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8. Iingoma zentlombe/ iingoma zentlombeni yabafana

namantombazana ( ' intlombe dance songs ' cr ' music

of the dance party of initiated young men and girls ' ).

Umfana pl. abafana is the Xhosa name for young men who

have undergone initiation, consequently this music is
performed by young adults of those chiefdom clusters who
practice circumcision on a tribal scale, namely, all Cape

Nguni except the Bhaca, Mpondo, Xesibe and Ntlangwini,

Apart from the Ntlangwini ( among whom I was unable to carry
out comprehensive fieldwork, and so cannot come to any definite
conclusions about their music ), the Bhaca, iipondo and Xesibe
have similar parties which they call intlombe ( Mpondo =
iguburha, though they also use the term intlombe ), the music
of which is similar in its overall structure and style, although
not in its sound, which is ' coloured ' owing to the peculiar

vocal style ( uku — gwaba ) these people employ when singing.

Intlombe music is essentially traditional, in contrast to
the music of the ' dressed ' social equivalents of avafana,
».e, iindlavini, whose music includes styles of modern Xhosa
music. Like most social musical events which take place on
a large scale, the intlombe dances ( generally referred to in

the locative, entlombeni pl. ezintlombeni ), are normally

hald every fortnight during the winter months of leisure,
ermisslon from the headman i1s merely o tformality, aad is
refused only in very sericus circuamstances. During fieldwork,
these parties were discouraged in Western FPondoland and

3omvanaland ( Xhorha district ), owing to the restlessness of



the young men, and the serious faction fighting that was
all too frequent. Beer is served only at formal intlombe
dances, which take place once a month on a Saturday night
and end on Monday at midday. Informal parties are normally
held every fortnight, lasting until Sunday midday, and no
beer is served. Because the dances were held irregularly
during my fieldwork, most of them were formal affairs at
which beer was served and full bead dress was prescriptive.

Intlombe music is also performed in the seclusion hut
of girl initiates, especially on the night preceding their
seclusion, and the night following their ' coming out '
ceremony. The latter are screened off from the dancers by
a hanging reed mat or blanket. I spent a short while behind
such a screen with two initiates, and was able to hear and
record the music, and observe the performers. Unfortunately
I was unable to elicit any replies to my questions from the
two girls who, as I later found out, had to remain silent,

Musical roles are identical to those assumed in the
performances of umtshotsho music. FEach intlombe group has
a song manager who may or may not lead performances of the
music. Dancing competitions between rival groups are held
fairly regularly, and at these events the audience is the
adjudicator, with one or two previously appointed persons
as their mouthpiece. Conpared with the dance movements
executed by teenagers at their umtshotsho pariies, the
dancing of abafana is much more dignified and disciplined.
Muscle - rippling, which is part of the — tyityimba

movement, is developed to a greater extent. The dance



361

always begins quietly with a slow tempo dance; the men
dance in an inner circle, while the girls sing, clap
and occasionally dance around them. From time to time
they perform ' solo ' dances among the men. When the
event is over, the members leave quietly in pairs, and
there is none of the rowdiness and noise which is
characteristic of umtshotsho dances.

The music

Intlombe songs are virtually ' textless ' and any
meaningful words which may occur during performances are
largely incidental, and the improvisations of singers who
draw on a stock of common phrases. A common phrase, and
one which recurs constantly in other Xhosa songs, is mtaka
mama ( ' child of my mother ' ) which, although not meaningful
in t%e referential sense, is ' there in a song mainly to
keep up the rhythm and the music ' ( Mthamo ), and thus it
does have musical meaning. Technical features which are
present in the music already discussed are also present in
intlombe music, which is always accompanied by handclapping.
The metrical patterns are predominantly divisive and based
on crotchet beats. I have no evidence of intlombe songs
with additive metres, which are a feature of some children's
songs and umtshotsho music, The individual songs have basic
metrical patterns of (i) 4 + 4 ( most common ) and (ii) 6 + 6
crotchet beats, each of which may form the overall structure
( strophe ) of the song. Most of the songs with a basic

grouping of 4 + 4 crotchets, and which I recorded, have



involved metres, i.e. the basic metrical pattern has

to be repeated once again, to accompany two patterns

of vocal-— mzlodic phrases sung by song leader and chorus,
both patterns constituting the strophe of the song.
52 below shows a common type of intlombe song structure:
A and B denote the two pairs of phrases ( or patterns )

1

which make up the strophe strophe length is thus 16
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The basic metrical patterns are always clapped as a succession
of equal beats and never in two contrasting sections

( with subdivided beats ) as is the case in umtshotsho

music. In the course of a performance, ( which is frequently
very extended ), the basic metrical pattern of the song may

be varied from time to time. In the song Ho lilongo

( Figure 55 ; Ex. No. 31 on Tape la ), the basic metre is

varied as follows:

Figure 53 :

NN S PN S PR W W P
Do 4 d 4
R W M M MR Y P M

The tempo of the individual songs varies from 88. M.M.

to 126 M.M., Mfenegu intlombe songs generally have a much
faster tempo ( approximately 184 M.M. ) and the basic metres
of 4 + 4 crotchets are invariably clapped as 8 + 8 guavers.
There is also much more off — beating between the melodic
voice parts and clap patterns. In the period 1969 - 1972,
the Mfengu style was very popular among young adults of
neighbouring clusters, e.g. the Thembu and Mpondomise, who
always included it in their repertocires of intlombe music.
Long before I witnessed and recorded performances of
intlombe music, I was constantly being told by my guides and

other informants that a treat was in store for me, and that
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' those choruses of abafana are quite extraordinary, and
unlike any music that children, and even other adults

sing '. The reason why these songs were described as
choruses ( i=khorus ) by the people themselves became
apparent when I heard them sung for the first time. They
have few, if any, words or phrases, and are sung mainly to
vocables, although vocal interpolations may sometimes carry
a few meaningful words. Although song leader and chorus
parts are clearly perceptible at the beginning of the songs
( the song leader being singled out by clear - cut,
successive and regular alternations with the chorus ), the
rhythmic interplay of voice parts, which often commences
rather suddenly ( cf. Figures 54/57: 370/382; 58(d) : 385ss ).
nroduces so diffuse an effect that the two basic divisions
are no longér perceptibla. A young Thembu girl, Francesca
Mgudlwa, described the music as ' going %o pieces ' at this
point, I think this is an appropriate description of the
total effect of the music; it Hecomes so complex due to

a continual piling up or accumulation of vocal - rhythmic
figures, that one is hardly aware of, or is even able to
estimate, the co — ordination of the singers.

Most of the basic melodic patterns are foraed by the
application of the melodic process already referred to in the
stylas of music previously discussed - the repetition of a
me lodic phfase on different degrees of 2 hexatonic aode.

In view of this, it is not surprising that the basic melodic
patteris of intlombe songs are very similar to those of

many children's songs, as they are to the melodic pattarns
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of other styles of Xhosa music. They are shaped from the
same melodic process, and when the same mode is used, the
similarity is even more apparent. One could regard these
melodic patterns as transformations of a basic melodic
pattern, in that they are ' contrasting on the surface, but
identical in substance ' i.e. ' in their last analysis,b
they are variations of one identical thought ' ( Reti :
1961: 5 ).

The basic melodic patterns of many intlombe songs
are characterized by a limited range of tones - usually three
or four - and in this they lack the breadth ard contour
which Xhosa melodies generally have., For this reason, they
are best described as melodic patterns or figures, rather
than ' main melodies ', as I have described the melodies
of the children's songs, and umtshotsho music. As was
observed in these songs, the main melody has the cliaracter
of a theme, — a continuous melodic line with a fixed rhytamic
coantour. The total structures of the songs - their themes
and basic metrical patterns, are treated respoasorially by the
main voice parts — solo and chorus ( the iatter becones
extended in umtshotsho music ) whose vocal phrases may inter -
lock sequentially. When singers introduce varied statements of
the main melody, it is always easily identifiable, and retains
its shape as a whole, A different treatment of the basic
melodic pattern is to be observed in iatlombe music:
(i) it is always distributed betwsen song leader and chorus
at the beginning of the song, who sing it ia responsorial

style. Both voices have a share in preseating the melodic



material; (ii) after several successive repetitions by
these voices, .the melodic pattern is then segmented,
i.e, it is divided into rhythmic motifs and sung by
the different voice parts as rhythmic ostinati. This
subdivision allows for freer motivic treatment, and makes
the usual devices employed by Cape Nguni singers -
repetition, variation and canonic imitation - not oaly
more feasible but capables of extrems exploitation. These
devices or techniques are more easily applied to segments
of a pattern, than to the pattern as a whole. It is this
techanigque which makes intlombe music so different in
structure and in sound from the other styles of Xhosa music.
The modes on which the melodies are based are also unique
and this, together with the combinations of superinposed
voices who reiterate rhythmic - motivic figures in ostinato
style, results in a massive build - up of chordal patterus,
the extent of which is possibly paralleled only by the
polyrhythmic and polyphonic structure of some Beer songs
and ritual initiation music of the C,T.P. Bhaca indlamu
also reveals the creation of chordal siructures by means of
ostinato technique, although there is no polyrhytuhmic
i1terplay of voices in this music.

The extent to which these techniques are omployed varies
from one song to another. Figure 52 is a. trounscription

( excerpt only ) of an intlombe song which was sung by

a young intlombe zroup - avarage age 17 - 18 years. Ostinato
technique was not employed in this performance. The polyphony

is of a more contrapuntal nature, with each voice starting at

366



a different point of entry in the strophe, and overlaéping
with the other phrases ( c¢f. Figure 56 : Song B on p. 380 ),
The main melody ( much more extended than most intlombe
melodies ) is retained throughout by the song leader ( SL )
who introduces minor variations with repetition of the
strophe. At the same time the Chorus { there are two
divisions of it, Chor.l aand Chor, 2 ), and ' solo ' singers
( s1, and Al and A2 ) elaborate and harmonizc the melody

by singing counter -~ melodic patterns, whose tones are
related radically to the toaes of ths main melody.

Figure 54 ©below shows the mode on which the melody is
vased, and harmonically accepiable chords which result from
harmonizing the melody by izihlobo or ' root - related !

tones:
Figure 54:

r,)@Q Maog :
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( Recording of this song is Ex. No. 32 on Tape 1a ).

mode on which the melody is based.

1]

harmonically acceptable chords.

367
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When selecting tones For harmonizing a melodic pattern,
it seems that the singer's choice is also regulated by
the position of the tones ' on top ' which must be
harmonized, For example, if c¢' is on top, as it is at the
beginning of the above Figure 54 (b), then g is a first choice
as a companion tone, while ¢ below it is a second choica.
A song leader told me that ' all the voices must go down -
ward like the song leader's part ', consequently singers
will select tones whose sequences reflect to some sxtent
the song leader's descending pattern. Tne melody -~ motifs
include (i) a condensed version of the melody, in which
the intervallic progression is partially retained, ( Alto 1
in score, which sings the lower tones of the melody.
e -d —c —-a ), and (ii), using three of the four lower tones
of the mode, sung to the vocables he ma — ma. In each case,
the voice parts combine and sing harmonically equivalent
tones which I have given in Figure 54 {b).

Figure 57 : 381 is an extract from another intlombe

song ( 3. No. 14 ), entitled Ho mo lengo = ho , the

' theme' of which is more constricted and’ appears as 2 siaple
melodic pattern rather than a true melody. It is also treated
responsorially by song leader and chorus, who extend it when
doing soe. The total steucture { strophe ) of the song is
repeated seven times in steady Call and Response style, after
which, quite suddenly, the song leader begins an ostinato rhythmic

motif of a descending Augmented 4th intarv4l 7 Cf. Figure 54 (c):

370, for transcription illusirating this procedurs )e
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The augmented interval is denoted by (a/+); Chorus 1
and 2, the assistant leader and individual singers ( s2 and
Al in the extract ) immediately take up the pattern, and sing
ostinato motifs ( which are ' filled out ' variants of the
song leader's motif ) in support of her melody — motif. The
song leader thereafter improvises variations of the melody -
motif in which the augmented interval becomes (b) a descending
minor 3rd, (c) an ascending minor 6th, and (d) again a descending
minor 3rd, all sung to vocables hm — m ( the_hm is accentuated ).
Figure 54 on the following page shows the different but
nevertheless related ostinati sung by the different voice parts.
( Ex. No. 33 on Tape la ).

The same ostinato technique is to be observed in Song D
( No. 15 ) which exhibits an even more complicated rhythmic -
motivic interplay of voices ( cf. pp. 383-.88 ). Not only are they
combined vertically, they are also combined polyrhythmically
and polyphonically to produce a total pattern of sound formed
from ' strands' or phrases of melody which, though rhythmically
distinct ( the different pitches make them even more clearly
perceptible ), run parallel to one another, The different
' strands ' are thus independent yet related, not only
rhythmically ( they are controlled by the pattern of the handclaps ),
but also harmonically by harmonic principles which regulate
the selection of tones that occur in the different ' strands '.
Harmonic considerations also regulate the progression of
these melodic phrases; superimposed as they are in layers,

they together yield patterns or ' strands ' of chords. The



Ostinati sung by the different voice parts

Figure 54: (C)

in the intlombe song, Ho = mo — lengo - ho

( Ex. No. 33 on Tape la ),
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mode of the melody is:

—

Figure 58 (a) { Cf. Figure 58(d) : 383ss(transcription =extracts )

D Nobe’- ToNat.lTY
) & 1
oy P —— \
\Z0 1 1 Kol
I [P E 0
bo B b
— o—P b

and the following Figure 58 (b) shows a number of acceptable

combinations ( i.e. chords ) of izihlobo tones:

2

Figure 58 (D)
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This important process of ha.monic equivalence was first
noted by Blacking in his analysis of ftonal organization in
Venda music ( 1970:(MS). The fact that the same process

is also =zctive in Xhosa masic, suggests that 1t may well be
a fundam=zntal process in the muasic of other African peoples.
I: summarizing som= of the principles of Venda harmony and
tonality, Blacking states:

4. 4. O ' Bvery tone may be conceptualized as having
a companion tone 1in harmony with it.

4. 4. 1. Any melodic line may consequently be
conceptualized as a stream of chords.



4. 4. 2. Melodies may therefore be as much selections
of tones from ' hidden ' patterans of chords,
as the generators of chords '( Blacking 1970
(Ms): 32 = 33 ).

These ' rules ' are equally valid for Xhosa music. When
Cape Nguni singers sing together, and harmonize a basic
melodic pattern, the tones they select are always
systematically chosen from the tones which occur in the
chords that implicitly accompany each shift of tone in
the basic melody. In addition, the tones must belong to
the mode on which the melody is based. The Xhosa musical
tradition is essentially a hexatonic tradition, and, as

I have shown in chapter 8, many melodies are based on

hexa — or hexa - based modes.

