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ABSTRACT

The thesis is based largely on Zulu praise poetry collected in
South Africa in 1975-6. It emphasises the widespread nature of the
art of praising in Zulu society: it is both a specialist and a non-
specialist activity and poetry is composed and performed by both men
and women. The thesis also attempts to analyse the function of the
poetry in a contemporary social and political context; 1t stresses
its political, religious and aesthetic aspects and its importance as
an expression of individual identity in an often hostile and negative
environment. The work attempts to consider praise poetry as a
"performance art" rather than a one-dimensional verbal art but also
explores the form and content of the poetry. It attempts to see how
composers, both specialists and non-specialists, apply the techniques
which govern the genre.

The memorial aspect of Zulu praising has been stressed by
commentators but there has been a paucity of recently recorded
material. This study, based largely on contemporary recordings which
include observed performances and interview, shows that while the
long royal izibongo performed today are remarkably similar te those
recorded sixty or more years earlier, individual bards have their own
style of performance and their versions are far from identical.
Contemporary compositions by bards and non-specialists  further
emphasise the creative aspect of the tradition which is one that
combines wmemory and creativity. Whereas Albert Lord's influential
*singer" theory stressed that true oral poetry could only be poetry
that was composed during performance, this material shows that there
are other blends of memorising and composing which are possible. At
the same time the thesis acknowledges the vital role played by Lord
in stressing the contribution of individual artists in an oral
tradition. Finally, the thesis touches on the relationship between
praise poetry and contemporary printed (but in some cases performed)
poetry in South Africa.
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PREFACE

Because this thesis is built largely on oral material recorded in
KwaZulu my greatest debt is to the many Zulu men, women and children
who answered my numerous gquestions, treated me with patience, good
humour and courtesy and were generous and hospitable almost to a
fault. I would particularly Tike to record my thanks to Alec Dindi and
his family, of Ngoye, and to MaMhlalise Mkhwanazi and her household,
also of Ngoye. At the homestead of the former I drank a fair amount of
tasty and nourishing Zulu beer and I also gained valuable information
about, and many insights into, the place of izibongo in the life of
the community. MaMhlalise was a generous and diligent teacher and a
kind friend. Chief Lindelihle Mzimela and the late Chief Muntu-ongena-
kudla Mkhwanazi gave me permission to move around freely in their
territories and I am grateful to them. Sister Edwina Mncube and Sister
Johanna Ntuli 0.S.B. of Ebuhleni, Ngoye, allowed me to spend time with
junior classes asking about izibongo and gave me a great deal of
practical assistance. I would also 1like to thank Professor
A.C.Nkabinde and Professor S.D.Ncongwane of the University of Zulu-
land, Ngoye, who found time to help me with knotty Tinguistic and
literary problems connected with my fieldwork. Professor F.K.Pieters,
also of the University of Zululand, was extremely helpful to my hus-
band and myself in our initial search for accommodation and thanks to
him, our stay in Mtunzini was far more comfortable than it would
otherwise have been, My thanks also to Reverend Peter Harker who was
both hospitable, and helpful 1in giving me useful contacts for
fieldwork. 1 was very fortunate in being able to turn to Professor

Trevor Cope at the University of Natal, Durban for much wise and
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practical advice and I owe him a great deal. Dr. Eleanor Preston-Whyte
of the African Studies Department of Howard College, an old school
friend from St. Michaels in Bloemfontein, was most generous to myself
and my family. Chief Gatsha Buthelezi, Chief Minister of KwaZulu, gave
me enthusiastic backing for my fieldwork and I am most grateful to
him. Qur visit to Chief Buthelezi's home at KwaPhindangene in February
1976 was one of the happiest and richly informative days of our stay
in  South Africa. Many other people too numerous to recount helped in
various ways during the year of fieldwork, but I must single out for a
special thank you, Sister Dietie van Spaun and Sister Marlene Koch of
Hlabisa who allowed me for a time to be part of their busy and
selfless Tlives and who helped me learn something of the art of spoken
Zulu. John Wright helped with many enquiries over a number of years
and provided long distance moral suppori. Ernie Hilder of the South
African Broadcasting Corporation, Durban, gave me the benefit of his
Tong experience of the Zulu language service. Mr M.B.Yengwa was of
great assistance to me in London when I had returned from fieldwork
but still had transcriptions and translating to complete, and I am
most grateful to him. Mr A.B.Ngcobo was always helpful and most know-
ledgeable 1in answering my queries on izibongo and I thank him for his
kindness. Also, without permission from the Bantu Affairs Department,
Pretoria I would have been unable to carry out any research in KwaZulu
and I record my thanks for the granting of that permission.

At the School of Oriental and African Studies, Professor Gordon
Innes and Professor Jack Carnochan were more than generous with their
time and advice; Professor "Goosh" Andrzejewski was always ready with
stimulating and scholarly insights and Dr Shula Marks kindly read and
commented on a number of chapters at a late stage in my work. My

supervisor, David Rycroft, has provided patient and invaluable
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guidance over a far longer period than should have been necessary and
I am very grateful to him. I would like to thank the School of Orien-
tal and African Studies for awarding me a three-year postgraduate
scholarship; my thanks also to the Central Research Fund of London
University which contributed towards the cost of equipment for field-
work, The British Federation of University Women generously awarded me
the A.Johnstone and Florence Stoney Fellowship for my year of field-
work and I would like to express my gratitude to the B.F.U.W; without
their support I would not have been able to go to South Africa. My
family has survived remarkably well the ordeal of having to Tive with
a thesis-writer. The beloved distractors, Thomas and Imogen
Ntombenhle, helped in their own inimitable ways and myAhusband Mike
has assisted 1in many ways over a long period; I would particularly
Tike to thank him for helping in the use of the word _processor on

which this thesis has been produced.
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CHAPTER 1

INTRODUCTION

1.0. Overview

This thesis is a study of Zulu praising and praises, ukubonga
nezibongo, as a contemporary poetic tradition. It aims to discuss the
social act and Titerary art of Zulu praising and praises and to
demonstrate the nature of a broad-based poetic tradition that combines
continuity and innovation, stability and change. This chapter will
firstly outline the thrust and contribution of earlier work on Zulu
izibongo; secondly it will state the scope of the present work and
thirdly it will describe where fieldwork was carried out and the

methods I used in recording, transcribing and translating izibongo.

1.1. Earlier Work on Zulu Izibongo

0f the Europeans who first encountered the Zulu in the early
nineteenth century, it is the Frenchman Arbousset (1842) who is the
most emphatic about the importance of izibongo to the Zulu. He
mentions their use at the court of Dingana in 1835; his transcriptions
and translations, although hard to follow, give some idea of the
splendourof the metaphors, the grandiloquent, hyperbolic nature of
the praise names, bound together through the dominant theme of Zulu
glory acquired by conquest (1).

Captain Allen Gardiner made several visits to King Dingana in his
efforts to set up a permanent Christian mission among the Zulu.
Gardiner's account of his sojourn at Dingane's court, first at Gungu-
ndlovu and then at Congella includes only a passing mention of the

language and the performance of praises (1836:91). He was careful,
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13
however, to note the distinctive dress of the izimbongi, the bards,
and at one point he mentions that the skin of a Teopard which has just
been killed is reserved for one of the "imbongas", to be used in his
distinctive dress (Gardiner, 1836:124-5). Also he took a great
interest in the dancing of Dingana himself, and of the great companies
of men and sometimes women who took part in the dancing. He describes
the dramatic yet harmonious dances which mimicked warfare and comments
on the way in which the women were by no means "idle spectators”:

They [the women] do not indeed move from their 'position, but,
bending their bodies forward to the clap of their hands, stamping
with both feet together, and raising their voices to the highest
pitch, they fill in their parts, and follow out the chorus with
such a degree of continued exertion, as would cause an European
female to go upon crutches for the remainder of her life.

(Gardiner, Narrative of a Journey to the Zoolu Country in South
Africa, 1836, (repr.1966), p.58.

Gardiner seems to have been a careful and observant recorder, yet
it must be remembered that these early European writers, who include
Fynn and Isaacs (2), wrote as outsiders and their observations and
judgements (which they gave freely) need o be 1treated with great
caution. One thing which they all note with varying degrees of
interest and admiration is the emphasis on song and dance among ‘the
Zulu and their newly conquered peoples. For instance Isaacs remarks
that in his youth Shaka was esteemed as "a songster and a punster" and
mentions at another point in his narrative that the regiments sang
songs for the King particularly at the harvest season (3) and Captain
Gardiner has descriptions of great dances at Gungundlovu and at the
military establishment, Mbelebele (4).

Later writers on the Zulu, such as Bryant (1929), Samuelson
(1929) and Grant (1929), are far more detailed in their accounts of

izibongo. Samuelson not only sets out the royal izibongo in Zulu and




English but dincludes as well the words of a number of royal anthems
(amahubo}. By doing so, he is - albeit indirectly - pointing to the
links 1in performance situations and in symbolic and ritual contexts
between izibongo and other forms of song and chant. Grant's (1929)
article on Zulu royal izibongo, which included those of the Mandlakazi
leader, Zibhebhu, was an important contribution to Southern African
oral poetry; he interviewed and recorded two elderly bards, izimbongi,
in Nongoma in Northern Zululand and his texts provide an interesting
example of individual versions by bards. These show the stamp of
individual selection and ability as well as the reproduction of known
and familiar praises for a particular leader. Grant also described the
gestures of the bards, their distinctive dress and their rhythmic mode
of utterance. He was thus suggesting a mode of analysis for the iJzi-
bongo themselves which embraced more than the words alone. He also,
however, set a high standard for discussion of the izibongo themselves
and took great care in seeking out the background to allusive refer-

ences in the izibongo. Bryant's vast, seminal work, Olden Times in-

Zululand and Natal (1929) contains the izibongo of Shaka and Senza-

ngakhona in *paragraph" rather than 1ine form and the izibongo of the
Zulu forebears, Ndaba and Jama besides those of other chiefs. Bryant,
however, as I have pointed out elsewhere (Gunner, 1976), is less than
enthusiastic concerning izibongo. He begrudges the term "verse", let
alone "poetry", for izibongo but notes that it is something "the Zulus
are very fond of" (Bryant, 1929:39). Although fascinated and intrigued
by the izimbongi, the bards, he is also bewildered by them. Neither
they nor their utterances appear to fit into any recognisable category
of poefry or poetic activity. He writes in a.later work with a kind of
admiration, that, "They [the izimbongil had the gift of 'speech' in a

most extraordinary degree; and extraordinary memories too" (Bryant,
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1949:486).
James Stuart's work as a collector of oral testimony and izibongo
from Zulu informants covered more than thirty years (1888-1922). The
publication of The James Stuart Archive, edited by Colin Webb and John

Wright (Volumes 1-3 have so far been published), has made accessible
to readers the testimonies of hié numerous informants and their
accounts of 1ife in pre-colonial and colonial Natal and Zululand. Yet
most of the izibongo which Stuart took down by hand from izimbongi
have not been published, the excellent collection finally edited by
Trevor Cope (1968) being the exception. Stuart in some cases sought
out men knowledgeable in the affairs of their clan or chiefdom, or who
had a deep knowledge of Zulu affairs, and he sought out izimbongi of
various chiefdoms and of the Zulu kings. He often arranged for izi-
mbongi to travel from outlying parts of Zululand and Natal to his home
in Pietermaritzburg by train, and he must have spent a small fortune
on payments to informants and on their train fares. The following
entries give some idea of how he obtained his material. He had noted
izibongo and information from an imbongi, Mangathi kaGodide of the
" Ntuli clan and continues:

I asked him [Mangathi] to get Mantshonga and Mazimu, 1living near
Empandleni, to come down to me at once. I promise to pay. Both

are said to be exceptionally good izimbongi of Biyela affairs.
(Webb and Wright, James Stuart Archive, Vol.2, 1978, p.210)

Under the name Maziyane in the Webb and Wright volumes, and dated
1.5.1905, he has noted : "Paid 30/= to include fare home, viz. 2s 2d"
(Webb and Wright, 1978:302). An entry for 27.4.1905 reads:

Socwatsha leaves early. Goes to Zibhebhu's during next morn on own
affairs. To get selected two good men on Zulu tribal affairs and
bring by train. Will refund fares. Bring an extra boy. Will give S.
£2 on his delivering them here.

(Webb and Wright, 1978:299)




Although the majority of izibongo taken down by Stuart and
meticulously copied into his three "Books of Eulogies" remain
unpublished, he did include a number of royal izibongo in his school
textbooks, and also izibongo of other eminent Zulus such as Mnyamana
Buthelezi, Cetshwayo's chief minister, and Masiphula of the Ndwandwe
clan, Mpande's chief minister (5). One of these readers for schools,
uKulumetule (1925; and see Gunner, 1976), also contains a wonderfully
vivid account of bards and praising during the Tatter days of the Zulu
Kingdom and attempts to set out the importance of izibongo in Zulu
society. Stuart's Zulu readers were used in Zulu schools until the
1930s, when they were withdrawn because of changes in the official
Zulu orthography (Rycroft, 1974:61). These textbooks were probably of
great influence in shaping the consciousness of a specifically "Zulu"
past among the young black school-goers of Natal who would never have
lived under the jurisdiction of the Zulu kings. The image of the past
provided by the textbooks may have provided a sort of bridge between
the narrow, ethnic patriotism of the days of the Zulu kingdom and the
emergent and more broadly based Zulu national consciousness. The
izibongo, with their emphatic confidence, their sense of restless,
dynamic movement and their stress on heroic achievement must for some
Zulu have provided a means of coming to terms with their past, a past
which may have appeared to some Natal Christian "kholwa" as (happily)
distant and "savage". In this respect, Magema Fuze's account of the

Zulu people under their kings, Abantu Abamnyama lapa bavela ngakona,

(written 1in 1902 but only published in 1922), must also have been
influential in creating a positive image of the Zulu past among Natal
Zulu speakers (6). The direct influence of the Stuart readers is
evident 1in the fact that in the widely read novels on the Zulu kings

(written 1in Zulu) by R.R.R.Dhlomo (7), the izibongo appear to be
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absolutely identical to those in the Stuart texts. Also, when I asked
the royal imbongi, John Dlamini, whom he had heard praising the Kings,
he mentioned R.R.R.Dhlomo, alluding - I presume - to the izibongo in

Dhlomo's novels (8). C.L.S.Nyembezi's Izibongo Zamakhosi, first pub-

1ished 1in 1958 also leans heavily on the Stuart texts for the royal
Zulu praises (although not for the royal Swazi izibongo which are also
included). Nyembezi did, though, spend some time in Zululand inter-

viewing people and collecting material for his Izibongo Zamakhosi and

for his essay, "The Historical Background to the Izibongo of the Zulu
Military Age" (1948). He seems to have spent most of 1946 chiefly in
the Nongoma, Mahlabathini and Nquthu districts of Zululand. Although,
as he mentions in his preface, he was greatly assisted by knowledge-
»ab]e Zulus, including the Regent, Mshiyeni kaDinuzulu, he did also
encounter the normal setbacks of fieldwork. He recounts that when he
set out by bicycle to visit the son of Chakijana, the man who had been
one of the key figures in the Bhambatha rebellion of 1906, the for-
mer's wife turned Nyembezi back, convinced that he was "a spy"
(1958:viii). Nyembezi's versions of the Zulu royal izibongo do show
evidence of his having consulted (one presumes, as he does not say $o)
jzimbongi during fieldwork; he seems to have sandwiched these "new"
praises inbetween the ones from the Stuart readers. For instance, in
Cetshwayo's 1izibongo Nyembezi's version has twenty-five 1lines which
are not in the Stuart readers, neither are they in Cope's (1968)
version of Cetshwayo's praises which are also from Stuart manuscripts.

In the case of Stuart, Dhlomo and Nyembezi, the primary intention
appears to have been to present texts of the izibongo of each king
and, in the case of Stuart and Nyembezi to explain the historical

background, something which Nyembezi does admirably both in his book
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of the vroyal praises (1958) and in his earlier article on the
historical background to the royal praises of the "Zulu military age"
(1948). Nyembezi is not concerned with the contributions of various
bards, nor is he interested in the shifting, unique quality of the
individual performance. This way of regarding the izibongo may have
been influenced by Stuart's methods of presentation. Indeed, as David

Rycroft has remarked:

Stuart's versions of the royal izibongo have become very widely
known among Zulu speakers over the past half-century. To some
extent there has been a tendency to regard them as immutable,
representing the only "correct" or standard forms of the royal
izibongo. A vague notion that they became crystallized into this
"ideal" form seems to have seldom been questioned, even by
literary scholars.

(Rycroft, "Zulu Izibongo: A Survey of Documentary Sources",
African Language Studies XV, 1974, p.65)

B.W.Vilakazi's doctoral thesis, The Oral and Written Literature

in Nguni (1945), differs from the work of the above three in some
ways, but because it was never widely read it has had less general
influence on attitudes to izibongo. Vilakazi, as Rycroft (1974) has
pointed out, included in his thesis a.great many izibongo of both
royal and non-royal persons. He insisted on the basic, important and
neglected point that izibongo had a very broad base in Zulu society
and were by no means the preserve of kings, chiefs and aristocracy
(1945:96). Vilakazi also addressed himself to the difficult question
of prosody in izibongo and acknowledged the force of Lestrade's
seminal articles on form in Southern African praise poetry (1935;
1937). In these Lestrade maintained the importance of parallelism and
"Tinking" as key structural features in praise poetry in Sotho, Tswana
and Zulu. H.I.E.Dhlomo, brother of the novelist and short story writer

R.R.R.Dhlomo, wrote with great admiration and great eloquence on Zulu
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izibongo and in the same article, entitled (significantly) "Zulu Folk
Poetry" (my emphasis) (1948) he outlined other genres of Zulu poetry.
Dhlomo, however, was essentially an urban man - he was born in Eden-
dale, the Zulu freehold area outside Pietermaritzburg purchased by
several prosperous Natal Zulu families well before the Land Act of
1913 (see Couzens, 1980 and Marks, 1982); that is perhaps why, when
writing about izibongo he sets them and their value to the individual
very much in the past, 1in a way that Vilakazi does not (9}. Dhlomo,
however, was alive to the myth-making power of the Zulu kings and he
attempted to exploit this rich vein in his three plays entitled,
collectively, "The Black Bulls™ which dealt with Shaka, Dingane and
Cetshwayo. As Tim Couzens points out, "In writing the three plays...
Dhlomo, Tlike [Sol] Plaatje [in his novel Mhudil, was aiming at the
cultural regeneration of his people through the creation of a national
(partly tragic) epic" (Couzens, 1980:414). One way of creating a
tragic-heroic 1image of the Zulu past was to present the past through
drama, as Dhlomo did in the above plays (10). Dhlomo, however, seemed
unaware of the continuing, and contemporary, power of the orally
performed royal Zulu izibongo to create a heroic image of the past.
But there s an important theme runnning through his critical

articles: again and again he emphasises that Zulu culture could reach
a high Tevel of aesthetic excellence. He was making the important
point that a comparatively simple material culture does not mean the
existence of a Tlow level of aesthetic culture 1in that particular
society; this is a point made again by P.D.Beuchat (1963) in a paper
which criticises black South Africans for undervaluing their own art
forms. It is made as well by Moyo (1978) 1in his study of Ngoni poetry.
Ruth Finnegan has warned against the evolutionist approach which links

material and poetic development:
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The prejudice which connects poor material conditions with Tack
of artistic achievement dies hard. But it must be clear to a
dispassionate enquirer that 1in the light of the evidence now
available from all over the world, any generalised attempt to
postulate a direct correlation of economic with poetic
development would be simple-minded.

(Finnegan, Oral Poetry, p.266-267)

Yet such an attitude - which H.I.E.Dhlomo did so much to counteract -
has played a part in critical approaches to South African oral art.
The general reluctance of black writers and critics to admire or take
cognisance of oral poetry is mentioned by Stephen Grey:
And for the black critic and writer within South Africa the
Tegacy of oral culture is often taken as a reminder of the

"primitive" past which he or she is trying to escape.
(Grey, Southern African Literature: An Introduction, 1979, p.161)

There 1is evidence though (for instance, Mzamane, 1981), that the
evolutionist attitude criticised by Grey is now less prevalent and
may, 1in any case, have been more representative of parts of South
Africa such as the Witwatersrand rather than Natal or the Xhosa-
speaking Cape (Jordan: 1973).

The publication in 1968 of Izibongo: Zulu Praise-poems edited by

Trevor Cope was an important achievement. Cope was working with
material collected by James Stuart from his numerous informants, and
translated by Daniel Malcolm; there was, now, at last, a substantial
body of the Zulu izibongo assembled by Stuart available in dual texts
and therefore accessible to a wider audience than hitherto. Cope's
Izibongo includes a selection of the praise poems of the Zulu royal
line, of chiefs, of outstanding warriors, royal women and two white
men. He s careful to set the poetry in a social and political con-
text. He also provides an account of the poetic and liguistic features

of izibongo, and he sees the izibongo as poetic statements rather than
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items of historical evidence. Here too, though, the earlier trend to
regard the Stuart versions as somehow immutable is still evident. As
Rycroft has remarked (1974:64), the royal izibongo in this edition
appear to be collations, by Stuart, from numerous sources. Also, even
in his (unpublished) coltations Stuart did note from which imbongi a
particular praise came, and this fact is not evident at all in the
1968 edition. Because they are collations, the reader loses sight of
the possibility of differing versions influenced by such factors as
the ability and personal preferences of the individual imbongi, the
particular pressures of each performance and the nature of the
audience. These are all factors that influence a particular version of
izibongo even 1in an artistic tradition such as Zulu wukubonga
(praising) where there is a strong memorial emphasis. On the subject
of composition, Cope tends to the view of communal rather than indiv-
jdual composition (1968:24;27) and in this way does less than justice
to the poetic tradition of izibongo. Nevertheless he stresses that
praising 1is a performed art, even though the texts themselves
(perforce) give no sign of such factors as changes in volume and
intonation by an imbongi, audience reaction such as cheers, laughter,
responses and so on.

The 1importance of recognising that the aesthetics of izibongo
must encompass more than the analysis of words on a printed page was
first spelt out by Rycroft in his (1960) article on intonation
patterns in recitations of royal izibongo. Rycroft was working from
gramophone recordings, not from recordings of performances at
particular events. But this does not detract from his findings, namely
that the imbongi, when reciting, handles intonation in a distinctive
way, suppressing sometimes for long stretches, the downdrift natural

to ordinary speech and then conc]udﬁng a section with a clear final
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cadence., In a later article (1980) Rycroft tackles the difficult and
as yet unresolved question of metre in Zulu izibongo and in Southern

African praise poetry in general (12). Here too, his position takes
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account of the performed dimension of the poetry and he is critical of

any approach to oral poetry which ignores the fact that it 1is a
performed art. Some commentators, however, are doubtful of the valid-
ity of searching for paralinguistic features. Thus Nkabinde (1976)
regards syntactic patterns and other features of linguistic style as
the most important aesthetic element in izibongo. While he maintains
that Zulu praise poetry is a living art form, he is reluctant to
regard performance as anything other than peripheral to the poetry.
Msimang, (1980) on the other hand, explores a rather different and so
far Targely neglected aspect of izibongo and that is the question of
composition in the royal izibongo. He, unlike Cope, touches on the use
of formulas as useful tools to the composer, and concludes that the
bards who composed for the Kings were careful only to apply formulas
that suited the personality of the individual concerned (13).

Jeff Opland's rich, productive and catalytic work on Xhosa
praising and praises began in the early 1970s and has found its latest

expression in the newly published Xhosa Oral Poetry (1984) (14). Using

a comparative approach, he applied to Xhosa izibongo the theories on
oral poetry and on composition put forward by Milman Parry (1930;
1932) and Albert Lord (1960). After intensive fieldwork Opland
demonstrated that Xhosa izibongo, 1like Yugoslav epic, was (in the
hands of the bards, the iimbongi) poetry that was composed in
performance, poetry that used established formulas and to some extent
Lord's "themes", but nevertheless was unique on each occasion of
performance. The central position of the 1imbongi was firmly

gstablished and the possible validity of any theory of vaguely




communal composition clearly discounted. Opland also pointed to the
interesting contrast that existed between Zulu and Xhosa izibongo as
regards composition in performance in the Xhosa instance and apparent
memorisation by Zulu bards. Because of the 1lack of contemporary
records for Zulu izibongo Opland may have overestimated the degree of
memorisation at work in Zulu izibongo. Nevertheless he has shown that
there is a significant difference in the expression of the two forms
of 1izibongo, the Xhosa on the one hand, and the Zulu on the other.
Through working with living iimbongi and with contemporary izibongo,
Opland has demonstrated the resilience, as well as the sensitivity to
changing social and political conditions, of Xhosa izibongo. He has
extricated the Xhosa tradition of praising from any tendency to view
it as existing in a timeless unchanging "tribal" past - or present. In
this respect, Mafeje's earlier articles (1963; 1967) on the role of
the 1imbongi in contemporary Xhosa society had forcefully made a sim-
ilar point.

The relation between poetry and society is an important aspect of
any oral poetry and in izibongo, which is in.some ways very much
political as well as religious poetry, this cannot be ignored. Landeg
White's interesting essay, "Power and the Praise-poem" (1982) explores
the relations between praise poems and political power and he discus-
ses Zulu izibongo among other rather loosely defined "praise poems".
However he tends to underestimate the way in which some oral poetry
shows the ability to exist sometimes through very different social and
political conditions, a point which Ruth Finnegan convincingly argues
in Oral Poetry (1977:260). Like Mazisi Kunene (1962), White under-
estimates the way in which the internal rules of a poetic genre gener-
ate its form and content just as much as any tendency for it to

reflect, or provide a comment upon, the society in which it exists.
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Besides the tendency, which 1 have already mentioned, to regard
the izibongo 1in the Zulu praising tradition as somehow fixed and
immutable, there has also been a marked tendency to concentrate on the
izibongo of royalty and of chiefs. Writers on Swazi tibongo (praises)
such as Cook (1931) and Schoeman (1932) have Tikewise concentrated on
the exalted and richly metaphoric praises of royalty: commentators on
other Southern African praise poetry, Schapera (1965), D.P.Kunene
(1971) and Damane and Sanders (1974) have similarly concentrated on
the praise poetry celebrating, describing and eulogising those in
authority in their own communities. One of the findings of my own
fieldwork was that the izibongo of ordinary individuals are of impor-
tance in the genre as a whole and this clearly had to be taken into
account in my study of Zulu praising and praises. Indeed, this factor,
which may be more evident at the present time because of the waning of
chiefly authority, 1is a key feature in my analysis of praising and

praises.

1.2. The Scope of the Present Work

This work attempts to present and analyse Zulu izibonge in a
contemporary context, It emphasises, firstly, the key role of izibongo
in presenting and expressing identity. The public role of the royal
izibongo at the present time demonstrates how praising and praises may
be adapted to become part of a new political and nationalistic
tradition, one which relates to, yet differs from, past practice and
past notions of "nationhood" (15). The royal praises help to promote a
vision of the past which creates a unifying consciousness for
contemporary Zulu speakers; the confidence of these izibongo, their
heroic vision provides an inspiration for contemporary 1listeners. In

addition, at a personal level, individual izibongo represent identity
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in a vivid and immediate way. I have explored this to some extent in
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my article on Zulu women as composers and performers of izibongo

(Gunner, 1979), but here I explore the role of izibongo as expressions
of and givers of identity, with reference to men and to children as
well, At present, 'particuarly (but by no means only) in rural
communities, izibongo identify individuals, they provide a means for a
statement of "self", they are a celebration of and recognition of
identity in a way that is quite at variance with the impersonal
bureaucracy and the enforced anonymity of the wider society in which
many Zulu speakers exist. They are also poetic statements from within
the culture, asserting the vitality of a poetic tradition in changed
social and political conditions.

This study emphatically presents izibongo as a genre of oral
poetry which is composed by non-specialists as well as by izimbongi,
(the bards or specialist poets). Moreover, praises, izibongo, are as
much an expression of the identity of ordinary individuals as they are
poems of praise to leaders and those in authority. The popular basis
of izibongo, the use of praising by ordinary people, was one of the
most striking - and unexpected - features that emerged from my field-
work:; as I have already said, it is an aspect of praising that has
been neglected 1in most commentaries (with the exception of Vilakazi
(1945)) and this study attempts to redress the balance 1in this
respect.

The unity of the genre, the fact that izibongo are the praises of
kings and chiefs and of ordinary people, is evident in its formal
features and to a large extent in its content; this study explores
both form and content and, while maintaining the essential unity of
the genre, attempts to show the distinctions that exist 1in some

instances between the izibongo of royalty and of ordinary people as




regards form and content.

With the exception of work by David Rycroft, the approach to Zulu
jzibongo has been somewhat text-bound (an inevitable Tegacy of
Stuart's contribution, perhaps). This study aims to decribe Zulu
izibongo as a performed art, hence the emphasis in the title to
"praising and.praises“, "ukubonga nezibongo". There are two distinct
"modes" of performance in praising, one used by bards and the other by
non-specialists; both are described here, and features such as perfor-
mer and audience interaction, and the shifting pressures of particular
performances are also discussed. By including a discussion of modes of
performance and particularly of the non-specialist mode of perfor-
mance, it is possible also to see izibongo alongside and interacting
with genres such as amahubo (clan or national anthems), amahubo empi
(war anthems) and izaga (war chants) (15). Setting izibongo in this
wider context is far more than an extended exercise in literary analy-
sis; it enables the reader to understand more clearly the underlying
symbolism of izibongo, the deep relation of Zulu izibongo to the
military ethos of the Zulu kingdom of the nineteenth century and the
continuing significance of this link.

The emphasis in this study on the unity of the genre, and
the existence of ukubonga (praising) among non-specialists as well as
bards, 1leads to a consideration of how individuals acquire the skills
of composing and performing izibongo; this is an aspect of izibongo
which has received 1ittle attention. Both Kwabena Nketia (1955) and
Albert Lord (1960) have, in their respective studies of the Akan dirge
and Yugoslav epic poetry, shown the importance of studying "the
singer" as well as "the song". Lord's extremely important work, The

Singer of Tales (1960), includes a discussion of how the apprentice

guslar acquires his skills. He shows that this is closely related to
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the way in which as a fully fledged performer, the guslar creates new
formulas, works with the "themes" in a particular epic and learns to
work within the particular metric confines of the epic Tline. Zulu
performers of izibongo may not compose anew in each performance in the
way that the Yugoslav guslar does. Yet it is clear that early exposure
to the stylistic techniques, the formulas and the dominant themes of
izibongo are an essential part of achieving adult facility in prais-
ing. This study, therefore, examines how individuals acquire the skill
of praising and explores the role of the individual composer, both
specialist and non-specialist. Even in a genre such as Zulu izibongo
with its strongly memorial cast, individual composing plays an impor-
tant part. In the hands of non-specialists it is constantly occurring,
and even the izibongo of past figures may (within 1imits) be recast
to suit the particular inclinations and skill of whoever is reciting
them. This study emphasises the contribution of individuals as
composers and performers and thus attempts to move away from the
static, text-bound view of izibongo.

Finally, throughout this discussion of Zulu praising and praises,
which 1is based fin the main on material which I recorded in South
Africa from September 1975 - September 1976, I attempt to present
1iibongo as.a living art form. Moreover, in spite of Lord's gloomy
strictures on the impossibility of an oral poetry co-existing with the
written form (1960:129) there is evidence of a fairly happy co-
existence of oral and written forms of izibongo. Although I concen-
trate 1largely on oral, performed izibongo, I point also to the
existence of written izibongo and 1 see oral and written izibongo as
part of a single continuum. There are in some cases overlaps between
the +two: written izibongo may be recited in public by the composer

(Mathabela and Cope, 1976), or written izibongo may be recited by
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someone other than the composer and so on. Lastly, there is evidence
of the influence of the form and spirit of izibongo on the work of
contemporary black poets who write not in Zulu but - primarily - in

English and I touch briefly on this as well.

1.3. Fieldwork and Methodoloay

Although most of my fieldwork was carried out in the Ngoye dis-
trict of KwaZulu, I did not begin immediately on my arrival in South
Africa 1in September 1975. This was partly because I was not sure how
to begin; I wanted to spend some time studying James Stuart's
collection of izibongo at the Killie Campbell Library and I had also
to improve my spoken Zulu, After a few weeks in Durban, having availed
myself of much invaluable advice from Professor Cope, I Tleft the
beguiling peace of the Killie Campbell Library and moved to Mtunzini,
a small village near the KwaZulu district of Ngoye. At first I spent
very T1ittle time in Ngoye and instead went to Hlabisa in the north of
KwaZulu where I visited far-flung clinics with Sister Dietie van Spaun
and Sister Marlene Koch. During these visits I would spend the whole
day 1listening to the conversations of (mainly) women and children who
attended the clinics; sometimes I would attempt to join in the conver-
sation and ask questions. In this way I learnt something of the skills
of interviewing; I was also able to improve my ability to speak Zulu
and, perhaps most important, I began to feel Tess of a stranger and to
understand something of the carefully observed social and conver-
sational skills that operate among many Zulu speakers.

In mid-December I began to work in Ngoye although I continued
throughout my stay to visit Hlabisa and to record material there.
Ngoye dis in the main in Reserve 9 and the district locally known as

"oNgoye" is dominated by the round-topped Ngoye hilis, a small part of
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which are still covered by the Ngoye forest which is now a nature
reserve. The giant tropical trees of this forest with their 1ianas,
hordes of chattering monkeys and shy buck are a reminder that much of
this region was once thickly forested and teeming with game. To the
north of the Ngoye hills is the broad Mhlatuze valley, to the south
are the plains of the Mlalazi river. The young English traveller and
would-be entrepeneur, Nathaniel Isaacs, who often passed through the
area on visits to Shaka and Tater to Dingane, writes glowingly of the
"extensive forests" at the mouth of the Mlalazi river (and a small
nature reserve near the river mouth retains the earlier widespread
forest vegetation). Isaacs mentions visiting the Dube chief Nzwakele
(see Appendix p. 95) south of the Mhlatuze river 1in order to buy ivory
and it seems that there were once many elephants in this part. Later
in his journal Isaacs describes in idyllic terms the country beyond
the Mlalazi river:
After passing the river Umlalazi... we travelled two days over a
very fertile district...Travelling on the summit of a continuity
of high lands or ridges, adorned with highly cultivated spots,
and interspersed with truly attracting hamlets or native kraals,
we knew not which most to admire, the ocean on one side, all calm
and serene; or the rich and verdant savannahs on the other,
bestrewed with numerous herds, all indicating a richness of soil,
pleasing to the traveller, and gratifying to him as being the
works of a beneficent Creator.

(Nathaniel Isaacs, Travels and Adventures in Eastern Africa,
1936, p.187)

Part of the area described above was among the 2,613,000 acres of
Zululand which was compulsorily set aside for purchase by Natal far-
mers in 1902 (Binns, 1968:172), and such parts are now owned by white
farmers and are largely under sugar cultivation. Part, of the area,
however, is still under Zulu occupation. The Zulu-occupied area is not
as overcrowded as some parts of KwaZulu and is in normal seasons

blessed with an ample annual rainfall. Some sugar cane is grown under

29




licence in the Zulu area and there are also small eucalyptus plantat-
ions. Maize is grown, largely for home consumption. People also have
vegetable and fruit gardens and some lentils are grown for sale.
Compared to other parts of KwaZulu (Hlabisa for instance) quite a
targe number of men are at home, some working on small holdings, Some
employed by the KwaZulu Government on road maintenance and other
public works; some also commute daily to the large nearby town of
Empangeni; others work away from home in Durban but return more
regularly than those who Tive in remote districts of KwaZulu. Many
families seemed to have or to have had in the past breadwinners
employed by the South African Railways in Durban. Women in the
district did a 7lot of agricultural work and many kept vegetable
gardens, a popular area for this being the fertile valley of the
Mhlatuze near Chief Lindelihle Mzimela's homestead. The more I worked
in Ngoye, the clearer it became that it was by no means a homogeneous
area, There was, for instance, quite a difference between the people
who lived south of the Mlalazi, in the flat area known as Obanjeni in
the territory of Chief Alpheus Zulu and those who lived in the hilly
area on the other side of the Mlalazi in Chief Lindelihle's territory.
The people from the former area tended to be less traditional than and
rather scornful of those “beyond the Mlalazi". In another case, there
was a long-standing feud between the men of two adjoining wards, and a
number of the men's izibongo which I recorded at a particular wedding
referred to this. Although some people were earning regular or
seasonal wages and some were employed by the University of Zululand as
watchmen, gardeners and so on, many in the district were very poor and
I was constantly being asked if I could find people work.

I found that by working in Ngoye (and sometimes moving out to

adjoining or nearby areas) that I was able to build up a network of
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local contacts. In this way I was able to attend a number of weddings,
engagement and puberty ceremonies in the district and I was able to
observe and record "ukubonga nezibongo", praising and praises. Al-
though I recorded actual performances, I tried also to record per-
formers individually before or after the public performance, because
the noise during performance often meant that the actual words of an
individual's dizibongo or of a set of 1lineage 1izibongo were not
audible. I would not, in the normal course of things, transcribe
izibongo immediately after recording. Instead I would usually arrange
a time to return to check the transcription of one or a number of
jzibongo, and to follow up any queries and difficult words. In other
cases I would transcribe with Mashekelela Dindi, Stefan Mnguni or
Norbert Mbonambi (all of whom were local people familiar with izi-
bongo, although Mashekelela was the most knowledgeable by far) and
then check the transcription with the original reciters if necessary.
With dzibongo recited by bards I tried as far as possible to check
transcriptions with the imbongi and to obtain explanations of the
background information as far as possible. In the case of the izibongo
of Isaiah Shembe I made several return visits to Azariah Mthiyane,
near Richards Bay to check various items. I left South Africa before I
was able to arrive at final transcriptions and translations of all the
izibongo I wished to refer to, M.B.Yengwa, who now lives in London,
was of great assistance to me in working through a number of izibongo
which I had not transcribed or translated. He also provided the inval-
uable recording of izibongo which were performed at the funeral of
Chief Albert Luthuli (see Appendix, A 3).

As to the method of transcribing izibongo, it took me some time
to work out what seemed the best method. At first the "line" divisions

I made were arbitrary and I tended to be guided by the look of the
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verse. I then moved to using breathgroups and syntactic divisions as
guides to line divisions. In transcribing, finally, I moved towards a
method that, as Tedlock (1977) has advocated took account of audience
reaction (where this was a feature of the recording). Also, stili
bearing in mind Tedlock's insistence that the text should reflect
changes 1in the volume of the performer's voice and other feature's of
vocal style, I have (where appropriate) incorporated signs or brack-
eted comments which indicate raised or lowered volume, exaggerated
syllable lengthening and final cadences.

In translating the izibongo I triediwhere possible to check
allusions and wuntranslatable or half-heard words either with the
original reciters, with someone who knew them or with an individual
well-versed in praising. My translations tended at first to be poetic
in a rather contrived way but I moved ;fter a fairly short time to a
simpler style, as close as possible to the Zulu, yet one that attempt-
ed to retain the supple, poetic texture of the original utterance. The
jzibongo in the Appendix are a representative selection from a wider
catalogue (numbered A 1-155) and this in turn was selected from a
collection of about five hundred izibongo. Izibongo quoted in the text
use the "A" number from my catalogue or are noted as huncata]ogued“.
As I attempt to demonstrate the unity of the genre, the .izibongo
included are in some instances recorded from bards and in others from
non-specialists; they include the izibongo of chiefs and royalty and
those of ordinary people. A1l the material which I recorded during
fieldwork is housed 1in the National Sound Archive of the British

Library, Exhibition Road, London.
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A Note on terms and orthography

Ukubonga - "to praise", or "praising", refers to the act of
praising. Izibongo is a generic term for praise poetry. It is plural
in number and can refer a) to praise poems collectively, b) to the
praise poem of an individual, or c¢) to the various units of praise or
praise names, that make up an individual's praise poem. I shall use
“jzibongo" in all three senses and trust that the context will make
the precise reference clear. 1 shall use the terms ‘“praises" and
"oraise poem" interchangeably to cover b) above. The orthography I use

follows the standard Zulu orthography used in the £English and Zulu
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Dictionary compiled by C.M.Doke, D.Mck.Malcolm and J.M.A.Sikakana

(1958), 1 have also made great use of the Zulu English Dictionary

compiled by Doke and Vilakazi (2nd ed. 1972). 1 have followed the
convention of omitting the initial vowels of Zulu names (hence, in the
English text: "Shaka" not "uShaka" and (with a few exceptions such as
Empangeni, Ekuphakameni), of omitting the initial vowel in Tlocative

place names. For Zulu grammar and syntax I have in the main followed

Doke's Textbook of Zulu Grammar (1942) and have also consulted A Hand-

book of theZulu Language (Louw, Ziervogel and Ngidi, 1967), Cope's

A Comprehensive Course in the Zulu Language (1982) and Say it in Zulu

(Rycroft and Ngcobo, 1981).

Notes

1

For a description of the documentation of Zulu izibongo by nine-
teenth century Europeans, see David Rycroft, "Zulu Izibongo: A Survey
of Documentary Sources", African Language Studies XV, (1974), pp.55-

59. Rycroft refers to and quotes from Arbousset's transcription on
pp.56-57.




2

See, J. Stuart and D.Malcolm eds.,The Diary of Henry Francis Fynn,
(Pietermaritzburg: Shuter and Shooter, 1950). The original of Fynn's
diary was buried with him by his retainers and what passes as his
diary was written up by his brother, some years later, with an eye for
sensational detail., See also, Nathaniel Isaacs, Travels and Adventures
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in Eastern Africa, ed. Louis Herman, (Cape Town: Van Riebeeck Society
PubTications Nos.16 and 17, 1936).

3

Isaacs, Travels, Vol.l, pp.264; 280.
4 -

Gardiner, Narrative of a Journey, pp.57-8; 70-1.
5

The textbooks which contain a rich variety of detailed accounts of
Zulu history, customs, folktales and izibongo were published 1923-6.
In some cases Stuart states the sources for the account of a
particular {incident, for example, "The Day Somsewu [Sir Theophilus
Shepstone]l fetched the children of Monase from Cetshwayo",
uKutumetule, (1925), p.7, is from Lutuloni son of Zulu of the Lamule
clan. In many cases, though, probably because he was collating from
many informants, and because he thought it not suitable in a school
reader, Stuart does not give his source.

6

Magema Fuze's Abantu Abamnyama Lapa bavela ngakona, (Pietermaritz-
burg: City Printing Works, 1922), was actually written in 1902. It is
now available in an English translation, The Black People and Whence
They Came, ed. A.T.Cope, trans. H.Lugg (Pietermaritzburg: University
of Natal Press and Durban: Killie Campbell Africana Library, 1979).
The book contains several interesting references to izibongo and a
reference to an imbongi of Shaka, Mxamama, who urged the assassins of
Shaka to ki1l him too, which they eventually did (1979, pp.71-2).

