. When discussing this with another
friend, he commented that, “they should have found a more romantic way!” This
obviously infuriated me: most of my contacts in Kigali were men who simply did
not understand what it feels like to be working within a misogynistic, patriarchal

community.

The issue of sexual harassment was also prevalent in Kampala. After
meeting a DJ at an event, we arranged to meet the following day to discuss my
research. Instead of learning about music, | had to endure comments such as,
“‘We like to eat samosa! In Uganda, we like the triangle!” Moreover, “Don’t you

think me and Ceri make a nice couple? When | saw you dancing, | told him: “This

18 One video producer refused to cooperate with me, due to him having been refused a visa to the UK.
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girl is good at fucking!”” After a few exhausting hours, | decided to leave. Reaching
my hostel room, | immediately fell asleep, fully clothed and on top of the covers.
My point being: “fieldwork ain’t always fun” (Lecoq 2002). For a long time, | felt
like | was at the mercy of men for information. And some of the women also made
things difficult, trying to set me up with their ‘brothers’. By the time | had been
doing research for about six weeks, it was nearly Christmas and | seemed to be
getting nowhere. Despite being familiar with Kigali, | still did not know where most
of the studios were, who the artists were, or what the song lyrics were about.
None of this basic information was easy to find. The music scene was somewhat
hidden away: nobody trusted me, nobody wanted to help me (without something
| could not give in return), and some artists pretended to know more than they
did, consequently wasting my time. Others withheld information because they
wanted me to spend time with them and not others, or because they were
embarrassed that they were not included in a particular event, yet all the while
being charming and friendly. “Perhaps | should just give up?” | thought. | had
arrived in Kigali feeling assertive, capable and reasonably experienced, but my

confidence started to crumble.

Finally, | met a visual artist at one of Kigali’'s newly opened art galleries.
He told me that his brother owns a music studio. At Narrow Road Studio, | was
introduced to a group of artists and producers who were respectful, kind and
welcoming. | started to enjoy my research and my contacts grew from there. Here
| want to emphasise that | am not trying to suggest that sexual harassment only
exists in ‘the field’. Nor am | trying to overly sexualise the ethnographic ‘other’.

Sexual harassment and sexual violence occur everywhere. In fact, it has been
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the topic of much attention and debate in recent news stories. However, fieldwork
is a gendered experience, and first-time ethnographers must feel comfortable
discussing the risks and challenges involved when entering an (often) unfamiliar
social, cultural and political environment — where different understandings of
reciprocity and exchange may be at play (Clark and Grant 2015). Despite our
relative positions of privilege, as newcomers desperate to gather the data we
need to complete our theses, we can become particularly vulnerable to unwanted
sexual advances, especially if we believe that we must maintain relationships with

our informants, as ‘gatekeepers’ to knowledge, no matter what (ibid).

RESEARCHER AS OUTSIDER

Popular art forms are ambiguous, complex and difficult to interpret, which
can be especially challenging for an outsider (Barber 1997: 8). Despite this,
cultural distance can be positive, enabling researchers to adopt more objective
and critical perspectives (Erlmann 1991: xvi). In their study of Congolese traders
living in Paris, MacGaffey and Bazenguissa-Ganga (2000) found their
collaborative approach to be particularly useful. Bazenguissa-Ganga is
Congolese, and his language skills, personal contacts and intimate knowledge of
the culture proved invaluable to the project. Meanwhile, MacGaffey, who is
English, was able to “probe for the extra explanation needed to convey the depth
of understanding that the insider takes for granted” (ibid: 21). As an outsider, |
was able to maintain a certain amount of distance and independent judgment
from the activities that | observed and participated in. | did not have an official

research partner from Rwanda or Uganda, but | regularly shared my analysis with

-59-



my key informants and asked them for their feedback. This allowed them the
opportunity to correct any misunderstandings and to elaborate further. According
to Murchison, questions that start with “Why do you think that...?” can be helpful
at this point (2010: 123). As | shared my analysis with my informants, | hopefully

inspired in some of them a sense of ownership over the project.

Chapter outlines

Without an awareness of history, contemporary Rwanda is
incomprehensible. Thus, chapter 2 offers a history of Rwanda in regional
perspective through its music, dance and poetry. | outline the major socio-political
developments that have shaped the “New Rwanda”, and the significant role of
Tutsi returnees in these processes. In addition to my engagement with Rwanda-
focused scholarship from a variety of academic disciplines, including history,
political science, social anthropology and cultural studies, | include original
research on what | call ‘Tutsi exile songs proclaiming national unity.’” | detail the
emergence of new social categories that complicate the term ‘Returnee Tutsis’,

which are reflective of important tensions in post-genocide Rwanda.

Chapter 3 discusses the construction of Rwanda’s contemporary pop
music industry, focusing on major technological developments and the influence
of Uganda. | explore the role of human agency in enabling or blocking digital
circulations, and highlight the precariousness of my informants’ livelihoods,
especially for women artists. In chapters 3 and 4, | argue that the diversification

of Kigali’'s music industry has emerged out of a situation in which there is a digital
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circulation of music and a physical circulation of people, who draw on the multiple

influences that they have been exposed to during their lives.

In chapter 5, | discuss the aspirations of my informants, including the
major reasons for recording a Rwanda-Uganda “collabo”. In this chapter and the
next, | turn my attention to the importance of personal ties and social networks in
enabling success for aspiring cultural producers. Whereas in chapter 5, | focus
on the role of commercial companies and the state in sponsoring popular artists,
in chapter 6 | trace more informal connections, and disconnections, that existed

between artists, producers and studio owners at the time of my research.

In chapter 7, | detail the work involved in producing a song. | demonstrate
how processes of music making often involve the crossing of physical and/or
digital borders to collaborate with other artists and producers. Bearing in mind the
numerous obstacles encounted by my informants, | consider their responses to
hardship and suffering. In particular, | detail emic notions of patience, self-

discipline and destiny.

Chapter 8 explores the ways in which Rwandan artists adopt and
appropriate aspects of national culture, while seeking to appeal to regional,
continental and global audiences. | consider the project of transnational music
channels in unifying Africa through popular music and creating an ‘all-African
brand’ — a project that | show to be limited. Despite debates and criticisms
regarding the originality, authenticity and quality of Rwandan music, |
demonstrate how accelerated globalisation neither represents nor inevitably

leads to a decline in the influence of the nation-state on popular cultural forms.
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CHAPTER 2 - A HISTORY OF RWANDA THROUGH MUSIC,

DANCE AND POETRY

In this chapter, | trace Rwanda’s complex, controversial and disputed
history from the seventeenth century to the present. To place Rwanda’s music
scene and ideas about the nation into historical context, | explore the
interrelationship between Rwanda’s cultural forms, politics and ethnicity, as they
have developed over time. In pre-colonial Rwanda there was music that gave rise
to dance (imbyino) and music that was simply for listening to (indirimbo’®) — the
latter being associated with poetry and eloquence (RMCA 2016). Throughout this
thesis, | maintain that in contemporary Rwanda, music, dance and poetry remain

interconnected and are best understood together.

| also argue that Rwanda’s past, and indeed its present, should be
analysed through a regional lens. There is a significant history of interaction
between present-day Rwanda and its neighbouring countries, especially Uganda,
Burundi and eastern DRC. Rwanda’s internal affairs have been repeatedly
impacted by decisions made outside, as well as inside, its political boundaries,
including via colonialism and the activities of the Catholic Church. From 1959,
numerous political crises in Rwanda and Burundi have resulted in major refugee
flows in the region, often due to state-led ethnic discrimination. Moreover, in 1994
the genocide led to a massive migration of Rwandans and to a monumental crisis

in today’s eastern DRC.

% In today’s Kinyarwanda, indirimbo means “song” or “hymn”.
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While the first three sections discuss Rwanda before the 1994 genocide,
the final sections detail the reconstruction of the “New Rwanda” (Rwanda
Rushya), under President Kagame’s leadership. | emphasise three socio-political
developments as being fundamental in shaping Rwanda’s post-genocide society.
Firstly, the takeover of power by the Rwandan Patriotic Front (RPF), a rebel group
established in Uganda consisting of mainly Tutsi refugees. Secondly, the
subsequent returning to Rwanda of approximately 750,000 Tutsi exiles, mostly
from English-speaking Uganda. Thirdly, the 2008 replacement of French with
English as Rwanda’s official language for business and education, which
consolidated the advantage of the English-speaking political elite, resulting in the
emergence of new, unofficial social categories, stereotypes and linguistic
tensions. In subsequent chapters, | detail how the replacement of French with
English has influenced art and music making practices within the cultural

industries in Rwanda.

THE RWANDAN GOVERNMENT NARRATIVE

Since the year 2000, the government of Rwanda has implemented an
ambitious modernisation plan, outlined in its Vision 2020 document (Republic of
Rwanda 2000). At the heart of this document is the government’s policy of
‘national unity’, which aims to unite Rwandans with equal rights for all regardless
of ethnicity. The use of ethnic categories has been stigmatised and strict laws on
genocide ideology and “divisionism” have been interpreted with flexibility,

increasing the government’s powers to constrain criticism (Reyjntes 2013: 64).
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In Rwanda’s post-genocide era, representations of history have become
increasingly politicised. Since 1994, the RPF government has deliberately re-
written history, arguably in their efforts to unite the country (Buckley-Zistel 2006).
The official government narrative asserts that all Rwandans lived together “in
harmony” prior to colonial invasion and must now unite again (Des Forges 1999:
693). This idealised message was articulated in a popular RPF song, which

includes the following translated lyrics:

It is the white man who has caused that, children of Rwanda. He did it in

order to find a secret way to pillage us. When they arrived, we were living

side by side in harmony. They were unhappy that they could not find a

way to divide us. They invented different origins for us... Some of us

were banished abroad, never to come back. We were separated by this
division, children of Rwanda, but we have overcome the Whiteman’s
trap... So, children of Rwanda, we are all called to unite our strength to
build Rwanda (ibid).

The RPF’s version of history has been taught to Rwandan citizens at
ingando re-education camps, later renamed itorero. Rwanda’s Ministry of Youth,
Culture and Sports (MINISPOC) established the first ingando for Tutsi returnees,
with the goal of instilling in citizens a sense of nationalism, and of easing divisions
between Anglophone Tutsis (those returning from Uganda) and Francophone
Tutsis (from Burundi) (Turner 2014: 425). Ingando were also established as an
approach to the repatriation of former genocidaires and soldiers. The aim was to
eradicate genocide ideology, while promoting the RPF’s vision for the country

(Ingelaere 2010: 53; Sundberg 2016). According to Susan Thomson, the latter

was of greater importance:

Instead of promoting a sense of national unity and reconciliation,
[ingando taught] these men, the majority of whom [were] ethnic Hutu, to
remain silent and not question the RPF’s vision for creating peace and
security for all Rwandans (2011: 332).
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This was similarly expressed by a friend of mine, a Tutsi, who shared with me his
experience of attending itorero: “| was looking around and | was like, ‘That is how

you brainwash people! They trained us using humiliation”.

In 2015, itorero camps were also established for Rwanda’s cultural

producers (Byumvuhore 2015). In the words of one of my informants:

Before, young people had to attend iforero before to go to university.
They give you certificate to prove you went there. You have to know your
country: how is the government and the military operating? Your part in
developing the country, how to behave, all those things of nation-building
but done in a military way. You wake up early for jogging then you attend
your classes. But now they understand that music industry is getting
bigger. Music has a big role in either nation-building or nation destroying!
So they told us what they expect from us. They don’t want us to sing
songs of hatred. They asked us, ‘Are we together? Do you think in the
same way as us?’ And they treated us well. They even gave us chicken
from the restaurant!

As numerous scholars have demonstrated, post-genocide Rwanda is a highly
ordered and supervised society?°. Security is the priority and a “strict discipline

permeates all government structures” (Baker 2007: 347).

20 Journalists have also written on this topic (e.g. see Tertsakian 2016; Tumwebaze 2016).
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Figure 2.1. Pop artists attending a seven-day itorero camp (itorero
ry’igihugu), May 2015. [Sourced: anonymous]

Figure 2.2. Entertainment news website inyarwanda.com reported on
singer Jody Phibi attending itorero, October 2016. [Sourced:
https://tinyurl.com/ya6tg3s7]
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Rwanda before colonialism: the expansion of the Nyiginya Kingdom (17t-

19t centuries)

Rwanda’s ancient settlement history is complex and difficult to trace. Early
writers on Rwanda perpetuated John Hanning Speke’s 1862 observations?’,
which were based on the Hamitic Hypothesis. According to this theory, present-
day Rwanda and Burundi were composed of three ethnic groups that were
racially distinct, each with their own physical characteristics, points of origin and

‘natural’ positions within a hierarchical system of production. In short:

‘Tutsi’ ethnicity was associated with power, pastoralism, and a distinctive
physique — tall, thin, and often light-skinned; ‘Hutu’ were assumed to be
linked to servitude, horticulture, and stockier build; and ‘Twa’ were seen
as hunters or potters, living on the margins of political order, and with
their own physical characteristics — short of stature, with stocky legs,
round heads, broad noses (Newbury, D. 2001: 258).

Speke’s observations, which continue to inform current popular perceptions both
within and outside of Rwanda, tell a story of successive immigrations into
Rwanda. This narrative usually starts with the Twa foragers who migrated into
Rwanda and Burundi, journeying from the forests of today’s DRC. Next were the
agricultural Hutu, followed by the cattle-herding Tutsi, who are said to have
migrated from Ethiopia and to have conquered the previously settled Hutu (Corey

and Joireman 2004: 74).

In contrast to previous opinions, the consensus among historians
nowadays is that ethnic identities emerged and evolved within present-day

Rwanda (and Burundi), in response to the growing power of the Nyiginya

21 Speke was a British officer and explorer and was one of the earliest European travellers to the region.
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Kingdom and its accompanying ideology. Scholars such as David Newbury
(2001) and Jan Vansina (2005) have traced the expansion of Rwanda’s Nyiginya
Kingdom, which was to become “the core institution of colonial rule, and the
nemesis of the postcolonial state” (Newbury, D. 2001: 29422). They argue that
ethnic identities were less about racial distinctions and more about occupational

and economic differences between the Tutsi aristocracy and the Hutu majority.

The Nyiginya Kingdom was but one to emerge in Africa’s Great Lakes
Region in the seventeenth century (Vansina 2005: 198). During this period,
Rwanda did not exist as a linguistic or cultural entity and neither the first mwami
(king) nor his immediate successors conquered all of the present-day country.
Rather, the kingdom emerged in the centre of Rwanda and expanded during the
eighteenth century, with the process accelerating through the nineteenth and
early twentieth centuries (ibid). In the seventeenth century, Rwanda and Burundi
included a “multitude of political units, ranging from centralized polities to small-
scale kin-based units” (Newbury, D. 2001: 258). In Rwanda, Newbury has
identified at least nine geographical and cultural regions, within which
communities “forged individual identities in opposition to each other as well as to
the dynastic core” (ibid: 263). In some instances, populations maintained social
and religious practices that were distinct from those of other Rwandans. For
example, people living in the Ndorwa region generally shared a northward
orientation and had close ties to kingdoms in southwestern Uganda (ibid). Thus,

mobile populations developed social and economic relationships with various

22 See also: Berger (1981); Chrétien (2003); Lemarchand (2009); Newbury, C. (1988); and Newbury, D.
(2009).
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communities, which often stretched beyond Rwanda’s contemporary boundaries

(Des Forges 2011: 3-4%3).

Figure 2.3. Cultural regions in pre-colonial Rwanda, as identified by
David Newbury [Newbury, D. 2001: 263].

PRE-COLONIAL ART FORMS AS BEARERS OF SOCIAL RELATIONS

Bearing in mind the complexity of relations between the various

communities in Rwanda, it is instructive to explore how art forms have at times

2 Despite belonging to a region of remarkable ecological diversity — with pastoralism in the open
grasslands to the east; agriculture in the fertile highlands of the north, the centre and the west; and
hunting and trapping in the forests of the mountainous areas — pre-colonial Rwanda lacked certain key
resources, such as iron and salt. Therefore, “a set of well-trafficked trade networks was also part of the
economic landscape, connecting various regions of Rwanda with neighbouring societies” (Des Forges
2011: 3-4).
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been the bearer of social relations. In later chapters, | discuss how this works in
contemporary Rwanda, but to offer a fuller sense of the role of the arts | first trace

the ways in which they have functioned for several centuries.