Other principles governing Xhosa music are adhered to ,

e.g. the principle of polyrhythm ( and polyphony ), and
the technique of ostinati and off - beating, all of which
give Xhosa music a unique sound, which is quite different

to that of Venda music, even though both traditions follow

similar principles of harmony and tonality. In the misic of

these two African peoples, the horizontal ( melodic ) and
vertical ( harmonic ) aspects may be viewed as a unified
field; the music derives from a conceptual framework of
chords, which are implicit ¢ ' hidden ' ) in the tones of
the melodies.,

The principle of shifting tonality is also observed
in intlombe music and is achieved in two ways: (i) by

melodic movement, and (ii) by varying the harmonically

equivalent tones., The melody moves contincally between two

points or tonalities, that is, from one tonal centre to

372
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another. The most common procedure is for the melody,

as given out by the song leader, to shift from a ' tonic !
tonality to a ' countertonic ' tonality, situated a whole
tone above or below the tonic 'root '. The chorus part
always establishes and reaffirms the tonality of the

music. Figure 52 ( p. 362 ) corroborates this point.
Actual shifting occurs at the end of the first half of

the strophe (A) and tonélity is re - established in the
second half (B). 1In this particular song the tonality

has shifted a whole tone downward ( from D to C ), but,

as in other songs, it may also shift a whole tone upwards
(C toD ). In this song, the ' melody ' shifts from the
tonality of one chord ( D and its companion tones. A, a fifth
above and a fourth below it ), to another chord generated
from the tone ¢ ( and its companion tones G above and below
it ). One could regard these shifting harmonies as harmonic
' pillars ' or ' blocks ' on which the music rests. They
are indeed harmonic goals which provide continuity and

destination to the music.

The repetition, variation and ' development ' of a
simple melodic pattern within a polyrhythmic framework
results in a veritable ' web ' of music which, transcribed
on paper, is both complex and awe -~ inspiring. In listening
to this music, as manifested in intlombe songs, one is not
immediately aware of its extremely contrapuntal texture,

One ~xperiences rather, a harmonic build ~ up which results
L

in the creation of tonal massess. The Thembu girl's remark

quoted earlier on, was a result of her having actually
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performed this type of music, I, as a stranger to it,
was totally unaware of the extreme individuation under -
lying its production, and which the girl appositely
described as ' going to pieces °'.

A non - musical friend who sometimes accompanied me on
my daily trips, heard this music for the first time and
made the following comment: ' It is as if the sound has
stood still ', This seems to be a contradictory remark. -
for sound cannot stand still -~ yet I knew what he meant.
One is simply not aware of all the complex vocal organization
which constitutes the music; rather, one is aware of a
seemingly unchanging and therefore ' fixed ' i.e. static
pattern of sound. The opening of the St. John Passion by
Bach has a similar effect.

During performances of intlombe music, the men produce
patterns of vocal sounds and also sing varied versions of
the melodic patterns, employing - nggokola vocal technique.
Perhaps the most noticeable feature of the music is a rhythmic
motif which occurs only in this particular style of Xhosa music,
and which I have called the ' hoot ' motif. Its sound,
produced by singing and prolonging a tone with closed lips,
is reminiscent of the ' hcoting ' sound made by tug - boats.
It occurs in my transcriptions of songs 14 and 15 where it

accompanies the vocables hm —m, m -hm ( aspirated = No. 14 ),

and m_-m —mmmm ( unaspirated = No. 15 ). 1In the latter it
has a definite pitch, the singer gliding up to it when
L

producing it. The sound of this motif, particularly when

heard from afar, immediately identifies the music as Leing
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intlombe musicj; 1t is not produced in any other style of
Xhosa music. T asked informants whether there was any
special reason for this, and was told ' No, but it goes
with intlombe music '. Thus it is a stylistic feature of
this music. The motif has a definite function in that its
tones reaffirm the tonality of the music. It may be sung by
the song leader or second leader ( assistant ), and it may
involve two tones ( rarely a third, though I have examples
of this ). The motif is in fact a manifestation of the
melody in its most attenuated form. As I shall show in the
discussion of patterns of melody, all Xhosa melodies have
reduced versions or appearances, which may consist of only
two or three tones; they are usually sung in the context
of ' filled out ' versions of the same melody.

Mpondo intlombe music, also called iguburha music,
shows similar stylistic features. although the vocal
organization is less complex than that of the Xhosa, Thembu
and Bomvana intlombe songs. A salient feature of the
music is the simultaneous sounding of ' major ' and ' minor !
third intervals. This is alsc evident in a few umtshotsho
songs ( cf. Figure 43 : 338 where it occurs successively ).
There is nothing extraordinary about this, since the Cape
Nguni hear both intervals as being more or less similar -~
two manifestations of the same sound. I asked many singers
whether they heard these two intervals as different intervals
or as the same interval, and all of them said that the two

%ere ' the same '. Major - minor clashes ( to Western ears )



are to be found in many styles of Xhosa music, but they
occur constantly in - guburha music. Xesibe intlombe

music is very similar to the Mpondo style, not only in
structure but also in sound; whenever men introduce vocal
improvisations, they employ the =~ gwaba vocal style. The
' hoot motif ' is not employed in the music of these three
chiefdom clusters; its use is confined to the intlombe
dance songs of the C.T.P. and the Mfengu, and I have heard

it only in these contexts.

376
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Figure 55 (a)

Diagram representing temporal relationship of
Solo, Chorus and Assistant leader's voice parts

in the intlombe song, Ho lilongo.
Ex. No. 31 on Tape 1ow

The song leader's entry is preceded by a simulated
clap on the 6th beat of the strophe, by the assistant
leader,

The assistant leader ' leads ' the Chorus until, in
the eleventh execution of the strophe, she proceeds to
sing 'solo', commencing her vocal pattern between the
4th and 5th claps of the basic metrical pattern.

|

song leader start,

2'
Chorus
start

3.

Assistant leader
(*solo’
improvisation).



Figure 55 (b) 378,

Extract showing the vocal phrases of song leader, chorus

and Assistant leader in the intlombe song Ho lilongo,
Part 1.

Pitch: Present "C" = original Dj; Strophe length: 6 XJ

Mode: hexa~based pentatonic

All the voice parts sing along together. Song leader's variations

are (b), (c); (a) denotes the main melody which is subjected to
variation.
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Figure 55 (¢):

Part Ll of the intlombe song Ho lilongo.
break between Part 1l and Part ll; the song leader 'links'

the two sections by clapping £33 & &4, and singing a phrase

with similar rhythm:

There is no

This is followed by a single clap, and

thersafter the song leader commences the strophe of this
second section/part of the song.

slower, being d =

use of a semiquaver pulse unit.

x4

because

=3 1 J

The tempo is metronomically
69, but in effect is faster
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Figure 56 : 380

Diagram demonstrating alignment of voices in the intlombe

song, Ho Hayi yo-=ho.
( Cf. also pp. 362;367-8; and Figure 52: 362). :B

The diagram shows vocal alignment in the first three
renderings of the strophe. Thereafter the SL 's vocal
pattern undergoes slight variations ( mainly in the rhythm ),
while the Chorus part remains fixed, except for slight rhythmic
variations on the 8th and 16th beats of the strophe. The
assistant leader(S2) and additional voices ( Al & A2 )
continually introduce short varied phrases deriving from the
main melody ' held' by the SL. The Chorus occasionally
subdivides and sings along with S2, or with Al, or in echo
effect to Chorus 1 ( divided chorus ).

Strophe length: 16xd={ 8+8 YJ ..

Mode: hexatonic (<< two major triads based on roots D and C )

Pitch: present" C' = original C

d=12b M M.

Ex. No. 32 on Tape la.
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Figure 57 : '

Transcription of part L of the intlombe song

Ho mo lengo-ho ( cf. also pp. 368 — 369, and Figure
54 on p.370 ). Ex, No. 33 on Tape la. (:;
Pitch: Present "C" = original Eflat

Mode: hexatonic («= two major triads based on two roots
Dand C ).

Part 1 comprises responsorial singing between the song

leader and divided chorus. The tonality is strongly

pentatonic, the 3rd above D root ( FH¥ ) being absent in

this part of the song. '

The ' text! consists mainly of vocables; meaningful words

refer to a festive event ( umsitho ), and to the village

of Tsolo, which is located in Transkei, and in Mpondomise

territory. This song is in fact a Mpondomise intlombe

song, performed in this recording by an intlombe group

of a Thembu area ( Cacadu ). The singers told me that they

had ' borrowed ' the song from their neighbours the

Mpondomise.

d =88 MM,

P mAc; hhcig-‘agi & &_‘?o_- P
’g’ ettty
;.

|

Ro- lo-o)--h_t- o | o P.T.0.

Root progression sequence in strophe:‘lc - —I - - C“
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Figure 57 ( ctd. ):

Part 1 ( ctd. ):-
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Commencing with the song leader at (a/+ ) , at the end of
strophe pattern No. 4, all the different voice parts ( song
leader , S2 ( assistant leader ), Chorus and group of
individual singers ( apart from the Chorus ) sing ostinato
motifs ( or short phrases ) which are ' filled out ' variants
of the song leader's motif ( ¢f. pp. 368 —=369 for discussion,
and Figure 54: 370 for transcription of ostinati performance

by the different voice parts.

Root progression sequence in strophe:llc -C<«D|C ~C -~ D“



Figure 58 (c) Ex. No. 34 on Tape 383

Diagram representing form of the intlombe song
entitled Hotshi Nkolonga ('Ho there, Nkolonga' =
name of an area in Cacadu district). i]:>

¢ (no transposition

pPitch: present "C" = original

Mode: hexa-based pentatonic (< two major triads based on
roots C and BY ); the 3rd above C root ( E ) is
absent.

2.
/ﬂ//////;;;;:s pattern for all

J. subsequent renderings of strophe)

2.
Song leader
start

= —_—

( Cf. pp. 369 and 371; also Figure 58(a) and (Bb) on p. 371).

The Chorus pattern remains virtually unchanged, melodically;
slight rhythmic variations occur, coinciding with changes
in the syllables and vocables of the song's 'text'.
The song leader's pattern varies with each execution of

the strophe. This diagram represents the first part

of the scong. Part 11 consists of a complicated
rhythmic—motivic interplay of the individual voice parts.

Root progression sequence in strophe:

(i“) lee - - - lc -8 l—Bb-é’“




Figure 58(d) 384

Extracts from the intlombe song entitled Hotshi Nkolonga .

The following ' Notes ' correspond with the Extracts, and
are numbered accordingly.

1.

The song leader starts the song; her entry is preceded
by two clapped beats, given by the assistant leader (S2).

2.

Principal strophe. This is rendered eight times, with

stight variations in the Chorus part. These variations

are mainly rhythmic, e.g. triplets are rendered as J—ﬁ/m,
The song leader's vocal pattern varies with each execution

of the strophe. These variations ( rhythmic and melodic)
coinéide with changes in the 'text' of the song, which is
largely improvisatory. The main melody's basic shape is
retained in the variations.

3.

The two main voice parts commence with 'Part 11' of the song,
which consist of the rhythmic—motivic interplay of voices.
S2, who has been leading the Chorus, enters on the last

beat of the strophe's basic metre with a new vocal pattern
(cf. Extract 3 ).

4y 5 & 6.

The interplay of voices continues. During the following five
executions of the strophe, the voice parts sing the vocal
patterns represented in Extracts 4 and 5. Slight variations
coinciding with changes in syllables and vocables occur in
all voice parts.

In Extract 6, a new vocal pattern commences with part of the
Chorus, which now divides into two sections. At this point
in the performance, the song leader proceeds to dance 'solo!',
Her vocal phrases are brief, consisting of vocal tones which b
stress the tonality shift in the music. These tones ( C and B ),
also occur at the end of the ostinato phrase sung by the Chorus
(1). The other Chorus section continues with patterns given

in Nos. 4 and 5. All voice parts sing along together.

Te

Vocal patterns interpolated by two male dancers who now 'sing
solo'.

8.

The Chorus unites as one group, and, led by 52, sings a
pattern of phrases whose vocal notes reaffirm the tonality of

the music. This is sung in a higher pitch register than the
song leader's vocal pattern, and for this reason has teen

placed above that pattern in the Extract. The song leader
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commences a new vocal pattern based on an ostinato motif
(characterized by a semitone interval), which occurredc
at the beginning of the song in the Chorus part. ( Cf.

Extract 1 s:syllables hm — & and yhem — & ). This motif
ultimately becomes the 'hoot motif { cf. Extract 10 ).

9.

Harmonic rhythmic patterns sung by the Chorus ( each is

repeated several times.

These accompany the song leader's

two~-tone phrase~pattern.

10.

The
for

thoot motif' sung by the song leader. This continues
several executions of the strophe ( six in all), and

is accompanied by the Chorus singing BOTH patterns given

in Extract 9. The Chorus

again divides in order to render

both patterns.

A &=33
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9. Iingoma zezindlavini/ iingoma zomtshotsho zezindlavini

( ' Iindlavini music/ music of the umtshotsho dance party

of iindlavini young men ' )

Iindlavini young men are the ' dressed ' social
equivalents of abafana of the Cape Tribes Proper and the
Mfengu clusters who attend intlombe dance parties. They
have been well described and discussed by Hammond - Tooke,
who writes in particular about Bhaca iindlavini:

'In the absence of specific rites the only thing

that marks the transition from boyhood to manhood

is the almost universal custom of going out to work

for Whites at one of the large labour centres of the
Republic. This is closely connected with the
institution of the iindlavini gangs of young men

of a location who roam the countryside ' looking

for girls ' and fighting with gangs from neighbour -

ing locations.

Bhaca young men over the age of about eighteen are
organized into gangs consisting of most of the young

men of a location. As Mfaba put it: "When a boy

gets tired of school he will tell his parents that

he is going to Johannesburg to work on the mines.

When he comes back he puts on a pair of trousers,

white shirt and a pair of long underpants and calls
himself an umfana ( young man".

The name ' indlavini ' means ' worthless one ' and
entrance into the gang is almost invariably preceded

by a trip to the labour centres. . . The uniform of
the iindlavini varies with the area, ranging from

well ~ creased trousers and white silk shirts of the
Njijini, Mvuzi and Lugangeni gangs to the fantastically
flared and patched trousers, pinafores and animal - skin
bags of some of them across the Kinira. The distinctive
badge of them all is that they carry two sticks. Each
gang has a leader ( called inkosi, chief, or umphathi,
controller ) who is assisted by a lieutenant, { udrayiva ),
whose duty is to keep discipline and sound the war - horn
at affrays. In some gangs a member is chosen as a head -
man ( isibondza ) to settle disputes and hear cases'

( 19627 79 — 80 ).
The same author continues:

‘Discipline in the gang is strict and unruly members
are likely to receive a cut with a sjambok from the
udrayiva. Insubordinates are called before a meeting,
reprimanded or fined and, if incorrigible, expelled.