7

R.R.R.Dhlomo's novels on the Zulu kings are, uDingane (Pietermaritz-
burg: Shuter and Shooter, 1936); uShaka (Pietermaritzburg: Shuter and
Shooter, 1937); uMpande (Pietermaritzburg: Shuter and Shooter, 1938);

uCetshwayo (Pietermaritzburg: Shuter and Shooter, 1952) and uDinuzulu

(Pietermaritzburg: Shuter and Shooter, 1968).
8

Interview, Nongoma, 16th October, 1975.
9

These are listed in Rycroft, "Documentary Sources", p.63, note 18.
10

Bowra points to the myth-making quality of one of these plays,
Dingane, which was produced in Durban by the Medical Students' Drama
section in 1954, See M.Bowra, "The Meaning of a Heroic Age", Thirty-
seventh Earle Grey Memorial Lecture, King's College, Newcastle-Upon-
Tyne, delivered 9th May 1957 and published as a monograph. Couzens
refers to the Bowra monograph in, *'The New African': Herbert Dhlomo
and Black South African Writing in English 1857-1956". Ph.D. thesis,
University of the Witwatersrand, 1980, p.632.
11

James Stuart mss of royal izibongo, K.C.A.L., copy shown to me by

David Rycroft at S.0.A.S.
12

David Rycroft's extensive work on Zulu song, dance and instrumental
music as well as his study of izibongo has meant that he has seen
continuities and connections in Zulu art forms where others have not.
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Hence his emphasis on izibongo as a performed art, although a form of
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CHAPTER 2

THE SIGNIFICANCE OF ZULU PRAISING AND PRAISES

2.0. Introduction

Praising takes place in a number of different ways and in many
different situations in Zulu society. Besides its political, religious
and aesthetic significance, it 1is often of great psychological
importance to the individual and it plays a vital role in social
relations. Perhaps most 1important of all is the sense of fidentity
which praising and praises provide. This is of particular value in a
wider society which imposes on individuals the bureaucratic and
anonymous identity of the passbook, at the same time giving only
grudging credence to the achievement of the Zulu past or the
aspirations of the present. This chaptef will firstly explore the
political and religious aspects of praising and praise poetry, in
particular izibongo. I will discuss each aspect separately although in
practice it is often difficult to differentiate the two. Much of the
commentary on the praises of the Zulu kings stresses, either directly
or by implication, the relation of praises to political power (1).
This is important, but if viewed in isolation gives a distorted pic-
ture of the role of praise poetry in the society as a whole. Besides
its public, political role, it is necessary also to recognise praising
as a means of mystic communion with the ancestors, the guardians of
the well-being of the 1iving. While the "shades" of the kings were

(and perhaps still are) thought to brood over the nation, the shades
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of the Tlineages of chiefs and kinship groups perform a similar fun-
ction at another level. The aesthetic significance of idzibongo and
their role as entertainment are also aspects of the art form which
this chapter will touch upon. This is followed by an outline of the
significance of 1izibongo for the individual and here the emphasis
falls primarily on the more personal, autobiographic (and biographic)
praises of ordinary people. The chapter concludes with a brief des-
cription of praising 1in new contexts thus underlining aspects of
continuity and innovation in the genre. In general the chapter sets
out to demonstrate that there is in the tradition as a whole clear
evidence of both continuity and innovation. While in some ways Zulu
izibongo are backward-looking, drawing strength from the heroic ex-
ploits and the myth-making power of a past age, they also demonstrate
a capacity to reflect contemporary experience, to inspire and be of
use to present generations. The chapter divisions are as follows:

2.1. The political significance of izibongo

2.2. The religious significance of izibongo

2.3. The significance of izibongo for the individual

2.4. The aesthetic significance of izibongo

2.5. Izibongo in new situations

2.1. The Political Significance of Izibongo

The way in which praise poetry is (or has been) used in some
African societies to validate status and political authority has often
been pointed out (2). What has not been so frequently mentioned is the
possibility that some praise poetry can continue to function in quite
widely differing political circumstances and this seems to be the case

with Zulu izibongo. In the case of the Zulu kings, from the time of
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the creation of the Zulu state by Shaka between 1818 and 1828, the
declamation of Shaka's own izibongo and those of his newly ‘“royal"
lineage played a central part in the maintenance of central political

power, As Gluckman puts it,

What tradition and history was common to all the Zulu had to be
told 1in the names of the Zulu Kings and it was largely their
common sentiment about the King and his predecessors which united
all Zulu as members of the nation.

(GTuckman, "The Kingdom of the Zulu of South Africa", 1940, p.30)

It is Gluckman, again, who defines the power, symbolic and real, which

the King wielded:

The social cohesion of the Zulu state therefore centred, in all
particulars, on the King. His rule was sanctioned by the force
behind him but he was supposed to use it to defend the national
interests...The unity of the system was derived from more than
force. As the symbol of national unity and health, the King was
magically treated in the first fruits ceremonies, that the nation
might prosper and conquer its enemies, home and foreign.

He stood as final judge, who was bound, by the advice of his
council and established custom, to defend Tegal rules which
helped control Zulu social and ecological relations. For Zulu
moral values stood the King, not only the symbol of social
cohesion, but also its artificer.

(Gluckman, "Analysis of a Social Situation in Modern Zululand®,
1940, p.154)

In the Zulu court, then, the image-making function of the royal
jzimbongi, the bards, must have been of great importance. Furthermore,
.the eulogies themselves, performed on an enormous variety of
occasions, must have lived in the consciousness of his subjects as the
very embodiment of the King himself. But even far from the centre of
Shaka's power at the royal court of Dukuza (present-day Stanger), the
mere recitation of the royal praises was, it seems, enough to conjure

his might and send packing the emissaries of his enemjes. The bard
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Msebenzi, narrator of the history and izibongo of the amaNgwane under
Matiwane and his successors relates how the Ngwane emissaries turned

back from visiting Mshweshwe, the Basotho leader, at Thaba-bosiu:

And whilst they were still cooking the meat [given by Mshweshwel
they filled their hemp pipes and praised their chief...the Ngwane
ambassadors...began to recite:

Our royal bird with the red wings

with the red beak and the red eyes...
Shaka's ambassadors heard this and said, "Ha! That is the
Ngwane 1lot. Fill the hemp pipe boy," and they said his
praises:

Shaka who Shaka's (unknown) himself*

The precipice of stones at Nkandla

To shelter the elephants when the rain threatens

The Feather-devour-all at Nkandla

which gobbled up all the amaPhela regiment of Zwide son

of Langa.

This counter-recitation on the part of Shaka's emissaries was

apparently a great blow; Msebenzi's narrative continues:

Matiwane's messengers returned to him and said, "We bring
you back no word about the matter you sent us on, but only
bad news. When we filled our hemp-pipe and praised you, we
heard Shaka's praises being recited on the other side of the
fence..."
(van Warmelo, History of Matiwane and the Amangwane Tribe,
1938, p.38)
* Cope translates this praise as "He who beats but is not beaten",
Izibongo, pp.88-9, 1.6.

Whether or not this episode took place quite as Msebenzi relates it we
do not know (3) but we can assume it is a faithful representation of
the way in which a ruler's izibongo expressed both the presence of the
man and his political might. Shaka's praises carried the most weight
because he was politically more powerful but the authority and
presence of each leader was expressed in the same way, through the

formalised and richly metaphoric Tanguage of izibongo.
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If izibongo were used to represent a leader - and his authority -
in far-flung parts, they were used far more so in a ruler's home
territory. Certainly the evidence of the\imbongﬁ Hoye, given to Stuart
in 1921, indicates how widely the royal praises were used at the royal
court in the time of Mpande. The extent of their use would undoubtedly
be patterned on habits instigated by Shaka, who would in turn have
expanded on the use of eulogy common to the Nguni "nations" (izizwe)
he welded together to form the Zulu state. Hoye's account shifts
between recalling what he must have been told by his father, the bard
Soxalase, and drawing on his own experience as bard to the young
Solomon and to his father Dinuzulu kaCetshwayo. The dignity and cere-
mony of the occasion of praising is stressed; it is clear that no one
may make the smallest casual sound without incurring censure. What is
also clear 1is the way the whole Zulu Tine 1is praised, giving the
iTlusion of grandeur and stability stretching back through
generations. What also emerges is that it was possible to énhance,
indeed create status for a member of the lineage (Mpande's younger
brother, Nzibe) who had previously had no special mention. Praising
was clearly an indispensable way of celebrating the status and the
right to rule not merely of the present ruler but of the whole Tine
(4), Lastly, what emerges from the following passage is the key role
of the bards in articulating and publicising the praises of the Kings
and their line. Hoye is obviously aware of the importance of his role
and refers to other bards such as Mnyamana and Hemulana:
When bongaing for the king takes ﬁ]ace, say after some work for
the King has been done - viz. cutting trees and branches, build-
ing cattle kraals or huts - and after the king has given cattle
to kill, the king comes into the assembly, with the princes and
the big, elderly izinduna [councillors] also seated. When the
imbongi is about to begin, all the company except the king and

princes and 1izinduna rise and remain standing each holding a
stick in his hand. The stick is held upwards. They stand on being
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ordered to do so by an induna, who may say, "Rise, and let the
king's food be praised!"

In Solomon's presence, now I, as imbongi, begin with him. On
finishing his eulogies, I go straight to those of Nzibe
kaSenzangakhona, for his praises are regarded as the proper
introduction to those of the other kings. Nzibe was a royal
warrior and a leader in battle... Mnkabayi, being a woman comes
right at the end. If I knew Nandi's eulogies, she would come in
at the end too. This was the procedure followed by Mnyamana and .
Hemulana kaMbangazeli kaSongunta...He was a great imbongi and
often took Mnyamana's place (5) when bongaing had to be done in
the assembly.

Not a word 1is uttered by any of the assembly when I am
bongaing. Were anyone to say a word or cough etc., he would be
turned out, perhaps beaten, and sent away, as well as rebuked.
Nor is any response of any kind, by whistling or otherwise, made
during the recitations of the eulogies. It may be done at the
end, however...

Hoye continues with details of the memorial aspects of praising and
the necessary interaction of poet and audience. He also shows how the
order of praising the royal ancestors varied according to the
occasion:

The sticks stand on the ground whilst held, or are held upwards,
When I have reached the end of all the eulogies, I will give the
salutation, "Bayede!"™ [Hail King!1. The whole company then raise
their sticks up in the air, whilst the izinduna and princes stand
up too, and all exclaim "Bayede!" together. Then, if I find it
necessary or proper, I call out, "Bayede!l" a second time, and
again all do likewise... Mpande gave instructions that when the
imbongi was beginning the praises of the Zulu kings he should
open with those of Nzibe, and then go on to those of the kings.
He did this because Nzibe was of his house. He raised his status
to that of a great chief. When a person had finished the praises
of Nzibe he would go on to praise Tshaka, Ndaba, Jama, Senzanga-
khona until they were finished. While bongaing was taking place,
people would be eating.

When one began with the praises of Senzangakhona, one would
do so when the impi [army] was being sent out to war. When the
impi was being prepared for war, when it was going out to attack,
one began with Senzangakhona, Jama, Ndaba, Punga and Mageba...one
would then go on to Nzibe; then would follow Tshaka, Dingana,
Mpande, Cetshwayo, Dinuzulu, and then one would go onto Mnkabayi.
(Webb and Wright, The James Stuart Archive Vol. 1, 1976, pp.168-9)

On Hoye's evidence, the royal praises were, it seems, extensively used
to keep before the nation the image of the kings and the powerful

notion of a single, unified identity. The necessity of maintaining, in




Gluckman's words, "a common sentiment about the king", 1is not to be
underestimated. As Shula Marks has pointed out, there were always

potentially disruptive forces at hand:

There were both centripetal and centrifugal forces in Nguni
political 1life. At the centre was the king - or in pre-Shakan
times - the chief. Through him his followers were given a sense
of identity and unity vis-a-vis the outside world. At the same
time the balance was delicate. O0lder kinship Toyalties remained
potent and could dominate political life if for some reason the
king were removed or had a weak personality.

(Marks, Reluctant Rebellion, 1970, p.33) (6)

The royal praises, then, were part of the rich symbolism of unity and
nationhood which the Zulu kings ekaoited. The royal praises
represented not only the king, but the nation. They were a vehicle for
expressing and reiterating deep feelings of loyalty and solidarity
towards the king and the nation. At the time when the bard Hoye gave
his testimony to Stuart (having been sent especially for this purpose
from Nongoma to Pietermaritzburg by Solomon) there was officially no
Zulu king, not even a "Paramount Chief", as Solomon was only
officially recognised as Chief of the uSuthu, and there was no Zulu
kingdom. Zululand had been annexed by Natal in 1888, Tlarge coastal
areas had since the early nineteen hundreds been given over to
European farms and all Zulu men had to pay tax. Hoye's evidence gives
no hint of these changes but presents, rather, a picture of untroubled
continuity. It is doubtless true that bards are, 1in one sense, very
unreliable sources of evidence because they have strong vested
interests. Yet there are other sources that suggest both the tenacity
with which the Zulus clung to the notion of kingship and the presence
of Zulu nationalism. The izibongo of the Zulu kings have remained

closely 1linked with both kingship and nationalism, as the following
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instances illustrate.

In 1925 the Prince of Wales visited South Africa. In the
Transkei, S.E.K.Mghayi, the Xhosa bard and author recited for the
Prince izibongo of welcome heavily laced with criticism and especially
composed for the occasion (Jordan, 1973:27). In Zululand, however,
when the Prince went to Eshowe to meet the young Solomon, the occasion
seems to have been used by the Zulu to express Toyalty not to the
Prince but to Solomon. Moreover the izibongo recited were (we are
told) those of the Zulu royal line and the imbongi appears to have
been Hoye. The young William Plomer noted the comparative Tack of

enthusiasm for the Prince in his account of the scene:

The chief event was a gathering of the Zulu clans for a war dance
en masse, a fine barbaric spectacle which at times got a 1little
out of hand...the assembled natives largely failed either to
perceive or to show interest in their sovereign's [i.e. George
V's] heir and their attention was diverted by the presence of a
descendant of their own former rulers.

(Plomer, Double Lives, 1943, p.151)

A second account of the historic meeting at Eshowe comes from Hoye's
son, the 1imbongi Mgezeni Ndlela. Its focus is not primarily on the
performance of the royal praises but on the friendly tussle for the
services of his father as bard. He had recently gone as imbongi to
Mathole, Chief of the Buthelezi, Solomon's brother-in-Taw and close
adviser, but Solomon asked to have him back. What is of interest is
the young King's confession of his need for the imbongi and his view
of the bard as chronicler qf the present and custodian of the past.
He sees Hoye as a representative of his forefathers and a protective

figure. Mgezeni described the exchange in the following words:

Mathole gave him a calf with a white patch and a front kilt




of twisted calf skin; he also gave him a bunch of vulture feath-
ers set in strips and he gave him a shield marked with black and
grey which I have inherited - this size [he gestures] and very
beautiful. It was given by Mathole for praising him; he praised
him and [then] went to the meeting between King Solomon and the
Prince. The year they shook hands at Eshowe, it was. Actually,
Solomon took him over again; for both those leaders there was no
other imbongi besides Father.

And Solomon said, "It is you, it is you Hoye. I am going
with you. I will die with you, you will be there when 1 die.
Because you were chosen by my father [Dinuzulul. If you stay at
home who is there for me to go with? [But] if you remain it would
be 1like my forefathers remaining, even if I am killed by the
Whites ~ they could ki1l me in any godforesaken place they Tiked,
and it wouldn't matter if you were there. Because my forefathers
are not with me, I shall take you".

And Zimbu (Mathole) replied, "I am going to have him".

They got on very well those two, there was no bad feeling
between them. So it was in order when Mathole said, "Ah, you of
the Lion, you have stolen a treasure of ours, and who will I have
to go with me?" (7)

The  Zulus' attachment +to their king in this period and  his
considerable influence, although (or, she suggests, because) he was
without any official power, 1is also noted by Marks (1978:178-188}.
Indeed, the period of the 1920s and 1930s saw the emergence, Marks
argues, of a new kind of Zulu nationalism; it was not the narrow
ethnic nationalism of the old Zulu kingdom but was instead highly
influenced by European notions of nationalism with their concomitant
ideals of democratic freedom (8). However, even in the context of this
changing form of Zulu nationalism, the dynamic of Zulu royalty as a
unifying and inspirational force remained; it tantalised various power
groups who sought, variously, to obliterate it, to neutralise it, or
to utilise its vitality (9). Gluckman, basing his observations on the
Zululand and Natal of the late 1930s, remarks on the growing strength
of Zutu nationalism after a period of weakness:'. He too comments on
the discrepancy at that time between the king's 1legal position and
his "present power" and considers the power  to be partly due to the

fact that he symbolises the great tradition of the Zulu kings (10). A
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further comment on the continued strength of the 1idea of kingship
among the Zulu comes from Sundkler (1961:102) who has demonstrated how
many of the Zulu independent churches have modelled themselves on the
Zulu kingship pattern. Perhaps the best known of such churches is the
Nazareth Church and the izibongo of their founder Isaiah Shembe are
indeed 1in many ways "royal" (see A 2 and Gunner, 1982). Sundkler's
account of an event that took place in the 1950s underlines the con-
tinuing significance of kingship to the Zulu and the Tink between this
and Zulu nationalism in a period when they had no vestige of real
political power. In 1954, on September 26th (the day on which in 1828
Shaka had been assassinated by his brothers Dingana and Mbopha) a
Shaka memorial service was held at Stanger, site of the old KwaDukuza
court of Shaka. Sundkler describes this gathering as "one of the great
occasions of Zulu nationalism in the fifties" (1965:278). The Zulu

weekly, Ilanga laseNatal, The Sun of Natal, (edited at that time by

the brothers H.I.E. and R.R.R.Dhlomo) reported the events of the
memorial service in great detail. The Saturday October 9th edition of
Ilanga carries a picture of the marble monument built on the spot said
by tradition to be his grave. It reports the great crowds of ordinary
people as well as dignitaries of the Zulu royal house and other chiefs
who gathered for the celebration. It mentions the singing of ceremon-
ial songs (amahubo) and the number of people who donned traditional
Zulu dress for the occasion ("bevunule ngemvunulo yesiZulu"). Editions
of the previous two weeks carried an essay in the English section by
H.I.E.Dhlomo (it was to be his Tast major article) on "Shaka: His
Character, Philosophy, Achievements" (Couzens, 1980:632). Also, the
Saturday September 25th edition, as if to acknowledge the central

place of the izibongo in this public, nationalistic commemoration of




King Shaka, devoted a double page to his izibongo. The well-known,
apostrophic praise names, set often in metaphors suggesting energy and
ferocity recall stirring events from Shaka's wars of coﬁquest which
created the Zulu state. The izibongo conclude with one of the best
known metaphoric praise names of Shaka and one which recalls his
Mpondo campaign of 1828; as part of this praise, the names of ven-
erable ancestors of the royal house are invoked, pointing to the
ancestral shades who guard Shaka even as he guards the present

generation (11):

Inyathi ejame ngomkhonto phezu koMzimvubu
Aze amaMpondo ayesaba ukuyehlela.
Ningamhlabi ngoba niyobe nihlaba uPhunga noMageba.

BAYETHE! BAYETHE! UYIZULU!

Buffalo that 1leans frowning on a spear above the Mzimvubu

Until the Pondos were afraid to come down.

Don't stab him because you would be stabbing Phunga and
Mageba.

HAIL O KING! HAIL O KING! HE IS ZULU!

In the edition of Ilanga of September 25th, 1954, these elevated
Shakan 1izibongo appear sandwiched between commercial advertisements
for such varied items as Brooklax, Vaseline, Aspro, bones, pieces of
material and furniture on hire purchase over twenty-four months. This
was not, however, their only appearance over this period of deep
fervour and emotion when the Zulu were publicly commemorating their
founder, Shaka, and celebrating their own continued existence albeit

in the oppressive conditions of White domination. The izibongo of
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Shaka and his forefathers and the kings after him were also performed
as a central part of the main ceremony. The imbongi on this occasion
was Princess Magogo, daughter of Dinuzulu and full sister of Solomon.
According to her son, Chief Gatsha Buthelezi (12), her performance was
extremely well received and one of the royal princes sent her a cow as
a token of his appreciation.

By the time the royal praises, that is the izibongo of
Senzangakhona, Shaka, Dingana, Mpande, Cetshwayo, Dinuzulu, Solomon
and Bhekuzulu are performed on a grand public occasion such as the one
in 1954, it should be clear that their position vis-a-vis the wielding
of political power has changed. They no Tonger provide a focal point
for Tlegitimising status, authoriiy and royal glory in a centralised
state because such a state no Tonger exists. Rather, through the power
of their elevated, familiar, praise names and narrative passages which
present the Zulu past in heroic terms, they provide a focus for Zulu
pride and nationalism under bleak political conditions.

The central importance of the myth and the memory of Shaka to the
Zulu was again made clear when one of the first decisions of the
KwaZulu Government was the institution of Shaka's Day, September 26th
as a public holiday in KwaZulu. One of the key features of Shaka's Day
is the performance of royal izibongo in six centres 1in KwaZulu.
Shaka's izibongo are berformed together with other royal eulogies. In
the S.A.B.C. recording of the present royal bard performing in
September 1975 at Nongoma, Diamini praised (in this order) Cetshwayo,
Shaka, Bhekuzulu and Zwelithini. Nor is the performance of the royal
praises confined to centres in KwazZulu (13). 1In 1974, on Shaka's Day,
King Goodwill Zwelithini shared a platform at Orlando Stadium, Soweto,

with Chief Gatsha Buthelezi. There were both speeches and praising. In
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his speech Chief Buthelezi appealed to the large crowd for a unity
embracing not merely a single ethnic group but all "oppressed Black

people":

Africans had to unite to survive the "onslaughts of racist
White domination", Chief Gatsha Buthelezi, the head of the
KwaZulu Government told thousands of Africans in Soweto
yesterday...Standing on the same platform in the Orlando
Stadium as the King of the Zulus, Paramount Chief Goodwill
Zwelithini, Chief Buthelezi said African history was so
inter-related that they were one people...Honouring King
Shaka did not imply that Zulus were abandoning the cause of
Black unity.

He pointed out that Black people were not discriminated
against as Zulus, Xhosas, Shangaans and so forth, but as
Africans.

(Rand Daily Mail, 30th September, 1974)

In reporting the speech with its clear appeal to a broadly based Black
nationalism, the Jjournalist covering the event does not mention
another feature of the meeting: the presence and performance of two
bards, one the royal bard, the other that of Chief Buthelezi. Both
izimbongi performed and were, according to Chief Buthelezi (14), well
received. Mgezeni Ndlela, the Chief's imbongi was given such applause
that he gave a repeat performance, declaiming for a second time the
izibongo of the Buthelezi Tlineage.

The performance of the royal izibongo and those of the Buthelezi
lineage on an occasion with such an emphasis on both Zulu and supra-
Zulu nationalism to a multi-lingual Black audience (see A 7 1.10)
demonstrates again how political an art form izibongo can be. In such
a situation the Zulu King Shaka is presented as a symbol not only of
Zulu power and achievement but also of African greatness. The heroic
Black past is presented through both the poetry and the declamatory
skill of the bard as something inspiring, uplifting and, for the

duration of the praising, tangible and close. Moreover the continuity
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in style between Shaka's (and the other kings') praises and those of
the young King gives tangible reality to the claim that he is Shaka's
descendant. Through the various royal izibongo therefore, the glory of
Shaka, Shaka's line and "“the Black Nation" is indeed present among the
people.

With such instances as the above to hand, it would be a mistake
to regard the use of izibongo in contemporary politics as somehow
anachronistic. Nor can the use of royal izibongo and the izibongo of
leaders such as Chief Buthelezi be seen as resulting solely from the
ideological emphasis given by successive South African governments to
separate development and ethnicity. Praising has continued through a
range of political conditions experienced by the Zulu. In one sense,
the royal izibongo in particular, but also those of chiefly houses of
particularly influential figures such as Chief Buthelezi, create an
illusion of heroism, grandeur and achievement which clouds and dis-
tracts from present realities. In another sense the praises - both
royal and chiefly - are powerful inspirations for the present; they
provide a much needed sense of continuity and present an image of
achievement and strength with which people can identify. Also con-
temporary izibongo of Tleaders (for example, A1l - A 7) may exploit the
affective power of established praise names and offer (in some cases)
pungent comment on contemporary affairs. Indeed contemporary leaders'
izibongo differ somewhat from the older royal idzibongo in that
criticism 1is very rarely directed at the leader, only outwards, at
forces which are considered to be against him (see Chapter 7). In
general, the ability of Zulu izibongo to be both of the past and in
the present intensifies their political role, reflecting past achieve-

ments and present aspirations. The role of izibongo may have shifted




but they are still relevant; whereas the royal praises could in the
heyday of Zulu power be seen as a meéns by which a monarch through his
bards reinforced his (and the nation's) identity before his people,
they operate in the present circumstances more as a means of maintain-
ing and continually recreating a national identity in the face of
strong external pressures viewed in the main as hostile to Zulu - and

to Black - aspirations.

2.2, The Religious Significance of Izibongo

Praising 1is in many ways closely associated with the ancestors,
or the "shades" as Berglund (1976) calls them, and in many performance
contexts there is an intricate association of praise and prayer. While
izibongo are in one sense regarded as memorials, in another way the
very act of calling out the praises of an ancestor 1is considered
tantamount to «calling on him, speaking to him; it is therefore a
solemn and sacred action not to be undertaken Tightly.

As A. Vilakazi (1965) and Berglund (1976) have pointed out, Zulu
belief does not cut the dead off from the Tiving. The Zulu shades are,
(like the ancestors in other African societies) "the 1iving dead"
(Mbiti, 1969:25ff). Berglund elaborates on this in a specifically Zulu

context:

Zulu society 1is a community of the survivors and the shades.
There is no existence of the survivors separated from that of the
shades, nor a realm of the shades separate from the living. The
two are closely and very intimately tied together 1in kinship
bonds which make the individuals and shades of a Tlineage
interdependent on each other,

(Berglund, Zulu Thought-patterns and Symbolism, 1976, p.197)

In the days of the Zulu Kingdom, the king was both secular and
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religious head and the occasions when the izibongo of the royal
ancestors were recited were in some cases addresses of a religious
nature. As Gluckman points out, the royal ancestors were supposed to
care for the whole of Zululand and in the interests of the nation the
king had to appeal to them in drought, war and at the planting and
first fruits seasons (1940a:30). In other words, they were addressed,
in  the main through their praises, at times of insecurity, 1loss and
change (Cope, 1968:33). Such occasions as the recitation of the royal
izibongo 1in front of the regiments before war, at the annual first
fruits ceremony and at the burial of a king (Samuelson, 1929:291) must
be seen therefore as a form of prayer to the royal shades, invoking
their support and blessings on their descendants and on the nation as
a whole. Although in the days of the Zulu Kingdom it was .the royal
izibongo which had in effect to guard and care for the nation, at the
level of the individual it was the shades of the 1lineage segment
(umndeni) who were turned to for guidance. Here too, izibongo played a
central role. Praising the Tineage ancestors (ukubonga/ukuthetha
amadlozi) was an integral part of any solemn, ritual occasion when the
ancestors were addressed (Stuart, 1925:100-101).

Although the numerous ceremonies (such as the umkhosi, the first
fruits ceremony) have to a large extent fallen away, it is probably
true to say that many Zulu, both non-Christian and Christian regard
the spirits of the kings, and particularly Shaka, as in some way
guarding and guiding the nation. The extract below from a poem in the
Zulu paper Ilanga of Saturday February 13th 1954 expresses very ex-
plicitly the idea of Shaka as a powerful guardian spirit, founding
ancestor of the Zulu nation. In a direct address to Shaka it reprod-
uces the kind of formal, dignified Tanguage used in reporting to and

seeking the help of the ancestors. It also echoes Christian Titurgical
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language. (From the poem "Kwa-Dukuza Ngo-1828-1953", Ilanga laseNatal,

13.2.1954, by M.N.S.Khonza, (the English translation is mine)):

14

20

14

20

Namhla siyakudumisa, namhla siyakukhonza

Thongo lendlu eMnyama,

Sicela ubhekise ubuso bakho kithina
Zintandane zeAfrika

Lokhu kungumhlabelo wethu

Lokhu kungumthandazo wethu

Lokhu kungukukhala kwethu

Lokhu kuyizifisa kwethu

Shwele mbumbi weSizwe
Sesibuzwile ubunzima

Sibheke sizwele, sihawukele.

Today we honour you, today we hail you,

Spirit of the Black house,

We beg that you give your blessings to us,
The Orphans of Africa

This is our sacrifice

This is our prayer

This is our cry

This is our Tonging

Pardon mouider of the Nation

We have experienced hardship




Watch over us, hear us, have pity on us.

The way in which izibongo (of the deceased) sometimes operate as
both prayer and praise was evident on a number of occasions during
fieldwork. Mgezeni Ndlela, imbongi of Chief Gatsha Buthelezi, remarked
that the monthly meeting of Buthelezi tribal councillors (izinduna)
was always opened by a recital of Buthelezi Tineage izibongo that was
for those present, a form of prayer as well as eulogy. At the
Mahlabathini celebration held to honour Chief Buthelezi for having
received an honorary doctorate from the University of Zululand (see
Chapter 4), the programme opened with the imbongi (Mgezeni) leading
dignitaries 1in and praising the Buthelezi Tineage from the platform
(see Plate 1). This was followed by a prayer from Canon Biyela of the
Church of the Province. The opening izibongo in this instance as well
appear to have been more than memorials and eulogy for the Buthelezi
ruling house and the present Chief. Mgezeni prefaced each Tlineage

izibongo with the vocative "You" (Wena). For example:

Wena kaSakha-muzi ngamkhonto
kaMlambo kaNyathi. (Nggengelele Buthelezi, A 8)
You Builder of (your) homestead with a spear
of The River, of The Buffalo.
And:
Wena kaMathuph' amnyama ngokuzosela. (Mkhandumba Buthelezi, A 12)

You of the Black Thumbs from roasting for yourself.

Mgezeni was thus using the same form of direct address that would be

used when the izibongo were recited at a sacrifice to the shades or
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as part of the ritual address to the shades at a wedding ceremony.
They were, therefore, on this occasion both a form of heraldic
celebration of the lineage and a form of prayer.

On another occasion, the extent to which izibongo are regarded as
a wmeans of communication with the ancestors was demonstrated by the
imbongi, Khonjwangekhanda Mdletshe of Hlabisa. I visited him at his
home on the summit of iNhTwathi mountain and before he recited the
izibongo of the Mdletshe chiefly lineage he insisted on addressing the
ancestors (he used the verb "thandazela", *pray to") 1in order to
explain to them what he was about to do. He strode to and fro as he
spoke, and gave the impression that, for him, the Mdletshe ancestors
were in some way present. He constantly used the second person plural
pronoun "Nina" or "Nani" ("And you") and more than once in the course
of praising reciting izibongo he broke off to address the shades. At
one point he called out, "And so it is, you spirits of the departed
here at home" ("Kunjalo-ke nani amakhosana laph' ekhaya")). And later,
as if uncertain whether or not the ancestors were really in approval
of his reciting the praises for me to record (the strong wind at the

time added, he told me, to his uncertainty), he continued:

So it is, spirits, you hear me, I am calling you. I have called
you [by reciting your izibongol in that perhaps they [the White
peoplel will help us on another occasion, perhaps they will
forsake us, I don't know, because they are people who write and
perhaps we too will grow through our history becoming known
throughout the land...(15)

Khonjwangekhanda mentioned that he had praised the previous day at the
courthouse, before the young chief (Thandinkosi Mdletshe) heard the
cases for the session. On such an occasion the emphasis would no doubt

have been more on the heraldic aspect of praising and on the "dignity"
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("isizotha") which his praising conferred on the Chief and his
lineage. At the imbongi's home, however, it was the presence of the
shades themselves which was foremost in his mind and the act of
praising was a markedly solemn and religious occasion.

There are some public occasions where praising both enhances the
prestige of the lineage (if it is done well) and has also a specific
religious function. At weddings which are conducted according to Zulu
custom (the latter was often referred to as "isiZulu"), and known in
Ngoye as "izindwendwe", the izibongo of both the bride's and the
bridegroom's Tlineages ought to be performed. On one level this is a
part of the good showing, the honour of both lineages in the marriage,
but it s also considered necessary for the harmony of the marriage
and for procreation. It is believed that only if the ancestors bDbless
the marriage will it be fruitful, and therefore the lineage ancestors
must be addressed and praised. The imbongi Masoswidi Mkhwanazi
stressed the importance of the bride's ancestors being informed, first

of all at her own home of the impending marriage:

It is they who will look after our child for us, because whatever
happens [to her] those who are below are aware of it. Therefore
when a child is about to leave home, the shades are told about
it, first of all in her own home, in the cattle kraal. (16)

Part of the "informing" of the ancestors involves the recitation ofthe
izibongo of lineage ancestors, and the officiator and reciter of the
praises is either an invited imbongi or a senior member of the lineage
who acts as imbongi for the occasion. Having informed the ancestors at
the family homestead, it is also important to "bring together" the
shades of both lineages ("ukuhlanganisa amadlozi"), to praise the

ancestors and to ask for offspring at the public wedding ceremony
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itself. Here the setting for the address to the shades is a very
public one and the bard (or Tless frequently the two bards) pace around
the arena and praise and address the ancestors. As part of this
address to the shades of the bride's lineage, a prayer for offspring
is always included. The words are fairly fixed and are set in the
following dignified form: "Sicel' ibomvu umntwana wethu ukuthi ma
belale bebabili bavuke sebebathathu". / "We beg for the "red", that
our child may have offspring, that they may sleep and be two and arise
and be three",

In practice, at several weddings I attended, the izibongo of the
bridegroom's 1lineage were not performed (for reasons of time) but
those of the bride's Tlineage always were and it s obviously
considered of prime importance that the ancestors of the bride are
informed and so give their blessing to the union, and to the "loss" of
one of their line.

In praising in the arena, the Tink between the ancestors most
distant in time and the present generation is overtly made through the
order 1in which izibongo are usually recited. As Masoswidi Mkhwanazi
expressed it:

When I know that I am going to praise [in the arenal I think and
think about the praises. I will begin with the grandfathers and
go on to the fathers; I praise and praise the fathers and then I
praise my own brothers and then I come to the father of the bride
and I end with him. (17)

The praising on such an occasion 1is an important means of
communication with the ancestors and in some cases the ancestors
praised are four or more generations distant from the present. In
general, the greater the status of the lineage the deeper the lineage

tends to be. Vilakazi notes that many Christians too feel the




necessity for a marriage to be made secure through the involvement of
the ancestors as well as the living members of the Tineage. He Tlays
stress on the need felt for reciting the bridegroom's ancestors'

izibongo:

In a Christian Zulu marriage, men, in particular, wish to insist
on their patrikin being drawn into the marriage contract...the
securities both social and spiritual which the kinship structure
provides, are very highly valued...a man still wishes to get as
much help as possible from his kinsmen by way of loboTlo [cattle
or cash for the bridewealthl, and even if Christian, he may still
wish to be reported to the ancestral spirits, to have the family
or lineage izibongo recited at the wedding feast...

(A.Vilakazi, Zulu Transformations, 1965, p.61)

It is in the homestead and in affairs affecting the umndeni (lineage
segment, see Preston-Whyte and Sibisi, 1975:293) that are not public
that the relation between izibongo, the ancestors and the living is
most evident. Here it is non-Christians who address the ancestors,
although Zionist Churches such as Isaiah Shembe's Nazarites proclaim
the possibility of reconciling belief in the ancestors with belief in
a Christian God. The imbongi Khonjwangekhanda Mdletshe, a devout
Nazarite explained their position as follows: "(Shembe said), 'Pray
all of you to your own kin, praise your own Kin...pray to the Almighty
after that but begin with your own kin'*., / "(UShembe wathi},
'Thandazani nabakini nibabonga nabakini...ebesenithandaza-ke
kuNkulunkulu, nigale kodwa nabakini'". Certainly those who follow Zulu
religious belief regard it as important that the shades of the lineage
segnent are reported to, appeased and appealed to. A state of harmony
must exist between the living and "those who are below" ("abaphansi").
After an individual's death the izibongo remain (18), to be used on

private ritual occasions ( and also on more public occasions such as
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weddings and on other public occasions if his lineage is important).
If this is remembered the oft-quoted statement in Dingana's izibongo
take on an added resonance:

Kuyofa abantu kusale izibongo

Yizona ezosala zibalilela emanxiweni.

People will die and their praises remain

It is these that will be left to mourn for them in their deserted

homes.

(Cope, Izibongo, p.67)
A man's praises "remain" because they are often used and they '"mourn"
for him 1in the deserted homesteads because they are not only his
memorials but also a means of communicating with him, There is,
amongst those who follow Zulu religion, the belief that the izibongo
of Tineage shades are to be revered and are never to be taken Tightly
and bandied about; they are, 1in a sense, sacred. The imbongi Azariah
Mthiyane, for instance, was willing to recite and check with me the
izibongo of the founder of the Nazareth Church, Isaiah Shembe (see A
2). He also recited the izibongo of the Mbonambi and Mthiyane chiefs
but when I asked him to recite the izibongo of his own lineage he was
(like Khonjwangekhanda) very conscious of the presence of the ances-
tors and was most reluctant. This was because, "The shades would prick
up their ears and wonder what was wanted of them."/ "Azobek' i'ndlebe
athi abizwa ngani amadlozi." A further instance of the way in which
the 1izibongo of a deceased person are reverentially identified with
his shade came when I played back to the Dindi family (19) a recording
containing izibongo of a Dindi ancestor and other deceased members of
nearby families. The recording was received with dismay and conster-
nation. It was felt very strongly that it was disrespectful both to

the deceased and to their survivors for their izibongo to be heard in
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their home districts for no proper reason and without any family
consultation,

Berglund (1976:358 and see Samuelson, 1929:290) mentions that
"very poetic and extremely beautiful Zulu is often heard at the
invocation of the shades" and he reférs also (1976:347) to the calling
out of the 1izibongo of the shades before the sacrificial beast is
stabbed. The number of izibongo recited, together with the invocation
varies according to the status of the family, the proficiency of the
imbongi and other variable factors such as why the shades are being
called upon. Whereas chiefly lineages (and some others) will be able
to call on the services of their bard, others will use a member of the
Tineage who serves as imbongi and he may or may not be very competent.
The address to the shades usually takes takes place in the cattle
kraal although it may also be indoors or in the yard and the ritual
beast 1is killed as the speaker concludes his address (20). For the
lineage of ordinary people it is usually the izibongo of one or more
paternal grandfather and his /their sons which are recited; in special
cases, for 1instance that of the formidable and widely known diviner,
MaShezi, women's izibongo are included and the "mothers" of the Tline
are often included generally in the invocation even if their praises
are not recited. The following account of a ritual sacrifice and
address which had taken place the day before my visit illustrates how
the izibongo form an integral part of the ceremony even if, as here,
only the idzibongo of one ancestor is recited. The members of the
umndeni who were present consisted of the grandfather, his sons and
his grandsons. The ceremony was conducted by the grandfather, who
acted as imbongi as well; it was at the homestead of his son who owned

the vritual beast and who had taken Teave from his place of work at
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Hammarsdale 1in Natal some 200 kilometres away. Mr Dube senior re-
counted what he had said on the previous day and the dependence of the
lineage on the shades and the reverence for them is clear from his

words:

They [the shades] are given the beast by my son. Then I said,
"Father, Nzwakele,* here is your grandson, he is giving you your
food and asking for good fortune from you. Until now he has been
fortunate and so have we too who are at home.
Father, Squirrel how do you do that?
Tail of the white hyena,
Penis which works and rests,

I say Father, gather together all your kin, let them approach and
be c¢lose at hand. Here is your food given by your son, your
grandson. May you not say, tomorrow, that you were given nothing,
that there is nothing. He begs, as he returns to his work, he
pleads for good fortune. Gather together all your kin, Mbokod'
ebomvu**, [the izibongo are repeatedl]. I say that it is you alone
Father whom I know. I do not know any of your brothers. It is you
who must tell them; all of them must gather together and eat this
food. Here is your gift, and our mothers and our grandmothers,
and your mothers and all the children of our kin. You must gather
them all together Father, it is you who know them." (The ritual
beast stands while this is said.) When the beast bellows, it is
killed. And then I say again, "Here is your beast, Fathers. The
beast that 1is for you all; may you be here, and all of you
present. Let there be no-one who says he did not hear". And as it
bellows it is brought to the ground.

* "Nzwakele" is a clan praise name (isithakazelo) for the Dube clan.
*% "Imbokodwebomvu" was the name of a regiment of Dinuzulu, members of

whom were born c.1865 (Krige, 1950:407). The speaker here addresses
his grandfather by the name of his regiment.

While instances such as the above make clear the religious aspect of
izibongo, it is this religious, non-Christian dimension of praising
which deeply divides Christians and non-Christians. As was clear in
the case of Khonjwangekhanda's earlier comment, some Zionist <church
members try to reconcile praising and prayer to the ancestors and
orthodox Christian doctrine; the ancestors become intermediaries not
ultimate arbiters. Also some Christians try to reconcile the two

seemingly quite diametrically opposed beliefs in more personal ways.




Eleanor Preston-Whyte was told by a woman who was a Catholic, "I speak
to the ancestors silently, in my head" (21). Possibly the use and
associations of izibongo will in the future become increasingly sec-
ularised and this will affect the performance context and possibly
other aspects of the genre. In 1975-6 though, there was evidence that
many held to their belief in the power of the ancestors and in
izibongo as a means of communication with them. Nor was the division
between Christians and those who held to traditional Zulu religion
always along clear-cut lines. Obed Mnguni (see A 108), a member of the
Nazareth Church, had taught at Bhekuzulu College for Chiefs' sons at
Nongoma and was a store owner in Ngoye; Israel Zulu, a driver for
Greens Store, Ngoye, included the izibongo of King Mpande in his
addresses to the ancestors because he was descended from the iSiggoza
section of the royal Tineage. In general, though, education tends to
undermine traditional religious beliefs. As A. Vilakazi has pointed
out, education and Christianity have often been presented to the Zulus
as indissolubly connected and in the early days of missionary
teaching, "The religion in which the child was nurtured, ancestor
worship, was not only discredited but ridiculed, and the child was
told that the only faith was that of the Christian missionaries"
(1965:129). The following extract (in my translation) from the pages
of a primary school Zulu reader given to me in Hlabisa illustrate that
the debate over traditional religion as opposed to Christianity is
sometimes still introduced at a very early stage. "Lesson 35" of the
text includes a discussion between two children where the topic of
religious belief is raised: [A T1ittle girl has gone to school for the

first time.]

An argument broke out among the children. One said, "Let us turn
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to the ancestors for our prayers. Another said, "No; let us turn
to the Lord. He can help us in body and soul."
The first one said: "No. The Lord is far away, he has no power to
hear us. The ancestors are not far away, they are here in the
world. They can hear us well."

The second said, "Even though the Lord is far away, in
heaven, he is in the world as well." (22)

The vreligious aspect of praising and of izibongo may well in the
future decrease in significance. The heraldic and political aspects
may increase in importance together with, possibly, a greater emphasis
on dizibongo as entertainment. At present, though, it would be a
mistake to wunderestimate the religious dimension of praising and

praises and its influence in shaping the genre as it exists now.

2.3. The Significance of Izibongo for the Individual

The eulogies of the Zulu kings may still serve as symbols of a
national even supra~national identity based on the notion of a shared
past and a common destiny. The izibongo of past and present members of
chiefly houses may also on a more modest scale still serve as focal
points for the affirmation of group identity (A.Vilakazi, 1965:84).
The dzibongo of individuals who have no special claim to status or
authority have their own significance and this too 1is vitally
connected with identity, but identity at a personal and communal
level.,

For those who have no bards to sing their praises 1in their
lifetime the business of composition and of performance is carried on
by the bearers of izibongo themselves, by their family and their
éompanions, in particular their peer group and this is true for wdmen
as well as men. As I have pointed out (2.2.), after a man's death his

izibongo may be part of the solemn ritual of addressing the shades.
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Yet 1in his 1ife they are the vehicle by which he himself records his
own experience and states his own poetic identity. Others too, comment
upen him in terms that may be either complimentary, neutral or
distinctly unflattering. An  ordinary individual's praises are
therefore both autobiographic and biographic. He composes praises for
himself but is helpless to prevent others from doing the same for him
and commenting upon features that catch their attention and excite
their admiration, amusement or distaste.