The creation of a definite Nyiginya court culture, “with its customs, its ways
of thinking, its language, and its aesthetics”, has been traced back to the late
eighteenth century (Vansina 2005: 197). Rujugira’s reign was a time of intense
competition between numerous rival dynasties. Thus, the mwami revised the
military structures upon which he depended to include two new divisions within
the army: intore (elite warriors) and ingabo (common warriors). At the same time,
new verbal art forms were cultivated to celebrate and glorify Nyiginya kingship
and to reinforce the mwami’s moral superiority “as justification for the conquest
of other communities” (Newbury, D. 2001: 296). The verbal genres of the court
were highly refined and regulated by the state. They were orally transmitted and

included:

e Abiru (secret poems known only by the mwami’s powerful hereditary
ritual specialists)

e [Ibisigo (dynastic poetry of the royal family)

e [|bitekerezo (historical narratives, myths, legends)

e Amahamba (praise poetry composed by specialists for the cattle
belonging to the army)

e |byivugo (warriors’ praise poetry)

e |bihozo (lullabies performed with the inanga [trough-zither])
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The ability to master these courtly genres and to express oneself with skill and
ingenuity became a defining characteristic of the elite (Grant 2014: 179). Put
differently, the verbal arts contributed to the emergence and consolidation of a
self-conscious Tutsi identity among sections of the elite in the central core of the
state (Chrétien 2003: 77). Certainly, the training of Tutsi boys in oral genres

aimed at “making them inaccessible to the vulgar majority” (Barber 2007: 59).

Recent historians have argued that it was in the late nineteenth century,
during the reign of the “great warrior-king Rwabugiri”, that a significant power
imbalance between the Tutsi political elite and Hutus first became clear
(Newbury, C. 1988: 207). According to Catharine Newbury, it was during this
period that the socio-political term Hutu was coined (ibid). The centralisation of
power was greatly intensified and the mwami, who ruled by force and ritual
mystique, increased his control over land, cattle and people (ibid?*). Labour was
divided along ethnic lines and a countrywide institution of vassalage, ubuhake,
was established (Codere 1973: 19). The origins of this system lay in the existing
division of labour: while Tutsis were generally cattle owners, granting them
considerable power and advantage, Hutus were associated with cultivating and
the Twa with hunting and pottery (Chrétien 2003: 77). In this regard, ubuhake
took the form of client-patron “loyalty contracts”: Tutsi patrons granted Hutus
access to cattle and land in exchange for agricultural products, cattle-herding

labour, and personal and military service (ibid). According to Helen Codere, for

24 See also Chrétien (2003: 172-175) and Des Forges (2011: 10).
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Hutus this meant “at least a year of full-time servitude” followed by years of part-

time service (1973: 19).

Wealthy Tutsis were therefore dependent on Hutu agriculturalists for food
and later cash crops, though they distanced themselves ideologically from
agricultural produce — for example, by emphasising milk rather than grain as the
basis of their diet. In this way, they sought to maintain the “myth of Tutsi self-
dependence [and superiority] and the all-importance of the cow” (ibid: 15). This
stratification intensified further during the colonial era when most Hutu were
excluded from access to education and higher status jobs (ibid; Newbury, C.

1988: 207).

The heavy labour of the Hutu majority made it possible for members of the
elite Tutsi minority to devote significant amounts of time to the verbal arts, dance
and leisure (Barber 2007: 59). Almost all young Tutsi (and Twa) boys spent
several years in a great lord’s itorero, “an age cohort which functioned
simultaneously as a military and cultural training programme and as a performing
arts team for the entertainment of the lord’s court” (ibid). While very few Hutu
attended ijtorero camps, Twa boys were included. Despite their marginalised
social status, they were considered “the best in singing and dancing”, although

they danced different styles to the Tutsi (Codere 1973: 289).

In the itorero camps, boys would receive training in military skills,
knowledge of the state, and elegant and proper manners (ibid: 54-56). They spent
time learning specialised dances and the poetic genres listed above, including
the composition and improvisation of auto-panegyrics. Skilled and obedient poets
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were highly respected and treated well by the mwami. The court maintained its
own resident group of male drummers2®, musicians and intore dancers, the latter
receiving much admiration and affection from young women (ibid). /ntore means
“the chosen one” and refers to both the elite warriors and their specialised style
of dance, imihamirizo. The dance was a kind of simulation of a battle
accompanied by amakondera, an instrumental ensemble of transverse horns

usually played by Twa musicians (Codere 1973: 296).

Figure 2.4. A contemporary example of imihamirizo at Kwita Izina
(Rwanda’s annual gorilla naming ceremony), September 2015. [Courtesy
of Amy Pritchard]

%5 While some drums were used in rituals (ingoma z’imihango), others were symbols of sacred royalty
and the power of kings (ingoma z’ingabe). The “drums that speak” (ingoma z’imivugo) were played as
musical instruments in an ensemble and were used in official royal festivities. Drum ensembles usually
consisted of one high-tone drum (ishakwe), two low-toned drums (ibihumurizo) and two middle-tone

drums (inyahura) (RMCA 2016).
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The most widely distributed verbal genre was arguably the warriors’ praise
poetry, ibyivugo (singular: icyivugo). Every Rwandan male, including Hutus, had
a unique icyivugo that he composed himself. Tutsi and Twa boys usually
composed their ibyivugo during their years in the itorero camp (Barber 2007: 63).
According to a contemporary spoken word artist, “ibyivugo were about bragging”
(Eric 1Key 2016, int.). Performed with impressive speed, they were incorporated
into the dance of the intore: “A man might drop to one knee or throw his stick to
the floor, while boasting to the crowd about who he is and what he has achieved”
(ibid). In contrast, Hutu men would “perform praises in honour of other Hutu at
wedding celebrations, and in honour of their Tutsi lords or patrons with a view of
eliciting some gift” (Barber 2007: 64). Thus, ibyivugo demonstrates how verbal

genres can be understood as “bearers of social relations” (ibid: 65).

Pre-colonial Rwandan society was not only divided along ethnic lines but
was also highly gendered. Women'’s position in society was subordinate to that
of men, and Tutsi girls were mostly taught skills in preparation for marriage
(Codere 1973: 148). While boys attended itorero camps, girls — both Tutsi and
Hutu alike — learned basketry, which was considered a “high art” (ibid). Within the
Nyiginya Kingdom and during colonial rule there were two courtly genres of
dance, both of which were gendered: the male dance of the intore (imihamirizo,
discussed above) and imishagiriro, performed by Tutsi girls and women and also
some Twa. These women were usually members of either the royal family or the
families of high-ranking Tutsi chiefs (Plancke 2014). Imishagiriro was
characterised by its very slow tempo, its stylised gracious movements of the arms

and the dancers’ imitation of long-horned inyambo cows — a symbol of prestige
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and economic significance (De Lame 2005: 353-384). The culminating point of
the dance was when the women held their arms up high, pushed their chests
forward and their shoulders remarkably far back, thereby achieving the various
angular shapes of the inyambo cows’ horns (e.g. figs. 2.5. and 2.6.). Meanwhile,

the girls’ footwork patterns resembled a cow’s lumbering walk within a herd

(Breed 2014: 52).

Figure 2.5. Inyambo cow, June Figure 2.6. Dancer Lilian
2018. [Sourced: performing imishagiriro, August
https://tinyurl.com/yaa7yxda] 2015. [My photograph]

Additional styles of music and dance were performed in a community
context, including at family gatherings such as name-giving ceremonies and
marriages (Grant 2014: 182). The characteristics of the dances (ibyino) were

often shaped by the activities of the people performing them. While pastoralists
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focused on the image of the cow, agriculturalists imitated the action of using a
hoe (Plancke 2014). According to Breed (2014: 137), Hutu dances such as
ikinimba were energetic and comprised of leaps (e.g. fig. 2.7.), while Twa dances
were “close to the earth” and were composed of quick footwork patterns and arm
movements (e.g. fig. 2.8.). Popular music associated with the Hutu circulated
alongside courtly genres. These satirical and humorous songs described
everyday life and were accompanied by musical instruments, namely the ikembe
(lamellaphone), umuduri (musical bow), iningidi (fiddle) and inanga (trough-

zither) (Grant 2014: 182).

Figure 2.7. A contemporary example of ikinimba at Kwita Izina,
September 2015. [Courtesy of Amy Pritchard]
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Figure 2.8. Twa dance performance in Uganda’s southwestern province,
December 2010. [My photograph]

The courtly genres discussed in this section continued to flourish
throughout subsequent reigns - both before and during the colonial era - until the
Hutu Revolution of 1959, when the Tutsi aristocracy was overthrown and a Hutu
government installed (Barber 2007: 58-59). Later in the chapter, | discuss the
survival of these genres in the diaspora and their recent revitalisation within
Rwanda’s national borders. Of particular significance are the arm gestures
displayed in the courtly dances, which have become important new symbols of

being Rwandan.
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Finally, it should be noted that the genres under discussion were not, and
are not, static or fixed. As with any form of culture, they have their own
conventions while also being open to innovations - often in response to socio-
political transformations, the introduction of new technologies, and new sources
of influence and inspiration (Barber 1997b; Collins and Richards 1982; White
2002). During the colonial period, for example, royal drums were “infused and
enriched by modern rhythms” and were made accessible to a greater proportion
of the male population (RMCA 2016). Later, in the post-genocide era, a group of
women led by Odile Gakire Katese successfully campaigned for their right to play
the drums and established a popular and well-known group, Ingoma Nshya (New

Drums) (Ingoma Nshya 2016).

Colonial rule and the Hutu Revolution (1890-1962)

In 1890, the Tutsi kingdoms of Urundi (Burundi) and Ruanda (Rwanda)
were incorporated into the Ruanda-Urundi district of German East Africa. These
developments followed the Berlin conference of 1884-5, which legalised the
Scramble for Africa (Falola 2002). While Urundi opposed colonial rule until 1903,
Germany ruled Ruanda for 18 years (1897-1915), until it lost its colonial territories
following World War 126, In 1915, Ruanda-Urundi was placed under Belgian
Mandate, until 1962 when the territories were split into the independent nations

of Rwanda and Burundi (Newbury, C. 1988).

26 For detailed accounts of varying responses to colonial invasion, see Codere (1973) and Newbury, D.
(2001).
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In 1923, the Belgians introduced a system of divide-and-rule, governing
indirectly through the minority Tutsi aristocracy and elevating them above the
Hutu majority. In short, the impact of colonial state-building in Rwanda was to
elaborate and intensify the kingdom’s already established system of political
oppression, economic exploitation and Hutu subjugation (ibid: 207). This
contradicts the narrative of the current government of Rwanda, which asserts that
Rwandans lived together “in harmony” prior to the colonial invasion (Des Forges

1999: 693).

During the 1930s, the Belgian administration (along with the Catholic
Church?’) undertook ‘scientific’ experiments to racially distinguish between Tutsis
and Hutus, proclaiming Tutsis as a superior race (Corey and Joireman 2004: 73).
Thereafter, Belgian officials issued ethnic identity cards and registered all
Rwandans as either Tutsi, Hutu or Twa, “according to how many cattle they
owned, church records, and physical measurements” (Grant 2014: 64).
Discrimination against Hutus was actively encouraged, and feelings of
resentment increased. Hutus were excluded from civil and political life and their
economic resources were limited. Rwanda’s high population density and
competition for land exacerbated these tensions, as did the introduction of new
forms of taxes. For most rural Rwandans, colonialism meant loss of land, forced

cultivation and cash crop production (Newbury, C. 1988: 207).

European rule in Rwanda was established during the reign of Yuhi

Musinga (1896-1931), who initially collaborated with the German government to

27 See Carney (2013) for an exploration of the Catholic Church in Rwanda, and for a detailed analysis of
the role of Catholic politics in shaping ethnic discourse during the late colonial period.
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strengthen his own kingship (Newbury, D. 2001: 310). However, in 1931, Musinga
was deposed by the Belgian administration for refusing to convert to Catholicism
and for resisting (albeit subtly) Belgium’s vision for the kingdom. Apparently,

Musinga accepted the news of his deposition “... ‘like someone who had
expected it for a long time’...”, although he refused to part willingly with the sacred

drums that symbolised his power:

The Europeans came to seize them that night at the royal residence. On
the morning of 14 November, Musinga, along with [seven of his] wives

and their children, left Nyanza for the last time, accompanied by several
hundred of their most loyal servants and clients (Des Forges 2011: 238).

When Musinga took up his new residency in Kamembe on Lake Kivu, he was
succeeded by his favoured son, Mutara Rudahigwa (ibid). Unlike Musinga, who
married 15 women and refused to convert to Catholicism, Mutara Ill accepted
Christianity, European education and monogamy, for which he was rewarded by
the Belgians who built him a “European-style palace” (Museum of Rwanda
Ancient History 2012). Although greatly relieved that the Belgians had not totally
destroyed their monarchy, many notables remained loyal to Musinga and

remarked that Mutara Ill was the “Mwami of the Whites™ (Des Forges 2011: 239).

After the outbreak of World War Il, rumours spread that Musinga was
seeking to establish ties with the Germans to restore his position in Rwanda. The
Belgian response was to exile Musinga to today’s eastern DRC, where he died
four years later in 1944 (ibid: 240). The cause of Mutara’s death in 1959 similarly

remains unknown?® (Museum of Rwanda Ancient History 2012). Following the

28 Mutara’s wife Queen Rosalie Gicyanda was murdered in the 1994 genocide. For a fascinating account
of her being selected as queen, see Codere (1973: 167-177).
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events of the 1959 Hutu Revolution (see below), Mutara’s successor Kigeli — the
last king of Rwanda — was deported when Rwanda achieved independence in
1962 (Roberts 2016). For 30 years, Kigeli found refuge in neighbouring countries,
before he was granted political asylum in the United States. Following the 1994
genocide, the new RPF government invited Kigeli to return to Rwanda, but only
as a private citizen. The former king of Rwanda remained in the United States
until his death in 2016, an event that was barely acknowledged by the Rwandan

state (ibid).

By the 1950s, Rwandan society had undergone a number of significant
changes. Autobiographies collected by Codere, for example, describe the
massive conversion of Rwandans to Catholicism, as well as “a very brief period
during which old and new beliefs existed side by side” (1973: 361). Colonialism
introduced new sources of cash from coffee and salaried jobs, though for most
Rwandans ethnic status and class continued to overlap. Here it must be noted
that neither the Tutsi nor the Hutu constituted homogenous groups; rather there
was a diversity of experiences, opinions and regional differences. Therefore,
while a higher proportion of Tutsis were wealthy in comparison to Hutus, there
were now Hutus and Tutsis who relied on their own labour for sustenance.
Likewise, there was now a small proportion of Hutus who no longer relied on
subsistence farming and who were educated in mission schools (ibid). Political
protest in the centre was organised by this “highly educated Hutu elite who were
unable to attain a higher status” (Newbury, C. 1988: 211). They used the printed
media to articulate and disseminate “Hutu demands” on the government, and to

reject the ideology that Tutsis were their natural leaders (ibid). Meanwhile, among
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some Hutus in Rwanda’s western regions, protest took the form of escaping to
Uganda or Tanzania in search of work and alternative social conditions (ibid:

212).

In 1957, as independence loomed, Belgium, with the support of France,

changed their allegiance to the Hutus:

With the assistance of the Catholic Church, Belgian officials helped
establish the Parti du Mouvement et d’Emancipation Hutu
(PARMEHUTU), which was intended to free Hutus from Tutsi oppression
(Corey and Joireman 2004: 75).

According to Frederick Cooper, Belgian favouritism towards Tutsis, and
especially Tutsi chiefs, was diminished when Belgium began to be challenged by

Christian, Western-educated Rwandans who wanted to manage their own affairs:

Because schools had discriminated in favour of Tutsi, the anti-colonial
movement began among people so classified. Belgium, and also the
Catholic Church, began to favour Hutu who were now alleged to
represent an ‘authentic Africa’ against the pretentious Tutsi (2002: 8).