Meetings are held periodically which all members
are expected to attend and at which songs are sung,
gang matters discussed and arrangements made for
dances and dalliance. The aim of these gangs is
frankly amorous, and diffident members are likely
to be fined' ( ibid. )

The Mpondo and Xesibe clusters have the same iindlavini
gangs who ' become men ' by going to work on the mines,
or in the cane fields of Natal. They also wear a uniform
which is similar to those worn by the Bhaca iindlavini.
Tindlavini are nominally Christians. According to
Hammond - Tooke, pagan young m~n are also crganized into
gangs and are called iintsizwe.
'They are found in pockets of conservatism in such
places as Maboba, Cabazi, Lutateni, Njijini and Mvuza
and are very much in the minority. The distinction is

not entirely one of Christian versus pagan but rather
that between conservative and progressive elements!

Unlike the iindlavini , the iintsizwe wear traditional

tribal dress, including a loin — cloth ( unontswintswintswi

and vests. ( Iindlavini always wear trousers ). During my

stay among the Bhaca I enquired about iintiszwe young men

but received vague answers to all my queries., Paramount Chief

Wabana Makhaula replied in the negative, adding that ' today

it is all iindlavini '. During my period fieldwork among

the Xesibe, I was told that ' there are groups of iintsizwe ,

but they are very small and unimportant '. Whatever the real

situation is, there is no doubt that some of the iintsizwe

songs are still being sung by both small boys and iindlavini,

e.g. Ziyabulalana ( cf. p. 280 ), in which their actual name

is mentioned.

The age at which a youth leaves the iindlavini gang is not

390



fixed, but most leave on marriage, as do_abafana of the
C.T.F., After marriagc they no longer attend iintlombe,
but instead attend beer drinks and other social events
which are attended by married meg.

The dance party of iindlavini was originally known

as inkhandela pl. iinkhandela ( from Eng. ' candle ' )y

but today the name has been replaced by umtshotsho pl.
imitshotsho, and all three chiefdom clusters ( Mpondo,

Bhaca and Xesibe ) use this name. All of them also employ
the same terms for officials within the group, e.g. inkosi,
udrayiva and umphathi. The parties take place in a deserted
hut ( or one which has been specially vacated temporarily ),
and the dancing may even take place outside the hut, weather
permitting. Again, permission from the headman is obligatory,
and beer is served during the event. When the party is to
disband, the ' calling ' ( uku - bita, Xh. uku - biza ) of
the girls takes place, the young men selecting their partners

for the night. The couples then pair off and sleep together,

391

but are expected to practice uku — tshina ( = Xh. uku — metsha,

i.e. intra - crural intercourse ).

Tindlavini music couprises several different types and
styles of song which are also performed in contexts other
than umtshotsho dance parties - at weddings, installations,

and big beer drinks ( umgidi pl. imigidi ) which all adults

attend by tacit invitation. These song types are;

(i) amagwijo  ( ' signature tunes ' of the different gangs )

(ii)  iingoma zokuhamba ( ' Marching/Walking songs ' to the

various events attended by the gangs



(iii) iingoma zempi ( ' War songs ' to stick - fights )
(iv) indlamu, the stamping dance, and the forte of

iindlavini; they are always mentioned in
connection with this dance
(v) umgajo , the shaking and muscle - rippling dance

corresponding to uku — xhentsa ( - tyityimba )

of the C.T.P.

(vi) songs which are sung between performances of indlamu

and umgajo : these are called (1) ingoma pl. iingoma

( ' straight ' songs as they are described );:

(ii) * Sounds ' (iii) ' Keys '. All of them are
collectively called ' Breaks ' because they come

between performances of the ' big ' dances, indlamu

and umgajo.

(i) * Signature tunes ! may take the form of Walking songs or
' Sounds '. The latter, strictly speaking, fall into the
catcgory of ' school mus%c ' but, like the iindtavini
themselves, they have become ' secularized ', and are sung

by ' school ' people and pagans alike. Marching songs

( Walking songs ) to umtshotsho may also be sung en route

to other social events, but there are certain Marching songs
which, according to their owners, are sung ' especially for
umtshotsho '. These are so s.milar in style to those

sung by small boys, and which I have described ( antiphonally
structured melodies, embellished by voices sporadically
singing the same melody in parallel mction, hence in linear

style ), as to be identical. I have already said that
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children sing their versions of adult music; iindlavini
songs are popular with all children. Their versions vary
from those sung by the young men in sound only, and in
textur=. The songs are identical in structure and even in
phrasing, and groupings within the phrase, a common pattern
being

| 342+ [hen «4iaaz 136342l
with an anticipation of the first quaver beat of the first
phrase, by the song leader at the end of the strophe. The
children's versions show only a small attempt at harmonization,
the young mens' versions being richer in sonority because a
greater number of singers will sing in parallel movement with
the main melody. The sticks are beaten on the ground in
exactly the same place, in both children's and young mens'
vergions of the same songs.

There is one Bhaca Marching song however, which differs in
style from the majority of these songs, which have rather
extended vocal phrases. This particular song is sung entirely
to vocables; its form’arises from the repetition of a rhythmic
melody -~ motif, ' held * ( — bambelela ) by the song leader
and harmonizzd by the nther singers, who sing variations of this
motif. 1In its style, this song is most +typical of an indlamu
dance song. The Bhaca have several such Marching ( Walking )
songs in indlamu style ( so I was told but I was able to
record only this exavple ); +they differ from the dance song
in that they are not sung with emphatic accents on the ' off -

beat ', nor are they as fast. Also, their ' walking ' rhythm
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and tempo is very evident, whereas it is totally absent
in indlamu dance songs . ( Cf. Figure 60 :405 -407;
Ex. No. 35 on Tape la ).

Indlamu is the dance for which iindlavini are noted,
particularly the Bhaca iindlavini. Long before I went to
KwaBhaca, 1 heard about the Bhaca and their version of
indlamu; apparently their performance is far superior
to that of the other clusters ( according to Mpondo,

Xesibe and Bhaca informaits ).

Bhaca, Xesibe and Mpondo styles are very similar, but
the performances vary. Whereas the Xesibe and Mpondo tend
to segregate the sexes, the Bhaca do not; yet even this
procedure is falling away, because the other two tribal
clusters are following the Bhaca pattern of desegregation.

The dance has a basic metrical pattern of 4 + 4 crotchets
( = the strophe ), or ( 4+ 4 ) ( 4+ 4 ) crotchets ( = the
strophe ). The Xesibe and Mpondo have indlamu songs with
basic metrical patterns of 4 + 4 dotted crotchets, but this
is not as common as the’ simple pattern.

The following Figures are extracts from indlamu songs
of the Xesibe, Bhaca and Mpondo clusters: Figures 61 - 64 :
408 — 4113 Ex. Nos. 36 - 39, on Tape la.

The Xesibe and Mpondo indlamu songs show the same rhythmic -
melodic patterning, thus all three indlamu styles vary only
in the details. All three have extended introductions, in
which the song leader sings the main words of the song in

a free, declamatory style. While doing so, he may improvise

and show off his vocal/musical and histrionic abilities :



sharp attacks onto high notes, followed by forceful swoops
onto low notes; alternately singing and speaking, in

which the group is addressed, or the gang praised ( ~bonga ) .
He may even perform acrobatic feats ( the Mpondo seem %o like
doing so ) or balancing acts with his stick on the palm of
his hand. While doing all this, he keeps to the main theme

of the song, drawing the group's attention to certain phrases
with a gesture of the hand, or ' stabbing the air ' with his
stick., While this is going on the group usually remain
squatting on their haunches, beating the ground with their

sticks and comnenting on the song leader 's performance.

During the recording of the Bhaca song Yhe dumisa sok!
lakwaBhaca, the group was very noisy, and the song leader's
attempts to quieten them went unheeded. He finally succeeded

in a masterly way: iastead of singing  Dumisa maBhaca "

( ' praise the Bhaca ' ), he sang " Thulisa maBhaca " ( ' make

the Bhaca keep quiet ' ). The remark went home and was
acknowledged by one member of the group, who muttered
' Shut up ' under his breath. ( This came over in the
recording! )

These lengthy introductions ( and the Bhaca have very
extended ones indeed ) are thematically related to the
music of the indlamu dance proper, e.g. cf. Figure 65 (a) & (b):
413 - 416, Ex. Nos. 40 = 41 on Tape la ): the theme of
the introduction ( on p. 413 ) is reintroduced toward the
end of the dance song ( on p. 416 ), now placing it ( theme )
within the rhythmic framnework of indlamu dance music.

Introductions are followed by a choral section in which



leader and chorus sing antiphonally or in unison, e.g.
the same song ( Figure 63 ) where the music ( leader and

chorus in unison ) carries the words Ha! asinamali yokuthenga

( ' Ha! we have no spending money ' ). Both Introduction
and Chorus are called a ' Key ' -~ an apt name, for the
music anticipates both thematically and rhythmically the
music of the indlamu song. Thus, the ' Key ' ( i - Keyi )
literally ' opens up ' the song, hence the name. While

the ' Key ' is sung, performers rise and start to take their
places in the dance. All three clusters dance in a line or
lines, thus the group of dancers presents a phalanx typical
of Cape Nguni dance formations. There are two types of
indlamu, corresponding to the way in which the actual
stamping dance is performed: (i) ! sgingle indlamu ' -~

as it is called by the iindlavini - in which the stamping
steps are performed by one dancer at a time. He/she then
performs several times while the rest of the group crouch
down on their haunches, forming a half - circle and facing
into it, and beat the ground with sticks as they sing. Some
of them will, of course, clap. The dancer ' prepares ' each
series of stamps by ' trying out ' ( I am using colloguial
terms ) with short half — stamps alternately with each leg;
he/she then changes direction from left to right as he/she

does so.

(ii) Called indlamu - in which all dancers perform the
steps at the same time. There is a division of singers
and dancers here; from time to time, singers will take

the place of dancers, who will then keep up the singing.
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During the performance most but not all members are dancing
at one time.

The dance is extremely tiring and does not allow singers
and dancers to assume both roles at the same time. The
Xesibe and the Mpondo iindlavini alternately hum and sing
while they dance. When the actual stamping steps are being
executed, the music is hummed; between the bouts of stamping,
the performers revert to singing the words of the song ( if
any )e Figure 62: 409, which is also sung as a - sina dance
song by teenagers, illustrates this procedure. My extract, Fig.
62, is the indlamu version of this soag. The Bhaca retain
vocables and humming throughout a performances. This is no
doubt due to the fact that most of the members are performing
at a time, so are not able to keep up the words,and also to
the fact that the indlamu songs have few words ; some do not
have any at all; those words which occur are usually improvised
sporadically and introduced by a soloist. Humming is very
emphatic, and certain tones are deliberately accented; changes

’

in accentuation occur when singers introduce vocables with

different vowel sounds, e.g. hm —=m hm -m becomes hm —m

hm =0 =hm —m ( cf. Figure 64 : 411 ).

Both Mpondo and Xesibe make ' roaring ' sounds during
the singing - sounds which are similar to the - tshotsha
of the C.T.P., and which are, in this context, called uku -
gwinga . The sounds are not produced as patterns, but occur
at particular points in the music, e.g. just before the actual
stamping is done.

Indlamu performances are preceded and followed by songs
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in which there is little if any physical movement ( singers
often sit down on the ground ). These songs serve as

' breaks ' beiween strenuous dancing and are called by that
name — ' Breaks '. They include ' straight ' choral songs
in four ~ part harmony, and Sounds ( for which see later ).

Iindlavini groups spend much of their time ( pre -
arranged ) rehearsing new songs, especially the dance songs.
They wear special sets of bells round their ankles or tied
below the kneee ( amagedemsi ) and hold their sticks before
them, grippsd by both hands at each end, as they execute the
stamps. The tempo of the soags is fast, compared to the
tepo of the dance music of the more southerly chiesfdom
clusters. Although they begin fast, they decelerate of
necessity, in order to suit the steps of the dancers, who
cannot perform the stamps at such a rapid tempo. Thus the
tempo may begin at 158 M.M. but the song usually ends =zt
a speed of 150 or thereabouts.

The clap ~ beats are augmented twice, from 8 crotchets,
to 4 minims until, when the stamping takes place, a semi -
breve, coinciding with the downward descent of the foot onto
the ground. Once the clapping is over ( even for a short
time ) there is invariably a return to the crotchet clap —
beats. Si:gers sometimes introduce double beats shortly
before the stamps, but this is not a standard procedure.

The basic melodic patterns of indlamu songs are shaped
by rhythmic forces rather than by pitch differences. There
are two tones ( or three ) in these patterns, more tones
being less common; the third tone is usually a ' companion !

( isihlobo ) of one of the other two tones. One might
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regard indlamu melodies as having been reduced to their

' bare essentials ', i.e. to their fundamcntal tones.

Viewed vertically, ( harmonically ), these two tones
constitute the fundamentals of the ' chords ' they generate;
The melody moves continually from the influence of one

' chord ' to the other; i1 this shifting one observes

the tonality shift which underlies atl Xhosa nusic. In

fact, all Xhosa melodies are susceptible of this ' reduction !
to two tonalities ( cf. chapter 8 ).

Huring the performance of the song, this abbreviated
melody ( and the music thereafter ) literally expands as the
different voices sing izihlobo tones to the tones of the
melody ( Figure 65(b): 415 ). From this process, a longer
melody finally emerges ( in the soprano chorus part ), a
melody with smaller intervals introduced by the individual
singers when they sing variants of the basic melody. The
aforementioned song ( and the extracts in Figures 61 - 63 )
illustrate this cumulative process very clearly. What began
as a three ~ tone melody finally achieves a definite melodic
contour, enriched by the other voice parts who estiblish and
stress the harmony and tonality of the music.

The polyrhythmic process is nol applied in this musicj
rhythmic interest and vitality are achieved by the accent -
uation of certain ' beats ' and sudden small shifts in
dynamics on certain tones. Compared with intlombe music,

( of abafana of the C.T.P.and Mfengu ), indlamu music
is less complicated, ~'iythmically. Both styles of music

result from a gquasi - heterophonic process in which all
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singers sing varioctions of a basic omnipresent theme.
Yet the texture of indlamu music is less dense than the
texture o the intlombe songs, many of which show great
density of texture. The main reason is the virtual absence
of true pelyrhythm in indlamu music, and its predominance
in intlombe music. In the latter the different voices
' agree ' (- vuma ) to sing not only ' differing ' tones
but ' differing ' rhythms as well.

In my opinion, there is more ' symmetry ' in the
inner metrical orgaiization of indlamu music. By this I
mean that all voices tend to adhere to the same rhythm at
the same time, and there is little polyrhythmic interplay
of the voices. The nature of the dance would seem to
prevent this. It is a vigorous and strenuous dance with
a quick tempo, demanding precision in timing from the dancers
and allowing little breath for singing. Yet the distribution
of singing and dancing roles permits everyone to do both,
although not necessarily at the same time.