Praises therefore record and identify; they provide a means of
recognition of a person's unique individuality, an individuality which
is 1in a sense celebrated whenever a person announces his own praises,
when praises are called out as greetings or when a man dances or
performs "ukugiya" (23) and is praised by others as he does so. Like
Yoruba or%ki (Gbadamosi and Beier, 1959:12) Zulu izibongo are
accumulated in the course of a man's Tife. In the militaristic era of
the Zulu kingdom izibongo were closely connected with an individual's
achievement 1in battle, and with honour won through bravery (see
Chapter 7). H.I.E.Dhlomo (thinking here only of men's izibongo) has
described the 1links between action, honour and izibongo in that
period. He emphasises too, the immense psychological and emotional
value 1izibongo had for the individual, the bearer of the praises.
Moreover he places the praises primarily in the context of the martial
"giya" dance:

The praise poems were used as an urge to courage and endurance.
No one wanted to fall short of his 'praises'...You could dance to
the amount and the quality of your praise poems only - and no
more. The more you achieved in battle or in the tribal councils,
the more and better 'praises' you received. They meant support to
you by the others -~ their evidence and report...They were used to
delight and excite, to appeal to and appease, to honour and
humour a person.

(H.I.E.Dhlomo, "Zulu Folk Poetry", Native Teachers' Journal,
1948, p.48)




James Stuart in his earlier Zulu school text, uKulumetule (1925), also
describes the way in which praises were both an incentive to courage
and a statement of support for the individual: "To praise (a man) 1is
to help (him) across the fords (i.e.to help him in difficult
situations)."/"Ukubonga ukuweza ngamazibuko" (1925:95) Further in the
chapter he remarks: "To praise is to support, to make crossing
possible; also it strengthens a man's resolve; it quickens him, it
gives him heart, it makes him bold."/"Ukubonga-ke lokhu ukusekela,
ukuwelekela; futhi kugqungis' wumuntu disibindi; kuyamvusa, kumnik'
inhliziyo; kumkhaliphise." (1925:100) Stuart thus stresses the links
between 1izibongo and bravery; again, in the same chapter in uKulum-
etule, he vreports that only the brave could "giya" on their return
from battle. Yet evidence from the izibongo of the nineteenth century
(and from Stuart's own notes (24)) suggests that even in the martial
ethos of the Zulu kingdom men's izibongo contained a wide range of
comments on appearance, behaviour and personality. For instance, the
praises of Zombode Buthelezi, son of Mnyamana, contain the following
enigmatic 1ines which hint at marital troubles:
INkuhlu 'mabilwana Throttler (7)

Soke sikushaya isithembu. Your many wives will strike you one day.

Also, some lines in the praises of this period which are discreetly
dismissed by the bard on enquiry as "vulgar" ("“inhlamba") are clearly
to do with sexual matters and not warfare. Others contain comments on
physical appearance, personal idiosyncrasies and cryptic social comm-
entary. In other words, izibongo even in those martial times defined
an individual in terms of many aspects of his life, and in this way
sought to capture his unique individuality. The way in which praises

still record one's deeds, express the individual's own experience, and
» EXp
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cover both pleasant and unpleasant matters, was stressed to me by
informants during fieldwork. What was also striking was the pride
people displayed in being "known" by their praises. It seemed that
being known in this way provided a sort of recognition and support
that was important to an individual's sense of well-being and his
self-image. A newcomer to Ngoye, from Hammarsdale, implied this in his
emphasis that his praises were known there (even if they were not yet
widely known in Ngoye). To my question of who had composed his praises
he replied: "Father composed them when I was in Hammarsdale. They are
known there, the Chief knows them, and many people besides know them."
/ "Wazigamb' uBaba ngangiseHammarsdale. Ziyaziwa khona, uMnumzane
uyazazi, futhi abaningi bayazazi" (25). Indeed, so strong is the
association of a man's izibongo with his personality and identity,
that their use is not confined to the primary performing situation of
dance, song and praises which makes up "ukugiya". When men meet to
talk and drink they may refer to each other by their izibongo and a
newcomer may tell his companions "who" he is - and thereby give them
an inkling of his past life and his personality - by saying his 1izi-
bongo for their benefit. The pleasure an individual may experience at
being greeted with his izibongo may even result 1in his presenting
those who greet him with a small gift. MaCele, a member of the Dindi
umndeni  ((19) and see A 142) recalled that whenever X who worked on
the railway in Durban, returned home to Ngoye, he would, if he was
praised as he entered a hut, present his friends with small amounts of
money to show his appreciation. His izibongo usually began with the
precisely observed but unflattering praise,
UMabathabatha , i'nyawo zenkawu!

Clumsy-waddler, feet of a duck!
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and his pleasure clearly came not from the complimentary nature of his
jzibongo but from the way in which they marked him out and demon-
strated both recognition and a kind of communal support.

Women's dizibongo are never performed at large public gatherings
in the flamboyant and martial atmosphere of "ukugiya" as are men's,
but rather in smaller social gatherings at a homestead, 1indoors after
the main dances on a large occasion such as a wedding and also Ssome-
times in the fields during harvesting. Although usua]]y only women are
present on the social occasions when individual performers dance and
have their izibongo called out (see Gunner, 1979) women too are often
known by at least a part of their izibongo to a fairly wide circle of
friends and acquaintances of both sexes. For women too, praises are
regarded as an important statement of 1deﬁtity. In addition, their use
by others implies recognition and support and is in a way a statement
of community solidarity.

There is another aspect of izibongo which is important for the
individual and for social relations. By including in one's own praises
(or even 1in praises for another person) comments about other
individuals or about aspects of society which one finds hurtful or
hard to accept, one is "turning experiences which are painful, shame-
ful or otherwise undesirable into a subject of art which enhances
one's inner pride and recognition by society" (Deng, 1973:79). To
articu]éte such strong emotions in izibongo is not only to publicise
them but also to formalise them and therefore in a way control the
anger, pain and so on that one may feel. In some situations this is
also a method of trying to remove the cause of the pain (26) In this
way the izibongo of ordinary people exert a form of social control not
on a large political scale but on inter-personal relations. Moreover,

as Deng points out in connection with Dinka songs, the unpleasant
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aspects of modern 1ife can be mentioned in praises. Deng's description

is in many ways applicable to izibongo:

Once a person has been exposed more intensely to foreign Tlife,
the 1impact on him becomes explicit in songs. Prisoners who have
been sent to town and experienced modern instruments of power,
men who have migrated to town for labour, or others in similar
circumstances find it not only natural but also desirable to
reflect their new circumstances in song.

(Deng, The Dinka and their Songs, 1973, p.81)

The condensed, cryptic style of izibongo usually prevents extensive
comment but individuals do express dissatisfaction with such matters
as wages, conditions of work and bad employers in their dizibongo.
Lines such as the following, from the izibongo of a young Ngoye man,
comment 1in a brief but forceful way on poor pay and perhaps on a
particular bad employer, or on white people's attitudes in a more

general sense:

Uyababa umlungu, iyababa imbabazane.
Imali iyavusa esithupeni, ehovisi ayikho. (A 107)
Bitter is the white man, bitter the stinging nettle,

The money drips out in the furrow, in the office there's none.

For the ordinary individual, therefore, cne's own praises are in
one's 1lifetime a form of self-expression and self-identification. At
the same time, because of the convention that others too may compose
and say praises for you, the individual must accept the image of
himself or herself provided by others. Indeed, as we have seen, being
"known" by one's izibongo is of great psychological importance to the
individual. Criticism and praise are subsumed within the wider process

of identification. The latter point is true for the man of status as
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well as for ordinary people. Although criticism of leaders may not now
be very common, the convention that anyone may call out your praises
and coin praises is still recognised and provides a possibie means for
registering criticism or disapproval of a leader.

It needs to be remembered that izibongo, which serve as a means
of eulogy and identification in 1ife become after death an
individual's memorials (at Teast in the case of men). What Innes has

said of Mandinka praise names is relevant to Zulu izibongo:

A praise name may be said in very general terms both to praise
and identify. This Tatter function is important; his praise name
uniquely identifies a man 1in terms of his descent and his
personal achievements, thus setting him off from all other men.
Not only does his praise name uniquely identify a man during his
Tifetime, it also helps to perpetuate his memory after he is
dead. Without a praise name a man would very quickly become one
of the great mass of undifferentiated dead, but his praise name
keeps alive memory of him as an individual.

(Innes, Kaabu and Fuladu, 1976, pp.22-3)

In the case of Zulu izibongo, as I have shown (2.2.), the praises are
more than memorials. They become, after death, a means of singling out
an ancestral shade for reverent address. Praises which during a man's
1ife could be received with respect but also with hilarity and which
may have commented on the man in cutting terms are after death
absorbed into a wider religious and celebratory framework. This
accounts for the intense seriousness with which, during performances
of 1izibongo of the ancestral shades, every part of the izibongo s

pronounced and received:

"Ebesengimbonga omunye-ke ubaba,
UMkhovu ubashile, umkhovu onesilevu.

UMcumbazi wenkehli,"
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"And then I praised another father,
Midget of a goblin, goblin with a beard.
Prodder of the young girl."
(A 69 Adelina Dube, imbongi at the Ntshidi wedding of Chief Lindelihle

Mzimela and Mamphibiso Dube).

2.4. The Aesthetic Significance of Izibongo

The continued hold of the royal izibongo in particular on people's
emotions is partly due to the power of the elevated tanguage of
eu109y, its use of metaphoric, often allusive praise names, 1its
recognisable formal characteristics and the dramatic style of delivery
favoured by the best known bards. Not only are the royal praises
powerful 1in their hold on people's emotions, they are obviously a
source of aesthetic pleasure and enjoyment. Praising by accomplished
bards 1is therefore a form of entertainment. This accounts for the
remark about the present royal bard which I heard more than once
during fieldwork, "You should have heard Dlamini praise at ....!" Such
a remark clearly relates not primarily to the functional aspect of the
performance but enjoyment of, and even awe at, his performance.

It may be tempting to those who view Titerature as closely tied
to social forms to see the use of royal and chiefly praises at the
present time as nothing but evidence of the last gasp of an inert and
outdated tradition. To do so would be to underestimate the expressive
power of the genre itself which is to a certain extent independent of
social change. Part of this independence comes from the continued
appeal of the established and known praise names in the royal
izibongo. The widely-known praise names and the elevated and, in some
cases, Tformulaic poetic utterances contain an inbuilt resistance to

easy change. Moreover, as I have suggested in the first section of
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this chapter, the royal praises can serve different purposes in
different eras. Two accounts of the use of Cetshwayo's izibongo show
the way in which they could rouse men to immediate action. A Tine of
Cetshwayo's praises, called out as the ranks were wavering is reported
to have turned imminent defeat for the Zulus into victory at
Sandlwana in 1879. Lugg, whose two elderly informants had fought at

Sandlwana, has this to say:

...the commander of the Khandampemvu vregiment, Mkhosana
Ntshangase, detecting what was happening rallied his men by
shouting and quoting a phrase from the King's praises, *Uhlamvana
bhula mlilo kashongo njalo". "The Tittle branch that extinguished
the flames (at Ndondakusuka) did not order you to do this". And
with that all rose, advanced shouting their war cries, and
overwhelmed the camp.

(H.C.Lugg, A Natal Family Looks Back, 1970, p.24)

Also, Fuze reports how, in 1858, the hostility of Prince Cetshwayo and
his followers to Theophilus Shepstone's negotiations reached a dan-
gerous climax with the singing of the regiment's war song and the
unscheduled recitation of the King's praises. He paints a dramatic

picture of poetry - and action, and of bloodshed narrowly averted:

Now just Tisten! The Zulus arrived, the mighty warriors of the
maMbhoza regiment, dressed in fuli regalia, together with the
Prince who was wearing a feather head-dress [ubuthekwanel similar
to the one he wore at the battle of Ndondakusuka. And the
maMbhoza fellows performed their dance...As the maMbhoza began to
reach the climax and to shout, "Iyva! Ehe! Cover them with dust!
Insignificant T1ittle fools! Subdue the enemy", the Zulus began to
approach Somtseu and his retainers...Now Mpande's praises were
heard. "Gxoboshe [the pulveriserl], he who was late to cross of
the house of Shaka, the swallow that gets lost in the sky, the
tall column of smoke that appeared with a feather head-dress
between the English and the Boers". Mpande shouted to stop 1it.
"Hau! Hau! What's this, Ndlamvuza [Cetshwayol! What are you
doing?"...And then the maMbhoza stopped and stood completely si-
lent.
(Fuze, ed. Cope and trans. Lugg, The Black People and Whence

They Came, 1979, p.103)
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These examples underline in an obvious and dramatic way the inspir-
ational nature of the royal praises. Indeed they suggest the function-
al aspect of izibongo giving weight to the point of view expressed by

Bowra as to the functional nature of African poetry:

African poets seem unwilling or unable to construct songs of
heroic action which are enjoyable for their own sake and not some
kind of summons to action or an instrument of personal praise.
(Bowra, Heroic Poetry, 1952, p.12)

The "same" royal praises, however, inspire and move modern audiences
not causing direct action but arousing complicated emotions of pride
and joy (as no doubt they also did for audiences in earlier years).

The popularity and the esteem in which the royal 1imbongi John
Dlamini was held in 1975-6 points to another important point regarding
the aesthetic significance of praises. Audiences value a high standard
of performance 1in the recitation of the older royal praises. In
addition they value creativity and original composition. Lines from
the 1izibongo composed by Dlamini for the present king were repeated
with obvious enjoyment and people would also refer verbatim to what
they considered to be interesting praises from the izibongo of his
father, the late Cyprian Bhekuzulu kaSolomon. The reference to "pass
and passport", highlighting the intensely disliked pass system, is a
popular 1ine in the present King's praises and a line in his father's
izibongo which recalled his arrest by mistake by a "sergeant" in
Empangeni was quoted to me a number of times. They seemed most apprec-
iative of a praise if it was able to capture and recreate a known and
in some way striking event in a concise and memorable manner. In other
words, there was clear evidence of enjoyment both of the long estab-

lished praises of the earlier kings, which emphasised the memorial




aspect of Zulu praising and of praises which were of far more recent
composition which underlined in a more obvious way the creative and
contemporary aspect of the tradition.

The interest 1in and enjoyment of new and apt praises for (most
recently) the present king highlights the Tink between praising by
bards and praising by non-specialist composers and performers. In the
praises of ordinary people, praise names (and often their expansions)
which are new and considered very fitting are greatly appreciated.
Indeed the incentive to coin and compose new praises for oneself and
others must come Targely from a desire to cause amusement and enjoy-
ment when the new compositions are first heard. In some cases of
course, a praise may be apt and be new to a particular person rather
than be completely original and this too may be highly appreciated.

The emphasis on art as play is most striking in the main
performance situations of both men's and women's praising. For men
this is the "ukugiya" performance to which I have already referred
(and which I describe in Chapter 4). Enjoyment, both of the solo
performer's "dance", songs and chants, and enjoyment of the words with
which he is praised are marked features of the audience's reaction on
such an occasion. In encouraging men to "giya" or women to dance SO
that they may be praised, onlookers and would-be~praisers alike often
call out words such as, "Dlala bani kabanil!" / "Play/Dance so-and-so
son of so-and-so!" In this way they show their anticipation of the
individual's performance and their desire to be actively involved
through praising the dancer. Enjoyment of new compositions, relish of
old and momorable ones and enjoyment of praising in performance (both
as participants and onlookers) are therefore clear features of the
non-specialist tradition of praising.

The wide use of the stylistic features of the genre by composers
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of varying skills emphasises the continuum within which bards and non-
specialists operate even if the performance "modes" for bard and non-
specialist are very different (see Chapter 4). Non-specialists are
themselves actively involved in using izibongo and therefore have
themselves a heightened and sharpened awareness of the business of
composing. Indeed 1in some ways the impetus for fresh material and
innovations comes not from the bards but from non-specialists (see
Chapter 8). The wide span of active involvement in praising also
intensifies aesthetic appreciation of the great, expansive eulogies of
(mainly) royalty, and individuals recognise in them brief flashes of
praises which they themselves have composed or heard in other con-
texts. In this way, the unity of the genre is preserved and the royal
praises can be seen to exist not in splendid and fixed isolation but
to exist as part of a much wider and constantly leavened artistic
tradition; one moreover, which is clearly in some measure enjoyable

"for its own sake'.

2.5. Izibongo in New Situations

The opening section of this chapter (2.1.) has outlined various
changes both in the role and use of (mainly) royal praises in contem-
porary Zulu society. What I wish to outline here is the wider degree
to which praising (by both bards and non-specialists) has embraced new
situations and the extent to which people have adapted izibongo to fit
their contemporary needs (27). Not only are the royal and some chiefly
izibongo performed by bards in very modern venues, izibongo are used
by urban dance teams and by some Zulu popular singers; they appear in
the Zulu Tlanguage press, they are performed at schools and other

institutions, during netball and football matches and at work.
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In 1975-6 the venues of the King's bard included praising before
the start of the Zulu musical, wuDelisiwe, on the first night of its
Durban run, the commemoration service for the nineteenth century
entrepeneur and adventurer, John Dunn at Moyeni (near Ngoye), and the
opening of a new agricultural centre at Nseleni. These were in add-
ition to his performing at the installation of new chiefs, at the
Shaka's Day Celebrations and at the opening sessions of the KwaZulu
Legislative Assembly. Chief Buthelezi's bard, Mgezeni Ndlela, has also
performed 1in a variety of situations. I have already mentioned his
appearance at the Orlando Stadium in Soweto on Shaka's Day (2.1.). 1In
1973 he accompanied Chief Buthelezi on a tour of towns in the Orange
Free State and Transvaal when township audiences of various Tlanguage
and racial groups listened not only to the Chief's political speeches
but to the bard as he recited the praises of the Buthelezi Tlineage.
Mgezeni Ndlela's account of his own role in this tour shows firstly
that he was able to praise in his accustomed way, and secondly that he
seemed to take without any sense of strain these venues of crowded
township halls and unfamiliar audiences. The heraldic and implicitly
political role of the bard in a very contemporary situation is clear
from the following extract, also clear is the way in which the bard is

aware of his audience and of his patron's needs and intentions (28):

I had to go to all the places he went to. I praised him, I
announced him to the nation, as befitted his greatness. I went in
front; we would enter halls as big as from where you are now to
that homestead over there which you passed on the way here. The
halls were jam-packed fulll I announced The Child [a praise name
for members of the Zulu royal familyl, I announced him, there was
total silence, total, utter silence! And all varieties of nations
were delighted...I praised the Buthelezi “"nation" [i.e. the
chiefly Tlineagel, I praised the whole 1ot - the lot, finishing
before I had in fact come to the end, because I simply stopped. I
would never want to hold up his work - the Chief was going to all
those places because he had business to do! It was fitting that I
held forth and held forth and then I knew that that was the time
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to stop; I had to give him his chance too. I had my chance too so
that T knew, "Ha! Father [Chief Buthelezil] has given me a lot of
rope today but no, I must stop now!" I would see that there was
no more work for me that day.

Although urban Tiving in many ways militates against non-
specialist use of izibongo (see Chapter 3), praises of ordinary people
are performed in a number of venues. Besides the iNgoma dance teams
which compete regularly in Durban (29) there is dancing in company
compounds at week-ends where 1izibongo can be called out as one
‘performs. The use of guitar, song and izibongo in urban situations has
been mentioned by Rycroft (1974:66); the only instance where I heard a
man play the guitar, sing and praise himself was in a rural
environment in Ceza and this underlines the possibility of change and
innovation 1in rural as well as urban performing situations. This
particular form of izibongo with guitar and song is also made use of
by the popular singer Phuzushukela and his group. His Tive
performances take place in township halls and sometimes at venues such
as missions deep in rural areas. His performances, records and radio
recordings seem to gain added popularity from the fact that he uses
song and his own izibongo. Among his fans in 1975-6 was the imbongi,
Masoswidi Mkhwanazi, (see Chapter 3) who once interrupted an interview
because Phuzushukela came on the air and he wanted to catch what he
said in his izibongo!

For some men the attachment to their izibongo is so strong that a
township environment is no hindrance to their continued use. For them
no room or township backyard is too small for "ukugiya" and if
necessary for saying their own izibongo. Moreover, such izibongo might
well contain explicit and witty comment on social conditions as does

the example below. Here the bearer of the izibongo refers "to the
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bureaucratic removal of people from one township to a new one and the
role of the Native Affairs Administrator in this. The izibongo are
those of a man who Tived for many years in the township of Mkhumbane
and then in KwaMashu outside Durban before returning to Ndundulu near

rural Melmoth: (30)

1 ISinikiniki kwazidwedwe
ISinakanaka kwangamabhuku
Ebhalwa uBokweni esusa abantu eMkhumbane beyakKwaMashu
INkomo kaMacingwane* esengwa liviyo sebeyisengile

5 INkomo kayidlelani nezakwaNgcobo ngoba iyesaba ukuzaca
UNondela umzimba awunike abezizwe

Huluhulu wehla kanjani kuNdundulu? (uncatalogued)

1 The Raggedness of skirts
The Naggeyness of all the letters
Written by Bourquin as he cleared people out of Mkhumbane and
they went to KwaMashu
Macingwane's* Beast milked by a band of men, yes they milked it
5 Beast that won't eat with the Ngcobo cattle because it fears
Tosing weight
He is Happy to offer his body against foreign nations
The Powerful Man - how he rushed down at Ndundulu!

* Macingwane is the clan praise name (isithakazelo) for the clan
name (isibongo) Cunu.

Izibongo are so valued as a means of self-expression and as a means of
registering esteem for others, that beside their use in Tive

performance they also frequently appear in the Durban edited Ilanga




laseNatal. The men praised are often popular sporting figures such as
football stars or boxers and one such izibongo which appeared in the
paper in 1976 was written shortly after the sudden and violent death
of the manager of a well-known football team (31). Here the 9{zibango
served both as panegyric and as elegy. They expressed regret at the
dead man's passing but attempted also to be "a fairly faithful and
inspired record of career and character" and "an ornament to his Tife"
(H.I.E.Dhlomo, 1948:48).

The combination of lament and praise features also in izibongo
for a deceased radio announcer which appeared in Ilanga in January
1976. Under the heading "We will remember you, Shade-for-the-young-
girls-and-maidens", the following note to the editor appears: "Mr.
Editor, Alas, I cannot forget the pain which I first felt in 1975 at
the Tloss of our beloved announcer Laymon "Skheshekheshe" Dubuzana.
Well, Mr. Editor, here is a poem in remembrance of him - we weep for
him." Although the writer does not use .the term "izibongo", the verses
that follow could be termed izibongo because of their content and
because of the use of repetition as a structural frame for the verse.
The writer praises the dead announcer for the great distances he
travelled, the extent of his fame: "Even the Swazis weep for you,
"Shade", our brave one!" ("NamaSwazi akhala ngawe 'Mthunzi' olighawe
lakithi!"); he mentions his eloquence: he was "the imbongi of the
Zulus everywhere" ("uyimbongi kaZulu wonkana). He suggests that his
death was a sacrifice of atonement from which new 1life will come and

finally he pledges remembrance:

1 Igazi lakho alibe umthombo wesizwe esimpisholo,
Konke kube isizalo sobudoda kithi Zulu.

Namathongo akini Tapho ukhona sinawe,
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Asikukhohliwe indodana emnyama yesizwe,

5 Sithi sonke Tala uphumule ‘ghawe Tethu.

1 May your blood be an inspiration for the black nation
May we, the Zulu people be a nation of true manhood,
We, 1ike your ancestral shades, will stay with you.
We have not forgotten you, son of the black nation,

5 A1l of us say Sleep, Rest, our brave one. (32)

A poem in remembrance of the veteran Zulu pelitician A.W.G.Cham-
pion appears alongside letters of mourning at his passing in ITanga on
October 22nd 1975. Although its subject wmatter 1is carefully
sequential, and its style more narrative than is generally the case
with orally composed izibongo, 1its panegyric tone marks it as izi-
bongo. The writer compares Champion, to whom he refers by his praise
name, "UMahlath' amnyama nezimpande zawo" ("Forest-Black-even-to-its-
roots"), with other famous Zulus. The month of his death, September,
was the month in which the famous Shaka died in 1828; the late King
Bhekuzulu died in September 1968 and the grandson of the Mandlakazi
Teader Zibhebhu, Chief Phumanyova, died in September 1975. The writer
also includes as part of a line the well-known words from Dingana's
izibongo which define the commemorative nature of praise poems and in
so doing makes it clear that these too are meant as izibongo for
A.W.G.Champion: "Wo-o0-0! e-e-e-!! Kof' abantu kosal' izibongo" ("Wo-o-
o! e-e-e!!l People will die but their praises remain").

Izibongo which appear in Ilanga vary in their closeness to the
form of orally composed izibongo. They tend also to emphasise the

commemorative and memorial aspect of the genre. Sometimes, however,
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they focus on the impulse to praise a person or an object as he or it
is, in the present, and the memorial aspect is absent. One writer felt
moved to write izibongo for the newspaper itself. The izibongo of "The
Sun" (Izibongo "ZelLanga") appeared in the issue of August 23-25, 1976.
The writer of the izibongo puts to novel use the familiar dzibongo
images of war and generosity such as a hill, a spear and a river; his
confident handling of popular izibongo phrases and his easy use of
varieties of parallelism gives this poem a marked aural quality in
contrast with the laboured Titerary analogy worked around "September®
in the izibongo to A.W.G.Champion. The writer, who is from Umlazi near

Durban, begins:

Mhleli - Ngicela wukuba wungikhiphele nazi izibongo engibonga nazo
iphepha lakithi Todumo ILANGA.
1 Ntaba yezinkunzi ezimayava,
Ntaba igiya amaghawe,
Qovuqovu elidla abant' balo,
Mkhonto oconsa igazi,
5 Ngokugwaza amabuka,

Mchonto ongakhethi mhlambi.

Mfula omkhulu ophuzwa
Yiziwula nezihlakaniphi,
Mfula ogeze izintombi zagana,

10 Mfula ogeze izinsizwa zaganwa,
Mfula ongangcoli owehlula amanuku,
WahTokoma kamnandi
Wangikhumbuza izinsizwa

esezaba mathambo amhlophe kwamhlaba.
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15  Wangivusela amaghawe ngilivaka,
Wangiveza ubuze benggondo,
Wathi mangimpompoloze
Ngingenakuduma njengezulu

lona lifaka ingebhe emadodeni.

20 Ngenzenjani?
Azongihleka amaqili,
Azovala amadlebe amagwala.
Azisekho izinsizwa, sekwasala iziphuzi.

Seziyosale zibaloyisa.

Mr Editor - please print these izibongo with which I praise our famous
paper ILANGA:
1 Hill of the sharp-horned bulls,
Hi11 on which the heroes "giya",
Confusion which destroys (even) its own people
Spear which drips with blood
5 After stabbing traitors

Spear which doesn't swerve from any herd

Great River from which drink

The silly and the intelligent

River whicH washes girls about to marry
10 River which washes youths as they marry

River which has no dirt, which overcomes the unclean,

It flowed forth with sweetness

It reminded me of youths

80




Whose bones now whiten the earth.
15 It opened my eyes to heroes while I was a coward
It showed me the way of understanding,
It said I should speak out
I who was unable to thunder Tlike the sky,

the one which makes men giddy.

20 What can I do?
The crafty will laugh at me.
Cowards will turn a deaf ear.
The youths (of the past) are no longer here, drunkards remain.

They will remain to poison the past.

Although the terms of praise are general - the praises in the first
stanza could equalily well apply to a person - the writer does convey
his admiration for the newspaper as a source of information,
courageous opinion, popuiar appeal and, most important, inspiration.
For him it provides a link with the great deeds of past Zulus, herges
with whom the drunkards of the fallen present cannot compare!

If a senior member of the staff of a rural mission hospital is
leaving, thé farewell ceremony may well include the performance of
izibongo composed especially for the occasion. In Ceza mission
hospital for instance, the izibongo for such occasions are always
composed and performed by Mr. Ntuli, who combines the tasks of stoker
and hospital imbongi. When in 1976 the matron of Hlabisa hospital
retired, gratitude, respect and sharp-eyed observation of her
character and mannerisms were demonstrated through a performance of

izibongo Tlisted in the programme as "Miss K.Rodenstam's eulogy". A
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feature of this particular performance was that not only were the
matron's characteristics defined verbally, they were also enacted by

the performer as she recited; for example:

UMbhekaphansi onjengesambane,

UMavukeduze ngingamlindele njengobhejane,

Downward glancer like the antbear,

Riser-up right next to me when I'm not expecting it, 1ike the

rhinoceros. (33)

Lines such as the above, although not flattering, had comic and
dramatic possibilities which the composer/performer made good use of,
and so apt and well-performed were the izibongo considered to be that
an encore was called for, and given.

Schools  sometimes integrate praising into their speech-day
programmes (see Mathabela and Cope, 1976 and Chapter 3) and I was told
that pupils somtimes compose izibongo for teachers who are Teaving
(see 3.1.2). A rather different use which pupils make of izibongo is
the way they call them out to encourage and cheer on the players
during a football or netball match. These "izibongo zebhola" are more
than usually cryptic and may also contain words in English or obvious
loan words. Although spectators may call out players' izibongo at any
time in the match, they are particularly likely to do so at moments of
great tension such as when the striker in the netball team is trying
to score a goal. The words which are called out are not usually
eulogistic but contain a comment or description of some kind, and
although they are not in any obvious way inspirational, this clearly
is their intention.

Izibongo may be used during work but it seems they are not used
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very widely in this way. The two instances cited illustrate though,
that men can adapt the performance of izibongo to fit the constraints
of a work situation. This is done when the work involves risk, skill
and action. In both instances izibongo were used as encouragement and
praise in the heat of action. Both instances involved heavy physical
work; in the first, two young men were loading sand into a revolving
cement machine and as one hurled in his bucket of sand so the other
praised him., In the second, men were involved in the difficult and
dangeraus work of loading iron railway tracks onto lorries or railway
trucks; a chant (isaga) would be used to co-ordinate the work but it
was up to the man at the end of the line, or at “the horn" ("ophond-
weni") as it is called, to T1ift the iron track clear and into the
waiting vehicle or rail truck. If he did this successfully and well
his co-workers would call out his izibongo in recognition of a task
well done.

The above examples should illustrate that the notion of a fixed,
frozen society and a rigid use of praising within such a society
cannot be applied to praising and praises in contemporary Zulu
society. Continuity and innovation are both evident in many ways 1in
the instances mentioned. The strength of the genre is that it shows
the capacity to retain 1its essential character of eulogy and
identification and at the same time it is both innovative and adaptive

in form and usage.

Conclusion
What 1is demonstrated in a wider sense in the various aspects of
praising and praises which I have outlined in this chapter 1is what

Ruth Finnegan calls,




The strikingly free-floating nature of literature, the way the

same 'poem' or the same genre can play very different roles in

different circumstances, and can be changed or developed or held

static according to the manifold intentions of the people concer-

ned at any one time.

(Finnegan, Oral Poetry, 1977, p.260).
What also emerges from the above is that some parts of the many-
‘stranded tradition of praising are more amenable to change and
innovation than others. Even the religious aspect - perhaps the most
resistant to change - can, as we have seen, be absorbed into the
worship of an Independent Church such as Shembe's Nazareth Church, and
can also perhaps subtly inform contemporary political aspects of
praising with a spiritual dimension inherited from past usage (34).
The use of izibongo by individuals is perhaps the most dynamic aspect
of the tradition at present, but it could not retain its vitality

alone, unsupported by the presence of the grander and more

inspirational forms of the royal (and some chiefly) eulogies.

Two further points need to be made, although they are discussed
in moré detail later (see Chapter 8). The complex of current usage of
praising in urban and rural situations gives little support to the
views of scholars such as Walter Ong, with his dubious dualism of the
oral and literate mind (1983:39-42 and passim). It is difficult also
to find verification for Lord's rigid distinction between the
composition of oral and written verse (1968:129).

The following chapter turns to the question of how the skills of
composing are acquired by both bards and non-specialists in what is

still Tlargely an oral art form.
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CHAPTER 3

THE DEVELOPMENT OF PERFORMERS

3.0. Introduction

In this chapter 1 shall discuss the development of both non-
specialist and specialist performers (3.1. and 3.2.). The development
of both groups needs to be viewed against the background of the
general importance given to performing skills in Zulu culture. Great
emphasis 1is placed on the ability of individuals to perform well in
speech, song and dance. The expression of admiration, "Uyigagu"

.("He/She 1is a real performer!"), 1is one that is sparingly used and
highly valued. The term applies to a wide spectrum of verbal, vocal
and dramatic skills. It includes the ability to initiate a dance or
song, to sing or speak clearly and forcefully in front of others, to
compose new songs and new praises. It also implies that such a person
will, naturally, because of their special gifts, give pleasure to
others. One of the people I met during fieldwork who was known as an
"igagu" was MaSimansika Dube (see Example 50 Chapter 8). At the
Dube/Sikhakhane wedding I attended in January 1976 she was frequently
to the fore, encouraging the younger men as they "giya'd" (see 4.2.)
and performing her own impromptu dance steps. At a second wedding a
few weeks later MaSimansika performed as imbongi and recited izibongo
of the Dube lineage ancestors. MaMnguni was another local figure with
a reputation as a good performer, an "“igagu". She too had recited
lineage izibongo at a recent wedding (shortly before I began fieldwork
in Ngoye) and was known to have a wide repertoire of songs and a

knowledge of many izibongo. Gosa Mncwango, Teader of the men's group
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("iviyo", see 4.2.) from the Qwayinduku ward, and therefore
responsible for 1leading and initiating the songs and chants of the
group on public occasions such as weddings, was also widely spoken of
as an "igagu". The term and its usage in Ngoye, give an indication of
the range of skills which are highly regarded within the culture.
Another term which showed, 1in a negative way, the value placed on the
ability (or the attempt!) to perform well was the derogatory term,
"ukuba unyube". Thus MaZulu of Hlabisa, "The Bitter Tobacco Leaf",
("UKhasi lomdloti"), underlined the emphasis on communal enjoyment and
on entertaining through performance 1in her comment on her own
izibongo:

I made these (praises) when I was quite old, well, when I was
married. I didn't want to sit and be mournful and hold back

90

(ukuba unyube).
(see Gunner, "Songs of Innocence", p.250)

Not to perform (on suitable occasions), to hold back, is regarded as a
clumsy, anti-social act, and to perform, even if one cannot be out-
standing, 1is highly approved of. Composing praises and participating
in praising is part of the way in which an individual conforms to the
high value which the culture still places on verbal, vocal and drama-
tic skills. The craft of composing is therefore one which individuals
who will never become specialist poets are encouraged to master and

put to use.

3.1. The Development of Non-specialist Performers

The numerous social and religious occasions where praising takes
place provide, 1in the first place, excellent learning opportunities
for non-specialists. Later they provide them with the opportunity to

participate themselves. Because of the emphasis on performing in Zulu
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culture, children are encouraged to dance and sing almost as soon as
they can walk and talk. The association of izibongo with song and
dance is made early on in a child's life and children learn to project
praises in a multi-dimensional context of poetry, song and dance. This
nexus of praises, song (or chant) and dance, forms the central perfor-
mance situation for non-specialists (see 4.2.). 1 shall describe in
the following pages the kind of informal socialization into the poetic
conventions of dzibongo which is still experienced by many children
and young adults in rural areas but by few who live in townships or
locations. The material is divided as follows:

3.1.1. The importance of names
- 3.1.2. The acquisition in childhood of skills relating to izibongo

3.1.3. Developing a complex of skills

3.1.1. The importance of names

In Zulu culture a person is Tikely to be known by a number of
names in his lifetime. Krige (1950:74) refers to "the true or great
name® ("igamu elikhulu") by which a child is known to his parents and
to people of his parents' generation even after he has received a new
puberty or regimental name (1). Koopman (1976) mentions the importance
of the "great name" to the individual and Berglund (1976) mentions its
use in witchcraft. The special light in which "the great name" is
regarded was shown once during fieldwork when, after a man had recited
his praises and I asked him his name, his companion, the imbongi
George Ngobese said, "Say your great name". I had the strong impress-
ion that this name was not something that was passed on Tightly.
Individuals' puberty or regimental names were also often used, Women
and men would use the term, "ibutho Tami", +to refer to the name used

(chiefly) by other members of their age-grade, and men sometimes also




referred to their "igama lokugiya, meaning the name they had coined
for themselves when they began to "giya". Thus, one of my principal
informants, Mashekelela Dindi, was widely known by his "giya" name
(Mashekelela - The Short-cut Taker). His "great name" was Mbhekeni,
this was infrequently used when referring to him, and I never heard it
used to his face. Certainly when I once inadvertently used it, 1 was
met with a rebuke from him.

Besides "the great name" and the new name taken on reaching
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adulthood, individuals are often given names which commemorate an

event relating to them or which comment upon some characteristic. 1In
some cases such names become part of a person's praises and are either
expanded or added as they stand. For instance, as a young man, Chief
Gatsha Buthelezi was given the name "“iMbabazane" ("The Stinging
Nettle") by a member of his chiefdom. This name became a popular one
among members of his chiefdom and waé then, the Chief thinks, expanded
and became the praise,
[Mbabazane kaMahaga ehag' amadoda...

Stinging Nettle, Encircler that encircles men... (A 4 and 5)

Whether a name is absorbed into a person's praises or not, the
habit of giving names which are "laudatory, derogatory or merely apt"
(Doke, 1948:298 and see Finnegan, 1970:475) is a central feature of
Zulu culture. Speakers of the Tanguage are therefore predisposed to
using names not merely to refer to a person but also to describe him.
This need to use names for descriptive as well as referential purposes
finds its fullest expression in an individual's izibongo. Although the
bards may give a more complex and perhaps more aesthetically satis-
fying expression of izibongo, it remains a form of artistic expression

for all who choose to use it.




Another aspect of name-giving, which points up the importance in
the culture of praising and celebrating an individual through names,
is the use of clan praises or clan praisenames (P. izithakazelo, S.
isithakazelo). Stylistically, clan praises tend to represent only the
most basic techniques of praise poetry (see Mzolo, 1978:214-220;
Koopman, 1976:7-9; Rycroft, 1976:155-159). Nevertheless, their wide-
spread usage for address, self-identification and as a means of
reference for 1individuals at all levels of society provides non-
specialists with the means of %ami1iarisation with some of the
techniques of idzibongo. The clan praises (izithakazelo) define a
person through reference to his or her clan ancestors and their deeds
(Ngubane, 1976). They demonstrate the way in which, 1in common with
other African cultures such as the Akan and the Yoruba, Zulu names
often "evoke more than just their individual referent on a particular
occasion" (Finnegan, 1970:477, 156). Clan praises, therefore, not only
provide the individual with a limited knowledge of izibongo technique
but also emphasise the importance of praising through naming. In this
sense they underline the way in which, 1in Zulu culture, names and

ﬁéises are celebratory and descriptive as well as referential.

3.1.2. The acquisition in childhood of skills relating to izibongo

Non-specialists acquire their skills through informal learning
situations which in many instances begin in infancy and childhood. The
variety of ways in which the culture still transmits the skills of
praising were evident during fieldwork and are described below. What
was clear, both from watching and listening to children performing and
from adults' comments was the complex of skills learnt: the verbal

skills are often closely associated in the minds of performers with
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vocal and dramatic (or what Ben-Amos usefully terms “phonic and
mimetic" skills (1977:16)). As the play performances of young boys,
which are described below demonstréte, the intricate association of

praising, "dance" and song (or chant) is one that is formed early in
the consciousness of the non-specialist performer. For the -young
child, the praises do not exist in a verbal vacuum but as part of a
web of related skills which are verbal, phonic, mimetic and musical.
Only in the performances by bards which most young children do observe
at some stage, is the verbal element strikingly predominant. Even then
phonic and mimetic features are still much in evidence.

The paragraphs below cover the following points: parents'
(particularly mothers') wuse of a child's clan praises; acquiring
izibongo as a chi1d; learning the izibongo of other children and
beginning to compose oneself; listening to and observing performances;

performing as a child; learning and composing izibongo at school.

Parents' (particularly mothers') use of a child's clan praises
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(izithakazelo)

Members of a young child's family, the child's peers and friends
of his parents are all likely to address him by one or more of his
clan praises. Nevertheless, it 1is the mother who sees herself as
having the greatest responsibility in instilling in the infant and
young child a sense of clan identity and a personal relationship to
the past of his father's clan. The young child will learn the praises
of his mother's clan later, but the most important ones are those of
the father's clan. Mothers have a variety of ways of using the clan
praises. They use them for address, as terms of endearment,
encouragement and praise. They are also considered an important means

of soothing and quietening a young child and are often used as




Tullabies. Absolom Vilakazi, working with the Nyuswa and Qadi Zulu 1in
Natal 1in the early 1960s, notes the importance placed on teaching

young children their clan praises. He gives the following example:

A girl of about four years of age recited to the writer its clan
and [the clan's] praise names in reply to the simple question of
'What is your surname?'.[He continues], Family pride and family
solidarity were taught to the children, sc that they grew up with
a very clear idea of what were the fine points of the clan +to
which they belonged. The Ngcobo children, for instance, among the
Qadi, were always told they were the beautiful black
ones."UNgcobo omnyama omuhle, ozandia zimhlophe sengathi zizo-
phenya isahluko,"ie."the beautiful black Ngcobo, with white hands
fit enough to open a chapter in the Holy Book."

(Vilakazi, Zulu Transformations, 1965, pp.124-5)

Besides instilling a sense of pride, these Ngcobo clan praises
introduce their young users to stylistic devices typical of dzibongo
and also serve as an introduction to the range of content and imagery
they might encounter in typical izibongo. The confidence demonstrated
by the child in the situation which Vilakazi describes is the product
of the informal Tearning situations to which we now turn. A group of
mothérs whom I met at Ebuhleni Church (2) were categorical about the
pride of place given to clan praises in soothing and quietening their
infants. Mrs Ellen Khumalo spoke as follows, showing how she used the

Khumalo clan praises:

Example 1 "Ngiyengithulisa ingane yami nalezi izithakazelo, ngithi,
Ntungwa, Mbulazi
Abanye bemudla
abanye bemyenga ngendaba.
Wena owehla ngesilulu
Wena Ndoni yesiziba."

"I often soothe my baby with these clan praises, I say,
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Ntungwa, Mbulazi
Some destroy him
Others deceive him with a tale.
You who came down with a grain basket
You of the beautiful black skin

(Literally, You, Black Berry of the pool)". (3)

By directly addressing her child in this way, the speaker instils in
him a sense of his own personal relation to the mythic past and also
to heroic figures of the clan. In addition personal beauty and worth
are stressed in the Tast line.

The next example shows the way in which a mother combines general
terms of affection with the use of her child's clan praises, those of
the Ngubane. As in Example 1, the child is praised through the names
of famous ancestors; "white" occurs (as it does in the Ngcobo <clan
praises quoted by Vilakazi) suggesting purity of spirit, linked

through simile with the.white, sea-washed and therefore pure sea sand.

Example 2 "Ngithi, uma kufika umfana wami, ngithi, "Nyawo, Ngubane,
Ngubane omhlophe kufana nezihlabathi zolwandle”.

Ngithi, "Ubani Towo, umfana kanina? Sengathi ingane yami".

Ngithi, mntakaBaba, uMazalinkosi!"

"I say, if my boy comes along, I say, "Nyawo, Ngubane,
Ngubane white Tike the sea sand".

"T say, 'Who is that? (Is it) Mother's boy? It must bemy Tlittle

onhe'",

"I say, 'Child of his Father, Begetter of a king!'" (4)

The following example of how a mother might use the Mhlongo <clan
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praises 1in addressing her young son illustrates again that the

izithakazelo are taught through repeated usage in contexts of intimacy
and affection. Moreover, as in Example 2, the compact, metaphorical
language of praise poetry with its vivid associations of war, honour
and a heroic past are presented to the child in a direct and personal
way. The eulogy of the clan praises is something that must enhance the

young child's sense of identity and sense of worth.

Example 3 Umntwana wami uyafika, uma efika ngithi,
"Sawubona wena wakwaNjomane, kaMgabhe weMgugal!
Wena weNjomane eyaduka iminyaka
kwathi kwesine yaghamuka.
Wena uBuhlalu obubomvu obunjengegwalagwala.