For this reason, Codere argues that the real Hutu Revolution of 1959
“occurred in systematic changes in the society prior to any violent events” (1973:
388). Moreover, she claims that Hutus “could have gained their share of political
power peacefully if [a relatively small group of Tutsi royalists] had not tried to
seize exclusive power” (ibid). Violence did erupt, however, and an estimated 10-
14,000 Tutsis were massacred (Carney 2013: 124). It was the first outbreak of
violence committed by Hutus against Tutsis and involved “the pillaging, arson and
forced displacement of thousands of Tutsi families and hundreds of Tutsi chiefs”
(ibid). The 1959 Hutu Revolution led to the overthrow of Tutsi hegemony and

forced into exile approximately 150-200,000 Tutsis (Newbury, C. 1988: 209).
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Most of the refugees went to neighbouring countries: “approximately 70,000 to
Uganda, 25,000 to the Congo and 50,000 to Burundi” (Lemarchand 2009: 31). A
smaller number fled overseas to France, Belgium, the United States and Canada.
This was the first of numerous political crises in the region and would eventually

lead to Rwanda’s 1994 genocide.

Independent Rwanda: the two republics and the descent to genocide (1962-

1990)

The Hutu Revolution of 1959 signified a change in the ideological basis of
power in Rwanda. With the Tutsi monarchists defeated, the Hutu elite took on the
role of the ruling class (Jesse and Watkins 2014: 48). Three years later, Ruanda-
Urundi was splitinto the independent nations of Rwanda and Burundi. In Rwanda,
a republican system was established, and the Presidency awarded to Grégoire
Kayibanda, the leader of the Hutu Power movement who infamously declared
that “Rwanda is a country of Hutus and Tutsis are foreigners” (Wilen 2015). This
marked the beginning of state-led discrimination against Tutsis. Meanwhile,
Burundi became an independent kingdom under the Tutsi King Mwambutsa IV.
In this context, state-led violence against Hutus intensified, and in 1972 the
Burundian army committed genocidal massacres. Approximately 120,000 Hutu
were slaughtered in the wake of a Hutu uprising, resulting in another mass
migration in the region (ibid). A further 300,000 Hutus fled to Rwanda and

Tanzania, further fuelling anti-Tutsi sentiments (Lemarchand 2009: 37).

In 1973, Kayibanda was ousted in a military coup and his PARMEHUTU

party, which had been dominated by Hutus from southern Rwanda, was banned
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(Melvern 2008: 21-23). Juvénal Habyarimana, a Hutu from the north, seized
power, and in 1975 he formed the political party MRND (Mouvement
Révolutionaire National pour le Développement). Party membership was
mandatory, and citizens were “...forced to participate in national programmes
such as animation; ‘ritualized expressions of support and loyalty to the regime’
(Longman 2010: 88) ...” (Grant 2014: 68). For several years, aid money flowed
into the country and Rwanda became a model for African development (Fuijii
2011: 46). However, by the late 1980s, structural adjustment policies imposed on
African countries by international organisations, as well as the fall in world prices
for coffee (one of Rwanda’s main exports), resulted in severe economic decline.
During this period, most Rwandans suffered from the effects of widespread

unemployment, famine and the HIV/AIDS pandemic (ibid).

Outside of Rwanda’s borders, the Tutsi refugee population “existed
precariously, with few rights or guarantees” (Des Forges 1999: 48). The majority
of refugees were living in Uganda, where they suffered discrimination and
hostility. Huge numbers occupied border camps and towns in the southwestern
region, while others had moved to Kampala. Obote’s violent regime (from 1979)
scapegoated Tutsis and categorised them with all the Banyarwanda and with
Ankole’s Bahima, the ethnic group of rebel opposition leader Yoweri Museveni?®
(Chrétien 2003: 299). Increasing numbers of Tutsis joined Museveni's National

Resistance Army (NRA), and significantly contributed to him seizing power in

2 |In both the Ankole Kingdom (located in southwestern Uganda) and Rwanda’s Nyiginya Kingdom, a
cattle-herding minority (the Tutsi, the Bahima) were politically and socially dominant and ruled over the
majority (the Hutu, the Bairu), who were agriculturalists. Like Rwandans, Banyankole share a single
language, Runyankole, which is closely related to Kinyarwanda (Chrétien 2003: 144).
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1986. Indeed, when Uganda’s civil war came to an end, Rwandans accounted for
approximately 20 percent of the NRA'’s recruits (Chrétien 2003: 299; Goodfellow

and Smith 2013: 440).

In 1987, the Rwandan Patriotic Front (RPF) was formed in Uganda by
Tutsi refugees and led by NRA veterans Fred Rwigyema and Paul Kagame.
Major General Kagame, the current President of Rwanda, became the Military
Commander of the Rwandan Patriotic Army (RPA), the RPF’s military wing
(Dallaire 2003: 43). The following year, thousands of Hutus were massacred by
Tutsis living in Burundi, leading to yet another influx of Hutu refugees into
Rwanda. For several years, members of the newly formed RPF had been
demanding their right to return to Rwanda. Habyarimana had always refused,

allegedly “citing the country’s chronic overpopulation” (Gourevitch 2000: 73).

Then, in 1990, Museveni revoked Tutsi citizenship rights in Uganda. Under
pressure from the NRA’s opponents, Museveni overturned his 1986 law that had
granted political rights to “anyone who had lived in Uganda for 10 years” (Cantrell
2007: 338). Instead, he introduced a law granting citizenship “only to those who
could prove Ugandan ancestry on the basis of whether a grandparent had been
born in Uganda” (Breed 2014: 47). By then the RPF had grown into a powerful
military organisation, combining political mobilisation and strict military training,
extending its recruitment to Tutsi exile communities in Burundi, eastern DRC,
Kenya and Tanzania (Lemarchand 2009: 38-39). After confirming that they would
have no land or political power in Uganda, the RPF concluded that they would

return to Rwanda by force. Stealing “every piece of equipment they could grab”,

-85 -



in 1990 the RPF abandoned Museveni’s army and invaded northern Rwanda
(Gourevitch 2000: 216). This marked the beginning of a civil war, referred to by
the RPF as the “Liberation Struggle”, or “Liberation War” (ibid). Once again,
Rwanda’s internal affairs were significantly impacted by decisions made outside

its political boundaries.

MUSIC BEFORE THE GENOCIDE: INSIDE AND OUTSIDE RWANDA'S

NATIONAL BORDERS

During the pre-genocide independence era, Rwandan artists were inspired
by both internal and external sources of influence, and several genres of music
existed simultaneously. Choral music introduced by Christian missionaries was
particularly popular throughout this period. According to many of the Rwandans
in my research, the most well-respected gospel singer was Cyprien Rugamba, a
Hutu composer, choreographer, university lecturer and founding member of a
choir called Amasimbi n’Amakombe (Snow and Valleys39). In addition to
developing a unique musical style that drew on Gregorian chant (reflecting his
Catholic faith), Cyprien Rugamba was predominantly known for songs that

promoted peace and social cohesion (Grant 2017: 159).

Meanwhile, secular music was also popular: in urban spaces, igisope
music was performed with live bands, or orchestres, providing a “space where

Hutu and Tutsi musicians could perform together” (Grant 2014: 187). Igisope

30 This was apparently a reference to the snow at the top of Rwanda’s Mount Karisimbi. One rapper
speculated that the snow-valley (or high-low) dichotomy was a metaphor for Rwanda’s class system.
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music, a term coined after the genocide, was influenced by Congolese rumba3,
and song lyrics were centred on themes of romantic love, nature and everyday
life (ibid: 186-189). Significantly, igisope refers to music that was produced by the
Abasope; Rwandans both Hutu and Tutsi alike who were born and raised in
Rwanda. This contrasts with music that was being produced outside of Rwanda
by Tutsi exiles who returned to Kigali after the genocide, such as Abasajya
(Ugandan-Rwandans), Abajepe (Burundian-Rwandans) and Abadubayi
(Rwandans who returned from eastern DRC). As | discuss below, these terms

identify important social categories in post-genocide Rwanda.

When the Tutsi aristocracy was overthrown in 1959, the courtly art forms
discussed above were predominantly banned within Rwanda (Grant 2014: 183).
However, outside Rwanda’s borders cultural producers continued to generate a
wide variety of music, dance, poetry and theatre (Breed 2014: 41). In Bujumbura-
Burundi Athanase Sentore founded the College de Saint-Albert, to teach courtly
genres to members of the Tutsi exile community (Grant 2014: 185). Athanase
had received musical training at the royal court in Rwanda. He was taught in part
by Twa musicians and was considered an inanga master (ibid). Later in the
1980s, art forms were mobilised by Tutsi refugees to help promote and raise
funds for the RPF and to lobby for the right to return to Rwanda. Athanase’s son,
Massamba Intore, was recruited by the RPF and went on to become Head of
Fundraising. Together with popular igisope musician Jean-Paul Samputu, he

travelled through Rwanda’s neighbouring countries, as well as to Europe and

31 Since the late 1950s, Congolese rumba has been described by scholars and critics of African music as
the continent’s “most influential pop music” (White 2008: 42 - see also Bender 1991: 42).

-87 -



North America. The artists performed at concerts to raise money and international
awareness about the RPF cause and to encourage young people to join the

Liberation Struggle (ibid: 93).

In the 1980s, what | call “Tutsi exile songs proclaiming national unity’
emerged in support of the RPF’s Liberation Struggle, and to describe the singers’
experiences of living in exile generally. As we shall see, they were vital in
reinforcing RPF ideology, promoting national unity, and invoking feelings of
national pride and belonging. In addition to Massamba Intore and Jean-Paul
Samputu, the most influential and well-known ‘Tutsi exile singers’ were Kamaliza
(deceased), Mariya Yohana and Cécile Kayirebwa — or “Mama Rwanda” as she
is often called. Kamaliza and Mariya Yohana were living between Burundi and
Uganda and were both RPF soldiers and singers. Their music was highly
ideological and reinforced the RPF’s vision of national unity, though this was a

unity that the RPF was preparing to impose by force.

Meanwhile, Cécile Kayirebwa had fled to Brussels with her husband and
their two children after receiving death threats in 1973. Born in the colonial period,
in 1949, the singer attended school in Huye (formerly Butare)3?. Her father came
from a long line of singers, dancers and poets and she was actively involved in
music from childhood (Grant 2014: 183-184). Yet, unlike Kamaliza and Mariya
Yohana, Cécile Kayirebwa did not consider her music to be explicitly political.
Rather, she claims to have been interested in preserving umuco gakondo

(cultural traditions) and in expressing nostalgia for her lost iwacu (homeland). In

32 Huye is Rwanda’s second largest town. Located in the south, it is home to the National University of
Rwanda.
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Brussels, Cécile Kayirebwa worked with Congolese producer Alain Makaba, who
has since returned to Kinshasa. Between 1981 and 2016, she recorded seven
albums, earning her reputation as “queen of gakondo (traditional) music”. Cécile
Kayirebwa’s music is indeed rooted in umuco gakondo - for example, by retaining
distinct beats that give rise to courtly dance genres - while also incorporating
guitars, jazz drums, pianos and electronically generated sounds. Yet, importantly,
while her music draws on influences previously associated with the Tutsi
aristocracy, she presents it as simply “Rwandan” and as belonging to all

Rwandans.

Despite their music being banned within Rwanda (prior to 1994), Tutsi
exile songs were circulated outside Rwanda’s national borders via cassette tapes
and radio stations. One example is Muhabura; a secret radio station set up by
the RPF in eastern DRC aimed at the exiled Tutsi population, as well as
Banyamulenge, the so-called ‘Tutsi Congolese’®? (Ntung 2013: 67%). The songs
gained much popularity and were mobilised by the RPF to raise awareness and
funds. While the songs have no formal generic categorisation within Rwanda,
they were often discussed by my informants as “those important historical songs”.
While conducting research in Kigali, | discovered that many of Rwanda’s
contemporary musicians were influenced by these singers. In the words of one

popular singer and returnee from Kenya, Teta Diana:

So these singers were all encouraging Rwandans who were not in
Rwanda because of history to come back to fight for the country; to love

33 Banyamulenge are descendants of Tutsi pastoralists who migrated from Rwanda to eastern DRC
during the 19" century. Along with the exiled Tutsi population, they were facing open discrimination
and persecution from non-Banyamulenge, including public humiliation and false accusations that led to
arrests and torture (Lemarchand 2009: 10-11; Ntung 2013: 40-41%).
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their country and not to go and live in Kenya, Uganda, Burundi,
everywhere, and forget about where they actually come from. So, this is
the music | grew up listening to. They were hope songs. They gave us
hope (Teta Diana 2015, int.).

Numerous conversations with former refugees revealed the importance of
Tutsi exile songs in expressing hope, national pride and belonging. Despite the
tense political context, the songs tended to be uplifting. The Kinyarwanda lyrics
praised Rwanda’s beautiful landscapes and umuco gakondo, and articulated
hope for a time when the refugees might return and when Rwanda’s ethnic
groups would be united. As ‘outsiders’ in their host countries, returnees recalled
memories of times when they would come together at private gatherings and
share a space of belonging. Tutsi exile songs provided important and emotive
soundtracks for these diasporic encounters. Throughout the rest of the chapter, |
detail four of the most well-known Tutsi exile songs, relating them to key historical
moments between 1986 and 1998. Following this, | offer an example of a
contemporary song that similarly proclaims national unity. The song was
composed by Teta Diana in 2014, thus demonstrating the continued relevance of

Tutsi exile songs for younger artists in Kigali.

In 1986, Cécile Kayirebwa recorded one of her most well-loved songs,
Umunezero (Rwanda) (Joy [Rwanda]) (Song 5, Appendix Il). The track opens to
the sound of an electric keyboard; a single note is sustained, over which a
melodic phrase is played, emulating the sound of a wooden flute. After 20
seconds, Cécile Kayirebwa’s voice is layered in. She slowly sings an evocative

sounds of various percussion instruments are scattered through the track,
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contributing to the uplifting but sorrowful tone. Rhythmic flows of connected
Kinyarwanda lyrics articulate the singer's nostalgia for her lost iwacu. Cécile
Kayirebwa refers to cultural forms previously associated with the royal court, such
as drumming, horn ensembles, wooden flutes and imihigo y’abahungu (the
panegyrics of the boys). As she praises Rwanda’s “nature” and “culture”, the
song’s intensity climbs, with the addition of jazz drums and an electric guitar.
Cécile Kayirebwa’s performances have always been enriched by imishagiriro
dancing, performed by young women dressed in imikenyero; single robes that fall
from the shoulders, where they are tied by a single knot. Imikenyero date back to
Rwanda’s pre-colonial period and are worn today by women at formal and special

occasions, such as weddings.

Umunezero (Rwanda) (Joy [Rwanda]) [1986]
Cécile Kayirebwa, Rwanda-Belgium; Kinyarwanda (translated to English).

If the symphony is sounding it is joy
May drums sound at once and the horn ensemble be played

If the symphony is sounding it is joy
Let flutes and horns mix and become one

If the symphony is sounding it is joy
Hear the soft voices of girls and the panegyrics of the boys

| hear bells and footsteps

| see brides walking

| see children with dreadlocks
And my talents shoot up

Well (oh well)

-91-



How | rejoice from beauty
What beauty and elegance
See God’s weapon

What can | say about Rwanda’s nature?
How can | begin to describe its nature?
Hills and mountains and volcanoes

And valleys and lands

And good crops

And lakes and forests

What can | say?

Love and hospitality and motivation

And bravery and honesty

That is our culture and those are our values
That is our heritage from our ancestors

Civil war and the 1994 genocide (1990-1994)

When the RPF threatened Habyarimana’s government in 1990, the so-
called akazu (small house) - the political elite surrounding the presidency -
responded by creating a list of opponents and starting to plan the genocide
(Corey and Joireman 2004: 76). Scholars such as Lee Ann Fujii have
demonstrated how the government used ethnicity as a political strategy when
Habyarimana’s one-party rule was threatened, rather than ethnicity being at its
foundation (2011: 74-75). A violent and relentless campaign against Tutsis was
launched and propaganda was disseminated through radio and print, creating a
notorious hate media (Grant 2014: 70; Melvern 2008: 23). By December 1990,
rumours began to circulate that the RPF was going to attack and restore the
monarchy, an idea emphasised in popular singer Simon Bikindi’'s song, Bene
Sebahinzi (Sons of the Cultivators) (Des Forges 1999: 77). The pro-Hutu
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Kinyarwanda and French-language newspaper Kangura (Wake Others Up) was
also established in 1990 and became famous for its publication of the Hutu Ten
Commandments (Kabanda 2007: 62). Among the vulgar proclamations was the
demonisation and sexualisation of Tutsi women and the declaration that any Hutu

who marries, befriends or employs a Tutsi is a traitor (Kangura Archives 1990).