In comparison, intlbmbe music seems to me to be more
' asymmetrical ' regarding the rhythmic relationships between
the individual voices, and the voice ' holding ' the main
melody. These voices ' agree ' to differ and go their own
ways without ever contravening the rhythmic limits of the
music, as defined by the handclaps. In addition, they
continuously ' conflict ' with the rhythm of the main melody.
This rhythmic freedom within limits is a characteristic

stylistic feature of Cape Nguni music; it is most obvious in



the music of the southerly, and more conservative clusters
( C.T.P.), p rticularly in intlombe music and the ritual
music, and, to some extent, the Beer songs performed by
these people. It is also apparent in the music of the
northern clusters ( Xesibe and Eastern Mpondo ), especially
in the music that is sung by onombola ( ' raw people ' =

' Red people ' ).

Tindlavini are neo - pagans, who have exchanged the
traditional Llanket for western dress. Their music seems 1o
have relinquished some of its tribal trappings - the
polyrhythmic principle, which is still the basis of music
performed by their tribal counterparts ~ abafana yo'ng men.

Tribal people frequentl arrange parties for iindlavini
when they wish to have the floor of a new hut levelled.

( The floors are prepared by being pounded with a wooden

block or stone, then smeared with a mixture of manure and
mud, and even ox — blood ). The stamping of several pairs
of feet in the performanc? of indlamu is both an enjoyable
and a methodical way of levelling and hardening the floor.

With the advent of White domination to this country, and
the subsequent availability of instruments which are capable
of producing.traditional harmonies, the Cape Nguni have
developed a repertoire of instrumental music which did not
exist in traditional times. Xhosa Mkhane is a noted
accordion player who has composed many songs whose forms
derive from forms of traditional music. His indlamu songs

are well - known in Transkei, and are extremely popular.

In these songs, which he plays himself, he retains the

401



characteristic rhythm and harmonic progression of the

music; he produces the basic rhythmic pattern on the

buttons of the instrument, in the form of a bass melody

in additive rhythms ( more commonly ), and against this

he plays a variation of it on the keys. At the same time

he sings a countermelody ( deriving from the basic melody ).
All three rhythmic — melodic patterns are varied continuously,
the vocal ' line ' being interrupted by passages of - bonga

( praises ). The total result is truly astonishing, and
unmistakeably indlamu,

Umga jo ( also uku - gaja ) is synonymous with uku -
tyityimba of the C.T.P. and Mfengu clusters. It 1is thus
the name of the ' shaking ' and muscle - rippling dance
which is performed by all Cape Nguni males.

- Gaja music is characterized by its rapid tempo ( com —
pared with the other styles of Xhosa music ), its overall
form ( it is performed as a series of 2 - 3 short ' move -
ments ! ), and the deliberate acceleration in tempo which
accompanies each ' movement '. The metrical patterns of the
songs are based on 4 crotchet beats, clapped once or several
times to form the total structure of the songs. The most
common pattern is one in which 4 + 4 crotchets are clapped
as a repeated sequence of two crotchets and one minim, e.g.

Figure 67: 418 entitled He! libetshel' inkomo ( ' Hey! in

search of cattle ' ). Another - gaja entitled Yhe mtaka bawo

( cf. Figure 68 ; 420ss) has a more involved metre, and an
unusual one: its structure comprises phrases of ( 4 + 4 ) +

( 4+ 4)+ (4 ) crotchets ( strophe length = 20 crotchets ).

402
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Each phrase is clapped as a sequence of two crotchets and
one minim, as in the previous song. ( Exs. Nos. 43 and 44
on Tape la ).

The children's - gaja songs retain this basic grouping
of / units, but have patterns of dotted beats ( gquavers )
as well as undotted beats ( quavers and crotchets ). All
- gaja songs sung by iindlavini have short introductions
in which the song leader ' lines ' the song by introcducing
its main melody in a free irregular way; thereafter he sings
the opening phrase of the melody in strict rhythm and introduces
the claps. Song leader and chorus may proceed antiphonally
( as in Figure 67 , in which the chorus answers with a fixed
response at the end of the ' line ' ), or they may begin
antiphonally and then proceed together to the end of the
' line ' ( Figure 68 ). The pattern is repeated as many times
as the song leader wishes, and usually ends abruptly. A short
breal ensves ( during whick the song leader may address and/or
- konga tlre group), after which the next ' movement is per -
formed. Tnis is merely é repetition of the first pattern in
which slight variations are iatroduced ad lib. The tempo of
this movement is faster than that of the preceding movement.
At this point all crotchet beats are clapped as equal beats.
The song leader may introduce as many variation - movements
as he wishes, but most retain three. All repetitions are
separated by short interludes, and the tempo accelerates with
each movement. I came across one iindlavini gang who then
reversed the process - slowed down after two accelerations -

but this is not the usuwal process. Since a ' champion ' daacer
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is ' one who shakes so much that he shakes the skin off
himself ', this ritardando does not seem logical, whereas
the usual procedure does, and is probably the rationale
for presenting - gaja dances in this manner. Most ot
the iindlavini groups who performed thie dance for me,
always danced until they literally dropped onto the ground.
The tempo of each movement accelerated accordingly.
Regarding the tempo in - gaja songs, the speed varies
from 168 — 170 M.M. in the first ' movement ', to 184 M.M.
in the second, and to 190 M.M, in the third ' movement *'.
The majority of - gaja songs vary in their overall tempo
from 168 — 192 M.M.

There is always a syncopated relationship between the
voices and the handclaps. The notes of the former tend to
fall between the claps for the greater part of the pattern.
( Syncopation does not occur constantly, but at certain
points in the pattern ). It is emphasized by ' pre -~ beating ',
i.e. the voice parts anticipate the clap beats at a semi -

’

vaver's distance, e.g:
1

Figure 59

s,.i ! -j DA Voices
, P

4 J




405

Figure 60 : Bhaca iindlavini music:
Walking/Marching song to umtshotsho . Ex. No. 35on Tape la.

Pitch: Present c¢' = original c'sharp

Mode: hexa~based pentatonic (<< two major triads based on
roots C and B ); the 3rd above C root ( E ) is
absent, thus tonality seems to be pentatonic.

Strophe length: R X a\
Tempo: é = 94-Ab

The song is sung entirely to vocables; it is preceded by
fanfares played on a bugle by a member of the group. These
bugle ( ixilongo ) fanfares call the group members in the
valley to join the marchers. The fanfares employ the tones of
the Bflat major triad, but the singers begin the song on the

tone C sharp. During the performance of the song, the bugler

slayed short motifs on his bugle.

Zugle fanfares:

tPrelude' : ( Calling members to join the march to umtshotsho )E

( ¢f. Plates 30, 31, 32 & 33 : 786 - 787
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Watking/Marching song of Bhaca iindlavini :
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Figurs 60 ( ctd. )
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The claps commence when the group are in the umtshotsho
hut; they are supplémented by stick — beating on the
floor of the hut,
Throughout the performance, the main voice paris

( sL, Choruses 1 & 2 ) sing their respective vocal

done by the young men of the group.

patterns.



Figure 61

Extract from Jindlamu dance song of Xesibe iindlavini

entitled Hewuye! gibel' ibhasil! ( ' Hey there! take the bus! )

Pitch: Present "C" = original C%;Ex. No. 36 on Tape la.

Mode: hexa-based pentatonic

Tempo: the song begins with a tempo of J = 158 M.M., There
is a gradual retardation during performance ( to accommodate the
dancers' stamps ), from 158 — 152 M,M., with the song eading

at a tempo of approximately 150 - 152=A (M.M. ).

l J Strophe length:
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Figure 62
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Transcription of indlamu dance song entitled

Azikh'! 'inkomo ( ' There are no cattle ' ); Ex. No. 37 on Tape la.
Pitch: Present "C" = original Bflat
Mode: heptatonic
Strophe length: 16 X J Tempo: .l = 138 M.M,
1-
X % Chorus start
(+ claps )
¥ 2O\
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S
¢ H /
- & :
o o J <
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Figure 63
Introductory song:

Indlamu dance song of Bhaca and Xesibe iindlavini

entitled Asinamali yokuthenga

33 on Tape la,

410

( ' We have no money to buy ' )
i.e. We have no spending

Ex. No.
o money ').
Pitch: Present"C" = original gf ~ (Dflat)
Mode: hexa-based pentatonic Strophe length: 16 % J (8+8)
Introduction: ( sung by the leader of the iindlavini gang ):
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Figure 64 : Indlamu proper:

Extract from indlamu dance song of Bhaca, Xesibe and Mpondo

iindlavini:
Yhe, dumisa, soka lakwaBhaca ( ' Hey! praise}
(Part 2 of Fig. 63 ). bachelor of EBhacaland ' )
Ex. No. 39 on Tape la.

Pitch: Present "C" = original D

Strophe length: 16X @ (8+8)
Mode: hexa-based pentatonic (< two major triads based on roots
D and C; the 3rd above D rcot ( F*’) is absent ).
Tempo: d = 158 M.¥. at the beginning, +to approximately o = 150 M.M.,

at the eni of the performance.
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Root progression sequence in strophe:

lC-D—C——C IC——D—D—CJ{

Full text:

Intro. song: Hal asinamali yokuthenga; Hmph! we have no spending
money;
Indlamu song Yhe, dumisa, soka Hey! praise! bachelor of
Proper: lakwaBhaca, Bhacaland!
Hulele, mama!l Hurrah! mother!

(trans. Ms T Mzinyathi
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Figure 65 (a)

Introduction to indlamu : Ex. No. 40 on Tape la.

This is sung by the song leader, who stands in the centre of a
semicircle formed by the other young men, who crouch on their
haunches. As the song leader sings, he addresses the men who,
in ones and twos, proceed to take their places for the indlamu
dance. They form another semicircle which, in the course of the
dance, straightens out into lines of dancers.

The song leader sings in a rather free, quasi declamatory
style, while nevertheless adhering to the basic metre of the
music, which I have indicated with crosses in the transcripition.
Some of his phrases terminate in spoken words ( indicated with

sprechstimme notation ).

Figure 65 (b) Ex. No. 41 on Tape la.

The Bhaca indlamu dance ( there is no formal title ).

The song leader opens with the song in a rapid tempo(ZJ =
144 M.M, ), but this slows down soon with the entry of the
girls' chorus. The tempo gradually slackens until a speed of
¢ = 118 — 120 M.M. is rgached, and is maintained for some time.
As the dancers tire, so the tempo is reduced. The song ends with
a tempo of o = 116 M.M.

The clap pattern is varied metrically and accentually. The
;L signs placed parallel with the clapped beats denotes exactly
when the stamping feet meet the ground. Dancers perform the
galvanic stamping dance in 'bouts' of 5, 4 and 2 stamps. The dance
leaders indicate and prepare the stamps by swinging the leg far back,
then returning it quickly and silently to its original position,
always just before the series of stamps must occur. Chorus (1 & 2 )
and Sl voice parts are retained throughout the performance, except

when the song leader enters with the opening theme of Introduction.
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The song is sung entirely to vocables; +the only meaningful
words occur in the song leader's Introduction, e.g. andikubethi

makoti ( ' I am not going to strike the bride ' ), and near ithe

end of the song.

Introduction to indlamu ( Figure 65 (a):

Pitch: Present"C" = original Csharp
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Introduction to indlamu (ctd. ) :
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Figure 65 {(b) : indlamu dance song

Pitch: Present

415

wgn = original Csharp
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Figure 65 (b) (ctd. ) :
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Figure 66 417

'] — keyi' or introductory song to an indlamu dance performance,

entitled Awubhek!' abantu ( ' Behold the people ' ).

Ex. No.42 on Tape la.

Pitch: Present"G" = original G;Stirophe length: 16 % J
Mode: hexatonic (<two triads based on roots D and Cj; the 3rd above
D root is sung as a minor 3rd ( = FH).
No transposition I 1.

song leader

] start

iy
Y ES
~ Y -
NN Y
\ \
o .
¢ 2 QI &
- Xg - L
&
2 © A
.b 7bmo 0'00\ . 2.
? /1'} X Chorus
start
! \
-MA -2
Z
)
- -
Text: Ho! abantul Ho! people!
Ekuthin' zaphel! It seems to us the cattle were
o _ o a
'inkomo zaban'? finished - by whom? ( sarcasm )
Sitsho. So say we all.

( trans. R Jakuja )
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Umgajo dance song of Xesibe iindlavini :

He libetshel' inkomo! Ex. No. 43 on Tape la.

6 he
LT e

Song leader 5

Start
¥
A
g
@
A
*
2.
horus
start
A >
o~
f§k§b Q
3 v
A
~ 4
- O), -
Pitch: Present "C" = original E
Mode: hexa-based pentatonic
Strophe length: 8 X 4 Tempo: d - 168 - 184

Umgajo is the 'Xesibe/Bhaca equivalent of umtyityimbo

(verb form uku-), the shaking, muscle-rippling dance
done by boys and young men of the older chiefdom clusters
and the Mfengu cluster. The words of the song derive from

a choral dance of the same name. The full text is:

Hé! 1ibétshél' inkomb Hey! in search of cattle
Siyawusebénza We are doing work for the
imsébenzi wélizwe. country.

The phrase He! (li)betshel' inkomo occurs in many

other styles of Xhosa music, where it is freely
introduced by individual singers ( cf. Figure 55(c),

on p. 379 ).



Figure 67 (ctd):

Extract from umgajo ( uku—gaja) song of Xesibe

iindlavini (also sung by Bhaca and Mpondo iindlavini).

The song is performed in 'bouts', each 'bout' comprising
at least four — six executions of the strophe. The tempo
begins at o = 168 - 170 M.M. and attains a tempo of

J = 184 M.M. at the end of the performance.

The song leader's vocal phrase is varied with each

execution of the strophe, while the Chorus phrase remains

unchanged.
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Figure 68 420

Transcription of umgajo dance song of
Xesibe iindlavini entitled

Yhi! mtaka bawo, uyabizwa

( ' Hey you! my sister is being called ' ).

Pitch: Present"C" = original Bflat
Mode: hexa-based pentatonic (e« two major triads based

on roots D and C; +the 3rd above D root ( F¥) is

absent ).
Strophe length: 20 % A Tempo: & = 182 - 184, and
4= 190 - 192

Ex. No. 44 on Tape la.
Text:

Yhf! mtakéd bawb, Hey you! my sister is

He! uyabzzwa ngifitsha wayo being called by her lover

éhlédnjeni ( emfuleni ). at the riverside.
1.

Introduction by the song leader, ( who ' lines' the song ).
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Figure 68 (ctd. )

The text is actually sung as follows ( with elision

of syllables:

Yhi mtakd baw(8), HE! 'yabizwa ngifitsh' éfldnjeni,
Yhi mtakd baws;

Hétshi! ho nina mokoena,

W&'yabizwa bénk' émfulen' Ah!

Yhi mtak4d mamé.

umfula = Zulu term for river, occurs in the second part
of the performance ( after a short 'break'), when the
song is sung at a tempo of J = 190 — 192, The term is

sung in the locative — emfulen' ( i.e. emfuleni ).
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break ':

Figure 68 ( ctd. )

tempo, with variations in the solo phrase.