Wena kaMhlathuze. Khula ubengangezintaba Njomane!"

My child comes up to me and as he approaches, I say,

“Greetings, you of the people of Njomane, the son of Mgabhe,
’ Mgugal

You Njomane who lost his way for years

but in the fourth he appeared.

You Red Bead which is Tike the purple-crested loury.

You of the Mhlathuze. Grow and be as great as the mountains

Njomane!" (5)

Besides their use as salutations and as expressions of affection
clan praises also feature as expressions of thanks for tasks well done
(see Krige, 1953:29-35). Children in Standard 2 at Ebuhleni Primary
School who were on average between seven and nine years of age, gave

the wuse of clan praises to express gratitude (and praise) as the one




they were most familiar with (6). A number of children in the <class
were able to recite their own personal izibongo or their clan praises
and some children recited both. The Mzimela clan praises were recited
by Margaret Mnguni; like most members of the Mzimela clan who lived in
the chiefdom administered by Chief Lindelihle Mzimela she used the
clan praise name, "Mnguni", as her clan name. These clan praises, like
Examples 1-3, include ancestral names and praises which are both
narrative and commemorative, referring to the clan's northern and
perhaps coastal origins (see A 57-61). The use of figurative Tanguage
and structured syntax in these izithakazelo is again typical of praise

poetry in general (see Chapters 7 and 5).

Example 4 The izithakazelo of the Mzimela clan from Margaret Mnguni:

1 Mnguni, Donda, Vezi, Mzimela./Mnguni, Donda, Vezi, Mzimela.

Ulwandie aluwelwa, The sea is not crossed,
Tuwelwa zinkonjane, it is crossed (only) by swallows,
zona 'ziphapha phezulu. those which fly up above.
5 Mnguni wasenhla, Mnguni from the north,
Wena. owadla izinkomo You who devoured the Xhosa
zamaXhosa. cattle.

Through repeated usage, therefore, children not only learn their clan
praises, they also regard them as part of their personal and social
identity. They also learn to address their peers by their clan praises
or, more commonly, by a single clan praisename, and this process of
using other clan praisenames can begin very early. At a clinic at
Madondo in Hlabisa a toddler of no more than three handed a sweet to a
younger Mthethwa child, addressing him by the clan praisename,

"Nyambose!". Women in Hlabisa also mentioned that girls frequently
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learn the clan praises of many of the families in the vicinity so that
they would know the izithakazelo of future suitors and possible

husbands! (7)

Acquiring izibongo as a child

Although boys and girls identify closely with the praises of
their clan name (isibongo), these cannot reflect their own thoughts,
circumstances, characteristics or the comments of those who know them.
They are notionally fixed, i.e. they may and in fact do vary quite
widely from district to district and even within a district, but
individuals never add their own personal material to them. Personal
praises which define and set apart the individual are still sometimes
composed for young children by their parents and grandchildren. This
at least was the case in Ngoye and Hlabisa. In some instances children
specifically mentioned the fact that they were used as greetings and
salutations by parents who worked in urban areas and were returning
home to see their families. Before considering these children's
izibongo, brief mention must be made of another type of praise poetry,
specifically for infants, and often called, not izibongo but izangelo
(8). This category of praise poetry is composed only by women and is
characterised by its use of allusion for the purpose of complaint and
sometimes invective directed (usually) at the composer's husband or at
one or more of her co-wives. Even though children do not usually use
their izangelo among themselves, they often know them and some remem-
ber them throughout their lives. Only one child from Ebuhleni School
recited izangelo (see A 148). The child who did so mentioned that they
were used in particular by her mother on the Tatter's return from work
in Durban; the fact that this was emphasised suggests that they were

used as a formalised expression of deep emotions and of the bond
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between mother and child.

Izangelo are always composed by a child's mother and used mainly
by her. Izibongo, on the other hand, may be composed by parents,
grandparents and others including a chi]d'; peers, It is these widely
used personal praises which relate a child most directly to the con-
ventions of praising. Evidence from my fieldwork suggests that parents
who compose izibongo expect their children to know them from the age
of five years or even earlier. Consider these 1izibongo of
Muntuwamkholwa Phenyana, composed by his mother in 1973 when he was
two years old. His mother used them to express thanks and encourage-
ment and toid me (in November 1975) that her son already knew them. If
he wished to, he would keep them on as his praises when he was a
youth. The izibongo both comment and define. Also, unlike most
izithakazelo and izangelo, they are humorous, and humour is a feature
of many izibongo of ordinary people. The first Tines make fun of the
bearer's bandylegged gait and comical figure. His mother teases him
for trying to steal food and comments on the shape of his ears. She
also, though, compares him to a bull with wide, sweeping horns and
calls him by a second bull's name. She thereby introduces a note of
celebration and draws on the cattle imagery which features so prom-
inently 1in praise poetry and which is often associated with male
strength and beauty (see Chapter 7). Also, and this seems a character-
istic of izibongo composed by women, it has a compressed narrative

element (1ines 1-3 and 6-9) which focuses on domestic scenes:

Example 5 The izibongo of Muntuwamkholwa Phenyana, from his mother,
Thokozile Phenyana of Hlabisa.
1 INxangalazi yabonwa zingane emfuleni.

Zayibalekela zathi, "Mama! Sibone inxangalazi emfuleni!
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Sayibalekela amasende aluhlaza anjeng' awekhonde!
INkunzi uMagaliyoni!
5 INkunzi uMasidisi!
UNyampe kaNyampe!
UMama ethi usezwa uswayi
waze waphela ibhodwe!
I'ndlebe zomuntu exwayile efuna inja yakhe. (A 149)
1 The Walker-with-legs-wide-apart was seen by the toddlers at
the river.
They ran away from it, saying, "Mama! We've seen a walker-
with-legs-wide-apart at the river!l"
We ran away from its green testicles [they'rel like those of
monkeys!
Bull with wide sweeping horns!
5 Bull - Masidisi!
Pot-Ticker!
Mother thinks he's testing for salt
and then he finishes off the pot!

Pricked-up Ears of a person on the look-out for his dog.

When a grandfather composes izibongo for his grandson they are
likely to echo lines from the praises of members of his own age-grade
or they may even be praises of his own. Themba Dindi (see A 142), born
November 1972, knew the first four Tines of his izibongo (the praises
from his grandfather), and the "giya" chant that accompanied them. In
the Appendix version, Tlines 1-4 were recited with great vigour by
Themba himself and the succeeding Tines were spoken by his mother,
MaCele. I heard the izibongo of "The Little Trickster" ("uBhojong-

wane") a number of times during fieldwork, and their different repro-




duction on various occasions - the different order of the praises, the
changes of syntax and slight additions - underlined the shifting,

"multiform" nature of even these short praises.

Learning the izibongo of other children and beginning to compose

Because izibongo are freely used in a variety of contexts such as
dancing (ukusina), stickfighting (ukuncweka) and sometimes at school
football matches and netball matches, children often know the izibongo
of a number of their peers. They may know only a few snatches of each
other's dzibongo but they recite and use them with assurance and
develop the habit of identifying individuals <closely with their
izibongo. Moreover they gain familiarity with handling such features
of the genre as formulas, and the more commonly used structure
patterns such as the "negative to positive" device (see Chapter 5).
The following examples (from Ntshidi, Ngoye) show the way 1in which
childish humour is combined in izibongo with the beginnings of skill
in handling features of the style and content typical of the genre.
The idzibongo of twelve-year old Sipho Khanya were recited on several
occasions when I was with the group. The first version given below,
contains praises composed both by other boys and by himself, a feature
which wunderlines (as do the izibongo of Themba Dindi, A 142) the
composite nature of many izibongo. The second set of Sipho's izibongo
were from his friend, Dumezweni. They leave out the most personal,
exploratory and confessional lines composed by Sipho himself, (Example
6a lines 3-4) but include another (Example 6b line 4) which teases him
about his size. Sipho's opening praise name, "Sapheqa" ("We-Stuck-out-
our-Buttocks"), demonstrates the way in which a praise name can sup-
plant an individual's "true name" in everyday use. His friends always

referred to him as Sapheqga rather than Sipho ("Gift")!
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Example 6 The izibongo of Sipho Khanya, Ngoye, (a) recited by himself;
(b) recited by Dumezweni Buthelezi:
(a) 1 Saphega sadunusa,
laghiyam' ijongosi,
Tasuz' ihashi esitebeleni, jwi!l
Ngiyini mina? NgiNkungu nje,
5 ngiLuhlaza khona le ehlathini kwaMdelwa.
1 We-Stuck-out-our-Buttocks we bent over.
The young girl stood up straight.
The horse farted in the stable -pshwit!
What am I? I am only Mist,

I am The Green over there in the forest at Mdelwa's.

(b) 1 Saphega sadunusa.
Laghiyam' ijongosi.
Lasuz' ihashi esitebeleni jwi! (lines 1-3 as in (a))
4 Dedela umfazi impihlimpihlil OQut of the way great wobbly

woman!

Even amongst children who have equal opportunity to wuse and
compose izibongo, their skills develop in different ways, and some
show a particular aptitude for composing from an early age. Two of the
children's dzibongo in the Appendix illustrate this. In A 139, the
praises of Khadlana Mtshali, use is made of three humorous formula
lines which vrefer to the stock subjects of popularity with the opp-
osite sex and the unpleasantness of mothers-in-law. The composer is
therefore incorporating izibongo formulas but is unable as yet to
include more individual 1ines of the kind introduced by Sipho (Example

6a). The praises of Busangokwakhe Xulu (A 137), known to his friends




as "Pepper-Bush" ("ISihlahla sikapelepele") were composed in the main
by their bearer. They show the composer trying to work in a narrative
section (lines 2-4); he also includes conventional metaphors to sugg-
est his strength (the "bull" in line 9), his ability to inflict
punishment (the "pepper-bush” in line 5) and his power to ward off
evil-doers (the "horn of the rhinoceros" in Tine 6); he includes a
reference to the opposite sex (line 7) and uses a praise popular for
its expressive quality, referring to "black" and "blackness". In
general, this set of izibongo shows how even a young composer (he was
not more than eight years old) can select a variety of metaphors from
among those widely used, can include formula lines and can weave in a

personal narrative section.

Children as composers of izibongo for cattle

Men are generally regarded as the composers of izibongo for
cattle but in some cases boys, who usually herd the cattle, compose
their own praises for them. B.W.Vilakazi (1945:124) quotes a set of
izibongo for a bull, which were often recited in Ngoye, and these
could perhaps be called the standard set of praises, made up of a
succession of formulas. 1In some praises of bulls these formula Tines
are combined with commentary, not on the animal itself, but on matters
relating to the composer, and so they serve (1ike 1izangelo) as a
vehicle for self-revelation. The following praises for a cream-col-
oured bull (inkunzi empofu) were composed and recited to me by eight-
year old Fodo Fakazi of Ngoye. He has chosen four formula lines (lines

1-3, 5) and includes more persaonal comments in lines 4 and 7.
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Example 7
1 UMahTab' ehlangeni njengemfoloko.
UBhukuda esinengwenya
ingwenya ingamnaki inaka amagweba ehlanza.
UMame akamthandi uthand' amantombazane.
5 UPhaphe lwensingizi uMabikizulu.
Washesha waxamalaza kwavel' ijongosi.
Abafazi bakwaZulu bany' esangweni. (uncatalogued)
1 Stabber at the reeds 1ike a fork.
He bathes in a crocodile pool,
the crocodile takes no notice, it notes the fishes' bubbles.
Mother doesn't Tike him, she likes the Tittle giris!
5 Feather of the yellow hornbill, Weather Announcer.
He quickly stood with Tegs astride and a young girl appeared.

The women of Zululand use their gateways as a lavatory.

Listening to and observing the performance of izibongo by adults

An integral part of a child's education in praising consists of
observing adults perform at formal and informal social occasions and
on solemn ritual occasions. Boys benefit particularly from observing
praising in the context of the "giya" "“dance" at weddings, engagements
and puberty celebrations (see 4.2.). They use such situations as
models and rehearse among themselves the speedy delivery of praises,
the simulated ferocity of voice and gesture, and the musical items
which are part of "ukugiya". Boys and girls of homesteads where sacri-
fices are made to the ancestors are also allowed to listen to the
izibongo of the lineage shades. This must serve as a potent learning
context and several bards mentioned this as an important part of their

informal education in praising (see 3.2.).




Performing from an early age

Besides observation in a largely non-participatory role, the
active participation of children in the non-specialist, Mode B (see
4.2.) type of performance is encouraged. Both girls and boys are
praised as they dance and this was often cited as a form of enter-
tainment at homesteads. The type of dancing (called by my informants
“ukusina") is usually solo. The dancer's praises are called out in
sequences of end-stopped lines, or snatches with no obvious pause, by
anyone who wishes to do so. They are called out above the words and

melody of the song and the accompanying rhythmic hand-clapping:

Example 8 Two songs used during dancing (ukusina) while individual

children danced and were praised at Ntshidi, Ngoye.

Song A, repeated many times.

Accompaniment:fast rhythmic hand-clapping.
Leader: Liyamanyazela izwe lakithi.
Chorus: Liyamanyazela ggam' gqam'!
Leader: How it sparkles this country of ours.
Chorus: How it sparkles Tike a flame!

Song B, repeated many times.

Accompaniment: fast rhythmic hand-clapping.
Leader: Wamshalazela ntombi, ngeke kulunge.
Chorus: Wamshalazela!

Leader: You spurned him girl, that's bad.

Chorus: You spurned him!

Boys also gain practice in praising through stick-fighting (uku-
ncweka). The onlookers recite the praises of one or both of the con-

testants as the sticks of the boys clash against each other. Izibongo
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are called out very quickly and boys may repeat praises or call out a
number of them in quick sequence. If boys compete in quick succession,
a boy may test his skill by calling out the praises of as many of his
friends as he can. This, like the dancing described above, anticipates
the performance situations of adult Tife, particularly "ukugiya" (see
4.2.) where men need to know and call out the dzibongo of their
companions as each one "dances®.

Boys often learn to synchronize the calling out of izibongo with
the chants and songs of "ukugiya" through close imitation of their
older relatives and other men whom they watch performing. In a play
performance I watched at the home of the induna Qabatheka Dlamini,
Ngoye, a group of boys aged between six and nine imitated the voice
and gestures of older performers, used the martial chants and songs
familiar to them from "real" performances and called out the ‘dzibongo
of each solo performer. Sometimes they made mistakes and their chants
petered out (as adult performers' also do) and they could not always
combine the "giya" "dance" with introducing a range of chants, songs
and rhythmic statements, but they were clearly enjoying themselves and
had obviously observed their elders very closely (11). Much of the
reciting by these boys reflected their own experience, while also
showing a grasp of izibongo style as the parallelism of the lines (in
Exampie 9a) below indicate. The rhythmic statements, chants and songs,
however, were those which their elders used. Besides learning how to
combine the musical and verbal items which together form the non-
specialist mode of performance, the boys were also training themselves
- through play - in responding as a group and working as a team,
features vital to '"ukugiya" and to praising in the non-specialist
mode. Also they were learning the rigours of solo pérformance and

tasting the satisfaction of being praised in the "dance".
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Example 8 Izibongo and verbal and musical items used during the "play"
performance.
a) From the izibongo of Fundakubo Dlamini:
Bamdud' abantu bazomthengela amateki
kanti bamthengela imbadada!l
People humour him (they say) they'l1l buy him tennis shoes
whereas they (actually) buy him rubber-tyre shoes!

b)  Rhythmic statements as part of “ukugiya":

1.
Solo performer: Ngikhaful' ukhambi! Ngikhaful' umuthi!
Other boys: Uhlal' uyakhafuTa! Ukhaful' ukhambil Ukhaful' umuthi!
Solo performer: I spit from the pot! I spit out the (war) medicinel
Other boys: You keep spitting from the pot! You spit from the pot!
You spit out the war medicinel
2.
-Solo performer: Ngidindilel Ngidind' eNdlovinil *
Other  boys: UDindile! UDind' eNdlovini!
Yebiya intombi yaseNdlovini!
Udindile udind' ikhovane!
Solo performer: I got into a fight! I got into a fight at Ndlovinil *
Other boys: You got into a fight! You got into a fight at Ndlovini!
Ha! It's a girl from Ndlovini!

You got into a fight with a little owl!

* Ndlovini 1is the ward adjoining KwaFelisiiwanyane, where the boys
lived .

3.
Solo performer: Ngithi ngiyahamba ngikhutshwa utshanil

Other boys: Wathi uyahamba! Wakhutshwa utshani!
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Solo performer: I am about to run (when) I trip up in the grass!
Other boys: He was about to run! He tripped up in the grassl
c¢) War chants (izaga) (12) as part of "ukugiya":

1.

Solo performer: Awuzishay' avume! Hit the enemy - let him respond!

Other boys: Yizel It's nothing!
2.
Solo performer: Niyaphi? Where are you going?
Other boys: Niyaphi? Itshe ngi! " A stone, a hit!
Iyashis' insimbil The iron is hot!
Owethu ukenge! Qur man snaps!
3.

Solo performer: Nang' ez' egijimal Here is one who comes running!
Other boys: Bagijim' ezafika (?). They run and one comes (?).
Siyakhungatha! We perplex (them)!
d) War songs (amahubo empi) used as part of "ukugiya":
1.

Solo performer initiates the song and all join in:

A1l the boys: INkonyane weSilo* The Lion's Cub*
ayidl' amaBhunu. May he devour the Boers.
Kushay' amaBhunu! It strikes the Boers!
Heshe!l Swoop!

* The "Lion's Cub" (i.e. The King's Son) refers perhaps to Cetshwayo
or possibly to Dingana. I did not ask.
2.
Solo performer: Ngasenkantolo. Ngingedwa enkantolo.
Other boys: Mana wethu!
Ingani wabaleka. Wangishiya.

Wabhangazelal! Uyizw' uvalo -
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UMangotshwa izizwe!

Solo performer: I was at the charge office. I was alone at the charge
of fice.
Other boys: Wait our man! |
Instead he ran away. He left me behind,
He lost his nerve! Fear took hold of him -

One defeated by nations!

Learning and composing izibongo at school

None of the learning situations and uses of izibongo which I have
referred to so far were part of formal, school education, although
some of the children whom I interviewed or observed attended school.
Yet the systems of traditional learning and of school Tearning are by
no means mutually exclusive and some teachers, it seems, do try to use
the skills of praising in the classroom.

One situation in which children can make use at school of any
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skills in praising which they have acquired is when a teacher Tleaves.

Children at rural schools such as Ebuhleni, are freguently asked to
compose and recite dzibongo addressed to the departing member of
staff. They are by no means always entirely complimentary and from the
one I was shown (by Norbert Mbonambi) pupils may sometimes be quite
unflattering in their izibongo. Printed izibongo of eminent personal-
ities or of royalty are also sometimes publicly recited on special
occasions such as speech day. At KwaDlangezwa High School, Ngoye, in
September 1976, a schoolgirl recited the izibongo of Chief Gatsha
Buthelezi composed by Myeni (1969). Mathabela and Cope also record the
delivery of (freshly composed) praises for the KwaZulu Minister of

Education, J.A.W.Nxumalo, by the headmaster (Mathabela) on speech day.




M.B.Yengwa recalls reciting the praises of the Zulu kings on special
occasions when he was at school in the 1940s and the above examples
suggest that this tradition of public recitation of izibongo has been
maintained. The 1izibongo of the kings and of famous figures in Zulu
history are also used in school textbooks (such as Nyembezi, 1958 and
Nxumalo, 1965) and these are frequently learnt at school. Phemba
Mzimela, imbongi for Chief Lindelihle Mzimela of Ngoye, mentioned that
"'nowadays children Tearn izibongo from books" and the royal bard also
clearly expected the izibongo he had composed for King Zwelithini to
be studied by schoolchildren (13). In general, however, it seems that
the skills 1in composing and performing which children may have
acquired at home are not put to use at school. Patrick Khumalo, of
Ntshidi Primary School, who had a long set of praises and who had
shown himself to be expert in praising his friends remarked that
“school makes one forget izibongo". Possibly the verbal and performing
skills which children put to use in praising are ones which the school
curriculum could fruitfully exploit far more than it does at present

(14).

3.1.3. Developing a complex of skills

The way in which non-specialist performers combine the complex of
skills needed for competent performance will be described in Chapter
4. The progress from childhood skills to adult proficiency is of
course no longer smooth and automatic. Boys who are expert praisers
may leave to seek employment on White-owned farms or in towns and
may rarely or never return. School (especially secondary school) may
deaden one's interest in and regard for non-specialist praising.
Others, though, may have been discouraged by Christian parents from

learning the skills when young and may try to Tlearn them when they are
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adults (15). In the various "performing units" (known as "amaviyo")
which 1 saw at celebrations in Ngoye, the lower age limit seems to
have been around seventeen years of age. Once a youth is a member of
his ward's "performing unit" he will go with them to celebrations in
his own and neighbouring wards and sometimes further afield. He is on
these occasions exposed to the range of praises belonging to his
companions and is expected to master these and the chanted and musical
items which accompany them. He will also have the opportunity to
compose new praises both for himself and his companicns. The age of
men in a single unit varies from approximately seventeen to fifty
years or more. A young man joining a unit will therefore come to know
the izibongo of men much older than himself. When I asked\Masheke1e1a
Dindi how it was that he knew the izibongo of a man some fifteen years
older than himself, he replied, "I grew up in the iviyo alongside him
and we would go together as members of the iviyo to celebrations".
Some members of such a local unit may master as many as forty izi-
bongo. Mashekelela himself knew the izibongo of a great number of
young men. Nyonyovu Mdletshe (A 115) of Ngoye, was too elderly and
unwell to perform the "giya" "dance" any more but was able to recall
the 1zibongo of more than forty of those who had at one time been his
companions in "ukugiya". Perhaps, as he was also at one time imbongi
for the local Mdletshe Tineage, this number is unusually high for a
non-specialist, but it seems standard practice for men to know at

least some snatches of many of their companions' izibongo.

The development of relevant skills by women

Women have no performing group which paraliels the men's unit
(iviyo) which is such a focus of attention at events such as weddings,

engagement parties and coming-of-age celebrations. Nevertheless
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unmarried girls are praised as they dance in the company of other
girls and young men (Gunner, 1979:246). After marriage a woman's
izibongo are considered an important expression of her personality and
they are known and used by the women in whose company she dances.
Nowadays when people socialise women sometimes dance when men are also
present and are praised by men too. Although many women concede that
by comparison with their own, "men's praises are difficult" ("zilu-
khuni ezamadoda"), they do not underestimate women's izibongo as a
means of personal expression and as entertainment. For women too,
therefore, the ability to praise others and to elicit praises as one

dances, is an important social skill.

The opportunities for performance

Non-specialist performers may never achieve the renown or even
the modest Tocal reputation enjoyed by the specialist imbongi. Yet as
a group and individually they are essential to the success of many
occasions. A bride's family (in particular) needs not only a good bard
at a wedding but also good "giya-ing" by the bride's party. A non-
specialist never holds the rapt attention of a great gathering in the
way an imbongi may hope to do, yet he may perform far more often. He
does not have to wait for a dignitary to visit, for a ceremonial
occasion or for a member of his clan to marry; as a member of the
“performing unit" of a ward he may - even if his work keeps him away
sometimes - attend many festive occasions and may "dance", be praised
and praise his companions. Even when on his own in a smaller social or

family ritual gathering he may "giya", be praised and praise others.

Performing izibongo in urban contexts

The fact that many men work away from their vrural homes and
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communities for months on end means that where possible they recreate
or adapt praising in an urban or industrial environment. The dual
emphasis 1in non-specialist praising, on the solidarity of the par-
- ticipating group and on the skills of the solo performer, makes it
possible for a man to "dance" and be praised even if he is far from
his 1local wunit and his home district. Men inform others of their
praises when they find themselves among strangers, and as long as the
basic conventions are shared, men can perform in new situations and if
necessary adapt the vrules of performance. A number of these were
mentioned: wusing a guitar as a background melody and saying one's own
praises at intervais during the song was mentioned and demonstrated by
a young man from Ceza in Northern Zululand who was on leave from
Withbank in the Transvaal (see Rycroft, 1974:66); a form of “"stokvel"
referred to as "isitokofelo" was mentioned, where men performed an
improvised "giya"-type dance to Zulu popular music on records and were
praised as they did so. On one occasion where this took place, most of
the men had come from neighbouring White sugar farms; the venue was a
large storage barn on the outskirts of Mtunzini and the entrance fee
was ten cents. Similar events also took place in Ngoye; they were in
some cases a useful source of income for the organisers, and were
valued as entertainment both by men back from the towns and by men who
worked Tlocally in Empangeni but who lived in the reserve, 1in Ngoye.
Another informant mentioned that men still performed the "giya"
"dance" in crowded rooms in a location at events such as a wedding.
Mention was also made of the fact that hostel dwellers in Durban often
arranged "ukugiya" as entertainment for themseives on Saturday nights.
There are, in other words, a number of situations which Bauman
(1975:302) calls "emergent performance situations", where men adapt

and change the basic rules of perforinance to suit new conditions. This
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emphasises the creative, experimental aspect of Zulu art forms, an
aspect which Clegg (1981) stresses in his discussion of evolving Zulu
dance férms. But perhaps the loneliest places of all, for country men
in towns, are reserved for those in domestic employment, living on the
premises (17). The prevalent lack of sympathy towards Zulu culture by
White employers means that individuals may exist in a state of Tlimbo
with - apart from the guitar - few chances for expression of a
modified form of praising. The boredom, and the attempts at diversion
in such situations are expressed in these extracts from the izibongo
of men from Ngoye who had obviously at one time been 1in domestic

employment:

Example 10
a) NginguBhodabhoda Tapha engadini.
I am the (idle) potterer here in the garden. (uncatalogued)
b) I'ntombi azibuyi ekhaya,
zibheke izishimane eKulufu* engadini koMesisi,
azisayi koMama ekhaya. (uncatalogued)
The girls aren't coming home,
they're making eyes at callow bachelors in Missus' garden at

Kloof*,
they don't go home to Mother anymore.

* Kloof is a very pleasant outer suburb of Durban.

3.2. The Development of Specialist Performers: the Izimbongi or Bards

Most of those who later become bards are exposed to one or more
of the informal learning situations which are described in 3.1. Those
with special talent sometimes have additional opportunities which
enable them to reach a higher Tevel of performing skill and so become

known as izimbongi. Zulu society has no caste of bards which could be
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compared to the "griot" caste among the Mandinka (Innes, 1974). Nor
does it have an institution comparable to the old guild of dynastic
poets of Ruanda, with its own school of rhetoric which youngsters
attended in order to learn the dynastic poems (Kagame, 1950:22-24). If
there 1is neither an exclusive caste of artists nor any formal school
of rhetoric, how do certain individuals become 1izimbongi, in some
cases acquiring national reputations or being widely respected and
called on to perform for a chief and his Tineage or for members of a
Tineage segment? Evidence from existing literature and from bards whom
I interviewed suggests that there are a number of ways in which the
acquisition of specialist skill in praising is and was encouraged.
Opland remarks that among the Xhosa an imbongi is werely an individual
more gifted "in spontaneous poetic expression" than his fellow tribes-
men. He goes on to make a further distinction between memorisers (who
are not bards), and improvisers. The latter are bards true to Lord's
definition of oral poetry, namely that it is poetry composed in per-
formance (Opland, 1975:192 and Lord, 1960:101). Most Zulu bards (un-
Tike the Xhosa iimbongi with whom Opland has worked) put a premium on
"received" 1izibongo because of the emphasis on the memorial in the
work they often have to do, namely, praising the ancestors. Neverthe-
less, "memorisation" and "recreation" can overlap: bards often rework
passages, use their own favourite stylistic devices, introduce new
features and impose their own order on material (see Chapter 8). Some
also compose completely new izibongo for contemporary figures (see A 1
and A 3). However, only in a Timited sense can they ever be said to
compose 1in performance, and improvisation is not a skill that 1is
highly valued by Zulu audiences (see Chapter 8). The ways in which
Zulu dzimbongi acquire their skills are both formal and informal and

will be discussed under the following headings:




3.2.1. Apprenticeship
3.2.2. Informal association with bards

3.2.3. The acquisition of skills through listening

The final section on the development of the skills of the specialist
performer is:

3.2.4. The opportunities for performance

3.2.1. Apprenticeship

Although formal apprenticeship is not the rule, there are a few
instances of it. A reference is made to apprenticeship by the bard
Msebenzi in his narrative, part prose and part poetry, of the history
of the amaNgwane and their chief Matiwane. The amaNgwane 1ived in what
is now Northern Zululand before the rise of Shaka. They were dis-
lodged, first by Dingiswayo and Zwide, and again by Shaka. Under their
leader Matiwane they became one of the many roving bands seeking
stability and new territory in the hinterland of Southern Africa
(WiTson and Thompson, 1969, Vol.1:347, 393-4). Msebenzi was himself of
the ruling house and would have been a youth in the 1890s. The prac-
tice described below may have been typical of a number of Nguni chief-
doms proir to and after the Zulu centralisation under Shaka.

Msebenzi's talent as a poet was recognised “"early":

According to the custom of royal houses, he was therefore handed
over to an old bard, Siyikiyiki, for instruction in the
traditional poetry and history of the tribe...He proved to be a
good pupil and acquired in time a great reputation as a reciter
of izibongo and as a repository of tradition.
(van Warmelo, History of Matiwane, 1938, p.7)

The following accounts obtained during fieldwork are comparable in

some ways with Msebenzi's apprenticeship. Mkhohliseni Mdletshe, the
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understudy of the royal imbongi, while not a member of the Zulu royal
house, comes from a family which was devoted to the fortunes of Dinu-
zulu and the uSuthu section of the Zulu royal house. Mkhohliseni's
father decided that his son had great potential as a bard and there-
fore sent him to live with the royal bard, J.Dlamini, for several
months. There, at the royal homestead of Khethamthandayo in Nongoma,
he listened chiefly to Dlamini whenever he recited the izibongo of the
Zulu kings. He also listened to "others who praised" (19). He also
accompanied Dlamini when he travelled with the King as 1imbongi. On
later occasions he was allowed to praise at official events, with
Diamini present, and later still he was allowed to accompany the King
alone and act as imbongi. By June 1976 he had deputised for Dlamini on
three such occasions but still regarded the former very much as his
mentor. He had not composed any 1ines himself and said that Dlamini
knew the allusions behind several of the praises but he himself did
not. 1In contrast with the bard Msebenzi, Mkhohliseni has learnt the
royal izibongo not from an old man but from one only a few years older
than himself. There is also a close bond of friendship between the two
men, and the travelling together and the deputising suggests more of a
partnership than the demise of one and the rise of the other. It will
be interesting to see whether Mkhohliseni Mdletshe begins to compose
his own izibongo for the King, adding these to the existing praises,
and whether he develops a distinctive performing style as he becomes
more established.

Another imbongi's account of how he learnt the izibongo of the
kings includes a similar journey to the royal homestead of the then
Zulu King. In this case, however, George Ngobese had no close family
connection with royalty nor was he sent there by his father. He said

that as a young man he was "filled with an overwhelming desire" to
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learn the idzibongo of the kings (20). He travelled from Ngoye to
Nongoma (a distance of some two hundred kilometres) in 1955 and spent
several months Tistening to Amos Mathambo Gwala, imbongi of Cyprian
Bhekuzulu, father of Zwelithini. Here again, although 1ike Mkhohliseni
Mdletshe he may have listened to others praising, Ngobese stressed
that he came with the intention of hearing a single bard, namely
Gwala. He therefore took every opportunity of listening to Gwala
whenever he praised at meetings or during celebrations at the royal
homestead. In the case of George Ngobese, his stay at the royal home-
stead as an apprentice of Gwala did not lead to his being accepted as
partner or understudy. He returned to Ngoye where he has acted as
imbongi of the royal izibongo at infrequent intervals over many years.
A performance he had given when a member of the royal family visited
the University in the early 1970s was still talked about in 1976 but

he did not perform publicly whilst I was there.

3.2.2. Informal association with bards

The latter two bards mentioned above made a conscious decision to
associate themselves with an acknowledged expevrt, but many bards
acquire their skills without any conscious decision to do so. In some
cases the ability to praise well, and becoming known as an imbongi,
runs in a family. Some of the bards interviewed by Stuart in the early
years of this century mention that their fathers or grandfathers were
also izimbongi (bards). The imbongi Sende, of the Zondi tribe, learnt
the 1izibongo of the Zondi chiefs from his grandfather (Webb and
Wright, 1979:209); the imbongi Baleka mentions that her father was a
bard of the Qwabe chiefs and continues, "My brother takes after my
father 1in being a good imbongi " (Webb and Wright, 1976:8). Hoye is

another bard in whose family there seems to have been a succession of
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accomplished praisers. He himself was one of three royal bards whom
Solomon kaDinuzulu sent to Pietermaritzburg from Nongoma, at Stuart's
request, so that he could obtain from them “the Zulu kings' eulogies"
(Webb and Wright, 1976:167). Almost all Hoye's knowledge of the royal
izibongo was obtained from his father Soxhalase, who "used to recite
praises in the assemblies of Mpande and Cetshwayo" (ibid.). Hoye also
had other mentors besides his father. He adds, "Dinuzuiu's izibongo I
got from other people no longer Tiving" (ibid.). This suggests that
Hoye, perhaps after he had decided that he would be an imbongi and in
order to extend his knowledge, sought out those who were expert in
Dinuzulu's izibongo and Tearnt from them.

The emphasis on learning from an older member of one's family was
also appérent in accounts of some of the bards interviewed 1in 1976.
Zizwezonke Mthethwa is better known in the Eshowe district as a doctor
(inyanga) than as a bard. Yet he recites izibongo of the Mthethwa
lineage descended from Dingiswayo (the patron of Shaka) on numerous
occasions at his owh homestead (21). Besides observing and Tistening
to the performance of izibongo as a boy, he spent a great deal of time
listening to an aged great-uncle (ubabamkhulu omncane), Mhoyizana, the
son of Mngoye kaDingiswayo (A 75). From him he learnt izibongo, and
the history of the Mthethwa kingdom prior to its break-up. Zizwezonke
also touched on the part he felt the ancestors had played in his
ability to praise. In talking about how he came to be an inyanga, he
recalled his return from the forest having been summoned by an ances-
tor who had taken the form of a snake in his dream:

I returned singing a song not known to me before and I praised

and praised and praised. The old people knew who it was, So-and-

so and So-and-so and So-and-so, that I was praising.
(Zizwezonke Mthethwa to E.G., Mbongolwane, Eshowe, 28.4.76)
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A similar combination of historical knowledge and expertise in
izibongo of the chiefly lineage was shown by Phemba Mzimela, brother
of and imbongi to Chief Lindelihle Mzimela of Ngoye. He too had obser-
ved and 1listened to the performance of the 1lineage dzibongo from
boyhood, but mentioned also a particular imbongi, Nohozwayo, his
father's younger brother, as having been an important source of infor-
mation on the izibongo and history of the abakwaMzimela. For him too
the inspirational element in being able to praise was important and he
said that the skill was "a gift from the ancestors". Yet another case
where a bard cited an older bard as "teacher® was that of Sunduzabanye
Hlabisa. In his case he and the older bard, Mnyezane Mthembu, worked
as a team and when they performed at weddings the older bard would
recite the most distant izibongo, and Sunduzabanye those of more
recently deceased ancestors (see A 17-42). Even when they recited at
my request, the way in which they worked as a team was noticeable.
Mneyzane Mthembu, the older imbongi, recited first and said very
softly, at one point, "Tell me well, so that I can recall (them)
again", and a few izibongo Tater the younger bard prompted him when he
hesitated (A 28). At a later point, after Sunduzabanye had taken over,

Mthembu added a praise as his colleague paused:

Mthembu: "ISinyaka senkomo saseNkogongweni". uGade.
Hlabisa: UGade-ke 10? Nakho-ke.
Mthembu: "UNondamela kwezinyoni".

Hlabisa: Nakho-ke kaMsuthu-ke Towo.

Mthembu: "Intestines of the cow of Nkogongweni". (That's) Gade.
Hlabisa: That's Gade? Ah yes!

Mthembu: "The Flocking-together of birds".

Hlabisa: Ah yes! That's the son of Msuthu! [Gade's fatherl. (A 34)
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This mutual assistance and “"checking" occurred several times and
suggested the close way in which they were accustomed to working.

Lord (1960:21) states that in the first stage of the 1learning
process 1in Yugoslav epic poetry, an aspiring guslar "sits aside and
listens". He continues, "even at this stage the oft-repeated phrases
which we call formulas are being absorbed". Certainly the following
account suggests that absorbing the verbal, phonic and mimetic skills
of praising, and more particularly absorbing the words and underlying
patterns and rhythms of specific izibongo, can occur so imperceptibly
that someone who is in fact "learning" may not be aware of the pro-
cess. It also demonstrates the strong memorial strain in Zulu izi-
bongo where teoo much deviation from the expected praises would not be
tolerated, and it illuminates the key role of the dizimbongi as
poet/priest on occasions such as weddings. Mgezeni Ndlela, imbongi of
Chief Buthelezi 1is the son of the very Hoye who was once bard to
SoTomon kaDinuzulu (and later to Chief Mathole Buthelezi). He recoun-
ted to me the unexpected way in which he became an imbongi, as
follows: when his father, Hoye, 1lay too i11 to praise the Buthelezi
lineage ancestors at a wedding he turned to Mgezeni for help:

And then Father, who had that job, died and I took it over. But

father didn't tell me this beforehand, as we are sitting and

talking here; it's difficult to explain how it happened. Father
was very, very sick; it was clear that, alas, death was close at
hand. Shortly before death snatched him away, the son of

Sonkeshana arrived, thinking he was only slightly i11, to ask him

to assist at the marriage of his daughter to one of . the

Mncwangas, the Ndabokanye Tot. [Sol] that Buthelezi man, the son

of Sonkeshana had come to ask Father to help at his daughter's

marriage. Father replied,

"Ah, Buthelezi, 1it's so hard, I am i11", - we were then
living in the old homestead down bhelow, called Nomthambayo.
Father repeated it,

"I am i11, I could never get there, even though I have until
now been working for all of you of the Buthelezi Tline. Here I am
as you see me, 1lying down, ah, [ do feel as if [death] has got

the better of me." My goodness how that Buthelezi man wrung his
hands knowing that he had to go to unfamiliar territory - and
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what would he say there?

He said, "This is a terrible blow, Ndlela. What am I going
to do?"

Father shouted for me: "Hey Mgezeni!" I was on this side in
my young man's hut.

"Mgezenil"

I answered, "Ndlela!"™ and out I came. I took a short cut
across the main gate so that I could get to Father quickly
because he'd shouted for me. I found the Buthelezi man sitting,
say...here, and father lying over there. Really, it was all quite
extraordinary, quite, quite extraordinary. Father had only
recently performed the praises, and I was there, but I hadn't
taken special notice. It was all above my head because he was the

~imbongi for all the Buthelezi. I hadn't paid much attention to
it.

Father said to me, as I was sitting in the upper part of the
hut, he said, "You see here, Fikizolo, son of Sonkeshana. He's
come to beg me to assist in a Buthelezi ceremony, as I usually
do. I am ill, and quite unable to go through the ceremony for
Fikizolo. Now because it's such a blow to him, I realise what a
bad business this 1is and I don't want to die disappointing
somebody. You go, give away the daughter of FikizoTlo and go to
the Mncwangas at Ndabokanye. Do the praises for him, leave his
child safely for him. There is nothing that will defeat you
because I have told you to do it. I am telling you, 'Go and
praisel'."

As for me, if I'm right, I didn't say, "Father, how can you
say I should go when I don't know how to do this work?" I didn't
ask him that, but that's what I was thinking! I was thinking of
saying to him, "You're passing your burden onto me!* I was just
thinking this...I couldn't think of anything to say. I simply
said, "Ndlelal!"™ and out I went, and just when I had got to my own
hut (called 'I-Like-to-Talk') it suddenly dawned on me that I was
really going to Zakhohlwe, the Ndabokanye 1ot related to
Mgilitsha. This extraordinary thing had really happened. I felt
as if I was sleep-walking...in a daze.

Father kept well; I performed the ceremony and he was alive
when I got back. I was amazed: there I was, standing in the midst
of a great assembly of Zulu people, speaking what my father had
previously spoken, and I had never taken particular note of it.

People said, "Fancy, he's taught his child, he's taught him
welll" But he never did train me [face to face] as we are talking
now. He never did that, oh, I don't know how it happened, believe
me, I'm telling the truth. 1 began to praise on that very day,
without really knowing [what I was doingl, without my father
teaching me to 'Come over here, it's 1ike this and like this; if
I die it'11 be you who will remain behind with them!'. No. (22)

How an individual fulfils his potential and becomes an imbongi is
to some extent a matter of Tuck as well as a matter of temperament and
aptitude. A1l these factors play a part in the royal bard's brief

remarks on how he came to be an imbongi. The Zulu tradition of




praising obviously allows for new composing whilst also stressing its
memorial, "recreative" aspect. Whereas Mgezeni Ndlela and the Hlabisa
izimbongi appear more at home performing izibongo they did not init-
ially compose, the royal bard performs the izibongo of the 1ine of
Zulu kings but is also the composer of (almost all) King Zwelithini's
izibongo.

John DTlamini is not from a family of bards., Nor has his family
close links with royalty. His account of how he became an imbongi is
(tike the 1dzibongo he has composed) an interesting example of the
intertwining of tradition and modernity. Whereas he mentions his
association with his predecessor, Amos Mathambo Gwala (bard to
Iwelithini's  father Cyprian), Dlamini stresses the indefinable
quality, talent, and also emphasises the progressive nature of master-
ing the skills that make a good bard . For him, being a bard,
obviously involves composing as well as recreating. Lord (1960:24)
defines the second stage of the guslar's learning process as one of
imitating the techniques of composition of his master or masters. The
third stage is marked by an increase in repertory and growth in com-
petence. Dlamini seems almost to have combined these two stages. Also,
because Zulu praising {unlike the Yugoslav epic tradition) is both a
non-specialist and a specialist skill, he seems to have been able to
build effortlessly on the informal general training available within

the culture. (23)

E.G: When did you begin to praise?

John Dlamini: I began when the King was installed [November 1971]
but on occasions hefore he was installed I used to come bearing
gifts. We brought them from the sugar factory where I worked, the
Phongolo Sugar Mill. We brought gifts for the Lion [the present
King] when he was bereaved through the passing away of the Lion,
Cyprian. And so I began to praise him by naming praises for him.
I named him before he was installed - that was 1969.%*

124




E.G: By whom were you taught to praise?

J.D: Praising is not taught. That is to say, if you have a talent
enabling you to do it, you will do it. You will grasp some
elements initially and other parts you will gradually acquire as
you go along. But certainly you grasp some elements without being
taught what to do.

Simon Mbokazi: When you were young didn't you hear anyone
praising a person?

J.D: I used sometimes to do so. I did indeed.
S.M: Whom did you hear praising?

J.D: I used to hear the praising of R.R.R.Dhlomo. [E.G. inter-
jects: R.R.R.Dhlomo! J** Then again I heard Gwala praising, when I
was grown up, [I heard him] praising the Lion Cyprian.

E.G: But Gwala didn't teach you?

J.D: No. Gwala didn't teach me - but I used to listen to him; I
didn't ask him to teach me.

* Cyprian kaSolomon passed away in 1968.

** Fnglish in Africa, ed. N.Visser, March 1975, Vol. 2 No. 1, makes no
mention of R.R.R.Dhlomo ever having actually performed the praises
the kings that appear in his "royal" novels (see Bibliography). So
Dlamini probably means that in his years at primary school (it seems
he went up to Standard 4) the izibongo in Dhlomo's novels were taught
or at Teast recited in class. They may also have been recited on the
radio.