Tutsis were dehumanised and referred to as inyenzi (cockroaches) that
needed to ‘disappear’. For instance, in 1992, the Hutu Power ideologue Leon
Mugesera delivered a speech, calling on Hutus to “send the Tutsi back to Ethiopia
by way of the Nyabarongo River’ (Gourevitch 2000: 53). Later, the Kangura
published several articles, warning that Tutsis were planning a genocide against
the Hutu (Kabanda 2007: 62). The French supported the regime, despite being
aware of “genocide rehearsals” against the Tutsi that occurred in 1991, 1992 and
1993, killing an estimated 2,000 citizens (Melvern 2008: 21). According to Bayart,
“high-ranking French military officials [justified] the struggle against the [RPF] by

arguing that it was necessary to defend the French language” (2005: 20).

The situation in Rwanda intensified in 1993, when, in Burundi, Tutsi
soldiers assassinated the newly installed pro-Hutu President, Melchior Ndadaye.
Burundi was plunged into a civil war that would persist for over a decade, claiming
an estimated 300,000 lives (Kidder 2009; Wilen 2015). Meanwhile, Rwandan
President Habyarimana signed a power-sharing agreement with the RPF in
Arusha, Tanzania, and a United Nations peacekeeping mission (UNAMIR) was
sent to Rwanda to monitor the peace (Wilen 2015). Military officer Colonel

Theoneste Bagosora was present at the negotiations of the Arusha Accords, but
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he strongly opposed them. He is widely cited as saying that he was “returning to
Rwanda to prepare for the apocalypse”. Indeed, in 1993, following the Arusha
Accords, Rwanda’s first private radio station began its broadcasts (Des Forges
2007: 44). The notorious radio station RTLM (Radio-Télévision Libre des Mille
Collines) had strong links to the government’s extremist inner circles (Grant 2014
194). The station initially gained its listenership by employing charismatic radio
presenters and by playing popular Congolese and Caribbean music (Vokes 2007:
807). RTLM frequently played Simon Bikindi’s “anti-Tutsi songs”, such as

Twasezereye (We Said Goodbye to the Feudal Regime) (Grant 2014: 195).

On April 6, 1994, there was an explosion at Kigali airport. An airplane was
shot down, killing President Habyarimana, as well as the Hutu President of
Burundi and the Chief of Staff of the army (Dallaire 2003: 221-224). To this day,
it remains unclear who shot down the plane. However, according to Lieutenant
General Roméo Dallaire, who served as Force Commander of UNAMIR, the

order to commit genocide was instant:

In just a few hours the Presidential Guard had conducted a well-
organised and well-executed plan — by noon on April 7 the moderate
political leadership of Rwanda was dead or in hiding, the potential for a
future moderate government utterly lost (ibid: 232).

Among the first to be killed, when Bagosora took control, was Prime Minister and
moderate Hutu Agathe Uwilingiyimana. The genocide had been meticulously
planned by the akazu, who had been stockpiling machetes and mobilising
unemployed youth into “self-defence units” since the early 1990s (Clark and

Kaufman 2008: 5-6). For prepared Hutu extremists, the shooting down of the
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plane was all the justification necessary for the killings to begin (Corey and

Joireman 2004: 76).

In Rwanda’s 1994 genocide, approximately 800,000 to 1 million people
were slaughtered over the course of 100 days, from April 6 to July 16 (Melvern
2008: 21). The genocide was carried out systematically against Tutsi and
moderate Hutu men, women, children and babies. The genocide is often
discussed as an exclusively Hutu-Tutsi affair, but the marginalised Twa were also
involved as both perpetrators and victims of violence (Beswick 2011: 49534).
Roadblocks were set up and staffed by large groups of Interahamwe, the so-
called self-defence militias established by Bagosora. The militias were armed with
machetes and clubs studded with nails, while a smaller number had access to
guns and grenades (Dallaire 2003: 261). The killings took place in public: in
churches, clinics, hospitals and schools - the places where petrified citizens

pursued safety in huge numbers (Melvern 2008: 22).

Sexual violence was used as a weapon of the genocide, with around 200-
350,000 women and girls subjected to rape, gang rape, sexual mutilation, sexual
slavery and forced marriage (Sharlach 1999). Georgina Holmes states that
sexual violence against Tutsi women provided a way of challenging former
stereotypes that positioned Tutsis as superior to the Hutu and Twa (2014: 105).
Furthermore, the act of publicly stripping and raping Tutsi women symbolised
both the public humiliation of the Tutsi community and the purifying of the Hutu

state (ibid). For those who survived (around 50,000), an estimated 67% were

34 Danielle Beswick claims that an estimated 30,000 Twa (or 30% of Rwanda’s Twa population) were
killed during the 1994 genocide (2011: 495).
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infected with HIV/AIDS and approximately 5,000 children were born of genocide-
rape (Grant 2014: 12). The United Nations (UN) and the international community
effectively abandoned Rwanda during the genocide. There was apparently no
political gain from helping a resource-poor country that could justify the risking of
UN casualties®®. The genocide finally ended on July 16, when the RPF gained
control of Kigali. The horrors of Rwanda’s 1994 genocide have since been the
subject of numerous human rights reports, autobiographical accounts (e.g. Ntung
2013; Whitworth 2006), films, and works of English and French language fiction
and poetry (e.g. Apol 2015; Gatore 2007; Monénembo 2004; Mukasonga 2014;

Okot Bitek 2016; Tadjo 200236).

Throughout Rwanda’s 1994 genocide, RTLM was used by its key actors
to co-ordinate some of the killings and to incite fear and violence. Witnesses of
the genocide have claimed that RTLM taught Hutu citizens that they must “kill
them before they kill you” (Straus 2012). While the radio was undoubtedly an
important and effective tool, the impact of RTLM’s broadcasts has arguably been
exaggerated and over-simplified by some scholars (e.g. Power 2001). Such
researchers have suggested that Hutus simply “listened to the voice of authority”
and obediently went on to kill, almost as if the genocide would not have happened
without the hate radio (Straus 2012: 90). As Scott Straus more recently
demonstrated, this may not have been the case. While the genocide took place

in all 11 prefectures of Rwanda, RTLM’s broadcasting range was not national

35 Especially after Bosnia and Somalia — see Dallaire (2003) for further information.
36 See also Hitchcott (2015) for a critical study of fictional responses to the 1994 genocide by authors
inside and outside of Rwanda.

-96 -



(ibid). RTLM’s exact range is unknown, but a Rwandan radio technician testified

at the ICTR?¥’, claiming that the broadcasts reached:

[The] whole of Kigali and a few areas south and east of Kigali, as well as
a less-powerful transmitter on Mount Muhe in western Rwanda that could
reach some areas in that part of the country (ibid).

This supports additional studies that argue that RTLM had little reach in rural
Rwanda, home to 90-95% of the population in the early 1990s (ibid). Straus
therefore argues that RTLM reinforced and legitimised pre-existing racialist views
and contributed to a growing sense of acute uncertainty and fear, which
convinced some Hutus to join the killing (ibid: 99). However, most recruitment
was done “house to house, at markets or rural commercial centres, at rural bars

or at meetings called by local authorities” (ibid: 94 — see also Kimonyo 2016).

MUSIC OF THE RPF’S LIBERATION STRUGGLE: SINGING AND RE-SINGING

VICTORY

Scholars have paid much attention to Rwanda’s hate media (and “hate
songs”) in relation to the 1994 genocide (Des Forges 1999, 2007; Kabanda 2007;
Straus 2012). Yet, until recently, researchers have neglected to consider other
forms of music that flourished during this time, such as gospel choirs, igisope
music and Tutsi exile songs proclaiming national unity. In 1994, the Tutsi exile
singer and RPF soldier Mariya Yohana composed her most well-known and
glaringly political song, Intsinzi (Victory) (Song 33, Appendix IlI). The lyrics

reinforce RPF ideology, proclaiming that Rwanda is a “nation of a united trio”.

37 The United Nations Security Council established the International Criminal Tribunal for Rwanda (ICTR)
in 1995, to bring the planners and perpetrators of the genocide to justice.
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Despite its unifying message, Intsinzi is a partisan military song. In a way similar
to the Chimurenga songs of the Zimbabwean war of liberation against colonial
rule (Pongweni 1997) — which were also versatile in style — Intsinzi was effective
in boosting the morale of rebel soldiers. In her song, Mariya foresees the RPF
victory and encourages her fellow soldiers to “continue moving forwards”. The
melody of the song is simple and catchy, the lines short and repetitive, making it
possible to add new lyrics without disturbing the flow of the song. Indeed, if we
turn our attention to verses four and five it becomes clear that new lyrics have

been added during the post-genocide era.

Intsinzi (Victory) [1994]
Mariya Yohana, Rwanda; Kinyarwanda (translated to English)

[Chorus X 4]

Victory children of Rwanda victory
| can see it victory

From every corner victory

[Verse 1]

I’'m predicting victory

And | can see victory

Victory children of Rwanda victory
| foresee a future victory

| can see victory

Victory children of Rwanda victory

[Chorus X 2]

[Verse 2]

Get up child soldier

You veteran, continue moving forwards, the journey isn’t over
You young man, pick up your pace and make it through the night
Tell people that Rwanda is a nation of a united trio

Traditional Rwandese society was composed of three tribes

[Chorus X 2]

[Verse 3]
Let us not slow down
Let us move forwards, the days are few
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Even our enemies, | can see that they are frightened
Let us move and defeat them

[Chorus X 2]

[Verse 4]

Get up and let us vote

Our goal is to win

With our chosen candidate, even you people up country
Believe in the victory of our heroes

Even you people up country

[Chorus X2]

[Verse 5]

Our President’s trophy made me believe in victory
Children of Rwanda victory

To all Rwandans, we have full morals

To all Rwandans, there is no problem

[Chorus X 2]

The lyrics presented above were performed at a privately organised pop
music concert that | attended in Kigali, on July 2015 Liberation Day — a national
holiday that celebrates RPF heroes where Mariya Yohana was invited to perform.
As long as the RPF retains power in Rwanda, Intsinzi continues to be mobilised
as an important nationalist song, both by the government and in order to
demonstrate loyalty to the government. As a former refugee and fan of Mariya

Yohana told me:

Intsinzi is the song that is played everywhere! If Rwanda win against
another [sports] team they play that song. If President win in election,
they play it. Anything that happens on a government basis and is
successful, you know? And to me that song will stay forever and ever.
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Figure 2.9. Poster for a Rwandan pop music concert starring Radio and
Weasel of Uganda and featuring gakondo singer Mariya Yohana, July
2015. [My photograph]
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The birth of the “New Rwanda”: nation-building, unity and authoritarian rule

When the RPF seized power in 1994, they inherited a country that was
completely decimated — physically, psychologically and spiritually — by the
genocide. Everything needed attention: the economy, housing, health,
infrastructure, trauma, education, crime and security, the issue of ethnicity, and
justice. Over the last two decades, criminal trials have been pursued through the
ICTR, the Rwandan National Courts and the localised Gacaca community courts,
which were implemented nationwide between 2005 and 201238 (Ingelaere 2015).
Under President Kagame’s leadership, since the year 2000, the government of
Rwanda has executed an ambitious modernisation programme, as outlined in its
Vision 2020 document (Republic of Rwanda 2000). At the heart of this document
is the RPF’s policy of ‘national unity’, which is to unite the Rwandan population
with equal rights for all regardless of ethnicity and gender. The use of ethnic
categories has been stigmatised and strict laws on genocide ideology and
“divisionism” have been interpreted with flexibility, increasing the government’s
powers to constrain criticism (Reyjntes 2013: 64). In this authoritarian context,

the message is unequivocal: Twese turi Abanyarwanda (We are all Rwandans).

The current regime focuses on transforming Rwanda from a subsistence
agricultural economy to a prosperous knowledge-based economy, with education
for all. By 2020, Rwanda aspires to become a regional centre of excellence in

technology and is committed to improving education in this field (Republic of

38 Gacaca trials were established in response to the 150,000 accused genocidaires who were packed into
overcrowded, squalid prisons awaiting trial (McGreal 2013). They have been the subject of much debate
and criticism.
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Rwanda 2000). These objectives are a response to Rwanda’s unsustainable
agricultural situation. According to Steven Ellis, Kagame is determined to
diversify Rwanda’s workforce and “turn his small, resource-poor country into a
hub of efficiency and progress” (2011: 36). Certainly, Rwanda’s President is
extremely effective in appealing to international donors. Since being in power, he
has managed to secure a persistent flow of support (sometimes referred to as
“genocide credit”) from the “friends of the New Rwanda”. Indeed, approximately
40% of Rwanda’s national budget consists of aid money, primarily from the United
States, the United Kingdom, the World Bank and the European Commission

(Mann and Berry 2016: 129).

Perceptions of Rwanda are polarised into two opposing camps. Some
focus on the government’s remarkable achievements, citing the country’s steady
economic growth (of around 8%), near-universal health insurance, low levels of
corruption??, reforms in education, and its government composed of 64% women
(Clark and Kaufman 2008; Gourevitch 2000). However, others project a highly
critical view of President Kagame’s authoritarian regime (Ingelaere 2009; Pottier
2002; Reyntjens 2013; Straus and Waldorf 2011). Academics, human rights
observers and journalists have denounced the government of Rwanda for its role
in the conflict in eastern DRC, human rights violations and “repressive domestic

laws limiting free speech” (Mann and Berry 2016: 120). Since being in power,

39 The Transparency International Corruption Index indicates that Rwanda is the third least corrupt
country in Africa, after Botswana and Cape Verde (Transparency International 2016). However,
corruption is extremely difficult to measure accurately (Jerven 2013: 1).
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Kagame has eliminated all possible political opposition and the independent

press is severely downtrodden:

In 2006, Amnesty International cited a list of about forty journalists who
were ‘arbitrarily detained, unjustly judged, forced to flee the country,
‘disappeared’ or assassinated since the RPF came to power (Reyjntes
2013: 64 — see also Sundaram 2014).

In her doctoral thesis, Grant discusses the imprisonment of Kizito Mihigo,
a gospel singer and peace and reconciliation activist (2014: 316). Kizito Mihigo
was arrested in April 2014 and later found guilty of conspiracy to assassinate
Kagame. Rwanda’s President had sponsored the singer's musical education in
Europe and the two of them were apparently close. In many ways, Kizito Mihigo
was the public face of icyunamo, Rwanda’s annual genocide commemoration
period, during which time only memorial songs are permitted. According to Grant,
many people believed that the real reason for Kizito Mihigo’s arrest was his song
Igisobanuro cy’urupfa (The meaning of death), which he had released just days
before. The song includes the following translated lines: “Even though genocide
orphaned me/But let it not make me lose empathy for others/Their lives, too, were
brutally taken/But not qualified as genocide” (ibid: 318). Significantly, the lyrics
undermine government discourse in which Tutsis were the only victims of the

genocide, and in which the RPF were the heroes who stopped the killings.

In October 2014, following the release of the BBC documentary Rwanda’s
Untold Story, the Rwandan government accused the BBC of “genocide denial,
promoting divisionism and inciting hatred” (Inquiry Committee 2014). The
documentary caused significant controversy, due to its suggestion that President

Kagame may have been involved in the shooting down of his predecessor’s
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plane, the crash that triggered the genocide. In the documentary, we also see
Professor Reyntjens discussing the notorious Kibeho IDP#° camp massacre,
which took place in eastern DRC in 1996 (see below) and accusing Kagame of
being “the most important war criminal in office today” (Rwanda’s Untold Story,
2014: 34 mins). While the Rwandan government claims that 338 people were
massacred, Reyntjens reveals that UN medics counted as many as 5,000.
Equally significant was a 2010 UN report that accused the RPA (along with
Burundian and Ugandan forces) of shooting, torturing and raping as many as
30,000 civilians with total impunity, between March 1993 and June 20024 (United
Nations 2010). Finally, the documentary quoted US researchers who suggested
that many victims of the genocide were Hutus. Following the release of the
documentary, peaceful protests were staged outside the British High Commission
in Kacyiru, Kigali. Then, in March 2015, an inquiry committee established in
Rwanda advised the government that it should “take criminal action against the

BBC” and terminate their broadcasting agreements (Baird 2015).