Tne song leader again !

the textual

lines' the song ,
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then the song is repeated at a faster

introducing

variations, whiich bring about changes in

the vocal notes of the melody:

J = 190 - 192 MM,
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Text: Hotshi unina Mokoena

(Mokoena

Sotho name ).

( ' Ho there, mother Mokoena ').




10. Iingoma zotywala { ' Beer songs ' )

Beer drinks are held whenever beer is available for
many people to drink. The greater number of beer drinks,
both informal and ceremonial, are held during the winter
months ( from late May to October ), between the seasons
of harvesting and ploughing.

Contrary to what c~rtain South African travel brochures
say, not all areas of the Republic of Transkei, and thu
Ciskei, are ' fertile, well - watered ' lands.. Some are
extremely arid, owing to several years of successive drought.
I refer particularly to the districts of Tsomo, Cacadu and
the ' dust bowl ' area of Engcobo district, in which the
Leper Asylum is situated, and even parts of MaXesiben district,
especially the low - lying areas. I was constantly going
about these and other areas between the years 1964 - 1972,
and the country never improved. The people had to rely on
buying bags of maize, as their own crops were very poor, if
there were any at all. 'Only the labours of an enterprising
priest and a squad of women saved the situation in Cacadu
district ( before its incorporation into Transkei ) by
constructing small dams which might catch rain, should it fall.

The freak fall of snow which occurred shortly after a few of
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the dams had been completed was providential ( 28th August 1970 ),

and, as one man put it, ' saved us from otherwise having to
kill ourselves { working ) to keep alive ',

Workers walked as much as 12 kilometres eagh day to and
from work, and received a midday meal and a small amount of

grain in return for their labours. I visited them every day
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and never heard them complain. They sang a great deal in
the heat of the sun ( still hot in a dry winter ), most of
them convinced that raiu would eventually fall because of
their endeavours. Thankfully it did - in the form of
snow = which remained on the ground for about two weeks,
isolating many of us from stores and communications.

Tsomo, Xhorha and Engcobo districts were very dry from
1969 until 1972, when a little rain fell in Engcobo. These
drought conditions were so bad that rivers dried up; many
activities involving ceremonial feasts were cancelled: the
umtshilo dances of abakhwetha initiates were unheard of when
T was in the field. I was told that the last abakhwetha dance
had taken place in 1363. Thereafter nothing had occurred, other
than a ' contrived ' affair which some photographer had paid
for, with quite a sum of money. Bomvanaland ( Xhorha ) offered
a contrast - the land lying alongside the coast, that is -
because the night mists and sea air provided some moisture.
The countryside was literally dotted with colourful ' spots !
of beer drinks =~ a welcome sight after the bleakness of the
interior country, in which greenery was conspicaous by its
absence. The ' mountain ' country of the Xesibe also contrasted
sharply with the low - lying ' resettled ' areas. My guide and
I would travel up rocky paths and arrive at a homestead in the
semi - dark, - and this at midday! When we returned to the
lower country, we always felt disorientated because we still
had daylight at 1700hrs, whereas we had recorded in the dark only

five hours earlier!
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The darkness was, of course, due to the thick, heavy and
saturating mists which seem to cover this part of the
country perpetually. The homesteads situated on the slopes
of mountains had lush gardens of cabbages and pumpkins, and
even potatoes, some of which the homestead people sold to
their neigibours ' down there ' as they referred to them,

who could not hope to produce such crops.

(i) Beer drinks
Informal beer drinks are referred to in the locative -
etywaleni ~ and are given by private individuals whenever
they please. No invitations are necessary, as anyone is free
to attend. Today beer drinks are attended by married couples
and bachelors; in former times, however, only people who had
been married for some time, and had had several chilidren,
attended these drinks.
Formal beer drinks are attended by married men and unattached

wonen { idikazi pl. amadikazi; ijayela pl. amajayela = Thembu

and Xhosa ), and these have special names. These people are
known as amaTshawe ( from Tshawe, the ' Royal house of the
Gcaleka '); they form an exclusive ' club ' and pay a small
membership fee which usually goes toward financing their
social activities. Traditional dress is compulsory at these
drinks; as one headman Dalasile told me, ' You would be
kicked out if you came wearing trousers ',

In Pondoland I arrived at one of these drinks, after having
fallen down a mountain slope en route, and consequently my

clothes were in a bad condition -~ torn and dirty. One woman,
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guite unconcerned about this, proceeded to tell me that I
' had almost broken the rules, with my men's trousers !

( ibhulukhwe lamadoda, from Afrikaans ' broek ' ) - a

joke which caused everyone to laugh. She said almost -
because I was only a woman, and a White one at that, so it
did not matter.

The beer drinks of Tshawe people are known as itimiti

pl. iitimiti ( all Cape Nguni ) and ibhasi pl. iibhasi,

a term used only by the Thembu and lpondomise., Itimiti is

also the name of the informal beer drink attended by everyone
and is therefore quite distinct from the Tshawe beer drink.

T was puzzled as to how the name ibhasi derived from the
English word ' bus ', which the people said it did. Explanations
such as ' because people caugnht the bus-' did not seem logical,
because most people walk to these drinks. After some weeks

in the field, the whole matter was clarified at one of these
beer drinks, by one of the men attending it. The term ibhasi,
deriving from Eng. ' bus ', denotes the way in which the sexes
mingle at the event. The& no ltonger sit apart, in separate
groups, as was the custom, but instead they sit with each other

' just as they do in the bus ' - hence the name ibhasi. This

is fast becoming the procedure at all beer drinks today.

(ii)  Titimiti beer drinks

Titimiti are informal beer drinks attended by everyone, and
are modelled on the ' tea — meetings ' attended by Christian
Africans, at which normally no beer is served. Today, however,
beer is often served, although the older people ( Christians )

frown on this.
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Iibhasi/iitimiti songs which are sung by Tshawe people

who attend these functions, are called iingoma zebhasi/

zetimiti respectively ( ' ibhasi/itimiti songs ' ). The

songs are additionally known as iingoma zamaTshawe ( ' Tshawe

songs ' ), which category includes (i) all Beer songs and
(ii) dance songs sung by Tshawe people at the events they
usually attend. Thus ' Tshawe songs ' refers to the broader

category, whereas ' ibhasi/itimiti songs ' refers to the songs

of the exclusive and non - exclusive beer drinks. The two
categories are used in everyday discourse, which is very
puzzling to a stranger; I found that, more often than not,
the spealer was referring to the exclusive beer songs.

Ceremonial beer drinks are held as part of important
social events, e.g. the pre - circﬁmcision ceremony ( umgubho )
and the umtshilo dances, and also the ' coming out ' ceremony and
celebrations of initiated boys ( umphumo ); certain sacrifices,
weddings ( both traditional and Christian ), and the ' coming
out celebrations of girl initiates, at the end of their seclusion
period. The songs perforhed at these events are related 1o
the main event, e.g. umishilo dance songs and other circum -

cision songs ( iingoma zokwalusa ) are sung by married women

at umphumo . 1In addition, beer songs are adapted to suit the
new contexts. Not only are the texts varied, but the music is
also ' changed ' and characteristic rhythms are employed. I
attended an umphumo of initiated boys and listened to some
beer songs sung to the beating of sticks on a sail - cloth, an
accompaniment that is usually reserved for initiation music.

( The sail -~ cloth is the modern substitute for the inggonggo ).



(iii) Beer songs for work parties

Work parties are held by individuals whenever a rather
tedious job of work has to b~ done, e.g. ploughing,
pltanting, hoeing, weeding, threshing, scuffling and
building a new hut., Among the C.T.F. and Mfengu, these
worx parties are known as ilima pl. amalima , while among
the other Cape Nguni clusters they are known as isitshongo
pl. izitshongo ( Bhaca = ititshongo ). Neighbours who agree
to assist are rewarded with beer and food ( usually meat ).
At these work parties men usually do the same work as the
women, thus a work party for hoeing is one occasion on which
men also hoe, a task which is always done by women.

At the end of a day's work, the workers may gather to
drink beer and sing and dance. Alternately, they may wait
until all wérk has been completed over several days, and then
enjoy a big party of beer and meat. Most people I met much
preferred this type of work party. Among the Bhaca, work
parties are seldom organized for reaping, but at harvest time,
workers are permitted to éake home a small quantity of maize
cobs and pumpkins ( Hammond - Tooke 1962: 144 ). Bhaca
ititshongo are also held when periocdic visits between families
take place. These are ' a logical extension of its primary
meaning of the reciprocal exchange of meat and beer for labour
performed to the exchange of gifts between the families of
the bride and groom ¢ ( op.cit. 3120 ). The main visit is

one which the Bhaca call ukubona umti ( Xhosa umzi ), which

takes place at the groom's home; +the bride's people bring

presents to her in - laws., The visit is returned some months
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later by the groom's parents. A feature of these visits,

of which similar ones are made by people of the other
clusters, is competitive singing between the women. Men,

if pressnt, may join in with dancing and a little singing.
The only person who may not dance on these occasions is the
mother of the bride { ibid. ). Attendance at work parties
is not compulsory, and if a person cannot manage to
consistently attend one ( until the work is done ) he/she is
not censured. Work party songs are really beer songs ( ' songs
for beer ' ) but they are classified according to their
social function. Thus they are !mown collectively as

iingoma zelima pl.zamalima, and iingoma zesitshongo pl.

zezitshongo/zetitshongo respectively. Their performance,

whether it is done during or after work, certainly makes the
work more enjoyable, as of course does the beer and meat.

The only setback is, as I mentioned in chapter 3, that singing
is often not conducive to a good job of work.

Apparently izitshongo are organized for Christians, and
for children ( cf. Hammo;d - Tooke op.cit. : 145 ) when
firewocod is to be collected; in neither case is beer served,
As Hammond ~ Tooke writes:

'Beer is the sanction par excellence for work pafties,

and in the circumstances there is the tendency for

Christians to do the work themselves. Only when work

is too heavy is a party organized for them' ( EEEQ.)

The same author adds that the increase of Christianity
has led to a decline in this type of co - operative
interaction.

During fieldwork, I seldom encountered work parties among

the C.T.P. They were held frequently by the Xesibe and Eastern
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Mpondo, however, who were more fortunate with their crops,
and in their districts I recorded many beer songs.

Beer is sold at ' bars ' known as indali ( Mpondo,
Xesibve ), ibali ( from Eng. 'bar ' ), a term in common
use, and potsoyi ( Thembu and Mpondomise ). Beer is also
bought at tribal itimiti, and at beer drinks among the

Mpondo known as ibhundela, Indali is in fact a Zulu term

meaning ' bargain '; the word is usuvally splashed over shop
windows in the towns and cities at Christmas time and after,
when the summer sales commence., Beer at indali was certainly

a bargain, at 5c¢ a basketful, or canful. The bars were a great
source of music. One had only to buy one or tﬁo rounds, and
the singing would begin., People did not sing only Beer songs,
but other types of music as well. Women tended to sing their

own umnggunggo/ umgquzo songs, as well as a few circumcision

songs. Most performances of beer songs take place at proper

beer drinks.

(iv) The music

The repertory of beer songs includes (i) songs that workers
sing as they go about their work - these are not work songs,
but simple versions of beer songs, the rhythms of which may
or may not evolve from the work being done; (ii) songs which
are not necessarily accompanied by dancing, although anyone
may get up and dance if he/she wishes to do so; +these songs
are sung to ' open ' the beer drink, and between performances
of real dance songs which have a faster tempo; (iii) lively

dance songs which are accompanied by dancers who perform

stereotyped steps or improvise their own.



Regarding (i), (ii) and (iii):
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the basic metrical

patterns of all beer songs are bascd on (a) 4 minim. beats

and/or its divisions ( the greater number of songs follow

this pattern ), and (b) 4 dotted crotchet beats, e.g. the

bagic metrical patterns of the following songs, which are

representative of this broad category of music:

Figure 69 :

Tempo:

1.d

2‘

9.

d

J

)

= 64 M.M. (Thembu/Mpondomise

+ Xhosa)

Tempo:

= 76 M.M. (Pondo)

Tempo:

= 60 (Thembu/Xhosa)

Tempo:

= 96 (Thembu/Xhosa)

Tempo:

= 112 M.M. (Xesibe)

Tempo:

= 116 M.M. (Xesibe)

Tempo:

= 136 M.M. (Xesibe/Mpondo)
(-138)

Tempo:

= 150 M.M. (Xesibe)

Tempo:

= 150-152 (Xesibe/Mpondo)
- dotted rhythm

L4 44
44 4
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10, Tempo:

¢ - 158 — 160 M. o J J J_J__J___J‘
(Mpondo)
IIPIITIPYINIELIT

11, Tempo: S N N A R R J

J.: 84 ( dotted rhythm)

This Table excludes any metrical patterns of Bhaca beer
songs, as I was unable to record any during my stay in
the Bhaca area. Recordings of Bomvana beer songs are few,
and therefore I am unable to make any estimate of their
approximate speed and their basic metrical patterns., 1In
style, however, they reveal the vocal polyrhythm and
polyphony which is typical of the music of the C.T.P. The
Magistrate in Gatyana district refused to assist in any way, So,
rather discouraged, I went down to this district with a guide
to look about. The reaction of the people was such that we had
to abandon any plans for recording in this area. Thus, I have
ho recorded items of music from this district, which is
inhabited by Bomvana and Gcaleka peoples.

The above metrical patterns are simple enough, but they
provide a solid metrical base against which to combine voices
in polyrhythm. The most extreme cases of vocal polyrhythm
and polyphony are to be found in the beer songs of the Thembu,

Xhosa, Bomvana and Mpondomise; in comparison, the vocal
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organization in Mpondo and Xesibe beer songs is less

complex. In these songs, additional voice parts sing along

with one of the two essential parts ( solo or chlorus ) ,

so that a basic twofold temporal contrast is retained.

The vocal parts together provide a counter - rhythm to the

rhythm of the clap patterns ( cf. chap. 8 : 620 - 621 ).
Isitshongo songs accompany spirited kicking/stamping

steps ( uku — ndinditha ) of women, who usually dance in

pairs while the others sing and clap. Men might take their
turns, but they seem to prefer the beer songs with slower
tempi for dancing. Both isitshongo and beer songs proper

are referred to as amusements ( izidlalo ). Figures 73 and 74
are transcriptions of two isitshongo songs of the Xesibe and
Mpondo clusters. Beer songs are also sung at traditional
weddings by men and women.At the end of this discussion

I have given some extracts from beer songs, together with a
few details about their texts and other relevant matter.
Location on the enclosed Tape(s) is also indicated alongside
the title of each song. (_gﬁ. pPp. 444 - 451 ).