3.2.3. The acquisition of skills through listening

There are a number of situations which involve the performance of
praises and which therefore afford invaluabie instruction for those
who have the talent to become bards. The performances may be formal
(as in i below) and in what I call "Mode A" (see Chapter 4) or they
may be less formal situations where the emphasis is still on praising
by a single individual. Four kinds of 1listening and Tlearning
situations are briefly described in the following pages: 1listening to
izibongo of the lineage shades or of people of importance; Tlistening

to the reciting of izibongo over the hemp horn or over beer; listening
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to records or to izibongo read from books; Tistening to izibongo

during ukugiya.

Listening to the izibongo of the lineage shades or of people of

importance

This "Mode A" performing situation is one which many individuals
observe and Tisten to from their childhood. Listening to recitals by
izimbongi of the izibongo of Tineage shades must be of particular
importance for those who have the potential to become bards them-
selves. Zizwezonke Mthethwa and Phemba Mzimela both mentioned the
significance of this and Adelina Dube (see A 63-73), who performed
at the same wedding as Phemba Mzimela, said that she had learnt the
Dube izibongo in this way.

Acquaintance with the 1izibongo (and the bards) of one's own
lineage may be the first step in learning the art of praising. Added
to this "may be.equsure to the izibongo either of royalty or of a
chiefly house and to the performing styles of the bards responsible
for them. The imbongi Azariah Mthiyane regards himself as the fifth in
the T1ine of bards who have praised +the Nazarite prophety, Isaiah
Shembe. He, Tike Mgezeni Ndlela, seemed amazed at the way in which he
found himself able to recite praises without any conscious prior
rehearsal or learning. Mthiyane's emergence as an imbongi was linked
to his hearing, over a number of years, the izibongo of Isaiah Shembe
recited by the talented bards whom he himself was to follow.
Mthiyane's account of his debut as an imbongi stresses that it was
unexpected but behind it lay years of the kind of inconspicuous
grounding in the tradition that Lord found amongst the Yugoslav
singers. He too, 1like the young guslar had been sitting aside and

listening:
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I remember in my case, the day I began to praise. I really didn't
know where the izibongo had come from. And then the Leader of
Ekuphakameni (Johannes Galilee son of Isaiah Shembe) asked to
whom I had Tistened. I told him that I used to hear the praises
when I was still a boy, because whenever there was a meeting,
whether it was in January, or in July, or in October, I would go
along to carry my father's baggage and then I would hear the
imbongi praising, and I stored the praises in my heart. (24)

Listening to izibongo over the hemp horn or while drinking beer

The recitation of izibongo as men sat in groups smoking the hemp
horn seems to have been an accepted social occurrence in nineteenth
century Zulu society. Van Warmelo (1938:7) mentions that when the
young Msebenzi was apprenticed to Siyikiyiki, he "was permitted to
smoke hemp to a certain extent, a practice forbidden to other chief's
sons." He adds rather sweepingly, that “in the whole of South Africa,
hemp smoking is commonly resorted to as a preliminary to the reciting
of poetry" (ibid.). Because of heavy fines which can be incurred
nowadays and because of a certain amount of contemporary disapproval
of hemp smoking it is not likely that this is now so widely practised
- but T did not enquire too closely. Nevertheless, Mathambo Gwala,
bard of the Tate Cyprian, mentioned it as one of the ways in which he
had Tearnt izibongo when he was a youth. He had, he said, listened to
the older men as they smoked and recited the praises of the heroes and
great soldiers, men "Tike your Churchilll"™ (25). Other bards whom I
questioned, confirmed the importance of this as a learning situation.

The exchange of izibongo accompanied sometimes by the "giya"
dance, as men drink beer is probably more common now than praising
over the hemp horn. While this may not be such an important Tearning
context for a future imbongi, it was one that was mentioned by the
royal bard's understudy, Mkhohliseni Mdletshe, and could provide a

context for the recognition and development of early talent.
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Listening to records, to the radio or to izibongo read from books

The new means of communication which the above represent need
not be inimical to the art of praising. No bards actually mentioned
that they had Tearnt from hearing izibongo on the radio, but izibongo
were frequently broadcast over Radio Bantu's Zulu service in 1975-6. I
was sometimes asked, "Did you hear those izibongo over the radio on
such-and-such a day?" The various royal praises were recited, and
knowledgeable bards were éought out; I heard the izibongo of Mpande
kaSenzangakhona recited and discussed on one such programme.
K.E.Masinga, the "father" of Zulu broadcasting made a series of prog-
rammes on izibongo in 1975 and Amos Mathambo Gwala, also in 1975, gave
an in-depth programme on the izibongo of Dinuzulu, together with a
partial recitation, which included snatches of the dzibongo of
Cetshwayo and Zibhebhu. The radio, therefore, could be a useful medium
of instruction and inspiration to aspiring izimbongi. There are to my
knowledge no recently cut records of royal izibongo but a Timited
number were cut by Zonophone, 1in London, in the late 1920s, and by
Gallo, in Johannesburg in the 1940s (Rycroft, 1974:77-8). The perfor-
mers were James Stuart and John Mgadi. One imbongi, Alpheus Luthuli
from Empangeni, mentioned to my surprise, that he had learnt thé royal
izibongo "from 1listening to records". He must have listened to the
Stuart and Mgadi recordings.

The 1izibongo which Stuart collected from the dozens of bards he
so avidly listened to were in some cases included (often in a collated
form) in his school readers (Stuart, 1923, 1924a, 1924b, 1925). They
must  have profoundly influenced not only many generations of
Zulu schoolchildren but also the writers and compilers of successive
textbooks. R.R.R.Dhlomo, as I have mentioned in Chapter 1, also

included the izibongo of each king in each of his "“royal" novels




(1935, 1936, 1938, 1952, 1968) and this too must have helped in their
dissemination. The fact that John Dlamini cited R.R.R.Dhlomo as an
early influence suggests the complex of forces at work in the bard's
background. It demonstrates as well, the way in which praises may move
from the oral tradition into print and then once again play a part in

informing and vitalising the oral tradition.

Listening to izibongo performed as part of "ukugiya"

This s the' most important context for the non-specialist
performance of praises and I call it "Mode B" (see Chapter 4), It may
be of less direct influence on future bards than "Mode A" situations.
However it was cited by Elias Mjadu (see A 62 and 112-4), an imbongi
of the Dube chief Ndesheni, as the performing context where he was
able to use and - by implication - develop his skill in praising. He,
like John Dlamini, obviously enjoyed composing new izibongo as well as
recreating the established ones of the lineage. He clearly enjoyed
performing in both the specialist and non-specialist "Modes" and could
move from being an imbongi to being a non-specialist praiser/performer
as necessity required.

What emerges from the above brief account of how bards 1learn
their skills, 1is that there is no single type of training even though
the art, in the hands of its best practitioners, is a specialised one.
Moreover there are now bards (Phumasilwe Myeni for instance) who both
write and perform izibongo as do some Xhosa iimbongi such as Yali-
Manisi and Burns-Ncamashe, and as S.E.K.Mghayi the celebrated Xhosa
bard used to do (Opland, 1981; 1983, Chapter 4). This is in addition
to those T1ike Dlamini and Alpheus Luthuli who have been influenced by
izibongo in print or on disc. The present situation as regards

learning how to be an imbongi is dynamic rather than static, with new
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influences at work together with the older, more established ones.

3.2.4. The opportunities for performance

The development and maintenance of specialist skill in praising
is, clearly, closely connected with the opportunities available for
performance. In the period of the Zulu Kingdom (1818-1879) the in-
volvement of bards in the military organisation of the state, 1in its
hierarchical structure and in its religious 1ife, ensured that they
had ample opportunity for performance (Samuelson, 1929: 253). Bards
were, moreover, often highly placed and influential individuals
(Gunner, 1976). The different political, social and economic circum-
stances of the present mean that bards have more varied but on the
whole fewer opportunities for performance. There are fewer bards than
there were sixty or so years ago and even those who are locally known
as experts 1in the royal praises, men such as George Ngobese and
Alpheus Luthuli have to wait for a royal visit to their place of work
before they can perform. Months, even years may pass in the interval
between such visits. In these circumstances not only may the skills of
bards grow rusty through lack of use but also the status and effect-
iveness of praising is brought into question. At the highest 1level,
that of the royal praises and the praises of members of the Buthelezi
chiefly house, the focus seems to be on a small number of talented and
mobile bards who travel (usually) with their patrons and perform
often. They perform on occasions such as the sessions of the KwaZulu
Legislative Assembly. They also perform at new venues and in new
situations such as crowded township halls in the Transvaal, factories
on the Witwatersrand, at the opening nights of Zulu musicals in Durban

and at the opening of new agricultural centres 1in KwaZulu. John
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Dlamini, who is the most obvious example of this type of bard, told me
that he had sets of clothes at three of the King's residences so that
he could go off with the King to any engagement at a moment's notice.
Amos Mathambo Gwala also stressed how much he had travelled when he
was imbongi to Cyprian kaSoTomon.

Bards who are attached to chiefly houses which still value
praising (Khonjwangekhanda Mdletshe of Hlabisa and Phemba Mzimela of
Ngoye are among these) do find opportunities for performance on the
standard occasions such as weddings and ritual addresses to the
shades. There are also other occasions, such as the hearings of court
cases by the chief and the monthly meetings of chiefdom councillors,
where bards praise the ancestors of the chiefly house. For such bards
too, there are new opportunities for performance such as praising at
the ceremony for opening the new wing of a local school. Whether or
not a bard performs on such an occasion depends to a large extent on
the wishes of the chief, of the bard himself, and of whoever is
drawing up the programme. For bards too, as for non-specialists, there
are a number of "emergent performance situations" (Bauman, 1975:302).
Families, particularly (but not only) if they are non-Christians or if
they are attached to important Tineages, still require bards to
officiate at weddings and to address the shades on other occasions,

None of the above performing situations brings in regular payment
or indeed any financial payment (with the exception, I think, of those
undertaken by the royal bard and possibly Chief Buthelezi's bards).
Whereas the customary gift for the bard for performing at a ceremony
is the cow's stomach (itwani) and top nineteenth century bards such as
Magolwana became extremely wealthy in terms of the cattle they
possessed, today's bards (like many poets in other societies) have no

regular vreliable source of payment. Indeed, within the umndeni
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(lineage segment) it 1is regarded as one's duty to praise, and
financial payment would not be in order.

0f the bards whom I met in Ngoye, George Ngobese was, for part of
1975-1976, employed as a painter by the University of Zululand; Alpheus
Luthuli worked at a sugar mill near Empangeni; Masoswidi Mkhwanazi was
a gardener at the home of the Principal of the University; another
bard who performed with Phemba Mzimela in December 1975 was a cook for
a family at Richards Bay. Many ab]e bards, it seems, were engaged in
lowly and poorly paid occupations. Others, such as the Hlabisa bards,
were chiefdom councillors (izinduna), positions which carried status
within the community, but as peasant farmers their income came from
the soil, not from praising. Phumasilwe Myeni, who was a headmaster
and a published poet as well as an imbongi, was one of the very few
Zulu bards who seemed to have achieved recognition as a bard, and
wider status and financial success. Another who could perhaps fit into
this category is C.B.S.Ntuli, also a headmaster, who has written and
performed izibongo for Chief Buthelezi.

Artists 1in any contemporary society cannot survive on prestige
alone. Nowadays, even though the status of the imbongi, especially if
he has influential patrons, is high, the lack of any material benefits
to be gained from becoming an imbongi must act as a disincentive to
many. Greater patronage by radio, by educational institutions, by
industry and by Zulu cultural and political organisations would offer

greater scope for bards and increase opportunities for performance.

Conclusion
This chapter has outlined ways in which children acquire and use
the basic skiils which enable them to participate as non-specialists

in praising: they learn to recognise verbal and non-verbal cues which




signal the shift from standard to poetic utterance; they 1learn to
manipulate some of the structures of the poetry: they encounter its
themes and its range of figurative language and they learn to master
the interaction of words, song and dance. The chapter has also
expltored the means by which those with particular talent may become
solo performers and contribute to the continuity and growth of the
tradition. What is also passed on from childhood is the multi-faceted
significance of the act of praising in Zulu culture: it conveys res-
pect for individual identity and family and clan origins. On a wider
level it provides a means of expressing a pride in the past and a
belief 1in a national identity in the present. The following chapter
will consider 1in more detail the features of specialist and non-
specialist performance and will demonstrate the way 1in which both
bards and non-specialists contribute to the broad-based art of

praising.

Notes

1

A.T.Bryant, The Zulu People, (Pietermaritzburg: Shuter and Shooter,
1949), pp.432-6, has discussed Zulu names in some detail. For the
magical power of the "great name" and its identification with the
being of the individual see A.l.Berglund, "Zulu Ideas and Symbolism"
(Ph.D. thesis, University of Cape Town, 1972), quoted in A.Koopman, "A
Study of Zulu Names" (B.A.Hons dissertation, University of Natal,
Durban, 1976}, p.3. J.Lyons, Semantics Vol.l (Cambridge: Cambridge
University Press, 1977), p.218 note 11 refers to the ritual or magical
significance of the name in many cultures and the fact that the name
is held to be an essential part of a person. I did not come across the
term, "isithopho", referred to by Bryant, op.cit. p.434, which Doke
and Vilakazi gloss as "praise-name, name of endearment, pet word, pet
name", Dictionary, p.802, and to which Koopman refers in "The Linguis-
tic Difference between Nouns and Names in Zulu", African Studies 38,
1, (1979), p.67. For a discussion of the formation of praise names see
Chapter 5.
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2

Ebuhleni Catholic Church and Ebuhleni School were in the Qwayinduku
ward about two miles from the Dindi homestead. I met members of the
Ebuhleni Mothers Union in February 1976. As an introduction to the
topic of dzangelo and izithakazelo I played them the recording of
Princess Magogo reciting izangelo of her son, Chief Buthelezi, and
of other members of the royal family. Many Christian married women
(1like Mrs Khumalo) used their husband's surname rather than keeping
their own clan names after marriage.
3

The name Ntungwa (line 1) is important in the early movements of the
Nguni on the south-east coast. Bryant, Olden Times, p.290, mentions
the '"elegant skin-trappings of the Ntungwa Ngunis as opposed to the
simpler dress of the Thonga-Nguni®*. See also Shula Marks, "The Trad-
itions of the Natal "Nguni": a second Took at the work of A.T.Bryant",
in L.Thompson (ed.), African Societies in Southern Africa (London:
Longman, 1969), pp.13T, 141, 143-4. Marks suggests that an earlier
non-Nguni Bantu-speaking substratum was present but was undetected by
Bryant and absorbed into his Nguni categories, one of which was
"Ntungwa Nguni"., Line 4: several of Stuart's informants commented on
this well known sentence which occurs in many clan praises; it s
taken as meaning that they came from the "Abesuthu" (in the north).
See Webb and Wright, James Stuart Archive Vol. 2, pp.46 and 281.
4

J.K.Ngubane, "Shaka's Social, Political and Military Ideas™, in
D.Burness (ed.), Shaka King of the Zulus in African Literature (Wash-
ington: Three Continents Press, 1976), p.135, gives a different
example of the Ngubane clan praises:

Ngubane! Nomafu! Ngubane! You Tike the clouds!
Ngogo zabantu nezegzinkomo. (I see around you) skeletons of men
and cattle.
(My translation)

Clan praises for the same clan may differ from each other, sometimes
only in detail, but sometimes they differ completely. Their functions,
though, of celebrating the individual in terms of his clan and his
clan's past remains the same.
5

The izibongo of the mysterious Njomane were recited by Mr Mhiongo
of Mbongolwane, as part of his Mhlongo lineage 1izibongo see A 84.
6

I visited the class in February, April and May, 1976. Their teacher,
to whom I am very grateful, was Sister Johanna Ntuli.
7

Much of the information about and examples of dzithakazelo were
collected in Hlabisa, mainly from women. Sister Marlene Koch and
Sister Dietie von Spaun of the Hlabisa Catholic Medical Mission helped
a great deal in collecting examples.
8

Izangelo are mentioned by Stuart, Notebook 76, p.96, Stuart
Archives, K.C.A.L., Durban. George Ngobese, the imbongi, (see 3.2.)
frequently recited his izangelo to me during fieldwork, always at a
furious speed. He always stressed that his mother had composed them,
9

Mrs Phenyana recited these izibongo on one of the occasions when 1
had accompanied Sister Dietie von Spaun to a particularly inaccessible
¢linic in Hlabisa.




10

Doke and Vilakazi, Dictionary, p.364, gloss "ijongosi" as meaning "a
young ox fit for inspanning™. It is used in Ngoye to mean "a young
girl of marriageable age"!
11

There were no men present and I assume all had gone to a celebraton
a mile or so away, where I too was going (see 4.2.Description C).
Whether the boys would have been gquite so uninhibited in their play
performance had the men been present, I do not know.
12

War chants and war songs (izaga and amahubo empi) are usually cryp-
tic and elliptical. For examples of others see Samuelson, Long, Long
Ago, pp.254-282 (passim) , and Rycroft and Ngcobo, Say it in Zulu
(London: School of Oriental and African Studies, 1981, 2nd ed.,),
Appendix D; also see Chapter 4.2.
13

M.B.Yengwa mentioned his early practice as a "bard" in a letter to
me, written in October 1975. Phemba Mzimela commented that children
learn izibongo at school in an interview on 24 April 1976; John
Dlamini remarked that he thought schoolchildren would (one day) study
the royal izibongo he had composed, in an interview at Nongoma, 16
October 1975.
14

Kenya has since 1980 placed far more emphasis than before on oral
literature (in translation) and in particular the oral literatures of
Kenya, in its Literature syllabuses. It features in both the KCE (Form
4) and KACE (Form 6) literature syllabuses.
15

Norbert Mbonambi who acted as my assistant and Tanguage teacher in
early 1976 recalled several boys in their mid-teens whom he knew, who
were expert at praising cattle but who were now scattered and 1looking
for work. Stefan Mnguni, who sometimes acted as my assistant, men-
tioned that many of the men in the Qwayinduku iviyo had gone up to
Standard Five (i.e. they had completed Primary School) but no further.
Stefan himself had not learnt praises as a child because his father
was a devout Catholic. He began to attend weddings and other occasions
where men would "giya" after he was married.
16

The term "iviyo" referred originally to a section of a regiment
(ibutho). These were formed from men closer in age, with usually as
Tittle as four or five years separating them. For Bryant's version of
the regiments from Shaka to Dinuzulu, see Bryant, 0Olden Times, pp.645-
646. The militarism in the content and performing context of present
and past izibongo is discussed in Chapters 4 and 7.
17

There are several comments on this in writing in Zulu and 1in Eng-
1lish. See for instance R.R.R.Dhlomo's novel set in Johannesburg and
the townships, Indlela yababi [The Way of the Wicked]l (Pietermaritz-
burg: Shuter and Shooter, 1946 and 0.M.Mtshali's poem, "The Master of
the House" in W.Soyinka (ed.), Poems of Black Africa (London: Heine-
mann, 1975), p.209.
18

Guy defines uSuthu as follows: "Before the war [i.e.the civil war in
Zululand] the name USuthu was given to Cetshwayo's following within
the nation. After the war it was used to identify the faction which
worked to revive and maintain the influence of the royal house, either
through Cetshwayo himself or, after his death, through Dinuzulu".
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J.J.Guy, "The Destruction of the Zulu Kingdom: The Civil War in Zulu-
land, 1879-1884", (Ph.D. thesis, University of London, 1975), p.l121.
19

A1l the information on Mkhohliseni, his father and family, 1is from
an interview with father and son at Ceza, Mahlabathini, in July, 1976.
The area is close to uSuthu territory which begins a few miles to the
north.
20

George Mbhekeni Ngobese Tived in Ngoye near the University of Zulu-
land and helped me on many occasions during field work. The interview
where he told me about his stay at the royal homestead of Cyprian
kaSolomon was in January 1976.
21

The chief occasion is the old Mthethwa first fruits ceremony, called
by Zizwezonke, umswela, and celebrated by him on February 22nd each
year. The Tineage praises are also recited before apprentice diviners
and doctors return to their homes on completion of their apprentice-
ship.
22

The interview was at Mantungweni, Mahlabathini, May 1976. Mr Ngidi,
Chief Buthelezi's secretary for chiefdom affairs was with me. Mgezeni
Ndlela's flair for dramatic re-presentation is clear from his account.
This was my second long interview with Ndlela. The first was at Nkon-
jeni in February, 1976. ‘
23 '
The interview from which this extract was taken (16th October, 1975)
was my first in KwaZulu. Fortunately Mr Simon Mbokazi, then a master
at Bhekuzulu College, was with me. My command of spoken Zulu was not
good and my interviewing skills limited, and several opportunities
were not followed through. To my sorrow I was not able to interview
J.DTamini again although I tried twice, on one occasion driving 200
kilometres in search of him!
24

From an interview with Azariah Mthiyane, at Emkayideni, Richards Bay,
May 1976. Johannes Galilee Shembe took over the Teadership of the
Nazareth Church after the death of Isaiah in 1935. Huge annual meet-
ings in different parts of Natal and Zululand are a feature of
Nazarite worship and provide an important context for the performance
of Shembe's izibongo. An annual gathering of the Nazarites which lasts
for the whole of the first week of May, has been held at Emkayideni
since the 1940s. 1In 1976 Nazarites from Ngoye were among those camped
there but there were also people from as far away as urban areas such
as KwaMashu outside Durban, and from Enanda.
25

From an interview with A.M.Gwala in Durban, in October 1975, Because
of a breach of etiquette on my part, in that I had approached Mathambo
Gwala without first asking permission from members of the royal family
resident in KwaMashu, Gwala agreed to give me an interview but he
would not recite the royal izibongo, nor would he allow any of his
remarks to be tape-recorded. He did however agree to my taking notes!




CHAPTER 4

THE ART OF THE PERFORMERS

4.0. Introduction:The Two Modes of Performance

Praising, as I have outlined in Chapter 3, is an art that is
mastered by a broad spectrum of individuals in Zulu society. Some
become highly skilled izimbongi with a wide reputation, some become
izimbongi who perform only for their lineage segment or for members of
a clan in a particular district. Others are never known as an imbongi
but are steeped in the artistic idiom of praising. They compose
praises for themselves and their age-mates and they know the izibongo
of many others besides themselves. These are the non-specialists whose
knowledge of praising and of praises is essential to the continuity of
the tradition. Equally essential to the vitality of the tradition is
their contribution in terms of new compositions and the performance of
izibongo. The division into bards and non-specialists is to a Tlarge
extent reflected in the two distinct (although in some ways slightly
overlapping) performing modes that exist within the art of praising.
This chapter will focus on the art of the performers, both the bards,

the izimbongi, and the non-specialists.

4.1. "Mode A" Performance of izibongo

In broad terms, performance by bards tends to be formal and there
is great emphasis on the verbal and vocal art of the performer. As I
have mentioned in Chapter 2, the occasions of performance for bards
range from situations which emphasise the heraldic and political

aspects of praising to those which underline its more solemn and
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religious aspects. It needs to be remembered, also, that while the most
skilled bards praise subjects (both deceased and Tliving) who are of
exalted status and widely acknowledged, other lesser bards praise the
ancestors and members of a lineage which may not be at all widely
known. It is still important that they are well praised, especially at
an event such as a wedding where the honour of the family and the
lineage 1is on show. For all bards, whether they are attached to
royalty, a chiefly house or whether they represent a clan, the
emphasis on verbal and vocal skill is considerable. An imbongi may
conclude his performance with a brief giya "dance” (see 4.1.4.) but
the focus of his performance is the delivery of izibongo addressed to
one or more deceased and/or 1living members of a Tlineage. This solo
performance by bards I call "Mode A". Performaﬁce by non-specialists
is often less formal and verbal art is combined with song, chant and
dance, in a composite, communal performance. In such "Mode B" perform-
ances, the subject of praise is always present and performs in a
combination of speech, chant ,song and "dance" (known as ukugiya)
during the oral delivery. 1In Mode B performance, therefore, the close
link between praise and action is symbolically acted out in the com-
bination of ukugiya and the oral delivery of the dancer's praises by
those present. A dancer may, and sometimes does, call out his own
praises, but the onus is really on the participating group to do this.
At an engagement celebration which I attended, the bridegroom-to-be
was not known in the ward and Stefan Mnguni remarked to me afterwards,
"We couldn't praise him as he "giya'd" because we didn't know him",
("know" here meaning both "did not know his praises" and "did not
know him").

There are therefore two modes of performance. It 1is worth

emphasising, however, that bards can perform in either mode; likewise




non-specialist performers are sometimes compelled through force of
circumstance to assume the role of imbongi and perform 1in Mode A
instead of Mode B. It is also the case that Izibongo may in some cases
be performed in either mode. King Zwelithini and Chief Buthelezi are
usually praised by bards in Mode A, but when and if they "“giya"
(Teaders do so now far less frequently than they used to), then Mode B
performance vrules apply and many voices call out sections of their
jzibongo. Despite this flexibility on the part of performers and the
adaptibility of izibongo in that they can be performed by a bard (in
the case of living leaders) or called out by non-specialists, it s
important to recognise that there are two performing modes. Moreover
there are other informal performing situations, such as when a person
tells a group (of age-mates) or new acquaintances what his praises
are, so that they can praise him when he "dances", and so that they
"know" him. Praises (usually snatches of a person's total 1izibongo)
are also frequently called out as greetings when people pass each
other on the road. These praising situations, while obviously
important fto individuals and important for the expression and
continuity of the art, fall neither into Mode A nor Mode B. As broad
categories, however, Mode A and Mode B are valid; they cover most
performing situations and show the unities and the distinctions that
operate within the genre as a whole. The discussion in this chapter
focuses in turn on each performing mode. 4.1. covers performance in

Mode A, and 4.2. performance in Mode B.

4,1.1. Formality in Mode A

In general an air of solemnity and a sense of occasion
accompanies praising in this mode. Certainly the nineteenth century

bards mentioned by Stuart (1) seem to have created a special
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atmosphere by the power of their presence and the elogquence of their
words. Magolwana, for instance, 1is said to have held the whole
assembly spell-bound and only the King was permitted to respond while
he was praising. Dingana's general, Ndlela kaSompisi Ntuli, is said to
have had a similar effect on his audience (Bang, 1951). The praises of
a king or chief called out by a bard at (or before) dawn, (a practice
still adhered to by the Nazarites), also emphasises the dominant
figure of the bard imprinting his poetry in jonely formality on the
waking community (2). Formality, though, has many guises. Singing or
chanting may also continue during a bard's reciting. In some cases an
imbongi recites against a background of controlled, rhythmic war
chants. Fuze (1979: 103) records such an instance during Theophilus
Shepstone's visit to King Mpande, and an S.A.B.C. recording of the
present 1imbongi also demonstrates this type of performance situation
(Tape 5)}. Here Dlamini recites the izibongo of King Zwelithini while
the "regiments" chant the war cry of the iNala regiment, formed at the
time of his installation. Such background chanting in no way lessens
the dominance of the bard, nor does it reduce the formality of the
occasion. It s simply another performance situation and it demon-
strates the flexibility within Mode A. To some extent, the particular
context of the performance dictates the level of formality and the
particular way it is expressed. For instance, praising the ancestors
is always a solemn event. On the other hand, reciting the praises of a
living person seems {(sometimes) to allow a more relaxed atmosphere.
Certainly this contrast in atmosphere was very evident during two
performances by bards at the same event in Mahlabathini in July 1976.
The official Buthelezi imbongi, Mgezeni Ndlela, opened the occasion
held in honour of Chief Buthelezi, with a solemn and dignified prais-

ing of the Buthelezi lineage ancestors. Later in the programme another
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bard, Phumasilwe Myeni, performed Chief Buthelezi's own izibongo (see
A 6 and Myeni, 1969). These were accompanied at certain points by
shouts of Tlaughter from the audience. A shift in atmosphere and
audience response can occur in the same performance: as the imbongi
moved from the izibongo of the lineage ancestors to praising the
father of the bride at the Mzimela/Dube wedding which I attended in
December 1975 (3), the audiénce became noticeably livelier. Laughter
and cries of "Musho® (literally, "Speak him") replaced the silent
reverence with which the earlier izibongo were heard (see A 73). In
each 1instance though, the bard remained the dominant figure in the
performance, and the contrast merely illustrates the range of response

which is possible.

4,1.2. Solo performance and its implications

In most cases bards perform solo although at two weddings I
attended two izimbongi strode around the arena reciting the 1lineage
praises of the bride's family. There is in general an expectation of a
high level of skill from performers in Mode A although in reality this
varies considerably. Those who recite izibongo of the lineage ances-
tors at weddings are in some cases fairly perfunctory and sometimes
the notion of "dominance" is not much in evidence. The ideal, though,
is that those who perform as bards in Mode A have a complex of skills
relating to movement, wvocalisation and verbal art. In cases where the
high Tlevel of skill which is possible is actually realised, bards
exert great power over their audience as appears to have been the case
both with Magolwana and Dingana's general, Ndlela as mentioned above,
and some izimbongi in Ngoye were spoken of with great respect because
of their impressive performances at weddings.

In the following account by Chief Buthelezi's imbongi, Mgezeni
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Ndlela, a sense of the dominance of the solo performer, the imbongi,

is communicated. Mgezeni was describing to me the Chief's 1973 tour of

the Transvaal and Orange Free State:
I had to go to all the places he visited. I praised him, I
announced him to the nation as befitted his status. I walked
ahead of him; we would go into a hall as big as from here fo that
homestead which you have just passed. It would be jam-packed with
people! I would announce The Child (a praise name for a member of
the Zulu royal family); I announced him and there would be
complete silence, total silence...l would praise the whole
lineage of the Buthelezi (ruling) house, the whole Tot! And then
I would just stop because, after all, the Chief had his own work

to do!
(Mgezeni Ndlela to E.G., Emantungweni, Mahlabathini, May 1976)

In some cases the dominance of the solo performer is measured not by
silence but by the response evoked during performance. The success of
Phumasilwe Myeni in this respect has already been mentioned (4.1.1.).
Another example 1is the performance of the imbongi at the funeral of
Chief Albert Luthuli in 1967 (see A 3). Here, on the evidence of a
recording of the funeral (4), the audience register their approval and
involvement at various points in the praises. When the bard allusively
compares Chief Luthuli with Shaka (see 6.2.), they urge him on. When
he comments on the Chief's career and Tists the White politicians whom
he outmanceuvred (according to the imbongi) the crowd responds
enthusiastically. They cheer him on with cries of "Musho!" ("Speak
him!") when he refers to the "fraudulent Houses of Parliament"”, the
hated pass system and Luthuli's refusal to be bought off by those in
power (A 3). Clearly, then, the way in which a bard establishes
control over his audience depends on the occasion of performance
(which to some extent dictates the kind of audience) and on his own

skills. It is to the deployment of those skills that we now turn.
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Mgezeni
Buthelezi

Ndlela "announcing" Chief Buthelezi and praising

lineage ancestors at Mahlabathini

in July 1976.
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4.1.3. Costume as a frame for performance in Mode A

There are various ways in which an artist marks off his
performance from everyday speech and everyday happenings. As Bauman
points  out, performance itself ‘"sets up or vrepresents an
interpretative frame within which the messages being communicated are
to be understood" (6). Costume can be a potent element in the framing
of verbal art. It helps to distance the performer from the audience
and to signal the entry into a specialised, distinctive form of
communication. For contemporary bards, dress as a framing device seems
to be optional. It could be said that it enhances a good performance
but does very little for an indifferent one. The royal bard, John
Dlamini, dislikes wearing traditional dress. Though he is often asked,
even begged, to wear the traditional bard's attire, he prefers to
perform in Western dress; similarly Mgezeni Ndlela wore Western dress
for his July recitation at MahTlabathini. On the other hand, Phumasiiwe
Myeni on the same occasion donned traditional imbongi attire and in
the eyes of his audiehce undoubtedly improved his performance by doing
SO.

Vividly distinctive attire was certainly frequently used by
nineteenth century bards. Certainly it seems an essential part of the
performance of the bards of Dingana, 1in the 1830s, described below;
the adjective "grotesque" though, which is applied to their costume,
marks Captain Gardiner as an outsider and one who did not see Teopard
skin as a poet's accepted attire (although Lord Byron may well have

approved!):

At the conclusion of every song...two heralds swiftly cross each
other,...shouting at the top of their Tlungs 0,0,0,0,0,0 to
indicate its conclusion. These heralds are always disguised by
some grotesque attire;...one completely enveloped in the entire
skin of a panther...(7)
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Another, somewhat Tater account, this time from a Zulu informant,
suggests that costume intensifies the effect of a good performance but
is not central to it. James Stuart's informant, describing the perfor-
mance of royal praises by the famous Magolwana remarks that:

He would stamp tremendously; and all the trappings he had on

would swing to and fro; because he had a lot on, he had dressed
up; he adorned himself tremendously. (8)

The apparently optional nature of the use of distinctive costume as a
frame for performance is stressed, by another informant of Stuart's;
Hoye, bard to King Solomon kaDinuzulu (later bard to Chief Mathole
Buthelezi) and father of the imbongi Mgezeni Ndlela, had this to say
on the subject of dress: "The imbongi dresses up in all sorts of
finery. I have no distinctive uniform of my own as imbongi" (9).
Costume as a framing device is perhaps most effective when combined
with movement and gesture and here again evidence suggests that there

is a range of options open to performers,

4.1.4. Gesture and movement as a frame for performance in Mode A

Several early accounts of bards mention both their distinctive
action and their fantastic attire. L.H.Samuelson, describing an
imbongi performing on the third day of the national umkhosi (Feast of
the first fruits) celebrations in the 1870s, Tlays emphasis on the
dramatic and to her, court-jester-like quality of the performance. Her
account also illuminates the use of the bull symbolism so dominant in
Zulu culture. She mentions that the assembled men are drinking beer,

and continues:

Now and then an “Imbhongi" (Jjester) comes forward, shouting
praises to the King, and jumping about like a maniac, with long
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horns fixed on his forehead. He acts the wild bull, tearing up
the ground with his horns, then leaps into the air, shouting the
King's praises all the time. (10)

Grant, some fifty years later, was also struck by the dress and
dramatic gestures of the elderly izimbongi who performed for him the
praises of the Zulu kings and of the Mandlakazi leader, Zibhebhu
kaMaphitha. He remarks on the leopard skin dress of one of the bards,
the garland of small bladders of animals around his temples, his
shield and long, carved stick. During the performance, Grant tells
us (1929:202), the imbongi became increasingly agitated, his shield
and stick would be suddenly raised and shaken in the air, his gestures
became more and more frequent and dramatic. Both these descriptions
convey very strongly the sense of a dramatic performance, with the
bard as Teading actor. Phumasilwe Myeni's performance at Mahlabathini
was very much in this vein. Other styles are also permissible and
perhaps in certain contexts more suitable. At weddings which I
attended, when the lineage ancestors were praised, the bards strode
energetically around the arena but never played to the gallery with
any extravagant gestures or movements. It was clear that such actions
would have been out of keeping with the solemnity of the moment. Also,
the onlookers clearly enjoyed the praising of the ancestors even
though there was no flamboyantly expressive movement by  the
performers,\ apart from the brief giya "dance" (see 4.2.4.) which a
bard breaks into when he has finished praising the ancestors.

Some contemporary bards have adopted what could be termed an
optional ‘“stationary" style which they easily and readily turn to in
response to modern and novel conditions of performance. For instance,
if one is performing in a large hall on a small platform, or standing

in the aisle between rows of onlookers on tightly packed seats it s
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not practical or even possible to make use of free-ranging action and
acrobatic displays. Also today under such conditions, bards frequently
have to use microphones, and often fixed microphones. For these rea-
sons, perhaps, the King's bard prajsed standing still, on the two
occasions at which I saw him perform, and the same was true of Mgezeni
Ndlela when he praised at Mahlabathini. Neither seems to have suffered
a loss in reputation because of this concession to modernity.

Because of the varying performance conditions under which
contemporary bards operate, they sometimes have different options open
to them as regards costume, gesture and movement, the same performance
event can be exploited in different ways by individual bards. As we
have seen, Myeni and Mgezeni Ndlela made different use of dress and
movement on the same occasion. One chose the flamboyant tasselled loin
skin, leopard skin head-dress, small shield and stick known to many
Zulus as the costume of the imbongi, while the other donned sober
trousers and jacket for the cold Mahlabathini winter's day. A third
bard who also performed that day combined his options in yet another
way. Like Ndlela he recited the lineage praises at the microphone but
he T1ike Myeni, wore the dress of a traditional bard and was further
adorned with beads. These were slung down across his waist from his
left shoulder, and 1ike the imbongi who praised for Grant (1929), his
costume included the bladders of small animals. To mark the end of his
praising of the lineage ancestors and of Chief Buthelezi (see A 4),
Ndodengemuntu Buthelezi, who was the third performer, abandoned the
microphone and the platform on the verandah of the building and Teapt
into the arena. Here he "giya'd" (see 4.2.4.) calling out his personal
chant (his 1dzigiyo) as he did so, and the words were repeated by a
section of the audience, many of whom were councillors 1ike himself,

to whom he was well known. The third performer's final flourish gave




sparkle to what was otherwise a mediocre performance which had until
that point failed to command the audience's attention in the way the
two earlier performances had done. A fourth performer of what were
described as izibongo for Chief Buthelezi, was the headmaster of
Bhekuzulu College, C.B.S.Ntuli. He was dressed in the flowing black
robes and colourful hood of the academic, and recited from the

platform microphone, punctuating his delivery with expansive gestures
of his arms. The style of voice and of language which C.B.S.Ntuli used
were in many ways quite novel and outside the conventions normally
associated with ukubonga.

The different combinations of dress, gesture and movement which I
have mentioned above are reminders of what Bauman (1975:293) terms the
"emergent structure" of much contemporary performance of verbal art,
its variable, dynamic nature in modern situations. 1In some ways this
is a liberating rather than a restricting factor for the imbongi and
his audience. It provides the former with new options and might in

some cases lead to really important innovations in the tradition.

4,1.5. Vocalisation in Mode A

Stylised use of the voice is a key feature of performance in
this mode. Rycroft (1960:77) has defined izibongo as a form of “speech
utterance with vrudimentary musical characteristics, rather than a
species of song". He concludes that (in the studio recordings which he

cites as examples):

Tonal realization departs from that of other Zulu speech utter-
ances in the following ways:

1. Use of a high vocal range approximately an octave higher than

that of normal conversational speech.

2. Predominance of a limited series of notes...

3. Absence of downdrift until the end of each stanza, a notable
feature being the fact that pitch-drop is withheld at points
within the utterance where it would normally occur in speech.
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4. Concluding formulae, applying to the last two syllables in a
stanza, differ from those applying finally or before a pause in
ordinary speech. Where the tone pattern of the word permits it, a
distinctively Tlarge descending pitch interval can be realised
suddenly, on the Tlast two syllables, as a result of the
suppression of downdrift in the stanza until that moment.
(Rycroft, "Melodic Features 1in Zulu Eulogistic Recitation",
African Language Studies 1, 1960, pp.77-8)

Certainly, the ability to adoplt a recognisable vocal style which
includes the control of intonation described in point 3 above, and the
introduction of concluding formulas (4 above) mark the vocalisation of
a number of bards whom I recorded. Mgezeni Ndlela (A 8-16), Phemba
Mzimela, (A 57-61), Phumasilwe Myeni (A 6) and Zizwezonke Mthethwa (A
74-81) all employed a distinctive descending cadence at various points
in izibongo which they recited. Mgezeni Ndlela usually kept such
concluding vocal formula until he reached the end of each lineage
izibongo. Phemba Mzimela and Zizwezonke Mthethwa, on the other hand,
employed it to mark the ending of a section distinct in content from
what was to follow. Whereas such formulas in the Stuart recordings
mark off (in the main) large sections, in the far shorter izibongo
which the above bards recited they often occurred after very short
utterances. The royal bard, dJohn Dlamini, makes 1little use of these
distinctive cadential formulas. 1In contrast to Mgezeni, who makes
quite a feature of the vocal formulas, using them as a vocal signal of
completion in his passage through individual 1lineage izibongo,
Dlamini's performances of royal praises tend to end in an anti-
climactic way, the volume of his voice being much reduced and the
final cadence being barely noticeable. Dlamini may employ this
seemingly uncharacteristic vocal ending because he wishes to do two
things: firstly, (in the recordings I have of the imbongi actually
performing to an audience) (1ll) he ends the royal 1izibongo with a

verbal concluding formula uttered in a Tow voice: "Ulibinda wena
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wendlovu"; both the words and the voice seem intended to suggest that
the bard 1is too overcome with emotion to continue the (in theory)
endless praises of the monarch in question.

Dlamint has other ways, in performance, of achieving dramatic
auditory effects to signal that he has completed the izibongo of one
Zutu king and will continue with another. Having ended the izibongo
proper with his softly uttered, "Ulibinda wena wendlovu!", ("You choke
[the voicel, you of the elephant") (11), he uses the royal praise name
and hails the royal shade (or the living king) with the apostrophic,
"Wena wendlovu!". This time he shouts the words out with maximum
volume and the crowd roars its response. This call and response is
repeated before the bard introduces the next royal salutation:
"Bayede!l", ("Hail 0 King!"), wuttered (in the recordings) at the same
intensity with greatly exaggerated lengthening of the penultimate
syllable and with extra force on the final syllable. This royal salute
is also repeated by the crowd. To some extent, the use of these royal
salutations must be in keeping with protocol, and it 1is therefore
expected of royal bards, but Dlamini seems to make maximum use of them
to create the tense, fervid atmosphere that he needs in order to
launch into each new royal izibongo.

The royal imbongi also introduces what seem to be his own
distinctive vocal mannerisms into his praising style. For instance he
begins the 1izibongo of King Zwelithini with an exaggerated initial
syllable in the important opening praise name, "INdlondlo", ("The
Hooded  Viper"). Similarly, the royal patronymic, "kaMenzi™,
("descendant  of Menzi"), is also called out with Tlengthened
penultimate syllable. Dlamini's opening praise for King Zwelithini is,
therefore, highly distinctive 1in vocal terms, and in vocalisation

alone constitutes an important means of cueing in his audience.
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Other ways 1in which this bard seems to have created his own
distinctive vocal style further demonstrate the degree of flexibility
- within Timits - that exists as regards vocalisation. Besides
eliminating the usual speech feature of downdrift, he also varies his
pitch and the volume of his recitation in a masterly way. This
variation in volume and pitch is particularly noticeable in the
repetitive, catalogue-like sections of the royal izibongo with their
"lexical-syntactic" parallelism (a term I use, see 5.1.), In the
October 1975 recording of Dlamini reciting the izibongo of Dingana
(Tape 2), this 1is most noticeable. One of the key points of the
izibongo is the listing of the Boers led by Piet Retief who met their
death at the monarch's command. In the formula line leading up to this
catalogue of victims, Dlamini Tlowers his volume, as if to signal to
the audience, "Listen carefully!"; on the first name, "uPiti", ("Piet
Retief") he Towers his pitch and then seems gradually to raise it in
the course of the catalogue until at the end of it he is reciting at a

high pitch and with considerable volume:

Example 1
Izibuko T1ikaNdaba elimadwala 'bushelezi elishelela  ‘'Mhloph'
em'bili,
elashelela uPiti kanye nendodana:
lapha kumaBhunu wamshay' phansi Jan Jablase,
lapha kumaBhunu wamshay' phansi udan Qili (7),
lapha kumaBhunu wamshay' phansi udan 'Mude,
lapha kumaBhunu wamshay' phansi uQuphana (?),
lapha kumaBhunu wamshay' phansi wadl' 'Mhloph' em'bi-i-1i!

(Tape 2:1)
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Ford of (Royal) Ndaba with the broad, slippery flagstones on

which the two Whites slipped,

on which slipped Piet and his son:

here among the Boers he threw down Jan Joubert,

here among the Boers he threw down Jan the Cunning (?),

here among the Boers he threw down Jan the Tall,

here among the Boers he threw down Quphana (?)

here among the Boers he threw down, he destroyed the two Whi-i-

tes!