Cases like that of Kizito Mihigo and the BBC have contributed to an
environment of prevailing mistrust, suspicion and fear in contemporary Rwanda -
a situation defined by Grant as “quiet insecurity” (Grant 2014, 2015b). As
discussed in chapter 1, scholars such as Ingelaere (2014, 2015) and Purdekova
(2011) have documented the state’s omnipresence (or “over-reach”) in recent
years. Feelings of being under constant state surveillance, both offline and online,

prevail among the Rwandan population and self-censorship has become a way

40 |nternally Displaced People.
4! These so-called revenge killings are sometimes referred to as a “double genocide”.
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of life. When asking popular artists, for example, if their music contains a political

or social message, they quickly became defensive:

For me, | don'’t like when people sing about political stuff. | don’t think we
have anything bad to say right now. It’s like everything has been good,
coz we experienced the worst. So, we don’t have too much to criticise
about.

Likewise, a well-known audio producer made the following comment:

For me, it is important not to communicate bad messages. Say about
discrimination, racism. | don’t know. Any negative message. But anything
that makes people feel good is OK. If you are talking about peace or love
or just having fun. As long as it’s positive, | think it’s fine.

Having said that, political criticism is present in a relatively small proportion of
contemporary song lyrics, poetry and online blog posts, which | explore in later
chapters. In the words of a poet and painter: “There is some policing here. You
have to censor yourself, you know? But it's good. You have to push yourself to

think how you can hide your message inside your work”.

In 1994, the genocide led to a massive migration of Rwandans and to a
monumental crisis in today’s eastern DRC. Due to France’s Operation Turquoise,
almost two million citizens - including much of the leadership and militia of the
genocide — escaped Rwanda into neighbouring countries, most notably eastern
DRC. The genocidaires created environments of terror in the congested camps
for IDPs and began to conduct raids back into Rwanda (Caplan 2007: 32-33). In
1996, the RPF responded by joining an anti-Mobutu alliance, headed by the
DRC'’s future president, Laurent Kabila. With the support of Kabila and Uganda,
the RPA “launched a vicious attack on the entire complex of Kivu camps”,

including Kibeho, killing Hutu and Tutsi civilians (ibid). A flood of refugees was
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forced back into Rwanda. Then, in 1998, the newly appointed President Kabila
ordered Rwandan and Ugandan diplomats to leave the DRC. The RPF’s interest
in destroying the remaining Interahamwe, along with the pursuit of mineral wealth
(especially coltan*?), led to a conflict that would quickly escalate into Africa’s first

great war; the deadliest war since World War |l (Lemarchand 2009).

While nearly two million Rwandans fled the country as a result of the
genocide, more than 750,000 Tutsi exiles moved back to Rwanda (Gourevitch
2000: 230). This marks the most fundamental change for Rwanda’s post-
genocide society. The Francophone Hutu elite was replaced with a new elite
consisting of mostly English-speaking returnees from Uganda (Cantrell 2007:
339). According to Goodfellow and Smith, many returnees occupied the empty
houses they found in Kigali (2013: 3189). They were well placed to gain
employment with the NGOs and international donor agencies that flooded the city
(ibid). By the year 2000, social and linguistic tensions were mounting between
genocide survivors and Tutsi returnees, “due to feelings of exclusion and a lack
of redress by the former” (ibid: 3190). Unlike the survivors, the returnees had not
directly suffered the traumas of the genocide, but they were seemingly being

favoured by the new political system.

Such dramatic transformations led to the emergence of new social
categories, which are reflective of important hierarchies in post-genocide
Rwanda, despite these labels having been more-or-less banned by the

government on the basis of divisionism. Contravening simplistic Tutsi-Hutu

42 Coltan is a vital element in the manufacturing of electronic devices, such as mobile phones.
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dichotomies, as well as the sweeping term ‘returnees’, | present the

classifications below. Alongside each label, | describe various caricatures and

stigmatising comments, which have been applied to these different segments of

the population.

Abasope, shortened from Abasopecya (or “local-locals”) -
Rwandans, both Hutu and Tutsi alike, who were born and raised in
Rwanda and who are presumed to be lacking in exposure to the
outside world. Sopecya comes from a petrol station in Kigali that
maintained its services during the genocide, thus Abasope are those
Rwandans who survived the killings. During fieldwork, Abasope were
often discussed by returnees as being “dangerous”, “hard-hearted”,
“‘ignorant”, “uncivilised”, or “from the village”. Within this group, there
are additional terms that relate to the genocide and perceptions of
guilt — for example, “Hutu” has become almost synonymous with
“killer”, while “Tutsis” are regarded as “victims”.

Abasajya (Ugandan-Rwandans) - Rwandans who were living in
Uganda before the genocide, sometimes referred to as simply
“Ugandans”. This group mostly consists of former Tutsi exiles, or the
children and grandchildren of Tutsi exiles, who fled Rwanda between
1959 and 1973. (This also applies to the categories below.) Abasajya
derives from a Ugandan word msaja, meaning “man”. This is
apparently because Abasajya would greet each other by saying, “Hey
man!” Abasajya are often presumed by other groups to be either RPF

soldiers or members of the government, or relatives of soldiers and
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politicians. They are therefore perceived as being in positions of
advantage and are “not to be trusted”. Abasajya were often discussed
as being “smart” or “arrogant”, especially because they are fluent in
English. One friend exclaimed: “Abasajya are the most important
category because they run the city!”

Abajepe (Burundian-Rwandans) - Rwandans who were living in
Burundi before the genocide. Abajepe were often criticised by other
groups for being “even slower than the Abasope!” One friend told me:
“Abajepe have so much racism. They are capable of killing! They
have been brutalised!”

Abadubayi - Rwandans who were living in eastern DRC before the
genocide. Dubayi comes from the word “Dubai”, the duty-free capital
in the Middle East known for its wealth and luxury shopping.
Abadubayi are perceived as being relatively wealthy and open. They
were often discussed by non-Abadubayi as being “crazy”, “loud”,

Lt 11

“funny”, “opinionated”, and “good in music and dance”.

Other groups also exist, such as the diaspora (Rwandans who live overseas),

Rwandans born after the genocide, and Rwandans who returned, albeit in fewer

numbers, from Tanzania (AbaTZ) or Kenya.

When the RPF gained control of Rwanda in 1994, Pasteur Bizimungu, a

Hutu, became president of Rwanda (Reyntjens 2013: 2). The de facto RPF

leader, General Kagame, was appointed as vice-president (ibid). Interestingly,

Bizimingu had switched sides to the RPF in 1990, after one of his brothers, a
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colonel in the MRND government, was “assassinated on the orders of the late
Hutu President Juvenal Habyarimana” (The Independent 2000). However,
Bizimungu resigned from office in 2000, due to major disagreements within the
RPF (ibid). In 2001, he founded a new political party, the PDR (Parti
démocratique pour le renouveau)-Ubuyanja. The PDR was almost immediately
banned by Bizimungu’s successor, Kagame, for allegedly “sowing division among
the population” (Reyntjens 2013: 28). Bizimungu (along with former minister
Charles Ntakirutinka) was placed under house arrest on charges of
embezzlement, inciting ethnic hatred and attempting to form a militia (Muvunyi
2017). In 2007, Bizimungu was pardoned by the government without explanation.

He no longer works in politics.

After coming to power in 2000, Kagame established a new national flag,
seal and anthem (Reyntjens 2013: xvii). Rwanda’s administrative structure was
reorganised and several districts (formerly provinces) were renamed. National
holidays were introduced to include the celebration of RPF heroes. Then, in 2008,
the government of Rwanda replaced French with English as the country’s official
language for education and business, consolidating the advantage of the English-
speaking political elite*3. This abrupt language shift was allegedly part of the
government’s integration into the East African Community (EAC); the regional
intergovernmental organisation of Kenya, Uganda, Burundi, Rwanda and
Tanzania. It also reflected efforts to break ties with France and Belgium, and to

enable more comfortable relations with the United States and the United

43 Kagame himself cannot speak French and is known for having “bad Kinyarwanda”.
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Kingdom, Rwanda’s most important donors (McGreal 2008). The following year,

Rwanda was accepted into the Commonwealth.

In October 2015, Rwanda’s Parliament adopted a constitutional
amendment, with a special clause that will effectively allow President Kagame to
stay in power until 2029 (Rosen 2015). Despite claims that this reflects the wishes
of the population (Tashobya 2015), neither internal divisions within the
government nor opposition groups overseas should be ignored. Meanwhile, in
May 2015, a change of constitution in Burundi allowed President Nkurunziza to
stand for a third term, leading to political protests and an attempted coup (Wilen
2015). In the July, Nkurunziza allegedly won the national elections, resulting in
the worst crisis in Burundi since 2003. Targeted killings on both sides have led to
ongoing regional tensions and a flow of refugees into Rwanda and Tanzania
(Jones 2015). This included Burundi’s most popular artists, Big Fizzo and Sat-B,
who both fled Bujumbura and moved to Kigali during the latter half of my
fieldwork**. While present-day Rwanda appears to be peaceful, critics have
expressed deep concerns that if the government does not properly face up to
issues of justice, ethnicity and RPF accountability then Rwanda will inevitably

suffer future crises.

4 During an interview, | asked Sat-B why he decided to move to Kigali. This was his reply: “These days,
politicians in Burundi come and ask, ‘What side does that musician follow?’ And if he follows the other
side, they can kill him. Or they make you sing for them. So, | say, ‘Let’s go!’ | will return home when it’s
safe, but for now | have my connections here” (Sat-B 2015, int.). As his comment suggests, Sat-B was
well-connected in Kigali, having previously helped Rwandans to organise music shows in Bujumbura. For
this reason, he was able to gain relatively easy access to a recording studio and a place to live (with
Nizzo from the music group Urban Boys) (see “Burundians” on map, Appendix VI).
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SINGING THE “NEW RWANDA” AND DANCING TO BELONG

After the genocide, Rwanda’s cultural landscape had changed
dramatically (Grant 2014: 198). Most of the country’s musicians were either dead,
in prison, or had fled the country. At least 14 well-known artists were killed in
1994, including the Hutu gospel singer Cyprien Rugamba. Later, in 2008, the
“hate singer” Simon Bikindi was convicted by the ICTR of “direct and public
incitement to commit genocide” and sentenced to 15 years in prison (Ntambara
2010). Even more significant was the return to Rwanda of the Tutsi exile singers
discussed above. While conducting my research, these singers were referred to
collectively as either “the first generation”, “the legends”, or “gakondo musicians”.

In this section, | argue that Rwanda’s returnees have played an important role in

creating the new post-genocide national identity.

Scholars of cultural identity and nationhood have argued that fixed cultural
identities do not exist (Bayart 2005). Instead, national identities are constructed
through imagined and highly ambiguous aspects of culture — what Bayart calls
‘imaginaires’ (ibid). With this in mind, | show how the revival of gakondo
(traditional) music, along with imbyino nyarwanda (Rwandan dance) — an
important new symbol of being Rwandan — have been vital in reinforcing RPF
ideology, promoting national unity, and invoking feelings of national pride and
belonging. This is in line with Kelly Askew’s ethnography on constructing the
nation of Tanzania, in which she asserts that:

Singing a national anthem, chanting slogans, and performing in a band at

a state-sponsored rally are some of the many ways in which, through

their shared performances, the citizens of a state congeal and bring the

nation — however variegated — into being (2002: 290-291).
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Following the genocide, the RPF government undertook a project of
constructing a new and modern Rwanda, divorced from its tragic past but rooted
in umuco gakondo (cultural traditions) (Plancke 2014). Central to this project were
attempts to unite the population and to establish a common sense of belonging.
Similar to the Tanzanian context, the Rwandan government mobilised art forms
as nation-building tools — for example, singers proclaiming national unity were
endorsed by the RPF and used to advertise the “New Rwanda”. In 1995,
Kamaliza released her song Humura Rwanda (Don’t Worry Rwanda) (Song 23,

Appendix Il), in which she embodies the idealised persona of the RPF; a

benevolent bringer of “unity”, “development” and ironically “democracy”. “Don’t
worry beautiful Rwanda”, she sings: “I bring you love/Source of unity and
peace/The unity of three”. According to my informants, in the years following the
genocide, the song was played “almost on repeat’” on Radio Rwanda; the

country’s state-owned and (then) only radio station.

Humura Rwanda (Don’t worry Rwanda) [1995]
Kamaliza, Rwanda; Kinyarwanda (translated to English).

[Chorus]

Don’t worry beautiful Rwanda
Don’t worry here | come

Don’t worry beautiful Rwanda
Don’t worry here | come
[Verse 1]

Here | come country that | love
| am here to comfort you

It is the wall you lean on Rwanda
It is the wall you lean on
[Chorus]

[Verse 2]

If your heartbeat
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Is not steady
| can help to soothe it my dear
| can help to soothe it my love

[Chorus]

[Verse 3]

| am coming beautiful country

So that | can remain by your side

So that | can see you while | sing for you
So that | can see you as | sing

[Chorus]

[Verse 4]

| will rejoice

Sing beyond hills

| will praise you beautiful Rwanda

| will praise you our Rwanda

[Chorus]

[Instrumental]

[Verse 5]

| will wash away your imperfections

| will chase away the enemy

| will cover you with worthy clothing Rwanda
| will cover you with worthy clothing

[Chorus]

[Verse 6]

| bring you love

Source of unity and peace
The unity of three

The unity of three

[Chorus]

Don’t worry beautiful Rwanda
Don’t worry here | come
[Verse 7]

| will enforce democracy on you
It will bring you development
For your children Rwanda

For your children
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[Chorus X 3]
Don’t worry beautiful Rwanda
Don’t worry here | come

Among the first generation of musicians was Massamba Intore*®. After
returning to Rwanda, he worked to revitalise music and dance genres previously
associated with the Tutsi aristocracy. As the founding member of the Gakondo
Group — who perform weekly at Kigali's prestigious H6tel des Mille Collines — the
singer maintains his ties with the RPF and has for several years coordinated the
musical component of ‘Rwanda Day’. This annual event is organised by the
government in collaboration with Rwandan diasporic communities (Turner 2013).
At this and other national events, the art forms under discussion have been re-
branded as simply gakondo music, or more broadly umuco nyarwanda (Rwandan
culture). Thus, to some extent, Rwanda’s post-genocide era has seen a conflation
of ‘Tutsiness’ with ‘Rwandanness’. The music of Cécile Kayirebwa has promoted
umuco nyarwanda. The singer recently founded ‘CEKA Rwanda’, a non-profit
organisation that aims to “safeguard, conserve and pass down traditional
Rwandan culture through music, poetry and dance” (Kayirebwa 2016). Many of
Rwanda’s contemporary artists have been influenced by Cécile Kayirebwa'’s
music. For example, spoken word artist Eric 1Key sampled her 1998 song Iwacu
(Homeland) in his 2015 album, Entre 2%6. During a conversation, Eric 1Key

emphasised the importance of Cécile Kayirebwa’'s song, especially for Tutsi

4 Massamba Intore’s nephew, Jules Sentore, also became a well-known singer in the post-genocide era.
Meanwhile, Jean-Paul Samputu moved to London and ‘converted’ to gospel and world music genres. He
recently collaborated with a Scottish musician, lain Stewart, and has performed at several academic
conferences.
46 See Song 4, Appendix Il for Iwacu (Homeland) by Cécile Kayirebwa and Song 8, Appendix Il for A
L’Africaine (lwacu) by Eric 1Key.
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returnees: “She was announcing her homecoming”, he told me. “She was

describing the streets of Kigali you know? It was beautiful”.

Iwacu (Homeland) [1998]
Cécile Kayirebwa, Rwanda-Belgium; Kinyarwanda (translated to English).