Figure 70 ( Walala wayigum' intokazi ) , for which I

have given a fairly extended tranceription ), has an involved
metre which is rather unusual for beer songs. Its basic metre
comprises ( 4 + 4 ) + ( 4 4+ 4 ) crotchets, which pattern is
repéated to accompany two ' lines ' of the song - text. This
is followed by a repetition of this same metrical pattern to
accompany a further two ' lines ' of the song. Thus the total

structure or strophe comprises two repetitions of the basic

metrical pattern ( in crotchets ), and all repeats of the
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Figcure 70

Extracts from a Beer song of Xesibe Tshawe people,

entitled dalala wayigum' intokati ( ' He slept and

towered over the girl '). Ex. No. 45 on Tape 1b,

()
Pitch: Present #C" = original Bflat, rising toIBK

Mode: Hexatonic (=< three major triads based on roots
Dy, C and Bflat; the 3rd above D root is absent
(i.e. P ).
Strophe length: ( 16 + 16 )XJ or (4+4) + (4+4) X 2 &5,
Tempo: J = 138 M.M.

This is a very lively circle dance song, danced anti -
clockwise. It is usually sung after one or two 'warming
up' songs ( when only one or two rounds of beer have been

passed ) which are not accompanied by dancing.

Text:
Ho ndrilala namadoda, Ho! I am sleeping with men,
Ho madod' onke, Ho! the woman for all men,
Walala wayigum' intokati, He slept and towered over
the girl,
We! ndrabona 'maTshawe. Oh yes! I saw the Tshawe people.
(interpolation) (trans. R Jakuja )

uMadod' onke is a derogatory name for a woman who sleeps

with any man, and not one particular man.

N.B.: The r is pronounced as in Afrikaans ( rolled r ).
ndri/ndra = Xesibe dialect, and is equivalent to
ndi/nda in Xhosa. In the Xesibe dialect, the
consonant nd is commonly followed by an r .

intokati = Xesibe and Bhaca form of intokazi ( Xhosa ).

From time to time a singer entered the centre of the

circle and performed a 'solo' stamping dance ( = ndinditha ).

(Xesibe form: e—ndrindritha ).

H6! ndrildla nd médoda,

Wléla wéylgum' intokati la.
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'baritone' ( additional 'solo' voice part ).

Bl.

young man ), singing 'solo'.

'tenor! ( additional voice part =

T1.

additional 'solo' voice part (woman ).

S3 =
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Figure 10 (ctd-_l

mainly of the sequential repetition of

Section B consist
by individual

a dominant motif from the song's main melody,

singers plus Chorus.

jS&ﬂ)=

Root progression sequence in strophe:
(A): “=D————ch— ——D"C————C[D-C—D-D:“
Bxd x4 txd R d

((B): WC——§—C—§~Wu
x4 ’

The above root progression sequences indicate that

this song has triradical tonality.
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song are in four ' lines ' to make up the strophe. After
three or four repetitions, the voices break up and proceed
to combine polyrhythmically, with the voice parts entering
successively in the pattern. What is even more obvious is
the excessive off - beating which occurs between the word -
syllables and melodic accents and the regular handclaps.

In general, off ~ beating is employed to a far greater extent
in Xesibe and Mpondo music, than in the music of the Xhosa,
Thembu and Bomvana peoples, Other beer songs reveal an
extensive use of off - beating, supplemented by vocal
rhythmic interplay of the voices at certain moments in the
pattern. The transcription of a Thembu ibhasi song, Ndachola

umngqa ka Jekulani ( ' I picked up Jekulani's beads ' ) reveals

a more intensified application of the polyrhythmic technique

( cf. Figure 71 :441; Ex. No. 46 on Tape lb ).

One may compare this song with the song previously mentioned

( Figure 70 ), and the extracts of a few Mpondo beer songs

( Figures 72, 75 & 76 ), in which true polyrhythm is

virtually absent. In these songs, polyrhythmic combinations

occur mainly between the clap patterns and all the voice partsr

who generally adhere to the same rhythmic patterns. This does

not come anywhere near the complex vocal organization achieved

by singers in Thembu and Xhosa beer songs. { Cf. pp. 444-5,% 449-51 ),
The dancing accompanying isitshongo songs is very hectic,

when compared with the more restrained movements executed by

Thembu and Xhosa men and women when singing their proper beer

songs. The lipondo also tend to perform more strenuous movements

when singing their beer songs. The ' shaking ' movement is
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Figure 71

Extract from a Tshawe Beer song of the Thembu cluster,

entitled Ndachola umngga ka Jekulani

( ' I picked up Jekulani's beads ' )

Ex. No. 46 on Tape lb

Pitch: Present "C" = original "C"

(The song leader begins the song on a pitch corresponding
to Gsharp, but soon rises to 4).

Mode: hexa-based pentatonic

Strophe length: 4 x CA

Tempo: J = 60 M.M.

Full text:
Ndachola unngga ka I picked up Jekulani's beads,
Jekulani,
Phezu kolwandle. High above the sea.
(trans. N Q Dingiswayo).
Umngga = a string of white beads which are worn by diviners.

When buying them from a trading store, one asks: "Aw'nik!

umngga 'mhlophe™ ( ' Give me white beads ' ) which denotes

one string of these beads,

The Chorus seldom sings complete words and phrasss; thess
are replaced by syllables which are drawn out and sung very
legato. The song leader 'holds'! the melody throughout the
performance, varying its rhythm slightly just before the
song ends. This extract demonstrates the meLodic/rhythmic
interplay of several 'solo! siangers plus Chorus; in the
total performance of the song most (if not all) the other
singers interpolate phrases, while the song leader sings
the main melody as an ostinato. This song is representative
of Beer songs of the Xhosa, Thembu, Bomvana and Mpondomise
chiefdom clusters ( of the Tshawe people ). It belongs to

the category of ' delaying ' ( i.e. slow ) songs.
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71 ( ctd. )
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Figure 72
Transcription of an Mpondo Beer song of
Tshawe people, entitled Hlek! uzugethuke
( * Laugh and fall over ' )

Ex. No. 48 on Tape Llb.

Pitch: Present "E"= original G

Mode: hexa-based pentatonic («gtwo triads based on roots

Strophe length: 4 Xd A and G ; see below ),
Tempo: O = 76 M.M,
Text:
H1ék' Gzfigéthuké, Laugh and fall over,
Khawuhlék' dzigéthuké. You taugh and falt over.

This particular Beer song is sung at Tshawe beer drinks

( itimiti pl. iitimiti ) .

Mode: ( the 3rd above root A ( CH) is absent ).

£
W

° sk waulqp- Hau ke,
Cn. i
2\4

]
} - N
T

;
i

.




445

Figure 72 ( ctd., )
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Figure - 73
Extract from a Xesibe dance song for isitshongo

( a work party ) entitled Ho buyakhathaza ubumene—mene

( ' Oh! Gossip is rife! ' ) Ex. No. 49 on Tape

Pitch: present "C" = original C§

Mode: hexa-based pentatonic

Strophe length: 8 Xf" Tempo: J = 152 M.M,
15\..
0 Hol \;uqa.-\cko.’f\f\a-%q nda - lba me-né.me g.)')o', bu-ualdea .. dre
At ™ ! * f - 1A
N — o e o
V% #s P 3 1 ML A AP Lo |
C) Sk .". ’_ a"
’-
Cholte t £ A +7 ..,
. y ¢
'l ] — N i J
“O- bu-v-ia-%‘-\l«a.-%q i - o0, Sa\ou MeEne meng .
4
z'sL' P e | A \ R r.
' 1+ t 29—
AK P J . - 2 é‘ b4 e "l'\ TN
P) bu- t&a-k\Aa'\\mg. Me.iu.h\o We. Yo-he - Yo
0 Ch. \
A e N e e :
J 7= = A F
Hu - Yo Yo-ho-We

Patterns 1 and 2 are repeated any number of times (ad lib ).

Text:
Ho buyakhathaza ubumene-—mene , Oh! Gossip is rife!
He! ukwel! indaba Gossip-mongering by
ngamamene~mene, prattling charlatans.

(trans. R Jakuja ).
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Transcription of a dance song for isitshongo ( a

work party ) of the Xe

sibe cluster, entitled

Ndrobayini ukuzula e sibangeni/esithubeni

(' What a pity t

Pitch: Present "C" =

hat I wander homeless ')

original Bflat

Mode: hexa-based pentatonic Ex. No.50 on Tape lb.

Strophe length: 16 %

Tempo: J = 158 M.M.
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possibly the most violent movement performed by the Thembu
and Xhosa. This relatively quieter dancing probably allows
for more concentration on the music ( which also has a
slower tempo ), than is possible in the isitshongo songs,
which have a quicker tempo and accompany much more vigorous
dancing. In the performance of these songs, singers simply
stop singing, but keep up the clapping and add a few hummed
phrases, while the dancers kick and stamp ( - ndinditha ).
Many of the beer songs are topical in that they comment
on events which have happened, or are about to happen, and
which are of importance to the society. They might, in
their texts, criticise someone or something, e.g. Inkomo
yijithile , which is a good - natured criticism of a stingy
man who has not had a feast for a long time - so long,
that the beast that would have begn slaughtered has aged
and become tough and well - nigh inedible. Hunter has

mentioned imidlalo ngochuku ( ' guarrel songs ', 1936: 368 ),

but I did not come across this term during fieldwork. The
songs of criticism were always called imidlalo ( ' games ' ):
as the singers said of them, ' We ars just joking '.

Nevertheless, many of these songs shcowed keen perception on

the part of the singers. The - gubula ( ' surprise ' ) song

for Mpondo men, Mayiphele inkani Mangcoya ( cf. Figure 75
449; 3 Ex. No. 47 on Tape 1P ), is a ' warning ' song
as well as a song of criticism. The original recipient of
the song ( who was, by all accounts, very surprised when it

was sung in hic presence ), is warned that he must stop

being so obstinate, or he will be killed by Vyauza clansmen,

448
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Figure 7

Mpondo Beer song entitled Mayiphele inkani Mangcoya

( ' Stop your obstinacy Mangcoya ' )

Also known as the 'mens' "Surprise" song ' ( ingoma

yomqubulo wamadoda ). Ex. No. 47 on Tape 1b.

Pitch: Present"C" = original C ( no transposition )

Mode: hexatonic (= two major triads based on roots C and Bb ):

Tempos J. = 176 M.M.
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A & B = total structure and strophe of the song.
Root progression sequence in strophe:
A e - - 8P-clc - p-

b
B: - -B-clc---5cl

._]3b
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Figure 75 ( ctd. )
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The claps commence quite late in the performance ( after three
executions of the strophe ).

According to informants, the original recipient of this
'surprise! song was an important man who had greatly annoyed
his neighbours by his actions. This song was sung at a beer
drink as a warning to this man, who was by all accounts both

tsurprised! and 'dismayed' when he heard it,

Text:
Mayiphelé inkani Mangcoya, Stop your obstinacy, Mangcoya,
S}zakubéna AmANvatiza }’ou are to be killed by the
Siyawabébna LN SIS Nyauza clan,
Aphéthe imikhénto kwdm. Who carry spears,

(trans E Mbarhane )
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Figure 76
Mpondo Beer song of Tshawe people entitled

Washiy' abantabakhe begula ( ' She abandoned her
sick children ' )

pitch: Present"G" = original C ( approximate pitch )

Mode: hexatonic ( two major triads based on roots
C and Bb )

Strophe length: 16 X & ( 8+ 8) Tempo: & = 158 M.M,

Ex. No. 51 on Tape lb.

Text:
Washiy' dbdntabdkhe begila, She abandoned her sick
children,
Amahdle &yahdmba, Concubines wander,
Ashiya bantwana begila, Leaving their sick
children,
Amahile 4dyah&mba &lizweni. Concubines wander all over
( the country ).
(trans. E Mbarhane )
\Xu' -
2. . m&-' —— Ze
Solo start . s 4
— C\ .
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There is always plenty of scope for solo performances
and artistic display at beer drinks, Good singers and
dancers come into their own, and have a critical
audience to perform before ( judging from the comments I
heard ). The majority of song leaders are women, which may
be due to women's traditional rcle in musical performances:
they are mainly singers. Good solo performers are usually
musicians who accompany themselves on an instrument. They
are almost always men, and the instruments are always
Western European, e.g. James Mthamo, Barnabas Mhleli and
Xhosa Mkhane, who are greatly admired and very welcome at
beer drinks., Their solo instrumental songs are often
topical, e.g. Mthamo's song about the Mpondo non - acceptance
of self - government. The songs may have love themes ( therc
are several of these ), or they may be ' joking ' songs, in
which, for instance, a woman is gambled away to another man
at a beer drink. Just as beer drinks are incomplete without
music, so is music incapable of being performed without the
reward of beer. One or twb cans or baskets of bheer must be
passed round before any singing 1s to commence. Successive
rounds betwcen performances induce more singing, hence the
phrase ' the song is sweeter by repetition ', i.e. by
repetition of a round of beer, and therefore, the music.

When there has been a good crop of maize, beer drinks
take place almest without stop. Tshawe men and women will
go about for some two or three weeks doing the round of beer
drinks, gossiping, exchanging news and enjoying themselves.

I went to the homestead of a certain hesadman to enquire about
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a forthcoming umphumo ceremony for initiated boys, only

to find that the man was not at home; he had in fact been
away for some days., His wife told me that he ' was somewhere
between the beer drinks ' and could not say when he would

be home again!

(v) Walking songs to beer drinks

Tshawe people have special Walking aongs which they sing

en route to various functions - beer drinks, weddings,
inrstallations, and even to work parties. The structures

of these songs are almnost identical to the Walking/Marching
songs of other core groups in the society: descending
melodies sung antiphonally by song leadsr and chorus, and
occasionally harmonized in parallel motioa. The melodies

are usually based on patterans of 12 or 16 quavers. The

' special ' Walking song of Xesibe adult men and women

is rather uaique in this category of music. Entitled Yinkosi

leyo, iyawuthatha lomhlaba ( ' Behold the chief, he is

coafiscating the land ' ) K cf. Figure 77: 455; Ex. No. 52 on
Tape 1b). Unlike the other Marching songs it has an irregular
metre: two vocal paiterns of vocables are sung to the main
melody or its variation{s), one pattern retaining a basic metre
of 11 crotchets; +this is followed alternately by a second
pattern of melody which has a varying metre of first 8, and then
9 crotchets.
In another version of tha song ( Figure 73 ) the same alternation
of two bhasic metres is adhered =u ( cf. pp. 456 and p. 457 ),

in this case, ' lines ' or patterns of 7 and then 6
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Figure T7

Marching song of Xesibe +tribal men and women:

Wubhekeni maXesibe ( ' Behold the land, Xesibe people ' )

Pitch: Present "C" = original Aflat

Mode: hexa-based pentatonic (< two major triads
based on roots D and C; the 3rd above D root
( F*) is absent )
Strophe length: ( see below )
Tempo: o = 78 M.M. Ex. No. 52 on Tape 1lb.

Text - wise, the song is in verse form: lines of words and
music are built up on basic metres of 11, 9 and 8 crotchets.
The predominant pattern and its basic metre of 1l crotchets
is repeated throughout the song, but each repetition is
followed by a 'line' of words or vocables and melody whose
basic metre is alternately 8 then 9 crotchets. Thus the whole
gsong comprises successive patterns with ' variable ' metres:
1te . .