Other versions of this key catalogue in the Dingana izibongo are in
Nyembezi, (1958:48) and 1in the Rycroft and Ngcobo "Eulogies of
Dingana" (forthcoming). Dlamini has his own version of some of the
names and clearly uses the catalogue for maximum effect. Rosenberg has
commented on the wusefulness of catalogues to a skilful “singer®
whether the "song" be part of The Iliad, - part of a guslar's epic, an
Anglo-Saxon Tlay or an element in the sermon of a Black American
preacher. His remarks are also applicable to Dltamini's skilful
manipulation of pitch and volume to highlight content, in other words,

his deliberate combination of verbal and vocal style:

Reading a list of dishes to be served at a banquet is Tittle more
exciting than reading a grocery list, but a talented minstrel or
scop could make it a descriptive highlight, if he recited it with
vivacity. It did not matter to a fourteenth century minstrel what
learned Virgilian or Ciceronian purpose lay behind the use of
catalogues; what did matter was the performance.

(Rosenberg, "The Formulaic Quality of Spontaneous Sermons",
Journal of American Folklore Vol1.83, 1970, p.20)

Certainly Dlamini is able to marry style and performance in a masterly

way, demonstrating, as Finnegan has pointed out, (1977:80) that there
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is no clear distinction in oral art between style and performance.

The royal izibongo and those of other lineages and of important
individuals, if well performed, seem invariably to engender an
atmosphere of tension and excitement. The use of a high vocal range
and the absence of downdrift noted by Rycroft are the chief elements
in the vocal creation of the taut and emotional atmosphere of Zulu
eulogy as performed in Mode A. Beyond this, however, D]amini'é style
of vocalisation suggests that bards may introduce features which
become a mark of their individual performing style. Only the very best
bards, such as John Dlamini or his predecessor, Amos Mathambo Gwala,
would have the skill and confidence to carry off such individual
characteristics of vocal style. Most, on the evidence of my fieldwork,
kept within the 1limits of what was generally recognised as the
ukubonga style,

Rycroft also comments (see point 2 above) that there is, in the
examples of the idzibongo on which he based his findings, a
predominance of a Tlimited series of four notes. 1 do not feel
qualified to assess whether or not this is borne out in the
vocalisation of the izimbongi with whom I worked. I would guess
though, that it is characteristic of some but by no means all. There
is a style of praising which sounds more chant-like than that of the
majority of bards recorded. Ndodengemuntu Buthelezi (A 4), the third
bard to perform at the Mahlabathini ceremony to which I have referred,
is the main exponent known to me of the chant-like vocal style which
might be closest, in terms of its preference for a Timited series of

-notes, to that described by Rycroft (1960). Another performer, (not a
bard) whom I recorded on a different occasion but within the same
fortnight, also used this distinctive, chant-Tike style. On enquiry, I

discovered that he lived very near Ndodengemuntu Buthelezi, in the
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Ceza district of Mahlabathini, and he may well have modelled his vocal
style on that of his successful neighbour. Perhaps in this respect,
Mgadi and Stuart (on whose recorded performances Rycroft bases his
conclusions) and the imbongi Ndodengemuntu Buthelezi represent one
possible choice among a range of vocal styles open to bards. Others
keep to the established rule as regards elimination of downdrift and a
higher than normal vocal range but do not restrict themselves in the
use of pitch.

Although  commentators such as Rycroft (1960) and Lestrade
(193531937) maintain that vocal style is a key distinctive feature of
izibongo in Mode A, another point of view is that the essential diff-
erence between izibongo and other forms of speech is based on

Tinguistic criteria alone. A.C.Nkabinde in his Zulu Praises and Prais-

ing (1976:5) presents a view that discounts the existence of an

inherent vocal style as an indispensable constituent of praises:

It s common to say praises deliberately without raising one's
voice. Izibongo that are spoken in the normal way are never
confused with ordinary prose. We suggest that the speed of
recitation and the raising of the voice apparently have much to
do with the quantity of praises to be rendered and the size of
the audience.

It 1is undoubtedly true that the style of language in 1izibongo is
distinct from that of normal speech, and that when individuals recite
(in the course of conversation) their own or others' praises, they are
recognisable as praises. It is equally true, nevertheless, that a
flexible but recognisable vocal style very commonly pertains to
izibongo when they are performed in Mode A. Nor can this haphazardly
be ascribed to "the quantity of praises to be rendered and the size of

the audience" (as Nkabinde would have it). In contrast, Zulu oratory




and speech-making does not show the characteristic suppresson of
downdrift, cadential vocal formulas and (in general) higher vocal
range common to izibongo performance. This was clear at the Mahlab-
athini event which I have already mentioned, where speeches by Canon
Biyela and Chief Buthelezi (among others) were quite different in
vocal as well as verbal style from the izibongo performed by the four
bards on that occasion. Trevor Cope confirms Rycroft's claim to the
existence of distinctive vocal features of praising, 1in his descrip-
tion of the recitation of (written) izibongo at a Durban school prize-
giving by the Headmaster (and composer of the praises), Mr
E.Mathabela. Cope comments on the recognisable vocal style of the
delivery and the atmosphere of tension and excitement which this
helped create aong the audience of schoolchildren and their relatives
(1976:17). Nkabinde states that even spoken izibongo are never
confused with ordinary prose. Certainly the often highly ordered and
rich language of izibongo is different-in kind from that of prose (see
Chapters 5-7). Yet even people "speaking" izibongo are often
conforming to some degree to rules of vocalisation that apply in
performance in Mode A. Zizwezonke Mthethwa (A 74-81), Phemba Mzimela
(A 57-61) and Nyonyovu Mdletshe (A 115-117) all gave "spoken"
renderings of izibongo (in that I requested them) but even here the
raising of the voice at the beginning either of sections or of
successive izibongo, the suppression of downdrift and use of cadences
was absolutely clear. An account of izibongo which fails to take note
of elements of vocal style is one that is not complete, omitting as it
does a vital component of the complete art of the performer.

Two further features of vocalisation to be briefly considered are
the varying speeds of recitation and the way 1in which various

performers make use of pauses and hence break up their utterances into
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longer or shorter units. As regards speed of recitation, several
styles of reciting are evident. A number of bards whom I recorded
recited at great speed. Among these were John Dlamini and also George
Ngobese whose versions of royal izibongo are not in the Appendix but
who was regarded around KwaDlangezwa (where the University of Zululand
is situated) as an expert in the royal izibongo, having learnt his art
from Amos Mathambo Gwala, bard to the late Cyprian Bhekuzulu (see
3.2.1.). Another exponent of the fast delivery style is Hezekiah
Buthelezi, one of the composers of izibongo for Chief Buthelezi (A 5).
Some bards on the other hand, recite with great deliberation; examples
of this slower reciting style are the recitations of Phemba Mzimela
and Mgezeni Ndlela where the use of dynamic stress first commented
upon by Lestrade (1935:294) is wvery noticeable. Others, such as
Adelina Dube, who recited the Dube Tlineage izibongo at the
Mzimela/Dube wedding at which Phemba Mzimela also performed, had only
a moderately fast vreciting style. She recited with far 1less
deliberation than Phemba Mzimela but at nothing 1ike the speed of the
royal imbongi.

Not all bards who recite at great speed use what Rycroft (1980)
has described as the "long stretch style". Some manage to recite very
fast while still breaking the praises up into short breath groups and
comparisons of recordings of Dlamini show that he too, sometimes
breaks up his utterances into short units. The "long-stretch" does,
however, seem to be an old and established vocal style. Gardiner, when
visiting the court of Dingana, noticed what appeared to him to be a
disregard for syntactic boundaries in the recitations of the royal

bards; he describes, in his slightly arrogant idiom:

...two imbongas, or official flatterers, who fawned upon the King
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and ceaselessly yelled his prowess, the climax of this species of
impromptu composition being the volubiiity of the speaker, and
his total disregard for punctuation.

(Gardiner, Narrative of a Journey to the Zoolu Country, 1836, p.59)

J.Dlamini also frequently runs syntactic units together in a way that
defies what Milman Parry has referred to as the "adding style" of true
oral poetry (Lord, 1960:57). For example, a section of the performed
izibongo of King Zwelithini, transcribed according to breath group
breaks, shows no regard for syntax or content in its pauses (whereas
the text in the Appendix, from a spoken version, shows breath groups

more clearly); it would appear in transcription as follows: (14)

Example 2

Igugu elihle TikaKekana ade ehamba ezibuka ngalo ebhek' Mamelodi.
Udaxewadaxa MntakaNdaba Simomo vuka ntambama. (Pause)

Ubhaxabhule 'khukhu wakho ekuphekela. UMhlahlandiela ngowamakhosi
ngowawoCetshwayo ngowawoMpande oNyawo-zinhle ezikaNdaba ezinga-
khethi 'mabala. (Pause) (A 1 1s5.84-88)
The beautiful treasure of Kekana which he went in looking at his
own vreflection all the time as he headed towards Mamelodi.
Sloucher Child of (Royal) Ndaba, the Handsome One you wake in
the afternoon. (Pause)
You gave the cook who cooked for you a hiding. Pioneer of the
kings' roads those of Cetshwayo, those of Mpande. Beautiful Feet

of Ndaba which do not choose where they tread. (Pause)

Most of the bards whom I recorded favoured a more punctuated style of
deTivery than the above and J.Dlamini himself does not solely use the
"Tong stretch" style. In catalogues in particular (such as Example 1

on p.148), he introduced pauses which coincide with the repetition of
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lexical and syntactic patterns. Dlamini, therefore, is able to vary
the length of his breath groups and can do so within the same
izibongo. Another example, from the recitation of Hezekiah Buthelezi,
suggests that in some cases at least, bards can vary the pauses and
breath groups for the same material. In three different recordings,
two made only minutes apart, and a third made ten years earlier (in a
recording studio), Hezekiah keeps to exactly the same words (in the
extract given) but varies the points of his pauses. Consider the
following: A and B were recorded minutes apart in performance con-
ditions., Hezekiah had praised Chief Buthelezi in the midst of a
general tumult of noise and jubilation as the Chief was awarded an
Honorary Doctorate by the University of Zululand at KwaDlangezwa, May
8th, 1976. Outside the giant marquee, 1in a slightiy less tumultuous
atmosphere, Hezekiah began the praises again for my benefit (A below).
He was stopped, in full flight, by a polite official who said we could
be heard inside and would we move further off! This we did, and
Hezekiah began again but changed his pause pattern (B below). Extract
C below comes from a recording made under studio conditions in 1965,
according to my informant at the S.A.B.C. studios, Johannesburg. The

imbengi in C is without doubt Hezekiah.

Example 3
A. Shenge! Sokwali-i-sa! (Pause)
IMbabazane kaMahaga ehaq' amadoda kwaze kwasa engabulele
ubuthongo. INkunzi beyithibele abakwaMadakadunuse. (Pause)
Usega umlingwana, beyilingile, ngob' 'lingwe abaseNgwatho.
(Pause)

UMemezi kaZulu. (Pause)




B. Shenge! Sokwali-i-sal! (Pause)
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IMbabazane kaMaHaga ehaq' amadoda kwaze kwasa  engabulele

ubuthongo. (Pauée)
INkunzi beyithibela abakwaMadakadunuse. Useqa umlingwana.
(Pause)
Beyilingile. (Pause)
ngob' 'Tingwe abaseNgwatho. (Pause)
UMemezi kaZulu. (Pause)
C. IMbabazane kaMaHaga ehaq' amadoda kwaze kwasa engalele
ubuthongo. INkunzi beyithibela abakwaMadakadunuse. Useqa

umlingwana beyilingile, ngoba 'lingwe abaseNgwatho. (Pause)

A further, smaller example of a bard varying the pattern of his pauses
comes from a line (or two Tines) with a strong binary pattern recited
by Masoswidi Mkhwanazi (A 55). Thus when he recited (at my request)

the izibongo of Chief Muntu-ongenakudla Mkhwanazi, the praise:

Example 4
UMakhab' ukhamba Kicker of a pot

kuf' uphiso {and) a bigger one breaks
was a minute or so later repeated without a pause as a single unit:

UMakhab' ukhamba kuf' uphiso.

It seems that with some bards at any rate, the points for breath
pauses are variable according to the preference of the moment. Opland,
in discussing two previously unpublished izibongo recited by the Xhosa
writer and imbongi, S.E.K.Mghayi, has not noted any such variations in

Xhosa performing style and he suggests a link between the pattern of
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breaks in Xhosa recitation and the metre of the poetry:

The poet in performance seems to pause for breath at more regular
intervals than the ordinary speaker does, and since the poet also
tends to pause at the end of a syntactic unit, this linguistic
fact may lead to an understanding of "metre" in Xhosa oral poetry
(izibongo).

(Opland, "Two Unpublished Poems by S.E.K.Mghayi™, Research in
African Literatures Vol.8. No.l., 1970, pp.27-8)

In general, in spite of the examples of variations in pauses which I
have given, Zulu bards such as Mgezeni Ndlela (whom I recorded in
February, May and August 1976) and Ndodengemuntu Buthelezi (whom I
recorded 1in May and August 1976) kept to a set pattern of pauses, as
if, once they had chosen how to recite particular izibongo, they would
keep to that pattern. Also, 1in general, the "short line" reciting
style was predominant. Grant's description of the "short line" style
of the bards he recorded in Nongoma, Northern Zululand would fit that

of most of the bards whom I recorded:

It was noticeable that, apart from the clear emphasis on the
penultimate syllable of each word, additional emphasis fell
periodically on the penultimates of certain words, each of which
would be follwed by a perceptible pause. Thus the poem would be
broken up into short phrases, each of which appeared to be uttered
in one breath. A magnificent rhythm was in this way apparent to
the hearer. (My underlining)

(Grant, "Izibongo of the Zulu Kings", Bantu Studies 111, 3, 1929,
p.202)

4,1.6. Language in Mode A

i. Prosody

The question of how exactly this "magnificent rhythm" which is so
apparent to Tisteners is actually created is still an open one. Cope,
for instance, vrefers in general terms to "audible movement" (1968:29)
but prefers not to make any categorical statements about rhythm and

metre. Jordan Ngubane makes inconclusive attempts to relate speed of




delivery to metre., Having outlined a metrical system based on a slow-
ish speed of delivery he then remarks, truthfully, but rather under-

mining his case:

The poets also went te the other extreme and crammed their metres
with a surprisingly Tlarge number of syllables and sharply
contrasting tones, either to relieve monotony or to allow for the
intensification of dramatic action.

(Ngubane, "Zulu Tribal Poetry", Native Teachers Journal 3, 1,
1951, p.6)

B.W.ViTakazi (1938:112) has suggested that a single breath group is
the basic temporal unit in izibongo and that "the verse...(ie. "Tine")
is composed of two rhythmic parts, each of which may have one or more
stressed sounds accompanied by unstressed ones". Such an explanation
does fit a number of the binary constructions which are used by
popular composers and (less frequently) by bards. It fits the example
given above, "uMakhab' ukhamba / kuf' uphiso" (and others discussed in
5.1.2.). Lines such as the following , with clear binary structure,

were recited (in each case by the bearers) with a distinct rhythm:

Example 5
a) Angihambi ngendlela/ ngihamba ngenhlanhlatho. (A 111)
I don't go on the main road/ I go by the side path.
b) Bathi, "Bam'phe ngaphansi/ bam'phe ngaphezulu"., (A 129)
They say,"They've given it to her down below/ they've given it

to her up above".

However, as Rycroft remarks (1980:292), it is difficult to apply
Vilakazi's "two rhythmic parts" theory to a very wide sample of

izibongo Tines.
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Another approach is to talk of "“the prosody of repetition". In
discussing Akan funeral dirges, Nketia notes that, "When repetitions
occur in close succession they give rise to artistic prosodies which
have a musical meaning for users of the Tanguage" (1955:87). The
suggestion that, in a similar way, the various forms of parallelism in
izibongo may form the basis of metre, 1is a very alluring one. It was
suggested by H.I.E.Dhlomo as early as 1936, when he remarked, quoting
Lawrence Binyon on Hebrew poetry, that the rhythm comes not from any
strict metre but from the expectation of the recurrence of form. The
many varieties of parallelism that are possible and the prominence of
parallelism 1in 1izibongo does suggest that it may hold the key to
metre, but if so this has still to be proven. A further possibility,
recently suggested by Rycroft, is that the rhythm so evident in
izibongo may come from some extrinsic time factor which relates to the
rhythm and which acts as a kind of metronome for the poetry. An
example of an apparently unmetrical text being ordered according to
the musical accompaniment is that of the Zulu ballad, "Nomagundwane",
sung by Princess Magogo kaDinuzulu and discussed with transcription by
Rycroft (1975,b). He maintains that "the strict metre of the musical
bow though remaining extrinsic to the text itself, still regulates the
overall metric structure of the song", and he demonstrates that there
are "intricate timing relationships between the voice and the musical
bow" (Rycroft, 1975b:82). He suggests in a later article (1980:304)
that with Zulu izibongo too there may be some feature of extrinsic
timing at work, such as accompanying movement which would be evident
in performance but not if one were merely Tlistening to a recording. In
at least one poetic tradition where musical accompaniment is part of
the total performance, such extrinsic timing has been tentatively

suggested. Anthony King cautiously suggests such extrinsic timing in
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his remarks on the use of the speech mode by griots performing the
Mandinka epic, Sunjata:

There is a tendency, but it is no more than that, for vocalis-

ation to recommence after each breath pause at roughly the same

point in relation to the recurring accompaniment phrase.

(King in Innes, Sunjata, 1974,p.18)
With dizibongo, where there is no such instrumental accompaniment or
regular hand-clapping or feet-stamping, it is more difficult to decide
what the source of the extrinsic timing could be. Some bards, such as
Mgezeni Ndlela and Mr Mhlongo (A 84-5), who always recited the lineage
izibongo at the Mbongolwane homestead made famous by his mother, the
diviner MaShezi, tapped a foot as if to a regular beat, while they
recited. Others (such as John Dlamini) stood still; others such as
Phemba Mzimela paced with measured tread in the arena, and Phumasilwe
Myeni cavorted and pranced as did the nineteenth-century bards
described by Bryant (1949:486). There seems, therefore, to be no
single type of movement among the bards whom I observed and recorded
which could give credence to the extrinsic timing" theory. Yet care-
ful use of filming and video-tapes in future studies may show that
this 1is a fruitful line of enqguiry in the search for the basis of

"rhythm" or "metre" in izibongo.

ii. Other features of verbal style

These are discussed in some detail in Chapters 5-7. As regards
the difference in the language of izibongo used in the two performing
modes, it is clear that in some cases izibongo recited by bards are
more elaborate. They develop the features of style which are evident
in  Mode B performances of izibongo but are not in general developed.

Catalogues of the kind quoted in Example 1 (4.1.5.) rarely occur in




Mode B performances of izibongo. Expansions of formulas occur in Mode
A performances but rarely in Mode B. Figurative language is in general
denser in izibongo from Mode A performances (or, from bards reciting
praises on request). In general, however, the language of izibongo
performed in the two Modes is very close and can be seen as part of
the same continuum of style, marking a single genre with differing but
crucially Tinked social functions. Underlying both modes of perfor-
mance is the emphasis on identity which s perhaps the central

unifying element in Zulu izibongo.

4,1.7. Audience response in Mode A

As I have already pointed out (4.1.1.) audience response varies
according to the particular occasion of performance, whether it is a
public ‘"national" occasion such as Shaka's Day, a performance of
Tineage izibongo at a wedding, an address to the lineage shades in the
cattle-kraal of a homestead and so on. Audience responses vary in
other ways as well. In some situations, such as the recitation of
izibongo at the funeral of Chief Luthuli in Stanger (July, 1967), bard
and audience seem totally at one: the bard confirms and strengthens
their own beliefs and does not in any way challenge the accepted view
of Luthuli's greatness or the perfidy of his opponents. In the Luthuli
performance (the bard is Nkosinathi Yengwa), the solidarity between
bard and audience is emphasised in the imbongi's use of the African
National Congress rallying cries which precede and follow the praises.
In their antiphonal structure the rallying cries demand participation

from the audience:
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Examplie 6

Imbongi: A-A-A-frikal Audience: Mayibuye!

Mayibu-u-u-ye! IAfrikal
1] n
U-huru! (x4) U-huru! (x4) *
A-A-A-frica! Let it come back!
L1 u
Freedom! (x4) Freedom!

*See A 3 for the izibongo

These cries, which serve as a kind of salute to the African National
Congress as well as a salute to their dead leader, parallel the royal
salutes with which Dlamini introduces and concludes the national
izibongo, the praises of the kings. In both cases the bard is a
dominant figure demanding audience response in a public exhibition of
Toyalty. On other occgsions, the bard can be seen to Tead his audience
towards a new set of opinions rather than merely to reinforce existing
attitudes. This seems to be the case in the performance of Phumasilwe
Myeni at Mahlabathini where he comments on the current political scene
in South Africa in ways which his audience may not have anticipated (A
6). A bard does not always confirm the status quo for his audience. He
can on occasions both tease and challenge them. Moreover 1in some
situations such as rowdy weddings where the young men want to "giya"
as soon as possible, the imbongi may not dominate the scene at all. He
may call 1in vain for silence and his performance of the family's
lineage izibongo may be crucially affected by a noisy and restive
audience. This happened at a wedding I attended and I was told, by the

imbongi herself, of another wedding where she had, "Cut short the
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praises because the young men wanted to "giya" (16). The composition
of the audience, therefore, and the kind of occasion, are crucial
factors affecting the bard and his or her rendering of izibongo, and

they further highlight the fluid nature of this oral art form.

4.2. Mode B Performance of Izibongo

This 1less formal mode of performance is the one in which most
performers of izibongo are Tikely to take part. Although Mode A will
be the one which they enjoy as spectators (and momentary participants,
if they cry out "Musho" or praise the imbongi if he concludes with a
flourish of "ukugiya"), it is in Mode B that the popular, as opposed

to the specialist, art of praising finds its legitimate expression.

4.2.1. The relative informality of Mode B performance

Some of the overall performance events within which praising- in
Mode B takés place are fairly formal. Weddings, for instance, have
moments of great solemnity, such as when the izibongo of the Tlineage
ancestors of the bride's and (later) the bridegroom's family are
recited, when details of the bride price are being discussed, and when
the gifts from the bride are presented to the women of the
bridegroom's family. 1In contrast to this, the times when the men of
each party '"giya" and are praised are moments for entertainment,
and 1intense enjoyment. They also provide an opportunity for the
release of the tensions that are present within each family group at
such a time.

Ukugiya 1is a complex but flexible combination of praising plus
spoken, sung and chanted features, and "dance". It is ukugiya which
provides the performance frame within ﬁhich popular, Mode B praising

takes place. The extent to which men associate ukugiya with their own
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and other men's izibongo was demonstrated to me when a group of men at
the homestead of Chief Mkhwanazi told me that if I wanted to 1learn
about men's izibongo I would have to watch them *“giya". They then
informed me of forthcoming events such as weddings where I could see
this. In other words, they associated praising (and being praised)
with ukugiya and saw it as the primary context for popular, non-
specialist praising. During ukugiya the kind of suspense generated is
that of dynamic interaction between performers, interaction primarily
between the solo "dancer" and the seated group of performers who
praise him and follow his lead in the sung and chanted items which he
initiates. This dnteraction is crucial to the success of Mode B
praising.

1 shall base my discussion of men's popular praising on events
which I attended, namely weddings, engagement celebrations and coming-
of-age parties. There are also other occasions when giya-ing takes
place and sometimes men dance and are praised. The events to which 1
refer below, however, seem representative of popular, non-specialist
praising as a whole. I saw considerably less women's praising, and I
base my discussion of women's praising on one event, in addition to
discussions with many women and observation of informal demonstrations

that were not actual performance events.,

4.2.2. Solo and group performance as part of Mode B

Whereas 1in Mode A the bard dominates the performance space (or
attempts to do so), be it cattle-kraal, municipal courtyard, platform
and so on, in Mode B the visual and aural impression is of group
activity with a momentary projection of an individual dancer. He may
hold the floor for a shorter or longer time according to his skill,

popularity and status. Nor is there any single voice calling out
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uninterrupted izibongo for the individual dancer. Instead, a number of
voices from the close-knit seated group (of age-mates and men from the
same ward), from which the dancer has come, call out at random
favourite parts of his izibongo, short known lines or sometimes a
single endlessly repeated praise name for the dancer.

Stuart (1913) has described the martial associations of the giya
dance as he understood it at the turn of the century. He stresses its
associations with honour, courage and prowess in battle and he is quite
clear in his Tater Zulu school text (1925:93-114) about the connection
between the giya "dance" and izibongo. He 1is emphatic, and I assume
here he 1is entirely faithful to his Zulu informants, that only brave
men who had earned their old and new praises could giya. No coward
would dare to do so on his return from battle. A mention is also made
in  the diary of Henry Fynn, the first White man to see Shaka, of a
novel variant of ‘"ukugiya". In the extract that follows, Fynn's
furious galloping seems to be an acceptable substitute for the usual
"giya" dance; his action is enough to symbolise the multi-faceted
quality of courage associated with honour in battle and celebrated in

the "giya" dance:

On entering the great cattle kraal we found drawn up within it
about 80,000 natives in their war attire. Mbikwana requested me
to gallop within the circle, and immediately on my starting to do
so, one general shout broke forth from the whole mass, all
pointing to me with their sticks. I was asked to gallop round the
circle two or three times in the midst of tremendous shouting of
the words "UJojo wokhalo" ["The Sharp/Active Finch of the ridgel.
(Stu?rt and Malcolm, eds., The Diary of Henry Francis Fynn, 1950,
pp.71-2)

Stuart, besides emphasising the use of "ukugiya" in wartime, mentions
"dancing ‘'pas seuls' in the presence of many assembled and applauding

comrades" as one of the amusements of peacetime. It was clear from my
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fieldwork  that "ukugiya" vremains a very important form of
entertainment for men. The symbolic expression of what Clegg calls
"bullness® (17) 1is also an important element of contemporary
"ukugiya". The Tong-standing emphasis on courage is today often
accompanied by a statement of virility expressed in the 1improvised
dance of the solo performer and (sometimes) in the chants which he
initiates. The metaphor of the bull is commonly used in the chants
which accompany the "giya" dance (these are known as izigiyo) and in
the praises themselves. Certainly in the performances at which I was
present in Ngoye, ‘"ukugiya" expressed the links with honour and the
old military ethic and it provided the opportunity for the expression
of virility and "bullness". It provided a means of individual
assertion and gave the assurance of group support, feverish encourage-
ment  and recognition of the individual. Moreover it was a powerful
medium for entertainment and for the display of skills of "dancing",
group control, group singing, chanting and verbal skills. The latter
were most fully exploited in the calling out of a dancer's praises but
were  also needed for his self-initiated izigiyo chants (and
sometimes songs) without which no performance of ukugiya would be

complete.

An explanation of two terms closely associated with ukugiya

Izigiyo 1is the term used for the spoken or sung elements which
accompany wukugiya. It could be translated as "items to giya" with.
Each "giya" performer's iizigiyo vary according to his personal
choice but wusually consists of two components: a) one or more
"rhythmic statements® which he initiates and to which the supporting
group respond; b) a chant, usually a war cry (isaga). or a song which

may come from any of the categoroes of Zulu song. A number of the ones
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I recorded were war songs (amahubo empi), some were nursery rhymes and
girls' songs (such as izincekezo) could also be used. Gosa Mncwango
(see description A below) used one of the Tatter, known as "Yash'
ingan' ekhaya" ("The infant was burnt in the home"). The variety of
choices for izigiyo makes it - for the audience and participants a
very interesting element in ukugiya.

Iviyo formerly "meant the detachment of a regiment". Formerly men
would attend weddings in groups based on the regimental detachments to
which they belonged (Krige, 1950). This no Tonger happens but in Ngoye
the term is used for a group of men , wusually from a single ward but
sometimes also including relatives and friends who may have come from
further afield. The individual performer detaches himself from the
iviyo to "giya" and returns to it afterwards. Interaction between the
iviyo and solo performer is vital to a successful performance. Members
of the iviyo must praise the solo performer as well as responding to

his izigiyo.

Three Performances

The following three brief accounts (A and B of wukugiya and
praising and C of women's praising) are intended to give some idea of
the atmosphere of representative performance occasions. I have used

the present tense to give an impression of immediacy.

A. The Ntuli/Mkhwanyane wedding at Manyameni, Ngoye, March 22nd 1976

The wedding celebrations are held on a fairly steep hillside next
to the bridegroom's family homestead. This is just over the hiil from
the Dindis (the family who were my principal informants during field-
work) although it is in a different ward (isigodi) and Mashekelela
Dindi has told me about it. I ask a few people for their izibongo as

groups of men and women start arriving in the early afternoon. A tall




young man called Dlamini gives me his. He has been working in Durban
but is now at home, working for the KwaZulu Roads Department, and he
joins the 1iviyo of the bridegroom which is assembling on the high
ground, The ifviyo of the bride approaches, also from the high ground.
The men are tightly bunched and led by Gosa Mncwango, whom I know from
the Dindis as an accomplishd dancer and Tead singer (his name means
"dance leader"}. Most carry two short staves and a few have small
dancing shields. They move slowly down the slope singing war songs
(amahubo empi) and shouting war chants (izaga). Gosa's vrole is
crucial: he Tleads the songs and chants and he takes the iviyo (now
composed of about fifty men) past its set place; they continue with
the fierce martial songs and war cries; the strongly rhythmic beat of
many of them 1is emphasised by the sharp clacking of their raised
sticks. They turn and come back, chanting and singing all the time and
take up their positions at the base of the slope, facing the bride-
groom's iviyo who have the commanding position at the top of the
slope.

The bride and her dancers form a line in front of their iviyo and
sing the wedding anthems before forming a Tine up the hill, carrying
wedding gifts to the bridegroom's family. As this happens, the bride's
iviyo begins to "giya". Individuals bound to the front. They walk
swiftly up and down, gesticulating wildly and speaking in hoarse,
strained voices. They then break into leaping runs, Jjumps, lunges,
anything that they consider dramatic and eye-catching. I recognise
Mashekelela Dindi's two brothers and other friends, Dube and Mhlongo.
They each “"giya", as do Gosa and Mashekelela. Each individual has his
own set of chants and songs which he initiates as he takes the floor.
The sequence is so fast that it is hard (for me) to catch the words

and the melodies. In some cases the "giya" performer uses songs and
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chants sung by the dviyo as it marched and wheeled its way into
position. I know, from watching people's mouths and by hearing what
sound 1ike “"“strings" of words called out very fast above the chants
and songs, that those who "giya" are being praised by members of the
iviyo who know their izibongo. I Tisten for familiar Tines from the
izibongo of those whom I know; I Tisten also for a familiar rhythmic
statement, chant or song, the items which together form the izigiyo of
each performer. The giya performances of each individual last from
under a minute to two minutes or so. Each performance seems marked by
abrupt, dramatic changes of tempo as the performer switches from
rhythmic statement to chant, song, back to a statement, song and so
on.

The focus shifts to the other end of the slope where an uncle of
the bride walks in a circle, calling out the dzibongo of the
Mkhwanyane Tineage ancestors. This takes a surprisingly short time;
one has the feeling that there is such pressure for the "giya-ing" to
start that the praising of the ancestors has to be curtailed. The
praising ends with a burst of "giya" “dancing® from the imbongi. As he
lunges this way and that with his stick and shield his izibongo are
called out. The bridegroom's band of men (his iviyo) now has its turn
to "giya". This begins against a background of sustained singing from
the girls. The first to "giya" is the bridegroom. I cannot catch any
of the words of his izibongo but I recognise one of his izigiyo from a
wedding which I attended a few weeks previously. The words are the

same but this time it is chanted martially, not sung:

Bridegroom: (the "giya" performer) UNyumpu-nyumpunywana!
Iviyo: Inkunz' engenampondo

okade bethibela zonke izibaya nezibaya.
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2.

Two scenes from the Ntuli/Mkhwanyane wedding at Manyameni, Ngoye,
March 1976. Mashekelela Dindi is the man fourth from the left in
the top picture.



Yithil Yithi!l (18)

Bridegroom: (the "giya" performer) The Troublesome beast!
Iviyo: The Hornless Bull
whom they've just de-horned (those from) all the kraals.

It's ust It's us! (18)

A moment Tlater the bridegroom introduces the words again; this time he
leads in with the tune I recognise.

"Giya" performers follow each other in quick succession. Although
each performer has a very Timited time, the pace is so fast, the
sequence within each performance so quick, that it is clearly a
demanding time both for the solo performer and the iviyo, the band of
men who support him and praise him. I watch for Dlamini, who has told
me his izibongo, to "giya", but he does not. He tells me afterwards
that he Tlacked the nerve to do so. Perhaps also, as he has only
recently arrived back from Durban, he is out of touch with the songs
and dances which the iviyo know and from which he must select for his
own performance. Also, do the others know his praises? It would be
humiliating for a man to "giya" and not have his izibongo called out.

I notice that although each performance follows the same basic
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pattern, there are variations from one performer to the next. Some’

find the hectic miming of combat too intense: they introduce a
rhythmic statement, follow it by a single song or chant, execute a few
sheepish flurries and retire, having given members of the iviyo very
little chance to call out their praises. Others generate a feverish,
intense, atmosphere as soon as they step out in front of the iviyo:
they seem to harangue the group, who sit forward straining to catch
their words. The "harangue" becomes a sharp, rhythmic exchange between

“giya" performer and iviyo. A bawdy, sexual reference occurs, one




which is typical of the licence in language which praising and ukugiya

“seem to allow:

Performer: Ngigwazile! Ngigwaz' isibumbu!
Iviyo: Ugwazile! Ugwaz' isibumbu!
Performer: I stabbed! I stabbed a vagina!l

Iviyo: You stabbed! You stabbed a vaginal

The performer breaks into Teaps, runs and warlike flourishes with his
shield and stick. Long strings of izibongo are uttered by various
members of the iviyo. He stands in front of them again and leads into

a popular war chant (isaga) which is repeated several times:

Performer: (singing) Wawuthini, wawuthini ?

Iviyo:(singing and clapping in time) Wawuthini kithi umkhonto kaShaka?
Performer: (singing) What were you saying, what were you saying?
Iviyo:(singing and clapping in time)What were you saying to us O Spear

of Shaka?

He dances again as the chant continues and he is praised. Izibongo
uttered terribly quickly issue from various points in the iviyo. I try

to catch the words:

"UMantindane...INdlondlo indlobane/ Ushay' abantu amakhanda wabanikwa
yini?"

"Little witches' assistant...Horned Viper and horned indeed./ You
strike people on their heads. Were they given to you to do this to

them?"

Members of the iviyo who do not know the performer's izibongo often
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lean towards someone who does, as they sing, to catch the words. The

man faces the iviyo again:

Performer: (speaking in a hoarse, strained voice) Thula!
Ngaphuza kwamthakathi! J
Ngaphuza khona izolo.
Isigwadi ophoswa intombi yomthakathi!
Silence!
I drank at a witch's place.
I drank there yesterday!

The unpopular bachelor bewitched by a witch of a girl!
The iviyo quickly turn this into a rhythmic statement:

Uphoswa inkunzi! Inkunzi yomthakathi!

You are bewitched by a bull! A real bull of a witch!

Again, above this, I hear fast sequences of izibongo. The "“dancer"
gives a final, warlike flourish and retires. Another man leaps up and
takes his place. The pitch and intensity of the "giya" performance
gathers momentum as the time draws to a close. The last man to “giya
is the headman of the ward, Sokhesekile Seme. He is older than most of
the others in the iviyo and his izibongo are well known. He breaks
straight into a "giya" "dance" and is praised from all sides. His
performance 1lasts Tonger than most of the others and includes three
rhythmic, performer-iviyo statements and four sung or chanted items. I
notice again that the izibongo are not all complimentary. Above a song

{ingoma) a voice shouts:

Ulugwele kodwa wena ubaba wakho wayengengjenal
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You're an unsympathetic fellow, you are; your father wasn't

like that!

I wonder whether this is to be a new line for Seme's dzibongo -
someone letting off steam at a safe moment in an accepted way! (I

notice Tlater that it does not feature in his izibongo when he recites
them for me later in the afternoon. Too new perhaps?) Someone in the
iviyo sounds a trumpet and the group move off chanting, to the
homestead. Onlookers set off home and some move to the homestead to

partake of beer and other refreshments. 1 see MaNtuli, a member of the
Mothers Union of the nearby Catholic Church at Ebuhleni. She Tooks
guilty - it is Lent and she is not supposed to attend festivities such
as this during Lent. I assure her I will say nothing about having seen
her, Tomorrow there will be a second day of celebrations and ukugiya

will feature again, but I do not attend this.

B. A coming-of-age celebration (umgonggo) for the daughter of the

house at the Dlamini homestead, Thondo, Ngoye, August 2nd 1976

This begins slowly but turns out to be quite a big affair. The
chief officiants are the girl's two elder brothers, both of whom I
have seen at the Ntuli wedding and at an engagement celebration in
February. Mbekeni Dlamini is also there but he still does not "giya".
The participants on this occasion form a single iviyo consisting of
some seventy men of all ages, although the majority are young. Some
yards away from them a row of about twenty young girls dance and sing,
supported by the married women who form rows two or three deep behind
them.

One of the main features of this occasion 1is the obviously




important role played by the girls and by the female onlookers. I have
come with MaMngema (who is married to a Dlamini) and as we Tleft her
home she announced that she had brought her umbrella "to cheer on our
boys when they "giya"!" On this occasion the order of 'giya"
performers depends on the choice of the two girls in the centre of the
row of dancers (one of whom is the girl whose coming-of-age it is).
They Teave the row of dancers and walk up to the seated group of men
who form the iviyo. They then place their wooden, decorated spears in
front of one of the men (or occasionally one of the female onlookers).
The selected person then "giya's" (or in the case of a woman, dances)
and then returns the spear to the row of dancing girls and at the same
time places money in a dish in front of the girls. The girls wear
short skirts and beaded waistbands and necklaces. Most of the men wear
Western dress but add items of Zulu or Zulu-style dress, such as
beaded waistbands, bead necklaces, bright towels over their shoulders
and so on. One of the Dlamini brothers places a dancing shield and a
feathered stick on the ground 1in front of the idiviyo and most
performers use these as they "giya". The girls' singing and dancing
continues throughout the "giya" performance and men leave the iviyo to
put  necklaces on the best dancers as tokens of appreciation;
handkerchiefs, caps, towels, scarves are given (and all returned to
their owners afterwards). The older and married women who form the
bulk of the onlookers are by no means a passive audience. They are at
times singled out to dance by the spear-carrying girls and besides
this, they Taugh appreciatively at some of the more extravagant claims

in the solo performer's rhythmic statements:

Performer: Ngabe ngidind' ikhova! Ah! I attacked a magician!

Inkunzi yekhova! A bull of a magician!
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Iviyo: Udindile! You attacked!

Inkunzi yekhoval A real bull of a magician!

Udind* ikhova! You attacked a magician!

Udindile! You attacked!
They Tlaugh also at 1ines from performers' dizibongo, adding
exclamations such as "Hawu!" ("My goodness!") or “"Habo!" (“How

shocking!"). They also observe the "giya" dancing keenly and cheer on
members of their family and those whom they consider the best
performers. I notice that some of the rhythmic statements ( which are
clearly a form of speech rather than song) and a number of the chants
and songs which I heard at the Ntuli wedding (A) are used here also.
Moreover one of the Dlamini brothers uses the same rhythmic statements
(which are a part of izigiyo), songs and chants as he had used at the
wedding. I wonder if any new lines are added to his praises as he
"giya's". Although here the iviyo has not maréhed and sung its way to
its place, the same rousing military songs and chants are integrated
into the "giya" performances. Not all the items used are fast,
however. One of the war songs is slow and solemn and mentions the "son
of Ndaba". It must therefore be a royal war song. 1 hear swift

jzibongo directed at the performer as he paces to and fro:

Juma somjumase Chakide ojuma imamba.
Juma somjumase Chakide ogjima nogoqolo...
Attacker attacker indeed Mongoose that attacks a mamba.

Attacker attacker indeed that runs with a stiff tail...

To increase the tempo, perhaps, after the slow royal war song the

performer brings in two fast rhythmic statements in quick succession.
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Both are related to battle:

Performer: Ngikhaful' ikhambi! I spit from the (war) pot!
Ngikhaful' umuthi! I spit out the (war) medicine.

Iviyo: Ukhaful' ikhambi! You spit from the (war) pot!
Ukhaful' umuthi! You spit out the (war) medicin

(Above repeated several times)

Performer: Ngiya-ha-dlakulal I sna-atch aw-a-ay!
Ngihlale ngidiukula! I always snatch away!
(The 1iviyo repeats the above, 1in the second person, and all is

repeated.)

The performer "dances" and concludes with a war chant and a further
extravagant leap, run and martial pose. Throughout his performance the
women cheer him on, and his izibongo are called out by many in the
iviyo. It seems that praising encourages a "giya" "dancer" and at the
same time a good performance draws out yet more izibongo from the men.
In this respect, and in the precisely timed interaction between solo
performer and iviyo, the interdependence of the solo performer and the
group is very clear. A great many men "giya" and a few do so even two
or three times. The singing and dancing of the girls continues
throughout and it is they who signal that this part of the celebration
is drawing to a close. The line of girls moves closer to the men, the
elder Dlamini brother executes a final "giya" "dance" and Teads a
closing song. MaMngema and 1 leave, together with several other women.
I am invited by one of them to an engagement celebration (umkhehlo) in
about a week's time at Ndlovini, about eight miles over the hills and

I make plans as to how to get there.
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C. The second day of the Mthethwa/Sikhakhane wedding, Sihuzu, Ngoye,

May 17th 1976. At the Mthethwa homestead.

I attend this wedding on both days with Mcasule Dube (A 129)
who knows that I am particularly interested in watching women's
praising. The wedding is over-shadowed by inter-ward hostilities (see
Chapter 7) and only the women of the bride's family attend. On the
morning of the second day after the men have "giya'd", a fast, insis-
tent drumbeat sounds from one of the huts of the homestead (I Tearn
afterwards that it is the bride's own hut). It is the signal for the
start of the women's dancing and about twenty-five to thirty women
are present, filling most of the space in the large hut. They leave a
small space for the dancers who dance to the quick drumbeat and a
specially chosen song. The dancing is very vigorous. With each strong,
insistent downbeat the dancer stamps heavily. She bends at the waist,
swinging her arms as she does so and Tifts each Teg high before
swinging it down. The whole movement, swinging and stamping alternate
legs, swinging the arms and keeping the waist bent, is swift and
vigorous and repeated endlessly to the beat of the drum and the song.
Most of the women know each other well, some are co-wives and most are
married women, although a few of the young girls of the homestead are
with us. There are no men present, and when towards the end of the
dancing a youth and a young girl enter, it is obvious that he, par-
ticularly, 1is regarded as an intruder. In this performance situation,
the predominance of song and dance seems to preclude the use of the
rhythmic statements which women sometimes call their izigiyo, and
which they often use as performance accompaniments for dancing and for
being praised (Gunner, 1979:248). Each dancer has one song which she
initiates and which the audience takes up, sings and accompanies with

fast, rhythmic claps. One of the dancers is MaMkhwanazi. The text of
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her song is simple and it is repeated endlessly. It is a comment on

money, its necessity and its scarcity:

Imali-o, imali-o! Money, oh money!

Amasente! Cents!
(varied to:)

Uyimalini~To, wuyimalini-To! How much is this? How much is
this?

Amasente! Cents!

Her friends who know her izibongo call them out swiftly and with gusto

as the song continues. They seem able (as do the men) to sing, call
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out a Tine or more of izibongo, and take up the melody and words again.

Another dancer takes the floor even before MaMkhwanazi sits down. Dayi

Mhlongo leads into another briefly worded song:

Leader: Uziheshe MaDlamini! Dance MaDlamini!