[Verse 1]

Home, home is not so far away

If you wake up early you will arrive before night

And when you make up your mind you sleep there

Home is in Nyarugenge, you turn from Gikondo going towards Remera
We’re going home (X3)

[Chorus]

Home, home is not so far away

In fact, | was just there

Nowadays the roads are unrecognisable

Home is in Nyarugenge, you turn from Gikondo going towards Remera
We’re going home

[Verse 2]

My eyes met Nyabugogo

And my heart skipped a beat

The whole of Kigali smiled at me

The sky of thousands of stars

| recognised your smell

And | knew that my journey was over

And that there was no room for sorrow, we’re going home

[Chorus - shortened]

Home, home is not so far

Home is in Nyarugenge, you turn from Gikondo going towards Remera
We’re going home

[Verse 3]

I’m standing on top of Muhubura

Looking down on Uburera and Ibigogwe

The whole of Urukingo, Umutara and Ubuganza

And Bwana Mugari and the whole of Mbuga, we’re going home

[Chorus]

[Verse 4]
All of Bugoyi and Bushiru
All of Gisaka and Bwana Cyambwe
Bumbogo over there and Bugesera
Also, lkinyaga and its Nyungwe
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Looking at the lake of Kibuye, we’re going home

[Verse 1 - repeated]

[Chorus]

More recently, the young singer-songwriter Teta Diana deliberately
modelled her voice and lyrics on that of the late Kamaliza’s. Indeed, the artist
launched her musical career by singing Kamaliza covers with the Gakondo
Group?*’. In addition to gakondo music, Teta Diana (born in 1992) told me that
she was inspired by artists from Jamaica and the United States (namely, Bob
Marley, Céline Dion and Lauryn Hill). As | discuss in future chapters, she has
recorded several pop songs with Kigali’s singers and rappers. However, it was
Teta Diana’s song Ndaje (Here | come) - sung in the style of Kamaliza - that led
to her being effectively employed by the Rwandan government (Song 54,

Appendix Il). In the words of another artist:

Teta basically works for the government now, and they will tell her what
to do, what she can sing, what to wear. It's not easy to say no. You have
to find ways around it, but once you’re in you can’t come back!

Under the guidance of Massamba Intore, Teta Diana composed and performed
Ndaje at Kwibuka 20 (the 20" commemoration of the 1994 genocide), in 2014.
Clearly, the song’s message of unity, reconciliation and hope encapsulates the
official RPF narrative, and resembles that of the Tutsi exile songs discussed

above.

Ndaje (Here | come) [2014]
Teta Diana, Rwanda; Kinyarwanda (translated to English).

47 See Song 53, Appendix Il for a “collabo” between Teta Diana and Jules Sentore (also a member of the
Gakondo Group).
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[Verse 1]

Get together | want to talk to you

All | need is to make a family

All Rwandans are one people

Don’t tease each other

lye iye eh...

Give me a little time

Listen to me as | come for reconciliation

Ignore the fact that | am young

What'’s important is the advice | am giving to you
lye...

[Chorus]

Aaayihe iye don’t worry Rwanda, here | come
Don’t worry orphans, here | come

| brought you love, unity and talent

This is the time for me to give the advice

Here | come

Here | come

Here | come eh eh

[Verse 2]

Rwanda you were beautiful

Your three peoples always understood each other
They shared everything, and were fed by the same breasts as siblings
One love, one heritage, and that was enough
lye iye eh eh

Later, the fourth person came

He was jealous of that unity

They fooled us, we traded our secrets with their lies
They knew well how to separate us

lye iye

[Chorus]

[Verse 3]

My father used to tell me

That the child who has been fed cannot steal
Our motherland gives us everything we need
Can we fight selfishness?

lye iye eh eh

Allow me to give you some advice

The relation between us is bigger than our conflict
Be kind as you will be rewarded

If you are not kind, things will get harder
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Following her performance at Kwibuka 20, Teta Diana was awarded the
Celebrating Young Rwandan Achievers Award (CYRWA) by the First Lady
Jeanette Kagame, “for using her talent to inspire fellow youth and promote
traditional music throughout the country” (Yeejo 2017). Teta Diana’s music
celebrates umuco nyarwanda, while also addressing social issues being pushed
by the RPF government. This apparent convergence between official
government-imposed patriotism and ordinary people’s preference for Rwandan-
cultured singers - and Kinyarwanda-language songs - is what arguably led to Teta
Diana being favoured by the RPF. Profiting ideologically from Teta Diana’s
personal preferences, the government invited her to perform at several
prestigious events. In 2015, she accompanied President Kagame to Amsterdam,
where she sang at ‘Rwanda Day’. In 2016, she represented her country again
when singing Ndaje at the UN summit in Kigali. Rwandan artists, such as Teta
Diana, clearly understand that there is an expectation to compose songs that will
please the government. In a few cases, this earns them a little patronage in
return. In chapter 4, | return to the question of state sponsorship as a perceived

route to success for cultural producers in Kigali.
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Figure 2.10. Teta Diana and her dancers performing in the colours of the
Rwandan flag at the KigaliUp international music festival, July 2015.
[Sourced: https://tinyurl.com/y9sc886s]

Figure 2.11. First Lady Jeanette Kagame embracing Teta Diana at the
US Diaspora Women Convention in Washington, D.C., March 2016.
[Sourced: https://tinyurl.com/ya3tosy4]
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On March 27, 2016, | had the opportunity to watch Cécile Kayirebwa
perform live. The singer continues to travel between Brussels and Kigali and was
in Rwanda for the launch of her new album, Urukumbuzi (Nostalgia). The concert
was privately funded and took place at Kigali’s exclusive Serena Hotel. The hall
was filled to its maximum capacity of 300 people, despite the relatively expensive
ticket price of 15,000 Rwandan francs (roughly £15). The audience largely
consisted of middle-aged, affluent, urban returnees who were dressed to
impress; men wore smart trousers, shoes and shirts and women wore brightly
coloured, full-length dresses with elegant jewellery to match. Rows of plastic
chairs covered in soft fabrics had been separated by aisles into three sections
and neatly positioned to face the stage. At the back of the room, there was a table
for purchasing wine, beer, Fanta or bottled water. At the entrance to the hall,
friends of Cécile Kayirebwa sold her CDs. Hotel staff and waiters dressed in black

suits and waistcoats staffed the venue wearing serious expressions.

On stage, three young men constituted the band. Between them, they
played an electronic piano, acoustic guitar, jazz drums and various percussion
instruments. A section of the show was dedicated to an inanga master, who
treated the audience to a compelling icyivugo. Two young women sang and
danced with Cécile Kayirebwa, who took centre stage. While the male band
members wore dark-coloured ‘Western’ clothing, the women - who were the real
spectacles of the show - wore bright pink and white imikenyero and later changed
into red and black. In both instances, Cécile Kayirebwa’s outfits varied from the

others to ensure she stood out.
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Figure 2.12. Cécile Kayirebwa (seated) performing at her album launch,
March 2016. [My photograph]

Cécile Kayirebwa’'s song Umunezero (Rwanda) had maintained such
popularity that some of her fans described it to me as “our unofficial national
anthem”. When she performed the song, the excitement in the hall increased.
Audience members stood up to take photographs or record videos on their
phones. Friends turned to look at each other, smiling with pride and recognition
for the song. While some audience members cheered and whistled, others sang
the lyrics and clapped their hands in time with the beat. Cécile Kayirebwa
widened her eyes, smiled and performed expressive movements with her hands.
As the song continued, women and men began to face each other; they danced
the courtly genres discussed, graciously lifting their arms while swaying from side

to side — a style that has been interpreted in the RPF era as simply imbyino
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nyarwanda (Rwandan dance) (see discussion below). Bolder members of the
audience jumped up from their seats and dramatically danced their way down the

aisles, congregating at the front of the stage to praise their “Rwandan queen”.

Figure 2.13. Audience members dancing at Cécile Kayirebwa’s album
launch, March 2016. [My photograph]

Scholarship on dance in other contexts has shown the importance of the
medium in not only representing the nation but also embodying it directly — for
example, Felicia Hughes-Freeland’s (2008) research on the establishment of
classical Javanese dance as the national dance of Indonesia. Yolanda
Covington-Ward has shown how a similar process unfolded in the DRC, where

feelings of national belonging were embodied through various everyday gestures
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(2016: 18). We can also see a similar process in Rwanda, especially by former
exiles living in urban areas. This has been illustrated by Plancke’s recent work on
Kigali's most popular dance troupe, Inganzo Ngari (Large Creation). Plancke
(2017) demonstrates how imbyino nyarwanda has become an obligatory
component of official ceremonies in post-genocide Rwanda, and troupes who are
seen to embody the image of a new, united nation have been highly promoted by

the government.

Inganzo Ngari was founded in 2006 by Tutsi returnees, mostly from
Burundi and eastern DRC, and continues to be directed by them. Despite this,
the troupe makes efforts to intergrate Tutsi, Hutu and Twa members and has
consequently been endorsed by the government (ibid: 3). As with gakondo music,
Inganzo Ngari’s choreography has mostly been inspired by the courtly art forms
discussed above, especially the dances imihamirizo and imishagiriro. Once
again, this suggests a conflation of ‘Tutsiness’ with ‘Rwandaness’. However, in
their desire to break with “old traditions and a difficult history”, the dancers have
also incorporated various regional styles, as well as innovating new moves
(Plancke 2014). For instance, the troupe’s choreographers gained inspiration
from Chinese folkloric dancers, accessed via the internet. Other innovations
include greater uniformity (rather than spontaneity and personal style), faster
rhythms, the wearing of brighter clothing and make-up and increasingly
spectacular aesthetics (ibid). In this regard, Inganzo Ngari represents a “very

Modern Tradition” (Waterman 1990 — see also Hobsbawm 2012).
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Nontheless, despite imbyino nyarwanda being innovative and open to new
influences, its incorporation of courtly genres is signficiant for how it reflects and
reinforces the RPF vision for the “New Rwanda”. Although the RPF allegedly aims
to incorporate Tutsi, Hutu and Twa genres, it has persistently favoured the
cultural forms that are associated with the Tutsi with which they are most familiar,
therefore actively nationalising music and dance genres that are in line with RPF
ideology. Of particular significance are the arm gestures displayed in the dances,
which have become important new symbols of being Rwandan, and reinforce and
embody a national identity among some young Rwandans that revolve around

Tutsi cultural forms.

Figure 2.14. The distinctive arm movements displayed in imbyino
nyarwanda (Rwandan dance), at a diaspora event in Brussels.
[Photograph courtesy of B Jack and Didier]
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Twa participation in troupes such as Inganzo Ngari is currently restricted
to the role of singers: “Onstage, they are generally positioned in a corner, leaving
all the visibility to the dancers” (Plancke 2017: 11). Plancke goes as far as to
suggest that, within the troupe, the Twa “represent the backwards, destitute part
of the population in comparison with the rich, modern [and educated] dancers”
(ibid). This visually reflects the tension between centre and periphery that
characterises the “New Rwanda” (Ingelaere 2010). While urban and mostly Tutsi
dancers occupy the central position, Twa performers remain marginalised.
Indeed, as critics have observed, the Vision 2020 ideal is an unattainable ideal
for the vast marjority of rural Rwandans, and especially for the Twa (Ansoms

2011).

In this section, | have demonstrated that Tutsi returnees have largely been
responsible for creating Rwanda’s new, post-genocide national identity.
Moreover, to some extent this has involved a conflation of ‘Tutsiness’ with
‘Rwandanness’, with the RPF promoting cultural forms that were previously

associated with the Tutsi. On this issue, Breed has made the following argument:

Because Tutsi exiles are largely responsible for creating the new
Rwandan identity performed on national stages, this identity, rather than
being universalised across the different ethnic identifications, is
effectively a Tutsi ideal of the new Rwandan subject. This unified national
identity, in some cases, may exacerbate tensions along ethnic lines
owing to continuing unresolved power imbalances (2014: 41-42).

Consequently, the RPF’s political project — of imposing an ideology of national

unity — is inherently paradoxical.

However, when discussing the performances that precede gacaca court

hearings, Breed also explains how the Rwandan government has consciously
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sought to include dance styles that are associated with all three ethnic groups
(ibid: 137-138). In other words, while the government has actively promoted Tutsi
art forms, it has not necessarily silenced those that are associated with the Hutu
and Twa. Instead, it has attempted to bring together the performance genres of
all three ethnicities. In addition, if the new Rwandan identity performed on national
stages has been ‘Tutsi’ rather than ‘national’, it is worth remembering that the
Tutsi returnees who helped to forge this new identity have done so with the
acknowledgment that ethnicity is taboo. It is important to recognise that
researchers must go beyond Tutsi-Hutu dichotomies and understand that
ethnicity is but one layer of Rwandans’ contemporary identities. Kigali is home to
vast numbers of Rwandan returnees, some who grew up in neighbouring
countries, others in Europe and North America. Thus, entwined linguistic and
cultural influences feed into an increasingly diverse and interesting city. In the
following chapters, | explore this in relation to the contemporary pop music
industry and reveal how there are multiple ways of being Rwandan beyond

discussions of ethnicity.

Conclusion

In this chapter, | have offered a history of Rwanda that incorporates music,
dance and poetry. | have argued that Rwanda’s past, and indeed its present,
should be analysed through a regional lens. There is a significant history of
interaction and interconnection between present-day Rwanda and its
neighbouring countries, especially Uganda, Burundi and eastern DRC. Many of
the factors that have shaped Rwanda’s history have originated beyond its

borders. In this regard, | have detailed the takeover of power, in 1994, by the
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English-speaking RPF; a rebel group that was established in Uganda by Tutsi
refugees. Amidst the RPF’s re-imagining of the nation, the government has
endorsed and promoted art forms that advertise its “New Rwanda”. | have argued
that Tutsi returnees have largely been responsible for the creation of Rwanda’s
new national identity, within which the acknowledgement of ethnicity is taboo.
More specifically Tutsi exile songs proclaiming national unity and the
revitalisation of imbyino nyarwanda (Rwandan dance) have been vital in
reinforcing RPF ideology, promoting national unity, and invoking feelings of
national belonging and pride, especially among former Tutsi refugees. Thus,
placing these cultural forms in historical perspective allows us to consider the
interrelationship between music, dance, politics and ethnicity, as they have

developed over time.

Tutsi exile songs and imbyino nyarwanda incorporate aspects of courtly
genres that were cultivated during the Nyiginya Kingdom. From the late
eighteenth century, these highly refined genres were performed at the court to
reinforce the mwami’s power and to “elaborate the [Tutsi] aristocracy’s privileged
aura, both among themselves and in their dealings with Hutu clients” (Barber
2007: 59). Thus, in post-genocide Rwanda, we have seen to some extent a
conflation of ‘Tutsiness’ with ‘Rwandanness’, and a nationalising of art forms that
promote RPF ideology. The arm gestures displayed in imbyino nyarwanda,
historically associated with the Tutsi aristocracy, have become an important new

symbol of being Rwandan.

While in this chapter | have focused on the first generation gakondo

musicians, as well as on young urban dance troupes, the next chapter will map
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out Kigali’'s popular music world as | encountered it at the time of my research.
Building on the argument developed here, | will suggest that the former Tutsi
diaspora, and especially those from Uganda (Abasajya), were also important in
shaping Rwanda’s contemporary pop music industry. Yet, demonstrating the
necessity of analyses of identity that go beyond ethnicity, recent socio-political
transformations have led to the emergence of new social categories that
complicate the term ‘Returnee Tutsis’. These categories — such as Abasajya
(Ugandan-Rwandans), Abajepe (Burundian-Rwandans) and Abasope (“local-

locals”) — are reflective of important hierarchies in post-genocide Rwanda.
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CHAPTER 3 - VIA RADIO, ROADS AND SCREENS:
CONSTRUCTING RWANDA’S CONTEMPORARY POP MUSIC

INDUSTRY

In chapter 2 | argued that former Tutsi refugees played a critical role in
forging Rwanda’s new, post-genocide national identity, within which the
acknowledgment of ethnicity is taboo (see also Breed 2014). This speaks to
Victoria Bernal’s (2014) work on the role of the online diaspora in forming Eritrean
citizenship. She argues that, in the current age of digital communications and
migration, it is most helpful to think of nations as networks that expand beyond
geographical boundaries (ibid: 9). In this way, processes of constructing national
identities may be impacted by groups of people who either live or have lived
outside of their motherland. Building on this, | argue that Tutsi returnees, and
especially those from Uganda (Abasajya), have also been important in shaping
Rwanda’s contemporary pop music industry. This argument is informed by
explicit statements from my informants - for example, “But Ceri, most of the
people doing arts in Rwanda are from outside. Mostly they are from Uganda”

(Arnold Mugisha 2015, int.).

In her work on Kinyarwanda-language hip-hop, Grant distinguishes

between “Returnee Tutsis” and Abasope:
| discovered that rifts continued to exist not so much along ethnic lines as
experiential ones: Returnee Tutsis were said to be very different from the

so-called Abasope, Rwandans, both Hutu and Tutsi alike, who were born
and raised in the country (2014: 41).
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Yet, additional social categories are also at play, by which | mean Abasajya
(Ugandan-Rwandans), Abajepe (Burundian-Rwandans), Abadubayi (Rwandans
who returned from the DRC) and Rwandans who returned, albeit in smaller
numbers, from Tanzania (AbaTZ), Kenya or overseas. As previously discussed,
Rwanda’s cultural producers differ in ethnicity, language, gender, religion,
education and economic status. Despite their attempts to be uniformly Rwandan,
many of them grew up in neighbouring countries and others are of multinational
heritage. For this reason, the concept of ‘Returnee Tutsis’ as a homogenous
group needs to be deconstructed. There is one exception to this heterogeneity:
almost all of my informants, excluding audience members, whose ages spanned
more widely, were aged between 18 and 35 at the time of my research. Thus,
Rwanda’s music industry was created by and for imuto (youth), their voices, skills

and ideas at the very heart of its sound.