8. . . .

L. . . .

9e .+ .

L. . . .

8., . . . etc.

In singing, the words are replaced by vocables or are partly sung,

e.g., maXes-0-o0; then lapse into vocables. The song leader

( a young man ) sings in -~ tshotsha/—guburha style { uku - graba )

which is employed by Xesibe ( and Mpondo ) men.

X = superimposed beats. The men shook their sticks on
alternate beats, while a few of them beat their sticks on the
ground on every beat. The song is usually sung en route to
weddings and Beer drin's (iitimiti).

The song is alternately entitled : Yinkosi leyo ( ' That is the

chief ' ), and Iyawuthatha lomhlab' ( ' he is confiscating the
land ' ).

Text: Yinkési léyo , That is the chief,
iyawuthétha Lémhlaba, He is confiscating the land,
Wibhekéni maXésibe. Behold (the land) Xesibe

pecople.

( trans. R Jakuja )
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Figure 78

Second version of the Xesibe Marching song (¢f. Figure 77 )

Mode: hexa-based pentatonic ( +the 3rd above C root is
sung as a minor interval
occasionally ).

Strophe length ; (see pp. 453 & 457,

Tempo: J = 66 M.M. (P: 132 M. M. )
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Figure 78 ( ctd., )

Wa-  wepca:aa pjpea,

—FJ3T) 4 A AU

(| Waw Sa-bu-tshaba-m — - - .. we. (7 f’)
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Wi - bhe - kewn - hev, Ma X3- swo. 8a.. baviia-o-0-0 (\LD")
° ? ar)

Vocal phrases which are sung in this performance:

Walaba saye They are helpless (so they say),
Wowa maTshawe, uxolo! Hallo Tshawe people, peace!
Aw'bhek! - njalo ' Beholdl It is like that,

Onke 'saba naj; All are fleeing from it;
'yawuthatha lomhlaba. He is confiscating the land.

The song consists of repetitions of these phrases ( each
having a basic metre of 7, and 8 crotchets respectively ).
The phrases are selected by the song leader, who is
careful to retain a sequence of basic metres of 7, then

8 crotchets.
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crotchets alternately. The transcriptions of these songs
appear on pp. 455, 456 , together with details of the music
and its performance. I did not find any other songs

with this type of structure.
1l. Isawundi pl. amaSawundi ( ' Sound pl. Sounds ' )

The variety of styles in the musical tradition of Cape
Nguni society reflects the variety of its social groups.
Traditional Xhosa music has the greatest impact on amagaba
rural people, because it expresses aspects of their experiences
as individuals in a rural society. Thus their music, or
rather its sound, is effective only in the right social
context. The sound of neo — Xhosa music, of which ' Sounds '
are representative,bridges cultural barriers and makes an
impact not only on urbanized ' dressed ' Cape Nguni, but
on people of other ethnic groups who may not know or speak
the Xhosa language, but nevertheless sing these songs and
enjoy them, without being aware of their original social
context, This is because’the sound of this ' new ' or
' modern ' music ( called ' the now music ' - ( in English )
or ' i - modern ' by the people themselves ), reflaocts and
reinforces the values that are held by the new, urban group
of Africans who live in a new socio — economic environment.
Sounds ( pronouiced mostly the English way ) are sung
by most, if not all the urbanized Black people of Southern
Africa, who even share the same individual songs. Although
I am concerned at this poiit with Xhosa Sounds, as a distinct
style and category of Xhosa music, wmuch, if not all that I

have to say about them is valid for the Scunds sung by the



459

other ethnic groups.

The composers of Sounds are seldom if ever known,
As one informant put it, ' Sounds just crop up. Someone
gets an idea about something that is going on, puts it to
music and tries it out with a group - and that's it !
( Elijah Mbarhane ). Their forms arise from the repetition
of musical patterns, as do the forms of traditional music.
Stylistically they reveal a combination of the harmonies
of Western European hymn tunes ( common chords and cadences ),
and the rhythms and parallel movement of traditional Xhosa
ausic, and Afro ~ American jazz. They appear to be in
simple or compound 4/4 time, but the basic metre of four
beats is obscured by constructing melodies with additive
and divisive rhythmic phrases, and by syncogation. This
basic underlying metre is seldom expressed audibly in
clapped or stamped ' beats '. Handclaps may occur, but they
usually do so near the end of the song, e.g. when the chorus
takes up the 1ast'repeti§ion of the second part of the song.
( Most_Sounds are in A : B form, with repetitions ).
Thus the ' beat ' ( ! ngqongqo ) is present in this music
in the real jazz sense of the words; it is present not so
much in the actual striking or beating of the time, or the
pulsation, but in the ' swing ' that results. This ' swing !
is often manifested in a visible and physical way by school
children, who sway and ' swing ' as they sing.

Sounds reveal other technical features which are present
in jazz and its related musical styles: (i) the flare - up,

which in jazz is ' the note held at the end of a chorus by
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one musician to call for a final collective imprcvisation !
{ Francis 1260: 178 ). A rudimentary ' flare — up ' is

well illustrated in the song Izulu lelam ( ' The heaven is

mine ', i.e. I am innocent ' , Figure 79 3 141 ), at the
point where all three voices prepare for the chorus ( sung to

' Tzulu lelam lelam ' etc. The soloist or song leader draws

attention to this not only musically ( by holding and accenting

tone B ), but also verbally with the words ' Watsh' umlilo '

which accompany this preliminary phrase. Translated Lliterally,
this means ' light +the fire '. The same song shows the use of
another jazz device which is also essentially.African — the
ostinato, which in this song is the principal melodic phrase

( it is rhythmic in character ), and which also serves as an
accompaniment to the other two voice parts. Paraphrasing,
another jazz technique, is discernible in the same song. The
accompanying ostinato phrase already referred to is enriched
sonorously by the other voice parts singing a slightly

altered variation of it. These two voice parts accent the

off - beat tones, whilst éimultaneously singing improvised
words. As is the case in traditional Xhosa music, so in this
neo — Xhosa music, the strict ' solo ' does not exist. When
the song leader sings ' solo ' ( as I have in’icated in the
transcription ), he/she is nearly always accompanied, even

if it is by a tenuto note in one of ths other voice parts.

The ' scat ' style of singing is also employed in many

Sounds, e.g. Yithina labo ( ' We are they ', Tigure 80: 463 4 Y,
( extract only ), in which both solo and chorus sing a

variation of the main theme, improvising on it with vocables
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Figure 79

Xesibe iindlavini Walking song in the form of a 'Sound!

entitled Izulu lelam ( ' The heaven is mine i.e.

I am innocent ' ) Ex. No. 53 on Tape lb
Pitch:  Present"C¥" - original 0¥ ( no transposition )
Mode: heptatonic

Strophe length: 16 xf( 8 KA)

Text: | .
Izulu lelém, The heaven is mine,
Watsh' umlilo, There burns the fire, i.e. light the fire,
Mam4 notata. Mother and father,

This particular performance was given by three singers (men),
one of them acting as song leader, and the other two as a

Chorus.
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Figure 79 ( ctd. )
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Figure 80

Iindlavini wedding ' Sound ' eantitled

Yithina labo ( ' We are they ' )

Ex. No. 54 on Tape lb.
Pitch: Present "C" = original C
Mode: Heptatonic

Strophe length: 7X 8 = ( 56 ) quavers {

patterns, both additive and divisive:

“‘-3+3+2; 3+2+3;=“
3+43+2&4+4, +4+4(x &)

Tempo: @ =Ab m.m. (J:= 193 M.M>
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grouped in metrical
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Figure 80 ( ctd. )

tScat' singing in Part 2 of the song:
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Text:

Yithind labsé ( or 1abs ),

We are they,
Sdveld ngbnyok' émnyango.

We came concerning

your mother.



de ~de da da do etc . Inflection, yet another feature

of the traditional music and jazz, occurs frequently in the

singing of these songs, e.g. Dalele bonke kwaNongqongqo

( ' They are all asleep/steeping at Ngqongqo/Ngqongqo's place,
in jail ' ), Figure 81 : 466; Ex. No. 55 on Tape 1b ).
Additive and divisive phrases alternate in this song,
Inflection occurs at that point where the soloist and chorus
combine in singing a divisive motif to the vocables ye ye ye.
The soloist inflects on the first, and on the last tones of
this motif. The inflection is very small, and is in the
nature of a small glissando or °* swoop ' upward ( an on ~
glide ) from the adjacent note that is approximately a whole
tone's distance from the first tone of the motif. The
inflection never exceeds one degree of the scale. In
traditional music, singers often inflect the first note
of a phrase, but they also approach it from above. These are
the ' sharp attacks ' on the high note of a descending melodic
phrase which have been described by several writers on African
music. The reverse procedure is more common in the singing
of Sounds.

Sounds are sung by children and adults, and in a
variety of contexts: at school concerts and tea — meetings
( iitimiti ), weddings, installations, school sborts, fetes,
special functions for eminent persons in the new urban soclety
( e.g. School Inspectors and teachers ).

Sounds are sung by iindlavini at their umtshotsho parties,

and at umbolorho ( iindlavini ° singing for the bride ' at

Christian weddings ). The whole corpus of wedding music

consists of Sounds, now that traditional weddings have all
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Figure 81

Extract from iindlavini 'Sound' entitled

Balele bonke ( ' They are all asleep * ) Ex. No. 55 on Tape lb,

Balele bonke kwaNonggonggo, They are all asLeep/sLeeping
at Nongqongqo/at Nonggongqo's
place,

entolongwen'. in jail.

Pitch: Original pitch
Mode: Heptatonic (-< two major triads based on roots A and E )

Strophe length: 24 X J\ ( grouped into divisive and additive
patterns of 6 quavers ).

Tempo: J = 132 M.M,
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Root progression sequence in strophe: A = = — — — . E

( Tonality shift = ':onic - dominant of West. Eur. music ).
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but died out. Sounds have even found their way into the
various African churches, in which context they are called
' choruses ', and the music accompanies religious texts.
Sounds are being constantly ' taken over ' by tribal
teenagers, who sing their own versions at their umtshotsho
dances ( C.T.P. ) and ipati dances ( ' intrusive ' clusters ).
The texts of Sounds are very short, and seldom exceed
two ' lines '. A few of them have texts of only one or
two words. The words of the texts reflect attitudes and
opinions of segments of the new urban group, e.g. diverse
political opinions are expressed in two Sounds which share

a common theme: Sesithembele kuwe, Matanzima ( ' We trust you,

Matanzima ' ), and Waghosh' Matanzima ( ' You are boasting,

Matanzima ( like a White man ' ). The ' don't - care '
attitude to South Africa's Pass Laws is exhuberantly expressed

in one of the most popular Sounds ~ uFikizolo ubanjiwe

ngamaPassi ( ' uFikizolo has been caught on account of the
Passes ' ), Figure 82 : 468; Ex. No. 56 on Tape 1b.

Important events are recorded in Sounds, e.g. u — Kres Pana

( ' Chris Barnard ' ), which emerged when the heart surgeon
performed his first heart — transplant operation ( Figure 83:
470; ©x. No. 57 on Tape 1lb ). The words of Sounds also tell

of big city life, e.g. eGoli Notsokolo, atyiw' amazambane

( ' In Johannesburg, No:sokolo, potatoes are eaten ' ) .
Potatoes are regarded as a luxury in the rural areas of
Transkei and Ciskei, where the staple diet is maize meal.

Another such Sound is E ~ Kimbali, amadod! asemgodini

( ' At Kimberley tho men are down in the dark holes ( mines ) '.
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Figure 82

Transcription of a 'Sound' ( i - Sound ):

Ufikizolo ubanjiwe ngamaPassi ( ' Ufikizolo has been

lit. the Passes ' ).

caught because of his Pass

Ex. No. 56 on Tape lb
Pitch: Present "gv = original B
Mode: heptatonic = diatonic major scale of western Eur. music.

Cadential progression underlying the mel.ody:gl -V ~1I=( 8X-’L)xJ.

Strophe length: 32xJ. ((8+8 ) + (8+8 ) (I _ iib- v 1=( 8X2);<,\,
Tempo: J.=L26 M. M.
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Figure 83

Transcription of i — Sound: uKres Pana ('Chris Barnard)

Pitch: Original pitch Ex. No. 57 on Tape 1b.

Mode: heptatonic ( corresponding +to diatonic major scale of

Western music )

Strophe length: 24 X J\
Tempo: 4. - 76 M.M.
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Sobon' uKres Pana; and see Chris Barnard;
Ukhuph' intliziyo, He takes out a heart,
Ufak' intliziyo. He puts in a heart,

(trans. N Q Dingiswayo)
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Even more distant places are referred to: Sayiwel! iKatanga kwa—

vela umoya ( ' They say they went across to Katanga by air ' ),

and Sidum' ephesheya ( ' We are famous overseas ! ), which

refers to the 1976 Soweto riots. There are Sounds which tell
of farewells and lost love, the melodies of which are very
nostalgic, e.g. 0! Thandiwe ( ' Oh! Beloved ' ), in which

the solo singer's dragging footsteps provide a basic metre
which off - beats against the vocal parts. These are called
' sad Sounds ' but are surpassed by the number of Sounds
which are lively and exuberant. The greater number of Sounds
are characterized by their optimism, even when they tell of
grievances and injustices. The unrest and riots of 1976 in
Soweto saw the emergence of a new kind of Freedom song, far
removed from the Freedom song composed by Benjamin Tyamzashe

many years ago ( 1929 ). His Hayi abant' abamnyama ( ' Alas!

the Black nation ' ) was a good - humoured criticism of the
White man's laws. The new Freedom songs and Sounds which have

' cropped up ', and which the government authorities are
constantly trying to oppres;, are no longer humorous; ( it is

an offence to possess any of these songs; the texts of several
of them were given to me verbatim ). They reveal that the

Black man today nc longer views the ' trials of modern Life !
wit' the humour and optimism of his parents and grandparents. No
loiger must injustice be e-.dured with cheerful optimism; rather,
it must be removed. As a very good friend of mine put it, * It
is not that we have lost our sense of humour; it is Just that

there is nothing to laugh about '.

The texts of Xhosa Sounds contain many ! foreign ' words -
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Figure 84

Transcription of i = Sound :

Ndibatla wena ( * I want you ' ) Ex. No. 58 on Tape 1lb.

Pitch: Present"C" = original ¢ (g')

Mode: Heptatonic

Strophe length: 16 ¥ J\

Tempo: J\ = 132 M.M,
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I have finished.

Mbarhane )

Nditshayile.
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( Trans.

( Text consists of Xhosa and Sotho phrases
with the same meanings )
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Zulu, Sotho, Tswana and English/American, e.g. cf. extract

of the Sound entitled Ndine ho, ndibatla wena ( ' I want you,

I am going to Lesotho ' ), Figure 84 : 472;Ex. No. 58 on Tape lb.
Even the ubiquitous expressions ' 0.K. ' and ' All right !
have been united in ; Sound, which is sung entirely on these
words., There are no Sounds with Afrikaans words.