Others: (repeat above)

The fast, 1insistent drumbeat continues, so does the rhythmic clapping
and the vigorous dancing. This time I catch a few words of the
izibongo which are called out by many women. Some lines are repeated
by the same person and in some cases the same line (or 1lines) come

from different people:

Simnyama 'silwane, sibomvu ngamehlo!
Ubomvu ugelentshal
Black is the wild animal, red are its eyes!

Red is the (road) grader.
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Another MaMhlongo dances and this time above the singing someone calls

out her c¢lan praises (izithakazelo) as part of her izibongo: (19)

Hamba *Njomane kaMgaphe Keep going *Njomane of Mgaphe
Wena owaduka iminyaka You who were Tost for years
Ngowesine watholakalal* In the fourth you reappeared!*
Ngiyabong' isoka lakho! I thank your boyfriend!

* The lines between the asterisks are the Mhlongo clan praises.

As dancer after dancer takes the floor, the fast tempo is maintained,
although the melody and the song changes with each performer. In some
cases the songs comment on social issues, separation from husbands or

lovers, an unexpected arrest:

Leader: Wagcina nini isoka lakho ntombazane?
Others: UseGoli eNumber 4 (variation) eNumber 10.
Leader: When did you last see your boyfriend young girl?

Others: He's in Jo'burg in Number 4 hostel...

MaMcasule dances towards the end. "Will people call out all her
izibongo ?" I wonder. They do not. In the main they call out only her
opening praise name, "USidlukula-dlwedlwe!" ("The Wild Snatcher!") and
add Tines which I do not recognise from the izibongo she recited to me

two months previously. A voice calls out:

Duma ehlanzeni! Bathi Zulul Thunder in the thorn country. They

say (it's) the Sky!

As the dancing continues, beer and a less intoxicating brew (amahewu)




are passed around. The atmosphere is extremely sociable and good-
humoured. Very suddenly the tempo lessens, the drumming stops, and we

come out into the bright afternoon sunlight.

4.2.2. Solo and group performance as part of Mode B (continued)

From the above descriptions it is clear that 1in Mode B
performance there are in fact two sets of performers, the iviyo or
supporting group, and the solo performer. Moreover, although it is
permissible to call out one's own praises, the main responsibility for
praising lies with the iviyo. They must combine praising skills with
their knowledge of the musical, chanted and spoken items (the
izigiyo) essential to a "giya" performance. In this mode, therefore,
the interdependence of the two sets of performers, the individual and
the group, 1is most striking. Whereas in Mode A the imbongi declaims
the izibongo of the ancestors and of highly placed individuals who may
or may not be present, the popular praisers in Mode B need the
"dancer" in order to praise him. The popular praiser, moreover, is
rarely solely responsible for calling out izibongo, it is more of a
shared activity. Also, for a "giya" dancer to be praised by only one
person would make him appear something of a failure. It is important
that the collective "they" should praise him, thereby symbolically
accepting and acknowledging his manhood and his identity and, at
another Tlevel, acknowledging that he too, is an able performer, one
who can initiate the songs and chants necessary for a good
performance, and one who can tell the men what his praises are, if
indeed they do not already know "who" he is. The dependence of the
solo performer on the group (which becomes a symbol for the whole
community) was also evident from the way in which wen spoke about

their dizibongo. They would, when asked if they would tell me their
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praises, frequently say, "I am..." ("Ngingu...") but they would also
punctuate Tines with "They say..." ("Bathi...") and "Others say..."
("Abanye bathi..."), thus recalling the performance context, in which
they "giya" while others praise them. This is also a reminder that a
number of people may contribute to the composition of a single
individual's praises.

Another important aspect of praising by non-specialist performers
is the concurrence of songs, chants and rhythmic statements (the
izigiyo) and izibongo. The solo performer initiates these and controls
the choice of items, but the group must respond. It would sometimes
happen at an event I attended that a performer would introduce an jtem
not well known to the iviyo or one that they considered too slow and
solemn, In this case the words and‘meiody would fade out quickly, and
the performer would be left with the choice of quickly introducing
another item, or merely retiring back into the supporting group. The
solo "dancer" must therefore provide the group (the iviyo), which is
the second and vital component in Mode B performance, with the right
cues. Only if he does so can those who know his izibongo and who wish
to praise him, do so satisfactorily.

Women's  praising (as C demonstrates) involves the same
interdependence of dancer and group, praisers and dancer. The
conventions of performance, however, seem less rigorous than in men's
praising. Women seem freer to call out their own praises, perhaps
because their "honour" s less involved than is the case when men
"giya". Yet here too if no members of their group praise them, their
performance would not be complete. The emphasis on being praised by

others is clear in this brief remark from a married woman in Ngoye:

I would stand up and begin to dance and then my particular




friends would praise me - always!

An account of both self-praising and praising by others is given by
Madele of Hlabisa. Here she is describing praising during her pre-
marriage days (she had been married about three years), where the
structure of the performance event differs from any of the
performances described above:
If we went to the river and saw the young fellows sitting down
waiting to court us, we'd start saying izibongo as soon as we
caught sight of them. The young men would perform the "“giya" war
dance as they came into view at the river - we too would go there
- then a girl would do the ggashula dance on her awn and say her
praises while the others (girls) would egg her on and say her

praises as well.
(Madele, Hlabisa, February 1976)

What both the above accounts emphasise again, is the interdepen-
dence of solo performer and supporting group, which is such a key
feature of Mode B performance of izibongo. The complex of skills
needed by each "element" in the performance is also crucial. The
social pressure on the individual to be able not only to compose and
call out praises but also to be a good singer and dancer (qualities
emphasised from childhood see 3.1.) leads to the many-faceted compet-

ence of the non-specialist praiser.

4.2.3. Dress as a frame for performance in Mode B

The above descriptions make it clear that in this Mode the
(visual) focus 1is not on the praiser(s) but on the person who is
"dancing" and being praised. On occasions such as weddings and coming-
of-age or engagement celebrations, where men know they will have the
chance to "giya" and to praise others, they come adorned in special

finery (as in B above). Besides the items of dress mentioned in B, men
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occasionally wore the traditional skin kilt, and many wore decorated
white trousers (amabondo) and elaborately decorated Teather work.
Scarves on the head or draped from shoulder to waist like a crossband
were also popular. It was clear that although there was no single
accepted mode of dress, men considered it important to distinguish
their "giya" dress from their everyday wear. In some cases such dress
was flamboyant and eye-catching, 1in other cases a single item such as
a tartan scarf tied low around the forehead was considered sufficient.
There was an interesting blend of the traditional and the modern in
styles of dress, with no attempt to keep to a stereotyped "trad-
itional" or ethnically "Zulu" (!) attire. Yet two key accessories
demonstrated the symbolic Tink with the strong past martial trad-
itions: these were the two staves (isikhwili nobhoko) used in stick
fighting (or a single stout stick) and the small dancing shield. Both
of these were often used to great effect as men improvised their

"giya" steps and gestures.

4.2.4, Gesture and movement in Mode B

As we have seen, the actions and movements of those who call out
izibongo as a man "giya's" are not the focal point either for the
audience or for others in the supporting group. In fact the only
significant gesture of members of the iviyo (i.e. the praisers) is the
rhythmic clapping which accompanies so many items. All interest
focuses on the solo performer. Whether or not he is praised, how much
he is praised, depends to a Targe extent on his "giya" performance. It
would be impossible to set out any fixed choreography for a "giya"
performer; the range of gestures, the sequence of movements and the
kind of movements are very wide. The ‘“"dancer" must, however,

communicate a sense of excitement, dynamic action and vigour. Many




A men "giya-ing" at an engagement ceremony at Ndlovini, Ngoye,
August 1976.



"giya" dancers like to evoke associations of battle and fierce hand to
hand combat through their mimes of battle, and clearly, the
conventions of ukugiya encourage this: with "spear®” poised they face
an 1imaginary enemy ; they half kneel and then rush towards the foe.
Others though, in what is probably an extension to the martial
conventions of wukugiya, prefer to emphasise athletic prowess and
virile grace; jumps, Tleaps, Tlong hops, twirls, short runs all come
within the gamut of what is acceptable. In addition to these movements
there‘ is also the "addressing" of the group (the iviyo). The solo
performer paces to and fro, frequently making use of extravagant,
emphatic gestures. Facial expression is also an important item in the
repertoire of some performers. Again expressions of anger, ferocity
and fearlessness are most favoured. So although there are no set rules
for gesture, movement and facial expression, some kind of vigorously
expressive, dramatic performance which combines all these elements is
expected of a "giya" performer.

Women's praising exhibits the same interaction of dancer and
praisers. Here too, the dancer is the focus of the group. For women's
performance the emphasis is on vigorous self-expression through the
dance, and the calling out of her praises momentarily confirms and
validates her position in the community. There is for both men and
women the pressure to perform and to perform well; and for many the
notions of performing, praising others and being praised oneself are

vitally Tinked.

4.2.5. Vocalisation in Mode B performance

i. Vocalisation by the praisers

Although it is true that in Mode B the solo performer is the

focal point, both for his group and for the crowd of onlookers and

186




participants (see B above), it must be remembered that he "dances" so
that he can be praised. It frequently happens that men call to their
companions, "Giya, So-and-so and then we can praise you!". They also
sometimes put pressure on a man to "giya" by calling out some of his
praises as a sort of invitation to him to get up and "dance".

Although the speed of utterance during praising varies, it is
usually much faster than normal speech. 1In some cases short praise
names are repeated at intermittent intervals and at other times
successive sentences are called out with no audible breaks between
them. At such moments there is no attempt to call out dzibongo in
unison. Each préiser appears to address himself primarily to the
"giya" "dancer". Whether he repeats the same praise name or combines
these in successive lines is up to him. Usually, though, he recites at

a higher pitch than normal speech and at a greater volume.

ii. Vocalisation of the supporting group during ukugiya

I have described in A and B above the three different kinds of
items (songs, chants, rhythmic statements) that together were referred
to (in Ngoye) as izigiyo. Further examples of these are given 1in
Section E of the Appendix. The musical characteristics of such songs
and chants are described in Rycroft and Ngcobo (1981: Appendix D,
pp.13-14). The "rhythmic statements® I refer to would seem close to
their account of "non-melodic song" where metre is of great
importance. Certainly the very obvious imposed rhythmic pattern in

these suggests a definite metrical pattern,

iii. Vocalisation by the solo performer

Essentially the same comments as in ii above apply to the solo

performer's vocalisation, 1in that he initiates each item and 1is
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usually expected to offer at least one of each of the three components
of izigiyo. Also, a short explanation about real or imaginary exploits
often precedes his "rhythmic statement", and this is the time when the
solo performer will usually say his own praises for the benefit of any
in  the group who may not know them already. In both the explanation
and the rhythmic statement the performer abandons his normal speaking
voice in favour of the hoarse, strained tone already mentioned. This
stylised type of utterance is designed to enhance the sense of stress,

drama and suspense which the "giya" performer attempts to evoke.

4,2.6. Language in Mode B performance

i. The izibongo

It s difficult (for a field worker) to hear long sections of
izibongo during performance because of the speed of utterance, but it
is clear from recitations made away from the tumult of an actual
performance, that 1izibongo are frequently made up of linear units of
the same approximate Tlength. Secondly, frequent use is made of
what Lestrade (1935:7; 1937:307) calls "cross-parallelism" or
"chiasmus". Thirdly, there 1is a great deal of alliteration and
assonance (which itself may be a kind of parallelism) often within
linear units. Fourthly, semantic and grammatical balance (again, a
kind of parallelism) is much in evidence (see Chapter 5). In general
the language is cryptic and allusive. In content it is more wide-
ranging than the songs, which tend to be repetitive and simple in
structure. Finally, the 1izibongo contain a high proportion of
figurative language.

4,2.7. Audience response in Mode B performance

i. The praisers and their audience

The praisers are, in a sense, performing for three audiences. By
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directing their praises at the dancer, he becomes their audience. His
morale and his overall performance are affected by the amount and the
quality of their praising. Secondly, the praisers have as audience
their companions in the iviyo. They listen intently +to those who
praise, assessing both the skill of the reciter and the details of the
izibongo. Amusement, surprise or agreement are frequently registered.
Thirdly the praiser's audience is comprised of the often numerous
onlookers who tend to be women, sometimes young girls (who may not be
among the dancers), the young girls who are dancing and singing them-
selves (as in B), young boys, and older men who no longer wish to
"giya". For both the iviyo and the onlookers, the praises themselves
are of great importance. Men, in particular, like to know "who" people
are, 1i.e. to be able to identify them through their izibongo. The
"giya" performance is often crucially linked with izibongo in people's
minds as the following remark by the imbongi Masoswidi Mkhwanazi
indicates. Masoswidi was complaining about Christians who frequently

refused to have anything to do with ukugiya:

When men "giya" we can hear who they are and that is one reason
why I go to weddings. As for these men who walk along with their
ties on and their Bibles under their arms and who never attend
weddings (ie.izindwendwe as opposed to Christian and Westernised
imishado). We never know who they are - they are nobodies!
{Masoswidi Mkhwanazi to E.G., KwaDlangezwa, Ngoye, April, 1976)

The women in the audience also enjoy the praising - the izibongo, the
izigiyo, the dancer's movements and expressions, his skill in
orchestrating the changes from one izigiyo component to the next.
Aesthetic enjoyment of the total praising performance plays an
important part in the responses of both men and women. As Finnegan

remarks:




It is tempting...to brush aside as too obvious to mention, ‘the
element of enjoyment and aesthetic appreciation [by the
audience]. But to play down this aspect is to forget what must
often be the primary interest of the audience.
(Finnegan, Oral Poetry, 1977, p.230)
Masoswidi remarked to me (shortly after his complaint about those who
shunned traditional weddings) that good izibongo made you laugh when
you remembered them, Tong after you had heard them. Wit and

memorability are the marks of good izibongo as they are of much

poetry.

ii The giya "dancer" and his audience

Although the praises and the backing of the iviyo are essential
elements in the onlookers' enjoyment, their main focus of attention is
on each successive solo giya "dancer". He is the key actor in each of
the miniature dramas that constitute a "giya" performance. Not only do
they observe his actions keenly and critically, they comment on his
"rhythmic statements™ (as in B) and women in particular often execute
their own small dancing steps on the periphery, to show their apprec-
jation of a good performance. To be judged a good "giya" performer is
to have one's prestige enhanced both in the community generally and
among those who are present. In the overall performance, both individ-
ual achievement and group solidarity are emphasised. The "dancer" acts
out his individually conceived version of a standard artistic
activity. By doing so he sharpens his sense of his own individuality
and underlines his Tinks with those who support and praise him. A man,
through the stylized aggression which (usually) marks the overall solo
performance, is conforming to a social ethic which places a high
value on courage, endurance and virility (see Chapter 7).

Women's performances are outside the martial ambience that is

charactersitic of men's ukugiya. Also there is 1less emphasis on
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Ukugiya at the Zibani/Mhlongo wedding at Sihuzu, Ngoye, January
1976. The "dancer" is Mr Mhlongo, the brother of the bride. Shishiliza
Dube is seated fourth from the left wearing a white headscarf.
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display, flamboyant gesture, improvised movement and dress, in theif
performances. Perhaps because they are performing for each other
rather than to a wider public (a feature of their vrole 1in Zulu
society) there is often a sense of release and a sense that the group
and the individual may touch on topics that must lie hidden at other
times. It 1is true that many women's praises complain of difficulties
with co-wives (A 124 and 125 for example). In addition, though,
problems relating to sex, status and marriage are aired in izibongo
and in the songs that accompany them. In general, sexual matters are
aired with a licence that is not present in everyday speech. This is
true of men's praises also. In their performance, as with that of men,
there is an expression both of individuality and of group solidarity,
and the praises of the dancer are of aesthetic and emotional import-

ance.

Conclusion

In two such different performing modes as A and B, it may seem
difficult at first to find similarities which mark the unity of the
genre. Yet in some ways (as I pointed out in the introduction to this
chapter) the Modes overlap, and certainly in the consciousness of
those within the culture, what I have called two "Modes" represent two
aspects of the same activity, ukubonga, praising. "Ukugiya" can be
seen as a bridge linking the two modes; as I have pointed out in
4,1.1., in some situations a bard will break into ukugiya when he has
finished praising; thus, when he has finished bringing to the attention
of Tlisteners the praises of "the Tiving dead"” (and addressing the
shades through their izibongo) he is himself praised. Besides the 1ink

formed by ukugiya, one can see the similarities as follows:
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i. In the case of the imbongi and the praisers in the iviyo (or
supporting group) the praising is directed at another person or
persons, or, in the case of the ancestors, beings who are thought of
as, 1in some mystical sense, still "living" (see 2.2.).

ii. Both are dramatic performances albeit of a very different
kind., In one instance the imbongi holds all attention whereas in the
other the praisers are visually in a secondary role in their more
composite performance situation.

iii. Both the imbongi and the non-specialist praisers are
concerned with expressing the identity of those they praise through
izibongo.

iv. The 1language of both imbongi and non-specialist praisers

exhibits many shared characteristics.

In a sense it could be said that Mode B performance is the
primary performing situation, in that it is here that (for most people)
izibongo are forged and tried, and it is here that performance context
and poetic style impinge most closely on each other: the high level of
repeated vowels, consonants and syllables which features particularly
in popular izibongo is perhaps related to the need for audibility in a
tumultuous "giya" situation. Also many izibongo which are later called
out in the 1long string of izibongo of lineage ancestors begin as
hectic izibongo called out during ukugiya. Mode A also, though, shows
a relation between performance context and style in the izibongo of
some bards: the expansive and elaborate style of the izibongo of
Isaiah Shembe and of the preéent king is one more suited to the solo

performance context than to the fast tumult of Mode B.
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1

James Stuart has three chapters on izibongo in his textbook for Zulu
schools, wuKulumetule (London: Longman, 1925), 93-114. For his refer-
ences to bards, 1in particular Magolwana, see Gunner, "Forgotten Men:
Zulu Bards and Praising at the Time of the Zulu Kings", African Lan-

guages/Langues Africaines 2, (1976), 75-83., There are also many refer-

ences to bards in the testimonies of Stuart's informants a number of
whom were themselves izimbongi. See C.deB.Webb and J. Wright, (eds.),
The James Stuart Archives Vols. 1,2 and 3 (University of Natal Press
and Killie Campbell Africana Library), 1976-82.

2

Amos Mathambo Gwala, interviewed in Durban on October 25, 1975,
mentioned this to me as one of the former duties of the royal imbongi.
Members of the Church of Nazareth whom I interviewed at Emkayideni,
May 1976 said that that such early morning calls to prayer by reciting
the izibongo of Shembe was still one of the duties of Shembe's bards.
3

At Ntshidi, 21 December, 1975, at the home of Chief Lindelihle
Mzimela, the bridegroom, who was also a staunch member of the Church
of Nazareth.

4

This recording of the praises was kindly made available to me by
M.B.Yengwa. I am very grateful to him.

5

I use "his" for bards because it is usually men who are bards. Women
may also be bards, though. The best known woman imbongi is Princess
Magogo kaDinuzulu, On 14th September 1976 she publicly recited the
jzibongo of Shaka and other royal praises when the mace of Shaka was
given by Natal to the KwaZulu Government. Other women also performed
as izimbongi at weddings (see note 16). All, though, were past child-
bearing age and were perhaps therefore regarded as "honorary men"!

Richard Bauman, "Verbal Art as Performance", American Anthropologist
Vol.77, (June 1975), p.292.
7
A.F.Gardiner, Narrative of a Journey, p.59.
8
Stuart, uKulumetule, p.110. The translation is from Gunner, "Forgot-
ten Men", p.77.
9
Webb and Wright, James Stuart Archives Vol.l, 1976, p.69.
10
L.H.Samuelson, Some Zulu Customs and Folklore (London:Church Print-
ing Co., n.d.), p.36.
11
Tape 2 is of Dlamini praising at the opening of the KwaZulu Legisltat-
ive Assembly, 16.10.75 (my recording); Tape 3a is of Dlamini praising
on Shaka's Day at Nongoma, 24.9.75. A copy of the original SABC
recording was kindly made by Larry Benson and I am most grateful; Tape
3b is a spoken recording of Dlamini reciting the royal praises at
Nongoma on 25.9.75. A copy of the original SABC recording was Kkindly
made by Ernie Hilder and I am very grateful to him.
My interpretation of "Ulibinda" as "You choke the voice" is based
on a number of factors: Firstly this was the meaning given to me by
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Ernie Hilder as we listened to a tape of Dlamini praising 1in an
interview conducted by Mr Hilder. He explained that "1i" referred to
the understood but unspoken noun "izwi". The reason for using this as
a concluding formula, Mr Hilder explained, was that it gave one to
understand that there were many more izibonge that could be said, if
only the dimbongi had the strength to go on! In other words it
contributed to the total, eulogistic act of praising an important
individual. Secondly, on two other occasions izimbongi used an iden-
tical or almost identical expression to signal the end of izibongo.
One such occasion was the recitation of the izibongo of Chief
Buthelezi by Hezekiah Buthelezi on May 8th 1976 at the University of
Zululand. After completing the final praise, "izincele zamadoda
zadudumela", he called out "Shenge! Ulibindal!". On another occasion,
in Hlabisa, when Mnyezane Mthembu had finished praising the most
distant members of the Hlabisa chiefly lineage and wished to hand over
to Sunduzabanye, he said, “"Imbongi ibindwe", which I understood to
mean, "The imbongi is choked / silenced", again suggesting that there
was more but he had no strength to go on. In "Forgotten Men", (1976),
p.77, 1 have translated Magolwana's closing salutation, "Ulibinda",
as, "He s inscrutable". T think, 1in the 1ight of my later field
experience mentioned above that this is probably not correct.
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The translation of Stuart,uKulumetule, p.110 is in Gunner,Forgotten
Men, p.77.

13

D.Rycroft and A.B.Ngcobo, Izibongo zikaDingana: Dingana's Eulogies,
(forthcoming), p.126.
14

For a transcription of a similar "long stretch" utterance in the 1927
James Stuart recording of Shaka's izibongo see Rycroft, "The Question
of Metre in Southern African Praise Poetry", in The Third African
Language Congress of the University of South Africa, ed. J.P.Wentzel,
1980, p.293.

15

I have not yet studied Jeff Opland's Xhosa Oral poetry, Cambridge
University Press, 1984.
16

MaMnguni Tived near the Dindi homestead which I often visited. She
was known as an "igagu", a talented performer (see Chapter 4) and had
been able to perform the Mzimela Tineage izibongo on a public occasion
such as this wedding.

17

"Towards an Understanding of African Dance: The Zulu Isishameni
Style", in A.Tracey, ed., Papers Presented at the Second Symposium on
Ethnomusicology, (Grahamstown: International Library of African
Music), 1981, p.13.

18

David Rycroft reports hearing a slightly different version of this
which was well known in the Melmoth district and given to him by
A.B.Ngcobo.

19

Clan praises (izithakazelo) are referred to in Chapter 3.1.2.. See
also D.Mzolo, "“A Study of Zulu Clan Praises in Natal and Zululand",
(M.A. thesis, University of Natal, Durban, 1977}, and Mzolo, “Zulu
Clan Praises", in J.Argyle and E.Preston-Whyte, eds., Social System-

and Tradition in Southern Africa (Capetown: Oxford University Press,
1978), pp.206-221.
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CHAPTER 5

STYLISTIC TECHNIQUES IN IZIBONGO

5.0. The Language of Izibongo

Both in the course of fieldwork and during subsequent analysis of
izibongo recorded in KwaZulu in 1975-76 it became clear that bards and
non-specialist  composers alike were working with a range of
established poetic techniques. These, as well as the features of
vocalisation referred to in Chapter 4, served to distinguish the style
of izibongo from standard speech and showed the Tinks between izibongo
and other verbal art forms, notably proverbs, (izaga) and clan praises
(izithakazelo).

Not all composers and performers used the range of stylistic
features with the same degree of skill, indeed composer/performers of
a wide range of ability tended to choose certain devices and ignore
others, These are aspects of the individual's application of the
stylistic resources of the genre which will be discussed in Chapter 8.
First of all, though, it is necessary to establish what resources of
style the individual has to choose from and to apply.

Mukarovsky has suggested that the creation of poetry depends on
the "violation" of standard language. As he puts it, "The violation of
the norms of the standard, its systematic violation, 1is what makes
possible the poetic utilization of language; without this possibility
there would be no poetry" (1). Certainly there are a number of ways in
which the verbal texts of izibongo represent a departure from the

norms of the standard language. In a sense, the composer's choice of
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both the form and the content of his utterance is constrained by the
unspoken rules of the genre, just as social convention provides guide-
lines on when it is appropriate to perform izibongo. The awareness of
the rules guiding the use of the genre is implicit and is never handed
down in a formulated manner as were the rules of composition of the
Welsh bards (Bell, 1936). It is possible also that the rules shift and
that certain key composers and performers influence the general
realisation and articulation of poetic techniques. Nevertheless it is
clear from the poetry that certain choices are being made through the
systematic exploitation of phonological, lexical, syntactic and
semantic patterns by composers. Both Kunene, writing on Sotho dithoko
(praise poems), and Hodza and Fortune, describing Shona praise poetry,
have mentioned the way in which poets apply the unformulated but
widely accepted poetic techniques applicable to their respective
genres. Hodza and Fortune's remark applies specifically to poets' uses

of parallelism:

It 1is clear that Shona poets are conscious of the variety of
structural patterns at their disposal and show a great deal of
skill in the construction of parallel verses along the two dimen-
sions of structural similarity and degree of semantic compara-
bility.

(Hodza and Fortune, Shona Praise Poetry, 1979, p.101)

Kunene's comment, on the other hand, has a more general relevance to
the poet 1in vrelation to his particular poetic tradition and to

performance:

It must be remembered that the poet composes "on his feet" spon-
taneously. He has no time to apply "rules" of composition and to
correct unconventionalities: he must go on and what comes out of
his mouth is the final thing. Yet he composes on the basis of a
long standing tradition and subconsciously he is, in patterning
his poem, drawing from this tradition.

(Kunene, Heroic Poetry, 1971, p.53)
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In fact Kunene worked from printed collections made in the main some
years earlier by other collectors (2) and therefore his remarks about
"spontaneity" must be treated with caution. Damane and Sanders
(1974:23-24) regard the tradition as being partly memorial and not one
that relies heavily on composition in performance. Whatever mixture of
memory and creativity is involved, Kunene's insistence that the Sotho
bard is guided by the unstated constraints of his poetic tradition is
a valid one. Jakobson makes a similar point with reference to oral

poetry in general:

The phonology and grammar of oral poetry offer a system of
complex and elaborate correspondences which come into being, take
effect, and are handed down through generations without anyone's
cognizance of the rules governing this intricate network. (3)

Before we look in some detail at the poetic techniques (in particular
repetition and parallelism) used in Zulu izibongo a few general points
need to be made about the "grammar" of the poetry. (4)

Lestrade (1935:6) has written of the "laconic even staccato"
construction of sentences in Southern African praise poetry. Certainly
the way in which composers present their material in a condensed,
compact way is very striking. Information which in normal discourse
would be presented in a leisurely, expansive form with subordinating
conjunctions is compressed, even truncated, and distinctly paratactic,
with a marked absence of the wide range of tenses of the verb
available in ordinary speech (Nkabinde, 1976:16-18). Expression tends
to be cryptic and aphoristic. Single lines (5) often recall the
balanced structure and the gnomic brevity of certain proverbs
(Nyembezi, 1954:21-22; Doke, 1947:101-104). Some of the patterns of

parallelism described in 5.1. are themselves examples of the
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underlying structure of many tightly contained poetic statements.
Aphoristic, epigrammatic Tines are highly appreciated in izibongo and
occur frequently in the praises of ordinary people and in those
composed and/or performed by bards. The following examples illustrate
how compressed a line of a praise poem is compared with its equivalent

in ordinary speech:

Example 1
USikhwil' sivimbel' amashingana, ayikh' impi. (A 66)
(He is) The Fighting-stick blocks off the young scallywags,

there is no fight.

The wuse of the present tense, the elisions, the front-placed
metaphoric praise name all give the line a force and immediacy absent
from 1its prose equivalent which might run as follows (although it

would be unlikely to retain the figurative "fighting stick®):

Kwakuyena, wayenjeng' isikhwili esavimbel' amashingana. Yikho
lokhu yayingekho impi ngalolusuku.
It was he, he was like a fighting stick which blocked off the

young scallywags. That's why there was no fight that day.

Another performer's version of the same man's izibongo (they are those
of the late Chief Magemegeme Dube ) contains a similarly compact line
réferring to the same incident (when the chief prevented a fight at a
wedding). This again uses the present tense and opens with a

metaphoric praise name:
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Example 2
UMgogo ovimbel' amashinga akwaGuphithuka. (A 67)

The Gatepole which keeps off the young scallywags at Guphithuka.

Another general, perhaps inevitable, feature of the brevity of the
lines 1is their highly allusive nature (see 6.2.). In the above exam-
ples we are not given much detail about what happened, we are only
told about the bearer's key role in the event. A Tine such as the
following is typically compact but is more allusive. It hints at a

story of sorrow and marital neglect:

Example 3
UMalal' edongeni abanye belal' e'ndlini zamadod' abo. {MaHlabisa,

Hlabisa, uncatalogued)

Sleeper against a wall others sleep in the huts of their menfolk.

A further example illustrates the co-existence of brevity and
allusion. Here, war and heroism are hinted at through the praise name
("Blood") and through the historical associations of the place name,
scene of a skirmish between the British and uSuthu Zulu forces in

1888:

Example 4
UGazi lagcwal' umsingizane kwaHlophekhulu. (A 13)
The-Blood saturated the tall grass at Hlophekhulu.

The economical and frequently allusive style of presentation which
composers and performers must master is matched by another general -

and at first sight contradictory - compositional technique and that is




the technique of expansion. As Cope, and B.W.Vilakazi have pointed out
(6), Zulu izibongo are a series of praises strung together rather than
poems composed on a single occasion. Stuart also, in an entry inside

the front cover of his Notebook 76 (6) notes the use of the verb
"jobelela" in Bishop Colenso's Zulu Dictionary (1861) and of Colenso's
sentence, "ukujobelela izibongo =zenkosi" (“to string together the
kind's praises"). In the case of ordinary composers, the “"stringing
together" is often of end-stopped lines with no obvious connection
between them yet it would be wrong toe associate bards with Targer
units (7) and ordinary composers only with single unrelated 1lines.
Wainwright (1979:89-90) working 1in the related tradition of Xhosa
izibongo has pointed out that many ordinary composers lack the skill
to expand beyond an initial praise line and in general only izimbongi
do so. Nevertheless he gives examples of some expansions beyond the
line by ordinary composers and this supports the evidence from the
present collection, namely that there are generally understood tech-
niques of expansion which composers select from and use according to
their inclination and ability.

Just as the single lines of izibongo frequently show internal
patterning or follow a common pattern of sentence structure so too do
expansions develop in ways which show deliberate manipulation of the
phonology and structures of normal discourse. Redundancy of expression
is a favourite stylistic device and perhaps one especially suited to
the rhetoric of solo public performance. Salmond (1975:54,62), for
instance, has noticed its powerful effect 1in Maori oratory. In
izibongo redundancy is evident in the sequence of lines of "lexical-
syntactic" parallelism favoured by some izimbongi and to a lesser
extent by ordinary composers (see 5.1.3.). By "lexical-syntactic"

parallelism I mean that lexical items and syntactic structures are
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repeated over two or more lines with incremental items providing the
necessary variables. 1In prose utterances such practice would be con-
sidered totally 1inappropriate and would be seen as a hindrance to
communication. In the context of izibongo it is regarded as heighten-
ing both communication and overall poetic effectiveness. A single
example will illustrate the difference between poetic and standard

communication of the same content:

Example 5
Ugwaz' okaGatshu wazibethela.
Wagwaz' okaNkunya wazibethela.
Wagwaz' okaMaguladlanayo wazibethela. (A 86)
He stabs the son of Gatshu he struck for himself.
He stabbed the son of Nkunya he struck for himself.

He stabbed the son of Maguladlanayo he struck for himself.

In standard narration the redundancy represented by the repetition of
"wagwaza" and "wazibethela" would be discarded and even the bare
structure of the individual line with its two synonymous verbs might
be Tlooked at askance. The above three 1lines might in standard

narration occur as:

Wabagwaza okaGatshu, nokaNkunywa naye  futhi indodana
kaMaguladlanayo; wazibethela ngokugwaza bona-ke.
He stabbed the son of Gatshu and the son of Nkunywa, and the son

of Maguladlanayo as well; he struck for himself by stabbing them.

Clearly the use of both the pattern of Verb + noun phrase + reflexive
verb (within the line in Example 5), and the repetitive pattern over

all three Tines is a deliberate choice for stylistic reasons. Moreover
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this kind of expansion through lexical-syntactic parallelism is par-
ticularly suited to the solo performance of Mode A where the 1imbongi
holds the stage and must use all his communicative resources to
generate the highest level of audience response.

Besides expanding from the single line through such lexical-
syntactic parallelism (see 5.1.3.) composers frequently move to a
second 1line by "linking", (see Lestrade, 1935:5). Whereas lexical-
syntactic parallelism often allows for no more (information) than an
impressive cataloguing of names from line to line (as in Example 5),
linking frequently allows composers to insert a short sequential,
narrative element or to enlarge on and emphasise an initial statement.
Here again the flow of words characteristic of normal discourse is
disrupted in order to achieve the patterning which signals the use of

pocetic Tanguage.

Example 6
UXamalaza kwaMsipha,/ The Stander with Tlegs wide apart at
Tendons',

imisiph' eyizigidi./ the tendons that are thousands. (A 79)

Example 7
UPhunyuka bemphethe abafazi namadoda.
Amadoda ahayizana nasekhaya nangasenhle.
Escaper as they grab him, the women and men.

Men fight among themselves both at home and up-country. (A 112)

The range of means by which composers expand is discussed more fully
in 5.1.2, 3 and 4. What needs to be emphasised here is that whether
composers present their material in cryptic, unrelated 1lines or

whether they expand by parallelism, repetition or other selected
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methods, they are imposing on the language a variety of patterns which
are alien to standard utterances.

The coining of praise names is another aspect of composition
where individuals use techniques which are never or rarely used 1in
standard Tlanguage. It seems to me very difficult to distinguish in
practice between a praise name and a praise, indeed sometimes between
names and praises. The singular of izibongo, "praises", 1is not
"*isibongo" meaning " a praise" ; isibongo means "a clan name", not
the single praise of an individual's many praises. Mashekelela Dindi's
remark, "Names go along with izibongo", ("Amagama  ahambisana
nezibongo"), suggests that 1in some cases it is contextual usage of
names that defines izibongo and that any name (igama) has the potent-

ial to become part of an individual's set of praises or praise names.

The formation of praise names

The most striking feature of the formation of praise names is the
use of the class Ia prefix u-., Any noun or verb (and less frequently
other parts of speech such as the ideophone) may be used as the basis
for a praise name. In the case of a common noun being used in such a
way the class la prefix is often (but by no means always) substituted
for the original prefix of the class from which the noun 1is drawn.
Often a praise name is extended over a phrase or sentence and if this
is so the prefix of the noun's original class controls the rest of the
phrase or sentence (Cope,1968:48). Koopman (1979:76) calls this
process, where an entire phrase or sentence, syntactically intact is
subordinated to the prefix of class la "embedding" or "encapsulating".
He notes that it is typical of "praises and their close relatives,
compound names", but not typical of compound nouns which undergo

structural transformations. He attributes this unusual Tinguistic
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feature to a non-Tinguistic factor, namely the social and psycholog-
ical significance of the name in Zulu Tlife (Koopman, 1979:69 and see
Chapter 3). Vilakazi also points to this strange usage of "concords"
which he sees as "a special Ticence of poetry" and he suggests that
the ‘"purposive confusion of concords" heightens the metaphorical
effect of the personified (as he calls it) praise name (1938:116-117).
Although this unique personalising technique is available as a special
poetic device, composers do sometimes use nouns as part of a praise
name without switching the initial concord prefix to class la. The
metaphoric impact may be Tessened in such cases but it is nevertheless
so frequently done as to seem quite acceptable. In some cases (such as
Examples 10 and 11) the same praise name occurs, sometimes introduced

by the class la concord prefix and sometimes not.

Praise names introduced by the class la prefix but subsequently employing

concords relating to the noun's original class prefix

Example 8

a. (Noun: i(1i)gaga - spear, class 5):

uGag' elibomvu ngasekuphathweni. (A 2 1.54)
i.e. ul(ili)Gaq' elibomvu ngasekuphathwenil

Spear which is red even to the handle.

b. (Noun: intothoviyane - large greenish-yellow, evil-smelling
locust, class 9):
uNtothoviyane enukela abakwaMkhwanazi. (A 46)
i.e. ul(i)Ntothoviyane enukela abakwaMkhwanazil
The Green and Yellow Striped Locust that stinks at the

Mkhwanazis.
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¢. (Noun: jmvu - sheep, class 9):
uMv' emnyama eyehlul' abagophi. (A 59)
i.e. uL{i)Mv' emnyama eyehlul' abaqophil]

The Black Sheep which defeated the kilt-makers.

Praise names retaining the original noun concord in the jnitial

word and in the phrase that follows

Here the «class Ia prefix "u-" is not used in the initial word;
instead the original class 9 prefix is retained and the <class 9

relative concord is used with the verb that follows:

Example 9

a. iNkomo ekhathaza umelusi wayo.
cl.9 «cl.9

Cow that exhausts its herdboy.

A formulaic praise name showing the optional use of the class la

concord
In Example 10 the class 9 prefix is used for the initial word of
the praise name. In Example 11 the c¢lass Ia prefix is used in the
initial word but not with the two verbs that follow which retain the
class 9 prefix concord:
Example 10
INyanga bath' ifile yethwasa kuMnyamana. (A 11)
Moon they said it was gone whereas it was rising at Mnyamana's.
Example 11
UNyanga bath' ifile kanti iyofa kusasa. (A 18)
i.e. ul(i)Nyanga bath' ifile kanti iyofa kusasal
The Moon - they said it was gone whereas it would go the

next day.
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Personal names can also be formed by substituting the class la
prefix "u-" for the initial vowel of a three or four letter prefix. In

the examples below ama- becomes uMa- and isi- becomes uSi-:

Example 12
a. (Noun;Aamajubane, ¢l.6 - speeds):
uMajubane amabili elokuya nelokubuya. (A 49)
Double-speed Man! One (speed) for going and one (speed) for coming

back.
b. (Noun: isiwiliwili cl.7 - confusion of sounds or voices):

uSiwiliwili 'beLungu "betok Ingilishi". (A 105)
The Strange Noises of the Whites "tokking Ingleesh".
Verb-derived nouns are common in Zulu and such nouns often form the
basis for a praise name:
Example 13
a. (Noun: umlandeii - follower, from -landela - follow):
uMlandeli webhodwe eliconsayo. (Al 1.46)
Follower of the dripping pot.
b. {Noun: umudli - eater, from -dla - eat, capture, defeat etc.):
uMud1i wezinkomo ezifihlwayo. (A 13a)

Taker of the cattle which were hidden away.

In some cases the class la prefix "u-" is joined to the noun Torm-
atives No-, So-, Ma- or Noma- and prefixed to a verb or noun. There
are many examples of this naming and praise-naming device 1in this
collection, and T1ike the use of verb-derived nouns it frequently
alTows for expansion through the subsequent use of the cognate verb.

At the discretion of the composer, the verb-derived noun may itself
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continue to take a direct object, or to initiate an adverbial or noun
phrase as if it were still a verb:

Example 14
a. (Verb: -gadla - strike):
uNogadla bethithiza. / Striker and they are confused. (A 144)
b. (Verb: -chatha - give an enema):
| uMachatha nekhabe. / Enema-giver with a pumpkin. (A 116)

c. (Verb: -dlalisa - amuse, play with):

uNodlalis' ingane ngokuthand' unina. (A 104)

Cuddler of the young child through love for its mother.

d. (Verb: -gasa - stalk, move menacingly forward):

uNogas' omnyama onjengowasoVukeni. (A 111)

The Black One who Moves Menacingly Forward 1ike the (royal) one

of Vukeni.

e. (Verb: -khabuzela - walk briskly):

uSokhabuzela onjengamashoba e'nkomo zeZulu. (A 2 1.43)

Brisk mover 1ike the tails of the cattle of the Zulu.

g. (Verb: -dida - confuse ( + formative -se)):

...uSodidase,

iNkonyan' encane kaNdaba edid' im'bala. (A 1 1s.11-12)

...Father of Confusion

Small Calf of Ndaba who hides his intentions.

h.Praise names are also formed through adding the class la prefix
to a reduplicated verb stem. Here a praise name from a reduplicated
verb stem is ampTlified by an explanatory "encapsulated" praise: (verb:
Xova - mix, perfect tense -xove:

uXovexove uGwayi omnandi waselondoni.

The Finely Blended, Sweet London Tobacco. (Ngoye, uncatalogued)




208

The above-mentioned name formatives with the class la prefix may also
be prefixed to an ideophone or as here, to a reduplicated form of the
ideophone:

(Ideophone: moklo - cracking sound)

uNomamok TomokTo uSikhwili siyamokloza. (A 110)

The Cracking and the snapping The Fighting Stick cracks (it) open.

j. The class la prefix alone may also prefix an ideophone to form

a praise name:

(Ideophone: ggamu - of a sudden flaring up of flame):
uGgamu njengelangabi.

Sudden Appearer like a flame. (A 73¢)

Compound praise names

Koopman (1979:75) claims a structural distinction between "com-
pound names"”, with final-vowel elision in the first word, as in
Bonginkosi (-bonga + inkosi), "Praise the King" - a common process in
spoken Zulu - and "compound nouns", where "the initial vowel of the
second element is elided" as in indlulamithi (-dlula + imithi), "sur-
pass + trees", 1i.e. "giraffe". Our present collection of praise hames
includes both these structural types: for the first, see Examples 1,
3, 5, 8a and l4c and d, above; and for the second, items under Example
15, below, the first three of which are drawn from B.W.Vilakazi's 1938
article, "The Conception and Development of Poetry in Zulu'. Item c)
has no initial u- because it is vocative:

Example 15

| a.uMthapheya-thusi./ Wearer of brass bands.(Vilakazi,1938, p.117)
b.uSigwinya-mkhonto nothi Iwawo./ Swallower of spear and its
shaft. (ibid.)

c.Mashiya-nkomo./ Mr Leave-cattle behind.(Vilakazi,1938,p.120)




d.uMlamula-nkunzi./ Peacemaker with the bulls. (A 2 1.12)
e.uSambula-nkwezane./ Scatterer of the fbg. (A 2 1.10)
f.uMhlahla-ndlela./ Pioneer of the roads. (A 1 1.87)

g.uSibambana-nkunzi./ Grappler with the bull. (A 1 1.107)

The class la prefix used with praise names which comment or narrate

In many cases in izibongo the class la prefix which replaces the
usual noun prefix introduces a sentence which may be a comment or a
condensed narrative rather than a description. Here too the class Ia
prefix personalises and nominalises the whole sentence thus providing
another instance of Koopman's "encapsulating" or “embedding" process
referred to earlier. Through this process composers can do far more
than describe an individual, they may include what Samarin (1965)
calls the “attitudinal and autobiographic" aspect of naming. For

example, the sentence:

Abantu baphuma bebakhulu kaZulu babhek' Engilandi...
People set out, those who were the important ones of the Zulu
people they head for England... (A 20)
is personalised and nominalised as follows by substitution of an
initial "U-:
Example 16
UBantu baphuma bebakhulu kaZulu babhek' EngiTandi... (A 20)
The-People set out, those who were the important ones of the Zulu

people they head for England...

Example 17 An oblique, metaphoric reference to witchcraft directed
against the bearer which failed. The witchcraft, 1like the egg of the
monstrous snake never actually "hatched":

Before personalisation and nominalisation:
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IQanda lomningi kaliphum' ebhokisini. (A 17)
After personalisation and nominalisation:
UQanda Tomningi kaliphum' ebhokisini.
The-Egg of the many-headed snake does not hatch from the box.