Bearing this heterogeneity of Rwanda’s young cultural producers in mind,
| demonstrate how the diversification of Kigali’'s musical scene has emerged from
a situation in which there is both a digital circulation of music and a physical
circulation of people, who draw upon their exposure to multiple influences. In this
chapter on ‘musical traffic’, | focus on digital circulations. | outline the new
availability and privatisation of media technologies in Rwanda, from the mid-
2000s to the present. More specifically, | discuss the opening of private radio and
later TV stations and the opening of private recording studios, which enabled the
relatively speedy growth of the contemporary pop music industry. More recently,
greater access to the internet - especially music-sharing websites (e.g. YouTube

and Sound Cloud) and social media platforms (e.g. Facebook and WhatsApp) —
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have opened up new spaces for alternative kinds of performers to emerge, such
as members of ‘Spoken Word Rwanda’. Despite the potential openness of these
media technologies, it is important to remember that digital music interacts with
social networks (Asaasira 2012; Perullo 2011; Pype 2013). To exemplify how this
plays out in Kigali, | explore the role of human agency in enabling or blocking
music circulations through three generations of musicians. In doing so | highlight
the precariousness of my informants’ livelihoods and their determination to
improvise solutions to the challenges that they face. In the following chapter, |
emphasise the mixed identities of Kigali’s cultural producers, thus focusing on the

physical circulation of people.

As mentioned in chapter 1, | have created as part of my project a detailed,
original mind map (Appendix VI). In this chapter, the map is useful in visually
representing the names of the major pop artists, audio and video producers,
studio owners and managers/sponsors, and radio and TV presenters, who were
active at the time of my research. It also includes popular Burundian artists who
were living in Kigali as refugees, as well as relevant gakondo musicians, gospel
singers, spoken word artists, self-proclaimed “live musicians” (as opposed to
playback artists), hotel bands, and key members of Mashirika Performing Arts
and Media Company. By including a wide range of cultural producers, |
demonstrate links that exist between various artistic forms. Finally, to highlight
the diversity of Rwanda’s cultural producers regarding where they grew up, the
map is colour coded to indicate the social category of every person. This will help
us to understand how an individual’s background may be related to their level of

success, choice of genre and social networks established.
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‘To fly like Uganda’: media technology and the rise of Rwanda’s

contemporary pop music industry

As discussed in chapter 1, the new availability and privatisation of media
technologies across Africa has resulted in both an increase in the consumption
of music genres such as hip-hop, R&B and reggae and a surge of electronic
music production output, especially following the obtainability of digital music
making software (Mbabazi 2012: 17). Rwanda is no exception to this: when |
arrived in Kigali in November 2014 the nation’s pop music industry was starting
to pick up speed. Due to the civil war and genocide completely decimating the
country’s economy and infrastructure, the beginnings of the industry only began
to emerge in the mid-2000s, in contrast to other African countries such as in
neighbouring Uganda where it began in the early 1990s. For this reason, Uganda
has in many ways served as a model of music production in Kigali, especially as
so many of its “pioneers” were Abasajya (Ugandan-Rwandans). Acutely aware of
Uganda'’s thriving popular music world many Rwandans described their industry

as a “baby” by comparison — for example:
We are babies! You know babies need to learn to crawl and stand up
and run. We are babies and those guys in Uganda are flying! That’'s how
we compare our industries. If you see how those guys [in Kampala] work,
if you see how they advertise, if you see how they promote, if you see
how they get money, if you see how they get concert, you will see that
we are still really, really far [behind] (DJ Pius 2015, int.).

As the quotation suggests, the Rwandans in my research wanted their national

music industry to “fly” like that of Uganda. In other words, they had a constant

sense of belatedness and clearly perceived their music industry as being less

developed than that of their Ugandan ‘big brothers’. Throughout this chapter and

-132 -



those that follow, | consider the ways in which this sense of being far behind

affects the ways that cultural producers do business in Kigali.

Despite its delayed beginning, Rwanda’s music industry was established
in a relatively short space of time. Following the genocide, the two most significant
developments were the opening of private radio and, later, TV stations and the
opening of independent recording studios. This inspired a new generation of
urban youth, with a spirit of entrepreneurship and a passion for pop music genres,
to transform themselves into national stars. In Kigali, to be a ‘star’ is to be a
popular well-known performer, while the term ‘superstar’ is reserved for those
who are most successful. At the turn of the century, there was only one radio
station in the country, the state-owned channel Radio Rwanda. Likewise, until
2013, there was just one government-owned TV station, RTV, which was
ironically marketed as “the network of your choice”. However, between 2003 and
2006, as many as 25 private radio stations were given broadcasting licenses,
including City Radio, Contact FM, Isango Star FM, Radio 10, Radio Salus (owned
by the national university) and the Voice of Africa (Grant 2014: 203). By the time
of my research, additional radio and TV stations were also in operation, namely
Radio Umucho and Sana Radio (both gospel channels), Radio 1 (along with
TV1), KT Radio, Royal FM, Lemigo TV and Yego TV. The most popular
commercial radio stations were Kiss FM Rwanda and KFM Rwanda, the latter
owned by Kenya’s National Media Group (NMG), the largest multimedia house in

East Africa*®. Other transnational music and entertainment channels, such as

48 NMG newspapers include The East African and The Daily Nation. In July 2016, NMG shut down three
of its media outlets, including KFM Rwanda.
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MTV Base Africa, Trace TV and NTV Uganda, were also widely available in Kigali

during the period of my fieldwork.

Here it is important to note that the democratisation of the media “does not
necessarily entail freedom of press or more transparency” (Pype 2011: 621). In
fact, Rwanda’s authoritarian context has generated comparable conditions to
those seen in Kinshasa, where the media is economically liberalised while
maintaining high levels of state control (ibid). In Rwanda all media is monitored
and controlled by the government institution the Rwandan Ultilities Regulatory
Agency. Along with the Media High Council they have the power to suspend or
refuse to give licences to any media outlet. In many African countries, such as
Kenya, the radio “remains the most effective means of disseminating information,
ideas [and] propaganda” (Odhiambo 2012: 38). Since this is also the case in
Rwanda, radio content is meticulously controlled by the government, who justify
this by reminding its citizens of RTLM'’s deadly role in the genocide (see chapter
2). To demonstrate how this plays out, | compare Kiss FM Rwanda with Kiss 100
FM in Kenya, as described by Christopher Odhiambo (2012). Whereas the two
radio stations follow a similar structure in terms of programming - both comprise
music, advertisements, information on road traffic and general conversations led
by witty, multi-lingual presenters - FM stations in Rwanda are restricted from
participation in the discussion on air of serious issues of national interest, unless
explicitly in support of the government narrative. This contrasts with Kenya’s more
dynamic FM stations, which although ‘pretending’ to privilege music and
entertainment also include call-in programmes that provide ordinary citizens with

a forum to debate political issues. In this way, they nurture a democratic ethos by
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“confronting the country’s previous culture of silence” (ibid: 47 — see also Ogola

2011, 2015).

Alongside the opening of private radio stations was the opening of private
recording studios. Since 2005 dozens of small independent recording studios
have sprung up across Kigali, run by young male entrepreneurs with an interest
in digital music production and a desire to be umuyobozi (a boss). Most of the
studios were set up in Nyamirambo, Kigali’'s most vibrant and creative suburb. In
this southwestern corner of Kigali, Nyamirambo’s streets are alive with activity.
Brightly painted and adorned shops offer a range of products and services -
tailors, boutiques, hair salons, internet cafés and affordable late-night
restaurants. Home to a multi-cultural population — including many of the city’s
West African immigrants, low-income residents and Muslims, as well as
numerous insengero (churches), akabyiniro*® (nightclubs) and ku kabenzi®® (pork
bars) — the area encompasses an interesting mixture of lifestyles. It is certainly a
place that divides opinions. For example, when | told a born-again Christian friend
of mine that | was moving to Nyamirambo (nicknamed “Nyamijos”, or simply “the
ghetto”), she looked at me intensely with fear in her eyes: “But Ceri!” She
exclaimed, “Don’t you know it is very dangerous there? Many thieves! Many
drugs! Too much chaos!” It is perhaps this relative “chaos”, as well as its
comparatively low cost of living, that makes Nyamirambo so appealing to many

of the country’s artistic minds.

4 Nyamirambo slang: literally, “small place for dancing”.

50 pork bars (or restaurants) first emerged in Kigali’s Kicukiro district. The term derives from akabenzi,
Kinyarwanda slang for “pork”. According to one explanation, akabenzi was named after Mercedez Benz
cars.
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The appeal of this “chaos” is related to the perception that pop singers and
rappers operate outside the morality associated with new Pentecostal churches
in Rwanda. My born-again friend was a devout member of the new Revivalist
(Abarokore) churches, which were set up by Abasajya pastors in 1994 (Grant
2014: 725"). As described in other research on Pentecostalism in Africa (Gifford
2004; Lindhardt 2015; Meyer 2011; Meyer and Moors 2006; Parsitau 2011; Pype
2012), Revivalists - known as Abarokore in Rwanda and Balokole in Uganda -
stress “the importance of one’s personal relationship with Christ and a withdrawal
from worldly matters” (Grant 2014: 74). In contrast, the artists and producers |
encountered were associated with ‘sinful’ behaviours that, according to
Abarokore teachings, contradict what it means to be a good Christian; activities
such as consuming alcohol, smoking ikintu (marijuana), engaging in sex outside
of marriage, wearing ‘immodest’ clothing, and styling one’s hair in dreadlocks®2.
In the words of one aspiring artist: “Some people say if you are a superstar you

start to use drugs, beer, prostitutes, you leave your education, you go crazy!”

Despite many of the cultural producers in my research being at least
partially committed to Pentecostalism - and in some cases having abapasitori
(pastors) as close family members - they tended to mock the perspective of
Abarokore, telling me that “they’re just too much!” As proud consumers of the

latest international fashions and trends, they considered Abarokore to be overly

51 See also Peterson (2012) for a detailed study on the Protestant East African Revival of the 1930s,
another important historical trajectory when considering religion in the region.
52 See Weiss (2009: 56) for an interesting discussion on how this plays out in Arusha, Tanzania.
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conservative and less progressive in their opinions — for example, the aspiring

artist mentioned above also said the following:

When I'm on a bus, | hear some people talking: ‘Is he a Rasta? Is he
really Rwandan?!” Some people are not really used to this kind of hair,
but they’ll get used to it. Coz Kigali is now becoming an international city
where you see different people living side by side with different styles.

This supports research done in other African contexts, such as the DRC (White
2008), Kenya, Tanzania and Uganda (Ntarangwi 2009), where dreadlocks have
also come to be associated with musicians, visual artists and sportsmen. It also
reinforces my point about the diversity of young Rwandans living in Kigali’s fast-
changing and outward-looking society. This simultaneous existence of stark
differences in worldviews and lifestyles is not unique to Kigali and has been
written about in numerous African contexts, such as Jennifer Cole’s (2010)
ethnography, Sex and Salvation, in which she explores the contrasting life paths

of young women in urban Madagascar.

During fieldwork, four leading recording studios were regularly attended by
Rwanda’s popular artists. These were: Narrow Road Studio (since 2007), Kina>3
Music (since 2009), Super Level (since 2012) and Touch Records (since 2012).
Incredible and Infinity were also well-established, while upcoming studios
included African Calabash, CB Records, Future Records and Ibisumizi®*; the
record label belonging to Riderman, one of Rwanda’s well-loved rappers. (See

map, Appendix VI, for the aforementioned studios®®.) Despite their prominent

53 Kina means “play” in Kinyarwanda.

5% Ibisumizi means “roar” or “knights”. In the late 1800s, it was the name of the army belonging to
Mwami Ruganzu Ndori Il (Vansina 2005: 60).

55 Other recording studios included Cyimeza, Eagle Eyes, East Africano, F2K, True Friends Records, Top 5
Sai (formerly Bridge Records) and Unlimited.
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positions within Kigali’'s media world, the recording studios were very basic and
sometimes hard to find. Tucked away behind large metal gates and in ordinary
buildings there was nothing to observe on the outsides to indicate their presence.
Only plant pots painted in the colours of the Rwandan flag, a new government
requirement for all businesses, as part of their efforts to promote the flag and
nationalism in general. Yet inside, Kigali’s studios were places of action; equipped
with keyboards, microphones, speakers, computers and digital music making
software. (Very occasionally, live instruments were also used to record music.)
This reinforces the apparent orderliness of Kigali’s public spaces (Bafana 2016;
Baker 2007; Goodfellow 2013), and the fact that much of what happens in

Rwanda’s music scene happens behind closed doors.

To practise music production, Kigali's cultural producers import media
technologies from outside of the country. For example, when building the
recording studios listed above, most of the equipment was purchased in
Kampala. This supports my overall focus on extraversion and strengthens my
point that, in post-genocide Rwanda, cultural producers have looked outside to
Uganda in particular for a model of music production. Despite being marginalised,
my informants told me that they were determined to build a successful music
industry, which resembles that of Uganda, where studio owners, artists,
producers and presenters can earn a living. During fieldwork, | observed how it
took five months for Narrow Road Studio to raise the money required to buy a
new sound card from Kampala; a device which is slotted into a computer to allow
it to input, process and deliver sound. As sound cards are essential when

recording music, this relatively expensive purchase (costing the equivalent of
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£150) was crucial if the studio was to remain open for business. This illustrates
how, for the majority of my informants, life and work was defined by the hustle for
money as they attempted to improvise solutions to their problems within

financially precarious situations (see also Braun 2016: 2).

Furthermore, when asking cultural producers about the soundproofing of
recording rooms against unwanted noises, such as heavy rain, people or nearby
traffic, they revealed a need to creatively establish alternative ways of working.
According to one studio owner, Kigali’s first recording studios were not

soundproofed at all. Laughing, he said the following:

We used to joke, back in 2005, coz most studios didn’t have
soundproofing or even recording rooms! So, they recorded you there in
one room and when it’s raining, you cancel. When there’s a dog barking,
you cancel! It was very bad!

Since most of Kigali's studio owners were unable to afford professional
soundproofing, they were forced to improvise using whatever resources they
could find. Using strong industrial glue, they layered onto the walls and doors
what they called “fake materials”, such as foam, mattresses, carpets, wood
panels, cardboard egg cartons, blankets, and (for those with higher budgets) long
strips of leather. While Uganda now has some professionally built studios, as well
as some more improvised ones (e.g. figs. 3.1. and 3.2.), Kigali’s studios are
currently all built in this way, once again highlighting how Rwanda’s music
industry is behind that of Uganda. Finally, due to this style of soundproofing, the
studios that | visited were rather dark and stifling hot. They were decorated with

posters advertising past and future events, with walls of fame showing off the
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photographs or signatures of other African stars who had visited from abroad

(e.g. fig. 3.3.).

Figures 3.1. and 3.2. Rwandan audio producer Pacento outside Salten
Records, Kampala, April 2015. [My photograph]
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Figure 3.3. Inside the recording room at Narrow Road Studio, Kigali,
September 2015. [My photograph]

Research conducted elsewhere in Africa has revealed that over the past
30 years education has failed to deliver on its promise to provide open access to
jobs, with unemployment growing, especially among young people (Christiansen
et al. 2006; Cole 2010; De Boeck and Honwana 2005; Masquelier 2013; O’Brien
1996; Sommers 2012). Some studies have shown that young Africans
increasingly neglect education and opt for careers in music and sports (Kinzler
and Poli 2012). Whereas “old” occupations (the educated civil servant, for
example) have not disappeared, especially among people holding university
degrees, they have been somewhat devalued by economic and political crisis

(ibid: 213). New figures of success now include “the pastor, the development
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broker, the migrant, the warlord, [the] football star [and the musician]” (ibid). For
young lvorian citizens, for example, “football is a means of integration and social
mobility via migration, and thus a way to success” (ibid: 218). Such figures
represent hope and aspirations for the general public in Coéte d’lvoire and

generate much admiration and respect from young people across the world (ibid).