The use of the class 1 relative or predicative concord prefix

Instead of the class Ia noun prefix, the class I relative concord
prefix "o-"may be used. This is a device which heightens concentration
and which s used far more extensively in izibongo than in ordinary
speech. It is described by Cope (1968:46-47); relative or predicative
concords are prefixed directly to initially elided nouns. Cope points
out that this 1is used sparingly in normal Tlanguage, for example,
"ozitho zinde" (literally: "he who is Timbs are Tlong"), "long-Tlimbed"
(instead of the more cumbersome "onezitho ezinde", "he who has limbs
which are Tong"). Instead of a relative concord, as in Example 18a,
the class 1 predicative concord prefix, "u-", is occasionally used, as

in items b, ¢, and d, below:

Example 18

a. oNyawo zinhle ezikaNdaba ezingakhethi ‘'mabala. (A 1 1.86)

Beautiful Feet of (royal) Ndaba which do not choose where they
tread.

b. uSihlangu simaggabha sinamanxeba sigudl' iVuna. (A 1 1.51)
(He is) - The Shield spattered and with wounds skirts the Vuna

River.

c. uZandla zinemisebe njengelanga. (A 2 1.8)
(He is) - Hands that radiate 1ike the sun.

d. ubeSithebe sihle sisezintabeni zasoNgoye. (A 61)

He became the Beautiful Eating Mat on the hills of Ngoye.

To sum up, the formation of praise names may involve deviation




from the standard language, and signals to listeners the entry to the
highly charged and compact poetic language of izibongo. For all its
apparent flexibility, therefore, and its (apparent) freedom from the
constraints of a metric system based on stress, tone or number of
syllables, the Tanguage of izibongo is in many respects stylised and
ordered. Remarks by commentators such as Lestrade that "the difference
between prose and verse in Bantu literature is one of spirit rather
than form " (1937:306) should be treated with great caution when
applied to Zulu izibongo. Apparent freedom from metrical constraints
need not sound a death knell to poetic form or banish the notion of
prosody. Finnegan remarks that prosody is largely defined (by Western-
ers) in terms of metre because of the influence of Greek and Roman
models. Metre, she argues, is only one aspect of prosody:

These various metres give structure to the verse in which they

occur by a type of utterance based on sound patterning. But it is

not only through rhythmic repetition that this structuring can

take place, it s also produced by alternative (or sometimes

additional) means like alliteration, assonance, rhyme or various

types of parallelism.

(Finnegan, Oral Poetry, 1977, p.93)
Before we 1look 1in some detail at the working of repetition and
parallelism 1in 1izibongo it would be as well to consider Stuart's
comment on the constraints of form which operate in the composition of
izibongo. His remark is directed primarily at the works of the bards
but it has a general application:

[The 1imbongil is obliged to throw his verse into a fixed trad-

jitional mould...[resembling] the limits of a Procrustean bed,

surprising in its unyielding rigidity though charged with a fire
and vivacity all its own. (8)

5.1, Repetition and Parallelism in Izibongo

Both of these are vital aspects of prosody in izibongo and occur
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in a variety of ways. Although critics such as Jakobson have tended to
perceive parallelism and particularly grammatical parallelism as the
single most important structural device of all poetry (9) it seems
more accurate in the case of izibongo to see it as one of a number of
devices operating within the poetry to give it form. As Jakobson
himself has pointed out:

Any form of parallelism is an apportionment of invariants and

variables. The stricter the distribution of the former, the

%gg?ter the discernibility and effectiveness of the variations.
While there is ample evidence of this type of foregrounding (11)
operating at the levels of phonology, Tlexis, syntax and semantics
there is also evidence of repetition. Although this may Tack the
patterned regularity of parallelism it too constitutes a valid and
useful poetic device in izibongo and one that is applied by composers

of varying skill.

5.1.1. Phonological devices in izibongo

I shall discuss phonological repetition (5.1.1.1.) and
phonological parallelism (5.1.1.2.) but a few general observations
need to be made first. Although both alliteration and assonance occur
in jzibongo, the former plays a more important role than the Tlatter.
The "dominantly vocalic quality" of the Tanguage (Lestrade, 1937:302)
means that the majority of utterances in normal discourse have an
inbuilt assonance. Syllabic repetitions and vowel repetitions abound
in such everyday remarks as:

Example 19
i. Bobani bona? Who are those people? (bo and a repeated)
ii. Kuze kube manje basisiza. Even to this day they help us. (ku

and e repeated)
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iii.Ngavele ngasho. I said so from the beginning. (nga and e
repeated)

iv. Nigabe ngani? On what do you (pl.) rely? (ni and a repeated)

In a language such as Zulu which has (to use Lestrade's description of
the South-eastern Bantu languages) "a natural sonority and beauty"
(1937:302) how can phonology be manipulated to constitute a poetic
device? The grammatical rules of the language, operating as it does on
the concordial system, demand a syllabic, vocalic and in some cases
alliterative harmony in any normal non-poetic sentence. Examples 19 i,
19 ii, and 19 iii, above illustrate concordial agreements operating
over a sentence: i. bo-ba-bo ii, ku-ku iii. nga-nga.

The following examples, again from ordinary, non-poetic Tanguage,
illustrate how the concordial system operates in Zulu. In other words
we see how the class prefixes of nouns are used in linking the noun to
other parts of the sentence by means of a concord derived from the
class prefix (12). Because of the concordial system, syllables and/or
vowels and/or consonants recur across a sentence, imposing what Cope

calls a "natural®™ assonance or alliteration:

Example 20
i. Recurrence of Class 5 concord prefix 1i- (referring to izulu,
the sky).
Liyelibonakala uma lisuka lizoduma.
It is usually obvious if it is about to thunder.
ii.Recurrence of Class 10 concord prefix zi-.
Lez' izinhlanzi zinqule abantu.
iii.Recuurence of Class 11 concord prefix Tu-.
Lukhona ukhamba oluhie emseleni,

There is a beautiful (large) pot just inside the hut.
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It should be clear from these examples that the concordial system
does indeed 1impose strong "natural" patterns of alliteration,
assonance and syllabic repetition on normal utterances. Also in some
cases the alliteration of concords is reinforced by consonant or
consohant-vowel repetitions in the stems of words, for instance in
Example 20 1i where the zi- in the stem echoes the <class prefix:
izinhlanzi. 1In other instances the concordial repetition is present
plus another set of alliterations in the stems of words, for instance
kh in Example 20 iii : Tukhona ukhamba. So in addition to the natural
phonological patterns there are various other independent and cross
patterns which are possible. Also there is the pervasive euphony of
the vowels a and e both of which occur so frequently 1in normal
utterances that it 1is almost impossible to see how they could be
foregrounded for poetic purposes.

In spite of the strong presence of alliteration and assonance in

normal discourse, phonology is nevertheless exploited for poetic
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purposes by composers. In the following line from (A 66) the two brief

statements are bound together by a strong pattern of i assonance,
arising from its recurrence firstly in the class concord prefixes si

and i and secondly in the stems of four of the five words in the line:

Example 21

USikhwili sivimbel' amashingana, ayikh' impi.

A secondary pattern is the a assonance in the contiguous "amashingana
ayikh'..., a phonological Tink which further binds the two statements
into a single poetic "linear" unit (see note (5)). Much of the allit-
eration and assonance in izibongo comes from an artful combining of
repetitions arising from concordial agreements and vrepetitions of

vowels, consonants or syllables within the stems or suffixes of words.
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Cope (1968:45-6) terms this second kind of alliteration and assonance
"artificial".

Many composers who are not very skilled but who are nevertheless
competent in the art of ukubonga (praising) use phonological
foregrounding a great deal. In their case, though, it is often within
a line and may - in its indiscriminate positioning and its Tack of
extension to a second or even a third line - lack the aesthetic force
and polish of an imbongi's usage. Also, bards in particular often
achieve multiple patterns of phonological repetition within the Tine.
The royal imbongi, John Dlamini, in his jzibongo of King Zwelithini,
uses phonological patterning more than Texical or syntactic paralle-
lism. In the following "long stretch" Tline (13) of the type favoured
by Dlamini, several groups of phonological patterning are discernible:
the "natural" syllabic vrepetition of the impersonal concord kwa-
placed contiguously at the front of the line; the syllabic repetition
fu in the contiguous "i'mfunda zemfula" and the z alliteration of the
izi- reinforced in "Mkhuze". Another factor that provides patterning
at the levels of lexis, phonology and syntax is the end-line formula
"onye —---e- -nye----~ ", a favourite of both bards and popular

composers (see 6.3.1.3):

Example 22
Kwaye kwagcwal' i'mfunda zemfula ezinye zoMkhuze ezinye zoThukela.

(A1 1.92)

And the banks of the Mkhuze and the Thukela rivers were full to

the brim.

5.1.1.1. Phonological repetition in izibongo
The following examples which 1illustrate composers' use of

phonological repetition are drawn from the izibongo of both popular
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composers and izimbongi. In some cases composers seem to use
phonological repetition for the sake of sound rather than sense. But
in other cases the words sharing the repetition are linked and the
semantic connection emphasised. The amount of flexibility for the
coining of new words is considerable and in such coining the non-
specialist composers seem to operate more freely than the bards. In
some cases, however, izibongo performed by bards retain coinages made
by a non-specialist composer. In the Buthelezi lineage izibongo for
instance, Mgezeni Ndlela had no idea what "Moni" meant in the Tline
"UMoni-moni inkomo yabelLungu® (A 14) but as sounds, the words were
considered pleasing and rhetorically effective.

In the following examples there is often more than one kind of
phonological repetition operating over a Tine although only one may be
singled out for comment. The examples are grouped as follows:

A. Alliteration

B. Assonance

C. Linked alliteration and assonance

D. Syllabic repetition within a word

E. Syllabic repetition in more than one word

F. Stem reduplication with the possessive prefix "ka-"

G. Stem reduplication

A. Alliteration

In the first three examples alliteration of non-identical
consonants occurs. These examples are formulas (see 6.3) and therefore
this 1is a sound combination which is used many times. It is Tlikely
that alliteration plays a part in the stability of each formula and
though the sounds are phonetically distinct they count as alliteration

in poetic usage.
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Example 23  Alliteration of kh (voiceless aspirated velar plosive)
and kK (voiceless ejective):
INkomo ekhathaza umelusi wayo. (A 103)
Beast which exhausts its herdsman.

Examples 24 and25 Alliteration of bh (bilabial plosive)

24, Abaleka amaMbatha / abhangazela. (A 16)
The Mbathas ran away / they were panic-stricken.
25. UBhusha "bhe" igola lezinyoni. (uncatalogued izibongo zebhola:
netball izibongo)

Butcher Bird, shrike among the birds.

Example 26 and 27 Alliteration of b (bilabial implosive):

26. UGodo abalubande balubanda / abafana baseBanganomo. (A 32)

Log which they split and split again / the boys of Banganomo.

27. AbakwaShange babaleka bembuka / baze bayohlala eNtumeni. (A 89a)
The Shanges fled gazing at him / then they settled at

Ntumeni.

Example 28 Alliteration of d (alveolar explosive):
UMdabula ‘'zidwedwe bosala beyithunga abapheth' izinayidi. (A 119)
Tearer of petticoats - those with needles are Tleft to repair
them,
Example 29  Alliteration of ph (Voiceless aspirated bilabial
plosive):
UPhaphe oluphezu kwendlu kwaNtombane. (A 11)
Feather above the hut of Ntombane.
Example 30 Alliteration of hl (alveolar lateral fricative):
Unfana uyahloma uyahlasela unjeng' uShaka

ngoba uhlasela kwabezizwe. (A 104)
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The boy storms and attacks, he is Tike Shaka

because he attacks in the midst of foreign nations.

Example 31 Alliteration of sh (palato-alveolar fricative):
IVangeli silibone elisha selishis' intaba. (A 2 1.23)

The New Gospel, which we saw setting the mountain on fire.

Example 32 Alliteration of z (voiced alveolar fricative):
UZulumba zobe ziyaliphuza iboza, mntakaNdabayakhe. (A 92)

He Lies in wait (his enemies) will drink the bitter medicine one

day, child of Ndabayakhe.
B. Assonance

Example 33 The use of the diminutive suffix -wana increases the effect
of the a assonance in this formula Tline:

USifohla 'thangwana bosala belubiya. (uncatalogued)

Breaker of the little fence, people will remain and repair it.
Example 34 5 assonance

UMathang' amahle afanele okwenziwa. (A 93)

Beautiful Thighs perfectly formed.
Example 35 u and e assonance:

Nithi ,"Lukhulu, Tuyeza, luyanyelela®". (A1l 1.24)

Say, *It is great, it is coming, it is gliding along".

C. Linked alliteration and assonance

Patterns of linked syllables and vowels are also found 1in some
cases. In the examples below they overlap and reinforce each other.

For instance both si and i are repeated in the following example:
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Example 36
UNomasikisiki, inyoni esindwa sisila. (A 112a)

Cutter-up, (14) bird weighed down by its tail.

D. Syllable repetition within a word

Many composers use syllable repetition within a word as a means
of achieving acoustic patterning. Syllabic repetition is a feature of
a great many words in the language but such words occur so frequently
in 1dizibongo that it is clear that they must be selected for poetic

purposes from a wider range of possible choices.

Example 37 Repetition of xha

UMxhaxhaza usengela kwelivuzayo. (uncatalogued)

Extensive leaker he milks from one that leaks.
Example 38 Repetition of to:

UNtotoviyane enukela abakwaMkhwanazi.

The Green and Yellow Striped Locust that stinks at the

Mkhwanazis. (A 46)

Example 39 Repetition of khuthu:

UMkhuthukhuthu uSigobongo samafutha. (A 64)

Knobblyg bumpy Gourd for keeping fat in.

Example 40 Repetition of hala:
UHalahala bobebakuloyile. (A 96)
Energetic One, they will do their best to work charms against you

one day.

Example 41 Repetition of nqgiki:
UMngikingiki ihashi lakwaKopoletsheni. (A96)

Great Leggy youth (like) the Carporation horse,
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Example 42 Repetition of wu:
USivuvu , amanz' abilayo. (uncatalogued)

The Burning Heat of Boiling Water.

Example 43 Repetition of phindla, ndlo and lu:
USiphindlaphindla siyizindlondlo, siyizimamba, singamabululu.
(A 79)
Oh the Attacking Movement of hooded vipers, it is that of mambas

and also that of puff-adders.

E. Syllable repetition in more than one word

Besides selecting words with syllabic repetition composers choose
and set in close proximity words with identical syllables which are in
some cases but not always, Tlexically related. In some cases syllables
already repeated within a word are used again without any sense of

surfeit.

Example 44 Repetition of nta:
UNtanta ziyantanta. (A 92)

Floater, things are floating.

Example 45 Repetition of mbi:
Umbimbi yebiya indoda embi! (uncatalogued)

Heavy-jowled One yes, the ugly man!

Example 46 Repetition of so:
USongo olusongwe zinduna zasOndini. (A 15)

The Plot which was plotted by the headmen of Ondini.

Example 47 Repetition of nge:
Bathi, "MntakaMngema ngen' emangeni!" wavuma. (A 2 1.75)

They said, "Child of Mngema start lying!" and he did.
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Example 48 Repetition of ngu:
UMahTombe ayingungu ayingungununu. (A 47)

Broad-shouldered One, bad-tempered one.

F. Stem reduplication with the possessive prefix ka-

Composers' 1iking for repetition shows itself in another device
of acoustic patterning. This 1is the repetition of a word stem
immediately after the initial use, preceded by the possessive
formative ka. In this usage which seems to be confined to praise
poetry and is not found in standard speech ka- seems to have an
emphatic function. Perhaps English equivalents conveying a similar
meaning would be "of" and "among" in "king of kings" and " a man among

men",

Example 49
UHolobha kaholobha. Galloper among gallopers. (A 79)
Examplie 50

UNocuphe kacuphe. Trapper of trappers. (A 27)

G. Stem reduplication

Stem reduplication in Zulu normally implies that the diminutive
form of the verb is being used. For example geza - wash, but gezageza
- wash a 1ittle; bona - see, but bonabona - see somewhat. In some of
the examples below, such as ii and iii, the diminutive form of the
verb may be used for semantic reasons, but in i and iv, sound seems to
predominate over sense. Examples i and iv are of stem reduplications.
Examples v - viii are of ideophone reduplications; here too in normal
usage reduplication conveys diminution, but in 1izibongo, composers

seem free to reduplicate without this constraint on meaning.
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Example 5l .
UVondlavondla ziyethuka eNtuze. ( vondla - crash about)
The Crash-crashing-about - (the girls) get a fright at the Ntuze
stream. (uncatalogued)
Example 52
UBhojabhoja abantu abakaMsengana. (A 81)
The Prodder-a-little of the Msengana people.
Example 53
UXovexove uGwayi omnandi waselLondoni. ( xova - mix by kneading)
The Finely-Blended sweet London Tobacco. (uncatalogued)
Example 54
UBanjwabanjwa ngoboyi. ( banjwa passive of bamba - grab)
The Grabbed-and-grabbed-at by "boys". (uncatalogued)
Example 55
UNyakunyaku uyahamba emnyameni. ( nyaku - of walking quietly)
Tipper-on-tiptoe he walks around in the dark. (uncatalogued)
Example 56
UMgimugim' oshaya iKopoletsheni. ( gimu - of suddenly falling
down dead)
Drop-Dead who whacks the Corporation fellow. (A 109)
Example 57
UPhonyophonyo umuntu ngothi Twakhe, ( phonye -~ of masticating
roughly)
Chewer-up of a man by means of his stick. (uncatalogued)
Example 58
UMabathubathu Tabaneka. ( bathu - of being spotted)
The Dappling of clouds as lightning flickers. (A 115) (15)
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H. Phonological repetition between lines

There 1is frequently phonological repetition between lines where
the foregrounding effect of the repetition is striking. A frequent and
effective device is that of "linking" (Lestrade's useful term to which
I have already referred) where a word (or related word) used at the
end of a line ( or near the end) is repeated at the beginning of the
next (16). Not only is this a key device of expansion but it also
establishes important relationships between Tines. The izibongo in the

appendix are full of examples of such linkings.

Example 59 Repetition of a word with the same root, -chitha- - spill:

"Tgula likadama lichithekile,

lichithwa yingwel' endala yakithi kwaMalandela. (A1 1s.4-5)
"The gourd of Jama is spilt,

it is spilt by our very own elderly chief herdboy of Zululand.*

*i.e. "the Tand of Malandela", an ancestor of the Zulu royal house.

Example 60 Repetition of umnewabo - his brother (and phrase inversion,

A-B/B-A):
A B
UMud1i wentombi ejinge engayenele ayinike umnewabo,
A B
umnewabo eyinike abakwaMpukunyoni* abasindwa zinene. (A 112)

"Eater" of the girl that pestered and was never satisfied whom he
A B
passed on to his brother.
A B
His brother passed her on to the Mpukunyoni* fellows with the

weighty private parts.

*Mpukunyoni is the widely used name for the town of Mthubathuba, north
of Mtunzini and Richards Bay.

Example 61 Repetition of passive root -fihlw-- to be hidden:

UM'd1li wezinkomo ezifihlwayo,

ezifihlwe uMtshekula kaNogwaza kwabamhloph' abalungu. (A 13a}
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Taker of the cattle that were hidden away,
that were hidden by Mtshekula son of Nogwaza among the White

people.

Frequent]y, linking is only one of two or more poetic devices in
the same Tline. The co-existence for instance, of linking and
alliteration, or linking and punning, intensifies the poetic texture of

the lines in question.

Example 62
Repetition of hl and of passive verb hlalwa + noun:
ISihlahla esihle somdlebe engasihlalwa zinyoni,
siyasehlalwa zinyoni zeZulu. (A2 1s.70-71)
Beautiful Euphorbia Bush on which no (ordinary) birds perch,

it is a perch for the birds of the Zulu.

Example 63 Repetition of a word as a personal name (lines 1 and 2) and
as a verb (lines 2 and 3) with a pun on the meaning of thunga - pour
out/ sew or impale:

INzama enjengekaSithunga;

ubheka Sithunga uthung' utshwala.

Yona ithung' amadoda. (A 27)

Trier Tike the son of Sithunga.

He looks at Sithunga (as) he pails out beer.

As for him he impales men.

5.1.1.2. Phonological parallelism in izibongo
In phonological parallelism the position of the repeated sounds

is important and the regularity of their position in 1lines or in
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syntactic units is what distinguishes phonological parallelism from
phonological repetition. The following two examples will suffice: in
the first example the prefix and initial stem-syllable are repeated
in identical positions in successive Tines and in the second, u-, nge-

and -a are repeated in identical positions in successive lines:

Example 64
INkomo ekhathaza umeTusi'wayo.
INkosi yensizwa, uMaphikelela. (A 103)
Cow that exhausts the herdboy.

King of a youth, the Perseverer.

Example 65
UMthunduluk' ovuthwe ngeNala ngowakwaThayiza.
UMdlokombane (?) vuk' ume ngentaba. (A 1 1s.44-45)
Wild Plum ripened by the Nala Regiment, offspring of Thayiza.

(?) arise, stand like a mountain!

5.1.2. Lexical patterning in izibongo

The arrangement of words is of great importance in an utterance
which s intended to call forth a heightened response in the person
or persons to whom it is being addressed. The ability to pattern words
and thereby increase the expressive power of praises is a skill
composers must master. Both lexical repetition and lexical parallelism
feature in izibongo and we shall examine each of these in turn.

(1) Lexical repetition

Lexical repetition, or *"free repetition", as it is called by
Leech (1969:76-79), 1is used by composers to give structural coherence
to their praises and it is an important unifying device even though it

lacks the more formal orderliness of lexical paralielism. The emphasis




that comes with repetition can be used for humorous effect (as in

Examples 66 and 67) or to drive home a point as in Example 68:

Example 66 Repetition of amantabunga - thin Tittle ones
UMantabunga adl' amany' amantabunga, and' amantabunga. (A 113)
The-Thin-Tittle-ones  "eat"* thin-Tittle-ones and there are
more thin-1little-ones.
*i.e. have sex with
Example 67 Repetition of bonwa (passive of bona - see) used as a
deverbative noun and as verb:
IBonwa elabonwa izinsizwa nezintombi. (uncatalogued)

Sight which the youths and girls caught sight of.

Example 68 Repetition of inkosi - king, chief. Mashekelela Dindi was
appointed "chief" by the young men of his age group but he Tost the
position very soon afterwards and he hints in this version of his
izibongo that his sister was the cause of this. The repetition of
inkosi emphasises the theme of authority gained then Tost:
INkosi abayibek' ekuseni ntambama bayiphika.
Yaphikwa udadewabo - uNtozokudla.
Bathume bathi, "Hambani niyofuna inkosi ekhaya kubo. Nizoyithola
yini na?
Wathi uNtozokudla, "Ayikh' inkosi™, (A 119)
Chief whom they installed in the morning, in the afternoon they
rejected him.
He was rejected by his sister Ntozokudla.
They sent (people), saying, "Go and find the chief there at his
home. And will you find him?"

Ntozokudla said, "There's no chief here".
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(2) Lexical parallelism

Lexical parallelism 1is another important structural device in
izibongo and one that is often used to expand a praise and sometimes
to increase its narrative content. Examples of it are found 1in the
jzibongo recited by bards and non-specialists alike. The examples
below are grouped as follows:

A. Initial-word repetition in successive or nearby lines

B. Final-word repetition in successive or nearby lines

C. Lexical parallelism within the line

A, Initial-word repetition in successive or nearby lines

In some cases repetition of a word at (or near) the beginning of
a line is coupled with end-line repetition. In the following example
the first two Tlines wuse this wider lexical parallelism and then
continue the narrative thrust and humour by repeating the initial

"_fika:

Example 69
Kwafika waseManzimeleni wayebuka nje;
kwafika kwaCele wayebuka nje;
kwazekwafika waseManyandeni,
wafika, wayithatha, wazidla. (All6)
Along came an Mzimela man he just looked (at the dish of maize);
along came a Cele man he just Tooked;
and then along came a Nyanda man,

he came, he took it, he ate the Tot.

Example 70 Repetition of ghatha - set on to fight (first in the active

voice and then in the passive). The Tines, set in the allusive style
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so favoured by the royal bard, refer to a quarrel at one of the royal
homesteads, Mahashini; the whole affair is given a comic, bathetic
twist through the reference to starting a fight "buttocks first":

Impi eghathwe uMathangalitshitshi ozalwa uMaswabhula

lapha kwaMgilitsha eMahashini,

wayighatha ngesinge esab' ukungena ethwel' idlokolo endlunkulu.
(A1 1s5.48-50)

The fight started by Thigh-of-a-young-girl, the son of Maswabhula

here at Mgilitsha's at the (royal) home, Mahashini.

He started it buttocks first, afraid to enter the royal house

adorned with headplumes.

B. Final-word repetition in successive or nearby lines

This type of lexical prallelism allows the composer to drive home
his vremark by putting a key word in this final and often dominant
position. In the example, below the criticism of arrogant
Christian girls is heavily underlined through the end-position of the

bitter "-negqajo".

Example 71
Hanyanamahanya intombi eneggajo.
Intombi eyikholwa eyineggajo. (A 114)
Hard-mouthed nagger, the girl full of scorn.

The girl who is a believer is one full of scorn.

C. Lexical parallelism within the line

Another type of lexical parallelism consists of a two-part
contrastive statement where the emphasis is on the balance of the
whole. These neat, two-part statements could he written on two lines

on the basis of syntactic division (see Mzolo, 1978:218) but in most




cases where 1 vrecorded them they were recited in a single breath
group. Clearly, in the two examples below, syntactic and semantic
parallelism also operate but it is the Texical with which we are
concerned here: in Example 73, ggaba is repeated first as a deverb-
ative noun forming the introductory praise name and secondly as the
verb. In Example 74, -nkosana and bekwa are repeated, together with

the formative ng-:

Example 72
UNoggaba ngebhuku abanye abanumzane beggaba ngophondo. (A 4)
Finder of strength with a book other chiefs find strength with a
medicine horn.
Example 73
UNkosana obekwa nguyise amanye amakhosana abekwa ngonina.
(uncatalogued, Hlabisa)
Young Chief who is installed by his father other young chiefs are

installed by their mothers.

Another type of Tlexical parallelism is where a contrastive
statement employs polarity of positive and negative; Cope refers to
this as "negative-positive parallelism" and sees it as an essentially
two-1ine device (Cope, 1968:43-44). In the present collection though,
the examples are shorter and tend to occur as single breath groups
which are represented as single lines. 1In the following examples, as
in Examples 72 and 73 above, syntactic and semantic parallelism often
co-exist with the lexical, but our concern at present is with the

latter.
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Example 74  Repetition of hamba, in the negative and then in the
positive:
Angihambi ngendlela ngihamba ngenhlanhlatho. (A 111)

I don't go on the main road 1 go on the side path.

In some cases the word order in the second part of the 1line is
inverted; this happens both with verbs used both in the active and the

passive:

Example 75 Repetition of hlokozwa, 1in the negative and then in the
positive:
UMamba kayihlokozwa ihlokozwa abanesibindi. (A 126)

The Mamba is not prodded, it is prodded (only) by the brave.

Lexical parallelism also takes the form of a cryptic, two-part
statement with a single repeated word and a single variant. Here too,
syntactic parallelism is evident and in some cases (see Example 78)

the variants are semantically paired.

Example 76 Repetition of -baba:
Uyababa umLungu iyababa imbabazane. (A 107)

Bitter is the White man bitter the stinging nettle.

Example 77 Repetition of -gwaza:
(UMzimba uneyikhala njengingubo)
bamgwaz' amanhla bamgwaz' amazansi. (A 88)
(Body with rents in it 1like a cloth)
they stabbed him high they stabbed him low.

5.1.3. Syntactic parallelism

Much of the syntactic parallelism in izibongo in this collection
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combines with lexical parallelism. In many cases it is the syntactic
pattern and most of the words, that are repeated, Teaving a slot for a
single variant word or phrase. D.Kunene (1971:xx1i) calls this the
incremental element 1in the parallelism. In this kind of Texical-
syntactic parallelism one finds:

A. Final word variants

B. Medial variants

C. Variants between stanzas

A. Final word variants

Example 78

USimayedwa abagwaz' udonga.

USimayedwa abagwaz' indlwana. (A 83)

He Stands Alone -~ they don't stab the wall.

He Stands Alone - they don't stab the Tittle hut.

B. Medial variants

In this example the promiscuous nature of the girl in question is
emphasised through the changing place names in the middle of the
Tines:

Example 78

Noma ungayaphi -

noma ungaya eMathikhulu kodwa ufebile,

noma ungaya eThekwini kodwa ufebile. (A 122)

And if she goes anywhere -

And if she goes to Mathikhulu she's a whore,

And if she goes to Durban she's a whore.

Syntactic parallelism is also an important component in . the overall
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structure of the single Tline (see for instance Examples 76 and 77); a
further example showing the importance of syntactic repetition in
providing a compact impression of regularity and variety uses polarity
of number, balancing the singular uNo- (One...or The...) with the
plural abanye (others) and contrasts -ntombi (girl) with izinhlangu

(shields):

Example 79
UNovika ngentombi abanye bevika ngezinhlangu zabo. (uMswelakuthi
Mjiyakho, Mahlabathini, uncatalogued)
One who wards off (a blow) with a girl others ward off (a blow)

with their shields.

C. Variants between stanzas

Very few izibongo have the repeated formal regularity of the
examples below and in general the term "stanza" does not seem
appropriate to the flexible, elastic nature of many praises. However,
some of the izibongo of the Buthelezi lineage, performed by Mgezeni
Ndlela, were remarkably "stanzaic" in their repeated regularity. The
1iking for such regularity may have been a feature of Mgezeni's
personal poetic rhetoric, his shaping of his received material, as it
was Tlargely absent in recordings made by other Buthelezi bards. A
combination of syntactic and Tlexical parallelism occurs in the
examples below. In Example 80, three stanzas with the short Tlines
reflecting Ndlela's staccato style of delivery have syntactically
identical 1lines and total Texical repetition except for the variant
slot in which the names of various victims can be inserted. In Example
81, two stanzas, again with the short Tlines so typical of Ndlela, are

syntactically and 1lexically identical except for the names of the
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defeated;

Example 80

ISihTahla simsithi

esisith' uMaxabana

ezalwa nguBhambula.
Wasibon' ukukhanya

efun' ukusinda

efun' ukugoduka.

Samsith' uNoyiphungwana

ezalwa uNyanda,
wasibon' ukukhanya
efun' ukusinda

efun' ukugoduka.

Samsith' uHemulana
ezalwa nguMbangezeni,
wasibon' ukukhanya
efun' ukusinda

efun' ukugoduka.

Example 81

I1Silo esimazipho

esid1' uSwayimana

kwabamhloph' abelungu.

Wabaleka

wagond' eGoloza.

Bush which blocked a man from view
blocked from view Maxabana

born of Bhambula.

He saw it shining

as he longed to recover

as he longed to head for home.

It blocked Noyiphungwana
the son of Nyanda,

he saw it shining

as he longed to recover

as he Tonged to head for home.

It blocked Hemulana

born of Mbangezeni

he saw it shining

as he longed to recover

as he longed to head for home.

(A 10)

Leopard with claws

which finished off Snyman

at the White people's place.
He ran away

he made for Goloza.
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Wadl' uAndelisa He finished off Andries
kwabamhloph' abel.ungu. at the White people's place.
Wabaleka He ran away

waqond' eGoloza. he made for Goloza. (A 12)

5.1.4, Semantic parallelism

Semantic parallelism operates through the pairing of items that
are either similar or antithetical, 1in other words, by "the
restatement of ideas through synonyms and indirect vreference or
through  the presentation of contrasting ideas or statements"
(D.Kunene, 1971:89). The items paired may be in successive lines, may
be separated by several lines or may even be within the same line.
Here too, syntactic and lexical parallelism are often employed so that
composers are using patterns operating at the levels of lexis, syntax
and semantics.

A. Semantic parallelism in successive or nearby lines.

B. Semantic parallelism within a line.

Example 82

The following lines use lexical and syntactic parallelism, and
the variant items at the end of the two Tines restate the same idea of
rain, either jmminent or actual. The Tines are from the izibongo of
Zizwezonke Mthethwa, the renowned inyanga, (doctor or diviner), and
therefore refer appropriately to an ability to control the elements:

IVimbela elibuk' izintaba zasithibala

Tabuk' izintaba zaphum' amanzi. (A 79)

The Fabulous Water Snake that cast its eye to the mountains - and

they were covered in cloud,

it cast its eye towards the mountains - and the water poured down.




Semantic similarity s again used in the following praises where a
state of acute discomfort is described in successive lines, and the
appropriate words are placed each time in the final position., Like the
previous example these Tines were recited by Zizwezonke Mthethwa, but
these are from the izibongo of the Mthethwa ancestor, Mngoye kaDing-
iswayo (17):
Example 83

>~ (UGagane Tuklwebe abantwana esibunjeni),
uyasa kusasa sebeyathunukala,
kuyasa kusasa sebehamba begxamalaza. (A 75)
(Thorn Tree which scratched children down below),

at dawn the next day they were itching,

at dawn the next day they were walking with straddled legs.

In the next example the idea of attraction and desirability is stated
at the beginning of two successive Tines from the izibongo of Obed
Mnguni:
Example 84

Gugu Tamagugu elituswa abafazi namadoda.

Mabuthela obuthela izinsizwa nezintombi. (A 108)

Treasure of treasures recommended by women and men

Collector who collects together young men and girls.

Semantic parallelism in izibongo also frequently uses antithetical
phrases. In the following example, again from the izibongo of Mngoye
(see Example 83), the variant items in lines with identical syntax and

lexical repetition are themselves antithetical:
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Example 85
IMbaxa-matsheni Hider among stones
ezivimb' izintaba 'zimbili. who blocked off the two mountains.
Yavimb' iSadoko neNsungweni; It blocked off Sadoko and Nsungweni
bathi uma bekungezansi when they were down country

bafik' isivimbile; they got there and it was blocked;
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bathi uma beya kwelengenhla  when they were over there up-country

bafik' isivimbile. they got there and it was blocked.

(A 75)

The semantic parallelism in the following example consists of two sets
of contrasting pairs in lines which also contain syntactic and lexical
parallelism; the contrasting pairs are i) birds, the praise name
uMahlokohloko is derived from ihlokohloko, the yellow weaverbird and
izintaka are finches; ii) times of day, kusasa, at dawn/in the morning

and ntambama, the afternoon:

Example 86

UMahlokohloko uyofa kusasa, The Yellow Weaverbird will die tomorrow.

Izintaka ziyofa ntambama. The finches will die this afternoon.
(A 85)

At another point in the same izibongo (those of the grandfather of Mr
Mhlongo of Mbongolwane) another praise occurs built round a
contrastive pair, the adjectives -de (tall or deep) and -fushane
(short or shallow): (18)
Example 87

INcuncu ephuze kwezid' iziziba.

Yaphuza kwemfushane yagunduk' umlomo. (A 85)

The Honeybird drank from the deep pools,

had it drunk from the shallow one it would have broken its beak.
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B. Semantic parallelism within the Tine

The use of tightly-knit, binary lines with a repeated syntactic

pattern can be seen in the following examples:

Example 88 Here, both semantic similarity and semantic antithesis are
employed: shika (avoid, cold-shoulder) and zonda (hate) have related
meanings while amakhosi (kings, chiefs) and abantukazana (commoners)

are antithetical:

Ushik' amakhosi wazond® abantukazana. (Madele, Gunner, 1979:253)

She cold-shouldered chiefs she hated commoners.

Example 89 In some cases, as here, the syntactic pattern is repeated
and the two parts of the statement are bound together, each having one
item of similar meaning and one item of <contrastive meaning in
identical positions:

Abadala bayamfuna abancane bayamdinga. (A 108)

The old want him the young need him.

The 1iking for semantic antithesis in Tines and even within parts of
lines, thus producing small units of semantic parallelism, can be seen
in the following examples. In some cases the antithesis is in the
opening praise name which may itself be so widely used as to

constitute a formula:

Example 90 Here the antithetical phunyuka (escape) and phetha
(finish off) are juxtaposed and the "coupling" of the wunit (Levin,
1973) is intensified through the alliteration of the ph:

UPhunyuka bemphethe... (A 112)

Escaper as they grab him...
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In many cases the antithetical pairs are at the end of a line and this
way of completing a line seems to be very popular in the izibongo of
non-specialists, and a widely used technigue. The first example below
appears so frequently that I regard it as a formula (see 6.3.). In the
following examples each part of the pair is morphologically identical
and the conjunctive formative na- (and) Tinks the words. In addition
there 1is a strong rhythmic feel +to the pairs with the main,

penultimate stress on each word much in evidence:

Example 91

i. ...abafazi namadoda. (A 112)
...women and men.

ii. ...ezimhlophe nezimnyama. (A 79)
...the white as well as the black.

iii. ...nasekhaya nangasenhla.
...at home and up-country. (A 112)

iv. ...elokuya nelokubuya. (A 49)
...one for going and one for coming back.

V. ...ngemuva nangaphambili. (A 49)

..from the back and from the front.

vi. ...ngemikhonto nangezibhamu. (A 148)
...with spears and with guns.

vii. ...ezokufa nezokuphila. (A 68)

...of dying and of Tliving.

It should be clear from the range of examples given 1in this
chapter that repetition and various forms of parallelism are of great
importance in creating the poetic Tanguage of the Zulu 1izibongo

tradition. It would be a mistake, however, to regard these, important




as they are, as the only devices at composers' and performers'
disposal. They are expected to use other ways of expansion. They must
master the art of allusion. Those working in the tradition must also
Tearn to work with and increase the stock of formulas built up through
generations of composers and performers. The use of the dramatic
device of direct speech and direct address is also a skill available
to individuals. Finally there is a range of subjects and a range of
familiar 1imagery the mastery of which is essential for successful
communication. A1l these could be said to constitute essential
features of the poetic tradition of this performing art. I will

discuss them in the following two chapters.

Notes
1 ,
J.Mukarovsky, "Standard Language and Poetic Language®, in Chatman and
Levin, (eds.), Essays on the Language of Literature (Boston: Houghton
Mifflin, 1967), pp.241-249.

2

Kunene cites as his "most important single source", Z.D. Mangoaela's
Lithoko tsa marena aBasotho, (Morija: Morija Sesuto Book Depot, 1921).
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R.Jakobson, "Subliminal Verbal Patterning in Poetry", in Studies in
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A term used by both Lord, Singer of Tales, and Jakobson in "Grammat-
jcal Parallelism and its Russian Facet"™, Language 42, 2, (1966),
pp.399-429.

5

The wuse of the term "line" is in some ways difficult to justify in
discussing oral Titerature as it is so obviously an imported term. In
the main I have used breath groups and syntactic divisions as gquides
in determining Tine breaks. Even fast reciters in Mode A often make
very clear breaks in delivery and although Mode B performance style
encourages a continuous stream of utterance where syntactic divisions
are frequentlu over-ridden, in some cases participants praise a dancer
by repeating in varying order, a number of end-stopped Tines.
Divisions between lines, or "linear units" as Nketia calls them are
also frequently clear when performers recite their own izibongo before
or during the giya dance (see 4.2.) as in A 119, The fact remains that
division into "lines" cannot be hard and fast: a great deal depends on
an individual performer and the circumstances of performance. While
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observing what seem to me aspects of form which operate from line to
line 1 have tried to keep in mind that there is no such thing as a
fixed "Tine" in the poetry. In some cases, therefore, as both Innes
and Babalola observe in relation to Mandinka and Yoruba poetry, the
same material can best be recorded in more than one way because of a
different delivery. As Finnegan has observed, "...how you reproduce a
particular oral poem is a matter of degree and of judgement, not an
absolute one", Oral Poetry, p.l106. For observations on "Tines" in oral
poetry see G. Rouget, "African Traditional Non-prose Forms: Reciting,
Declaiming, Singing and Strophic Structure", Proceedings of the Con-
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58; J.K.Nketia, Funeral Dirges of the- Akan Peoples, (Exeter and Ache-
mota, 1955), Chapter 5, "The Language of the dirges"; J. Opland, "Two
Unpublished Poems of S.E.K. Mghayi", Research in African Literatures

Vol.8, No.l, (1977), pp.27-53. David Rycroft also debates the useful-
ness of the "1ine" in his article, "The Question of Metre in Southern
African Praise Poetry", Third African Languages Congress of South
Africa, ed.J.P.Wentzel, (Pretoria: University of South Africa 1980),
pp.290-296.

6

See Cope, Izibongo, p.38 and B.W. Vilakazi, "The Conception and
Development of Poetry in Zulu", Bantu Studies, XL1, 2, (1938). The
practice of "stringing together" praises was one that Stuart himself
sometimes followed in his transcriptions of the recitations of
izimbongi whom he interviewed. See 8.1.

7

The terms "stanza" and "paragraph" have both been used for these
larger wunits, by Cope and Kunene respectively. Neither seem to me
satisfactory but stanza 1is the better of the two as 1long as one
remembers that stanzas in izibongo are flexible in Tength and form,

8

From the Stuart Papers, folder 9b (ii) with Notebook 77, dated
27.7.19, and headed "Zulu izibongo: supplementary to my lecture before
the Science Association, July 1916".

9

R.dJakobson, "The Poetry of Grammar and the Grammar of Poetry", Lingua

21, (1968), pp.597-609.

10

Jakobson, "Grammatical Parallelism", p.423.

11

A term introduced by Mukarovsky in his seminal essay, "Standard
Language and Poetic Language", see Note 1 above.

12

See J.Louw, D.Ziervogel and J.Ngidi, A Handbook of the Zulu Language,
(Pretoria: Van Schaik, 1967), p.15; Cope, lzibongo, pp.45-6 where he
uses the term “natural" and “artificial" alliteration and assonance.
13
A term coined by D.Rycroft in his article, "The Question of Metre".
14

The praise also occurs in the izibongo of D.Rycroft's grandfather,
Mr A.W.Baker.
15

The previous five "uncatalogued" examples (51,53,54,55,57), are all
from the dzibongo of his age-mates recited for me by the elderly
Nyonyovu Mdletshe (A 115, Examplie 58). This suggests either that they
all Tiked using reduplications in their compositions or that Nyonyovu




added them in his rendering because he Tiked them, thus shaping the
received 1izibongo much in the same way as Mgezeni Ndlela also appears
to have shaped his rendering of the Buthelezi lineage izibongo.

16

Cope, Izibongo, also refers to the term "Tinking"; he mentions
"initial Tinking", which I class as a variety of lexical parallelism.
What I term "linking", he terms "“final linking" see pp.42-3.

17

Mngoye, a son of Dingiswayo, is mentioned in uBaxoxele ,1926, pp.41-
2. Stuart interviewed Mashwile, (A 76) who was killed shortly after-
wards fighting the Natal Government during the Bhambatha Rebellion.

18

This praise is widely known as being that of Solomon kaDinuzulu. The
royal bard J.Dlamini recited it in his “long stretch" style as,
"INcuncu ephuza kwezid' iziziba, iphuza kwezimfushane ibuye ngodaka®.
It could become a formula but composers probably take over royal
praises less often than others, out of respect. On the other hand
particular devices used by royal izimbongi may well be copied.
For instance, Dinuzulu's izibongo contain a number of puns on names,
and other izibongo from the same period, and later in some cases, Show
a similar punning on names.
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CHAPTER 6

FURTHER STYLISTIC TECHNIQUES IN IZIBONGO

6.0. Introduction

This chapter will explore further stylistic techniques used by
those who compose and perform izibongo. Once more I will aim to
demonstrate the broad-based nature of the poetic tradition and to
illustrate the wide use of poetic skills in a tradition in which both
imbongi and non-specialist participate. The ability to expand and
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