Moradewun Adejunmobi’s (2014) work on mediated performance similarly
shows how, with little money for education, a career in the arts and media sector
is perceived as an alternative route to success for youth in Nigeria whose
livelihoods are also precarious. However, there is one important difference
between the Rwandan and Nigerian contexts: whereas in Nigeria, media-based
performances receive much government sponsorship and have, arguably,
become a respectable career option, in Rwanda, where the creative industries

are severely under-funded, this is not the case. In the words of a Rwandan singer:

Music is not trusted as a viable business or career path. If you

have a boyfriend or a girlfriend who is an artist, you may love them, but
your family will ask, ‘What kind of person are you bringing here?!’
(Branakweli Alex 2015, int.).

This was similarly expressed by another popular artist:
If you look at other countries like Nigeria, their government has done too
much to make it easier for them. In Rwanda, the investors are few. For
investors to invest they need to see that artists are making money. It’s
like the chicken and the egg. And right now, there are few ways to make
money in Rwanda (Benjah TBB 2015, int.).

Nonetheless, since my informants were acutely aware of - and sometimes

connected to - more prosperous music industries in other African countries, such

as Uganda and Nigeria, many of them expressed hope that “one day” music will

offer them the opportunity to achieve upward socioeconomic mobility. Throughout
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this thesis, | will argue that aspirations for socioeconomic mobility, and optimism
that music might eventually provide it, shape the creative and networking

strategies of cultural producers.

Despite these economic challenges, perceptions of male artists in
particular were gradually starting to improve among Kigali’s older generations.

On this issue, the owner of Kina Music said the following:

Before, many people thought musicians were people who had left school.
Maybe they were drug addicts. Now it's become more of a profession.
People have started to respect it. Before, they were taking musicians as
not serious people. Now the mind-set is slowly changing (Clément
Ishimwe 2015, int.).

This gradual shift in perception is partly due to the fact that some artists are now
able to buy houses, land or cars — important symbols of “becoming a man” in
present-day Kigali. In Rwanda’s heavily regulated and controlled environment —
where finding viable economic activities that the government will condone is “yet
another dominant challenge, particularly for urban youth” (Sommers 2012: 7) —
the ability of some artists to become financially independent is a significant
achievement. By way of illustration, | recall a conversation with one of Rwanda’s
struggling artists, where the rapper clearly expressed his longing to use music as

a route to become a recognisable, accomplished adult (kuvamo umuntu®%):

| want to become a man you know? A man with family, house, car, all
that stuff. When you make it as a star, you can make it in other business.
Like a bar, a lounge, clothing line. Like Chameleone in Uganda, he is
building a school. You can give back to the community. Maybe start a
charity. Stuff like that.

%6 In Kinyarwanda, kuvamo umuntu means “to become somebody”, i.e. “to become an accomplished
person”.
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This demonstrates how superstars from Uganda have inspired in some

Rwandans ideas about what to aspire for and how to do business in Kigali.

Finally, the popular singer Tom Close (a returnee from Uganda) was often
discussed by my informants as playing an important role in improving the
reputations of those who work in the music industry. The reason for this was

explained to me by one of Rwanda’s audio producers:

Before, you can’t find a doctor or anyone who has a degree and artist.
That also made Tom Close hit more than other artist. Coz he was
learning medicine to become a doctor. Many people like him coz he is
studying well. All the family are like, ‘Be like Tom Close!’ (Pacento 2015,
int.).
As the quotation suggests, in post-genocide Rwanda education is still valued as
a route to socioeconomic success, especially by members of the older
generations. For this reason, it is unsurprising that an artist who is also a qualified
medical doctor, such as Tom Close, is viewed by many Kigalians as neither sinful
nor immoral, but as a role model and a “serious person”. This supports White’s

ethnography on the relationship between Congolese music and politics in the

1990s. When discussing perceptions of musicians in Kinshasa, White states that:

Musicians’ position in Zairean society has improved somewhat as the
industry has become increasingly professionalized and as certain stars
have become independently wealthy through their work (2008: 136).

Despite this, it is important to understand that in both Kigali and Kinshasa artists
are still talked about by many as “pleasure seekers, morally suspect, impulsive,
and abound to spend their final years in a state of abject poverty” (ibid). Later in
the chapter, | discuss debates and controversies surrounding young female

artists.
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Frustrated circulations: making music move during three generations

Let me explain. We have four generations of music in Rwanda. We have those
who were here before genocide. Then we have another after genocide: the new
generation. Those are the first edition musicians [said dramatically]! But when it
comes to video production that is another generation who really changed the
things in Rwanda, in the music industry. And now we have a fourth generation.
We call them social media generation.

- Arnold Mugisha 2015, int.

In this section, | map out Rwanda’s pop music industry through its newest
technological developments. More specifically, | ask the question: how does
music in Rwanda and Uganda get heard and seen? To explore this, | outline three
successive music generations in post-genocide Rwanda, as described to me by
my informants. | draw on interviews with cultural producers who have been active
in the industry since its emergence in the mid-2000s, namely the studio owner
and audio producer Clément Ishimwe, DJ Pius from the music duo Two4Real,
and one of Kigali's leading video producers, Arnold Mugisha. The generations
under discussion were referred to by my informants as “the new generation”, “the
video generation” and “the social media generation”. The term generation “does
not correspond cleanly with biological generations” (White 2008: 37 — see also
Pype 2015). Instead, Rwandans relate the various generations to specific
developments, or phases, that have occurred in their music scene. Whereas in
the previous chapter | discussed “the first generation” gakondo (traditional)
musicians, in this chapter | demonstrate the co-existence of a whole range of pop
music genres. It is perhaps due to this overlapping of genres that the three
generations — from “the new generation” onwards — have been defined by my

informants in terms of technology rather than content.
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From 2005, “the new generation” - also known as “the second generation”,
or “the pioneers” — signifies the birth of Rwanda’s contemporary pop music
industry. This speaks to a particular temporality, i.e. the starting from zero after
the genocide and the desire for a clean break from the past. It also highlights the
willingness of young Kigalians to access and adapt new music from elsewhere.
Gospel music initially dominated Rwanda’s post-genocide music scene, with
popular songs about suffering and reconciliation (e.g. Amahoro by Gaby
Kamanzi). However, Kigali’'s new generation of artists were more interested in
emulating sounds and symbols popularised by hip-hop icons and ‘Rastas’ from
the United States, Jamaica and neighbouring countries (especially Uganda and
the DRC). Artists and producers started to create music in genres such as hip-
hop, R&B and ragga (a sub-genre of dancehall reggae), which they localised
through Kinyarwanda lyrics, thus attracting new Rwandan audiences and
sparking the beginnings of the industry (see also Grant 2014: 216). More recently
the increased availability of transnational media outlets has contributed to the
popularity of Afrobeats (mainly from Nigeria and South Africa), which currently
dominates airwaves across sub-Saharan Africa. For “the third generation” of
artists (nicknamed “the video generation”), music videos became an important
component of popular music production, and by “the fourth generation”
(nicknamed “the social media generation”), artists were exploiting the internet as
a strategy for success. Here | want to emphasise that, while individual artists may
be thought of as having different temporal origins, all the generations that |

discuss in this chapter co-existed at the time of my research.
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Due to increased migration and access to communication technologies,
major theorists of globalisation (e.g. Appadurai 2013) have argued that cultural
forms are circulating at higher speeds and on greater scales than at any other
time in the past. In today’s digital world, electronically produced music is
especially transportable: songs can be easily and relatively cheaply shared, both
offline — through removable media, such as CDs, USB sticks and external hard
drives — and online, via email, social media and music promotion websites
(Shipley 2013c: 364). However, | argue against the general utopianism of some
writing about digital circulations and make the point that human agency both
enables and blocks music from being heard and seen. Put differently, | exemplify
how the potential openness of newly available media technologies interacts with
social networks and is consequently blocked in various ways. This idea has been
written about by recent scholars of African popular culture — for example, Katrien
Pype’s (2015) article on Kinshasa’s urban dance music, in which she emphasises
the agency of people who remediate old and new music into different media

formats, such as TV shows, USB sticks and mobile phone ring tones®’.

Despite much excitement about the enormous circulatory potential of new
digital technologies, in Rwanda and Uganda the radio remains the most effective
medium for disseminating music to the masses. To get their music heard by as
many people as possible, artists, producers and studio owners take their songs
to radio presenters. In the words of one artist: “Kiss FM is a good radio station.

There you submit your music. If they think it's a good song, they put it on a playlist

57 Daniel Miller’s work is also useful in providing recent examples of how social media has “changed the
world” (Miller 2011; Miller et al. 2016).
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to promote it”. Yet, in both Kigali and Kampala, it takes more than a good song to
get one’s music played on the radio. Everybody knows that radio (and TV)
presenters expect some kind of payment, usually in the form of money, for
promoting a given song. This was a source of frustration for many of my
informants, who often bitterly complained about ruswa®é (corruption, bribery) and
unfairness: how could they possibly compete with wealthy studio owners, for
example, who were able to pay out more money than them and thus dominate

radio airwaves?

Due to their role as Rwanda’s most important promoters of music, radio
presenters have found themselves in a significant position of power. Put simply,
they are able to exert much influence over which songs become hits. Most of
Kigali’'s popular radio presenters were returnees from Uganda (Abasajya) — for
example, Arthur Nkusi, Pacson, Tino TBB and Uncle Austin. As relatively well-
educated and well-connected English speakers, Abasajya were in favourable
positions to gain employment with the multinational FM radio stations that opened
after the genocide. Other recent research on radio in Ghana found that private
commercial FM radio stations are progressively open to code mixing (e.g. English
with Akan and other Ghanaian languages mixed in, or Twi with a profusion of
English loan words) and code switching (alternating an English sentence with a
Twi or other Ghanaian language sentence) (Ahadzie 2007). In other words, radio
is being increasingly approximated to the informal everyday speech of the street

rather than the ‘pure’ English or Twi formerly insisted on by the Ghana

%8 Since returning from Rwanda, cultural producers have coined a new term, giti, which specifically
means “corruption in the music industry”.
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Broadcasting Corporation (ibid). In Rwanda, | observe a similar situation, where
a mixture of languages (mostly English with Kinyarwanda, but also some French,
Lingala, Luganda and Swahili) are spoken on the radio, mirroring the everyday
speech of Kigali’'s young inhabitants. Since almost all Rwandans speak
Kinyarwanda, there isn’t the same need for a lingua franca as we see in other
parts of Africa, although English (spoken by a relatively small but growing
proportion of Rwanda’s total population) is still used by many of Rwanda’s media

outlets and is privileged over French.

| now discuss the narrative of Uncle Austin, one of Rwanda’s leading radio
presenters since 2005. His story is useful in bringing to life the role of Abasajya
radio presenters in promoting the new generation of artists. To enrich our
understanding of this generation | draw on the narratives of a theatre director,
Hope Azeda, and a visual artist, Collin Sekajugo. Following this, | explore the
more recent availability of alternative mediums for disseminating and consuming

music (i.e. TV stations and online space).

UNCLE AUSTIN AND THE NEW GENERATION

Uncle Austin was not easy to track down. It took me several attempts to
arrange our interview, which eventually took place at Karibu Restaurant in town
(mu muji). After eating a huge buffet lunch typical of Kigali — consisting of rice,
chips, potatoes, spaghetti, vegetables and some meat - we talked for about an
hour, until the radio presenter told me that he was “rushing” and had to go. Uncle
Austin was born in Jinja, Uganda. His father was a Doctor and his mother a salon

owner. His father died when he was still at school, and his mother was living in
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Uganda along with his seven siblings (including his twin). Remarkably, Uncle

Austin spent his childhood believing that he was Ugandan:
It sounds crazy, but when | grew up in Kampala | didn’t know | was
Rwandese! My family had to hide it coz Idi Amin’s regime was targeting
Rwandans. | used to hear some of them speaking another language and
| never knew what it was. After shaking [President] Museveni’s hand at
school one day, | came home bragging how | was a proud Ugandan.
That’'s when my grandad said, ‘Shut up! You're Rwandan!” Then when |
told my Mum that | was coming to Rwanda, she was like, ‘Don’t! You'll

die!” She still had that fear. But | was just curious to come and see, and
then | got my job (Uncle Austin 2015, int.).

Uncle Austin was decidedly vague about how and why he managed to finance
his move to Kigali in 2005, when he was just 19 years old. Yet he boasted that
he was offered a job at Kiss FM Rwanda because of his experience working for
a Ugandan radio station. He also told me that he went on to complete a degree

in Mass Media.

At Kiss FM, Uncle Austin initially gave the most airtime to Ugandan and
American music. He especially liked to play songs by the popular Ugandan duo
Radio and Weasel (the Goodlyfe Crew), the former being his closest friend from
boarding school®® (ibid). However, the radio presenter soon began to take more
seriously his role as a promoter of Rwanda’s nascent pop music industry. In his

own words:

When | started doing radio in 2005, | decided to ‘push’ [i.e. promote]
Rwandan music. | was one of the first presenters to do that. | did a
countdown daily. It was one of the biggest countdown shows in the
history of radio in Rwanda! | used to even have fights with my boss. You
know when people they aren’t used to it? They think Rwandan musicians
are all bad? ‘This music is not good enough’, and so on (ibid).

59 Radio (real name Moses Ssekibogo) died in February 2018, after being beaten into a coma during a
bar-fight in Entebbe (Nairobi News 2018).
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This was echoed by others from the new generation, such as Arnold Mugisha:
“At that time, Ugandan music was played a /ot in Rwanda. Then, my main target
was fighting against that. Making Rwandans love their own music, you know?”
(Arnold Mugisha 2015, int.) This illustrates the sense of precarity felt by Rwanda’s
cultural producers, as well as constantly comparing themselves to their Ugandan
‘big brothers’. Nonetheless, as Uncle Austin continued to speak, he proudly
revealed the names of the Rwandan artists who he claims to have helped

promote:

So, Miss Jo Jo® was a fan of mine. One day she left me a CD of her
song. She called in and said, ‘Uncle Austin, I've left you a gift.” So, |
found a song called Mbwira [Tell me]. It became the biggest R&B song in
Rwanda. We played it at Kiss FM and it became a massive hit. Back
then, we were also playing KGB. They came before that. And we used to
play those other artists from the new generation: Rafiki, Miss Shanel®,
Mc Mahoni Boni [Rwanda'’s first rapper], Just Family, The Brothers,
Diplomat, who else? We used to play Dady Cassanova®?, but he was
singing a lot in English and French. At that time, | wanted people to start
loving music in Kinyarwanda. Coz people were saying, ‘You can’t do
R&B or hip-hop in Kinyarwanda. You can only use it for gakondo stuff.’
So, | played their music and they became big stars in the country (Uncle
Austin 2015, int.).

This supports my argument that Abasajya have played an important role in
shaping Rwanda’s contemporary pop music industry. As radio presenters, they
worked hard to promote a new generation of artists, even when apparently facing

some resistance. Here it is important to understand that by choosing to discuss

80 Miss Jo Jo (real name Josiane Uwineza) converted to Islam in 2008. She subsequently retired from
music and changed her name to Iman Uwineza.

61 At the time of my research, Miss Shanel (real name Ruth Nirere) was studying vocal performance in
France.

62 Dady Cassanova moved to Canada in 2007 (see “living overseas” on map, Appendix V). There, he
continues to produce music and has collaborated with Eric 1Key (see chapter 7).
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their “fight” to get Rwandan music heard, Uncle Austin and Arnold Mugisha were

representing themselves as patriotic and therefore as ‘good’ Rwandan citizens.

In the years following the genocide, the recruitment of Abasajya did not
only apply to popular radio presenters. For example, the founding director of
Kigali’'s theatre company Mashirika Performing Arts and Media Company also
grew up in Uganda. During an interview, Hope Azeda told me the story of how
she was headhunted by the RPF government when she was living in Kampala:

In 1999, | was close to graduating from Makerere University. | wrote a

play about Rwanda. At the same time, | was in another theatre

performing on stage a play called Excuse me Mzungu. So, in the
audience there was the Director of Information from Rwanda, talking
about connections between Rwanda and Uganda. And so, he was told |
was a Rwandese actress and he stayed behind to talk to me. And he
said, ‘Hope, whenever you’re done with school, you come and start what
you are doing