Finally, Sounds arz also called ' Breaks ', when sung
in the context of ' straight ' choral songs waich show, in
their rhythmic rigidity, the influence of Western hymn -
tunes. The performance of Sounds %between such songs literally
' breaks ' the tedium of having to listen to these songs,
which often have innumerable verses. One man suggested
a eupeptic function for Sounds: in his opinion, they ' make
that heavy stuff go down more easily '. Sounds are popular
items at social events, to the extent that, when they are sung
repetitively, most of the spectators after a while are them -

selves the singers.

12. Iingoma zesikolo ( ' School music ' )

This category of music comprises the Sounds discussed
previously, and the choral songs ( basically four -~ part ),

the learning and psrformance of which are emphasized in the
musical curriculum of African schodts in Southern Africa. These
choral songs include arrangements of traditional meladies and
original compositions by Black composers, many of whom are or
have been school tsachers themsslves ( cf. Huskisson 1969 ).

In the perfornances of these songs, teachers and oomposers/
conductors pay muc: attention fo Lheir interpretation; they

ovserve accurately the dynamics and =:pression sigas which have



been introduced into the scores by the composers and teachers.
The scores are written in tonic solfa notation. Arrangements
of tralitional songs are usually not writtea down. Their
melodies are already known to the choir members, who
embellish them under the guidance of the conductor and song
leader.

These modern choral songs have been described as ' “estern
European ', not only with regard to their rhythms, but also
to their overall style., 1In fact, the music is as African in
style as it is Western European. Chordal progressiouns, which
have been regarded as harmonic ' errors ' because they were
' treated incorrectly ' owing to the composers' lack of
techinical musical skill, are really chordal progressions
arising from an African method of harmonizing a melody. The
harmony of this modern music is:

' . . based on a system of chordal streams, punctuated

by plagal and perfect cadences at the end of phrases, or

lines in the case of hymns, Chordal sireams have been
used by twentieth century composers such as Vaughan

Williams and Bartok, reviving the organum technique

of the early middle ages, in which voices moved in

parallel motion at intervals of the fourth, fifth

and octave! ( Blacking 1968 ).

Although Blacking is writing in the context of Venda
music, nis explanation is valid for all African music south
of the Limpopo. The same writer continues in his explanation,
in which he shows how the system of chordal streams is merely
a contiannation of the same technique of harmonizing which is
utilized in traditional African music:

'The division of phrases into /organum + perfect

or plagatl cadence/ may be compared to the antiphonal

/solo + chorus/ of traditional Veanda songs, in which

the solo part varies according to changes in the words
but the chorus cemains the szame throughout. This system

474
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of harnonizing melodies is a fusion of /Vend@/
organum with European cadences' ( parentheses mine).

I have transcribed and studied the solfa scores of
many African composers; the scores show that these composers
embellish or harmonize their melodies in the traditional
African style, even though they compose their songs on
paper and in the solfa system. The main melody is harmonized
by one or more counter - melodies which run parallel to it.
Tyamzashe frequently includes 2 - 4 alternate versions which
may be sung along with the main melody. He indicates these
alternate versions by enclosing their tones in brackets.

Choral competitions between schools and Music Clubs
are an important part of Cape Nguni social life., I
attended many of them as well as rehearsals and I was able to
observe how the songs were practiced., I noted that the szingers
seldom sang avery tone that was written in the score; instead,
they introdiced spontaneous changes which did 2ot disturd
their conductor, or the adjudicators at the competitions,
Most of the changes invoL%ed the substitution of semitones
by whole — tone steps, or the freely improvised versions of
the main melody, which did not appear in the original score.
This ' traditionalizing ' of these songs is perfectly acceptable;
even Tyamzashe himself said, ' It does not matter whether thesy
3i1g the tones I wroge or whether they do not, as long as
what they sing fits th» pattern ' ( Hansen 1988: 2) ).

School music programmes =2mphasize the singing not oaly
of choral songs in the vernacular, but also of English

songs, which were a feature of school music lessoas in
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English schools some three decades ago. Rather tired
favourites like the ' Holy City ' are also sung, in which
the traditionalizing process is not always successful.
European hymn tunes have been adapted for use in African
church worship; +their tunes have also been modified
spontaneously by the congregation. Hymn tunes which have
lent themselves to this adapting process are thoss with
melodies which have proved most malleable, e.g. Uyeza,

Uyeza, Umgwebi Omkhulu, ( ' Come, come, Great Creator ' ),

from the Bantu Methodist Hymnal No. 345, also sung in the

Roman Catholic church as Yizani Bantsundu ( ' Come, you

browa people ' ). By eliminating the semitone steps, the
melody is converted into a pentatonic melody which provides

an ideal familiar base for the congregation to improvise
harmonies. I have heard this hymn sung by a congregation

of Christians and non - Christians in the Lumko Mission church;
the result, harmonically, is ' incorvect ' from the Westera
Turopean musical viewpoint, but totally acceptable from the
Cape Nguni viewpoint, allowing for one or two ' Europesan !
harmonies. I myself thought it was a vast improvenent on the
original hymn, because it acguaired rich, sonorous harmonies
and also some raythmic — melodic movement. The non - Christians
regularly attended church at Lum'zo on Sundays, not for the
purpose of worship, but to collect post and to chat with
friends, They attended in traditional dress and contributed
greatly to the singing of the hymns. They did not join in the

singing of all the hymns, but selected a3 few, of which Yizani
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Bantsundu was one. The melody is popualar among all the
chiefdom clusters, and has been adapted for performance
on instruments such as the accordion and coacertina,
which usually accompany singers who treat the nelody
polyrhythmically.

The cadential progressions which occur in ' school music ',
and in other types of modern Cape Nguni recreational and
institutional music, and which resembles the harmonic
segquences in Western European music, are not an indication
of a musical ' take - over ' of Western musical techniques:

t, . . the idea of shifting tonality implicit in

dominant -~ tonic sequences is not foreign to traditional

( Venda ) music, whose root ~ progressions move to and

from adjacent tones round a tone csntre, just as

Earopzan melodies fluctuate from tonic fto subdominant,
to dominant and tonic' ( ibid. )

13, Iculo pl. amaculo ( Hymn/Hymns, religious music ' )

The denominational hymns of the various churches, together
with hymns which have been composed by African composzers,

are referred to as iculo pl. amaculo wase Tshetshi ( ' songs

of the church ', from Bag. ' church ' ). These appeal mainly
to the church msmbers themselves, atthough some of them have
become popular with other groups in the society. The hymns

of the Revivalist churches, suach as the Bhengu Sectarian church
( amathengu ), are extraemely lively, but oaly their words, and
not their music, have bzen incorporated into the music of

other social groups. The sound of the music carries far more
welight than the words that may accompany it. Hence the

adaptation of the words onlir; to adapt the sound as well
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would be to identify with the other, alien group ( cf.
divination music, pp.563ss ).
The various styles of music in the towanships and cities

are called by their individual names, e.g. umbaganga , ijez

( jazz ), phatha — phatha ( “orsions of Twist and Rock

misic. They are referred to collectively as i — modern ,

cf. chap., 3: 105 ).

14. Iingoma zomtshato ( ' Wedding songs/music ')

What puzzled me most, during the first six months of
fieldwork, was the absence of traditional wedding ceremonies.
Although I had been told that they occurred rarely, I was

not convinced that they had died out altogether. Furthermore,
I knew nothing about any special music which might have
accompanied such ceremonies. Early ethnographers have given
detailed descriptions of wedding festivities at which the

most important musical event was the umdudo dance ( cft.

Theal 1902: 70; Kropf 1889: 143 ). Cook, writing much later,
in 1931, describes umndudo és being the name of a set of dances
whaich were performed at weddings and at girls' initiation
ceremonies., A dotailed description of this same dance is
given by John Hendersoan Soga in his book on the Xhosa people

( 1932 ). According to Soga, undudo is ' the men's dance.

It is usaally the older men who engage in it '. There follows
a description of the three movements which make up the dance

( pp.236ss ). The éame dance 1s described in connection with
intonjane -~ the girls' initiation ceremony - and again Soga

3 ).

states that it is the men's dance ( p. 21)

4]
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Wherever I went I asked about this dance, but people
were very vague and said they did not know about it, or
that ' it was a thing of the past '. Nearly all informants
said 1t had been performed at weddings and possibly at the
end of the seclusion period of girl initiates. A few
informants supported their statemsnts by adding that umdudo
was performed at these events because ' they were very big
dances in which many people took part, men and women, and
you always have a lot of people at weddings '. Other
informants insisted that umdudo was associated with weddings
only, but were unable to support their statements.

Writing in 1236, Hunter says of Mpondo wedding
ceremonies ( traditional ):

'There are no special wedding dances, but if many

people come they amuse themselves by dancing as at

an umjadu' ( Hunter 1336: 198 ).
( Umnjadu is a big feast held at the end of a girl's initiation
period ). Hunter gives detailed descriptions of both traditional
and Christian weddings, as does Hammond- Tooke of Bhaca
weddings ( 1962: ch.5 ). I attended nineteen weddings during
my fieldwork, and of these ( which were Christian weddings and/
or the celebrations which accompanied them ) thirteen were
attended by tribal as well as Christian people. In August 1970,

informants who kept me in touch with events all over Transkei

and the Ciskei and Eastern Cape, had notified me of a genuine

traditional wedding which was to take place at the end of that
month., Preparations were made, but thres days before I was to
go, a heavy snowfall occarred, which put paid to aay travelling

at all for about a fortnight. Some mont.s later ( March 1971 )
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I was invited to attend the marriage celebrations which were
to be ' the biggest ever seen in years ', The wedding took
place at a homestead in Maxesibeni district;it was attended by
about 8000 people, the greater number being amagaba from that
district, and from the Mpondo and Bhaca districts ( Siphageni
and KwaBhaca ) situated contiguously. The marriage celebrations
followed those described by Hunter; thers was no actual
wedding ceremony as the couple had been married two years
before. They were now enjoying the celebrations and killing
of the beast which should have followed their marriage, bdut
which for various reasons had had to be postponed. The
singing of the bride's and groom's parties was kept up by

the young men and women who sang and danced in the inkundla

( courtyard ), and in the hut where the important guests took
their turns eating. The sound of this singing was over -
powered by the sound of the traditional music which was being
performed at the same time by the groups of amagaba. Tshawe
men and women, young men ( ,abafana ) and girls, iindlavini
gangs — all performed their special wedding songs, many of
which T have mentioned in the categories of music already

discussed, - Tshawe songs, beer songs, intlombq/iguburha songs,

Sounds, indlamu and umgajo dance songs. Even some izitshongo

beer songs were performed, largely for my bensfit. At other
weddings which I subsequently attended, and which were much
smaller than the aforementioned wedding, the same ' divigion !
took place: +the ' school people ' coantinued with their music
and dancing, while th~ tribal people, a distance away, contiuued

with theirs. Women occasionally joined the ' school people !



who were dancing in the courtyard, sweeping their blankets

on the ground and ululating ( ukun - kikizela ).

My experience of weddings, together with the information
given me, has led me to conclude that Hunter was correct,
and that: (i) traditional wedding ceremonies have been
discontinued, or if they took place, I did not hear of them;
(ii) tribal weddings had no special dances ( as Hunter
suggested ); but wedding feasts were as spectacular and as
lavish as people could afford them to be. The descriptions of
the early writers were mostly descriptions of wedding feasts
given by eminent and wealthy persons who could afford to, and
did, entertain on a lavish scale ( e.g. Kropf's description of
the wedding of the Mpondo chief Mgikela, 1889: 145 ). An

abundant supply of beer and meat would encourage large numbers
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of people to attend ( and everyone is free and welcome to attend

feasts ), and consequently encourage large - scale performances

of music. This is expressed in a Xhosa saying which I heard
wherever I went: ' When there is meat and beer, there is a

party; the more meat and beer, the bigger the party '.

The principal reason for the absence of traditional

weddings is that many Cape Uguni have adopted Christianity, and

that the traditional weddings that do occur are few, and held on

a small scale, therefore one does not hear about them. lavish

parties are also rare, because p=ople have not the money to pay

for them. Important parsons occasionally depend on the
community to assist them. Apart from the grand wedding feast
already referred to, the only other really ' grand ' affair I

attended was the installation of a .‘po do headman. The guest

of



honour at this installation was not the headman, but the
son of the Paramount Chief of Eastern Tondoland, thus
the entire district ( ' Red ' people and ' Dressed '
people alike ) turned up to do him honour.

Christian weddings are the norm today. After the banns
have been read, the bride goes into seclusion ( behind a
screen in a hut, or talks only to close friends and relatives
in the house ). Umbolorho parties take place, at which the
young people ostensibly come to stamp mealies for the bride,
but have a song - and - dance party in which they ' sing
for the bride '. Afterwards they pair off for the night.
Christians oppose tihis but cannot do much to prevent it.
Umbolorho parties are usually organized by iindlavini young
men.,

The music performed at Christian weddings consists mainly
of the styles described in the previous musical categories -
choral songs, hymns, and above all, spzcial wedding Sounds.
Competitive singing ( which was a feature of traditional
weddings ) takes place in the church ( the two gronps often
sing two different songs at the same time ), and in the
courtyard, when the bridal couple parade up and down and show
themselves to the people., It continues when important guests
sit down at tables provided for them, and eat the wedding meal,
,and is interrupted only by the parformance of the special
' wedding -~ cake~ ' dance, which is also sung competitively.
The two girls from the bride's and groom's parties carry a
small iced cake on the palm of the hand and lead two lines of

dancers, who dance after them in follow - my ~ leader style,
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singing the special Sound which accompanies this dance.
( Hunter mentions a follow — my — leader dance which was
performed competitively by groups of dancers. It was

performed along with another dance =~ isiphethukane -

which was more popular ( 1936: 357 ), and during fieldwork,
I heard married women refer nostalgically to the dance,
which was apparently very popular.

During all this singing and dancing the bridal couple
retain the most dismal expressions o1 their faces, The
bride keeps her eyes cast down and never looks up ounce.
fhis is apparently an old custom, which is retained in a
new context. A Christian informant gave the following
reason: ' She must mot show that she is happy as she mignt
tempt fate; something might go wrong '.

The words of the Sounds reflect and comment on the

social event, e.g. Iindonga ziwelene , which has several

meanings, three of which are in the MclLaren - Bennie
dictionary. The translatien given by informants on the
occasion on which I heard it sung was as follows:
'ITindonga ziwelene are the two parts of the roof
of a house. 1In this Sound, the couple are exhorted

and told to be like these two roofs, which support
each other. Should one collapse, the other will also '.

In other words, the couple are asked to remain faithful to
each other.

The various churches have their individual repertoires
of hymns which are also sung - in the church, and between
the speeches that follow the church caremony. The Bhengu

church has its own set or Sounds, or rather, religious
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' choruses ', which are sung in place of the secular Sounds,

e.g. Woza Moya Oyingcwele ( 'Come Holy Spirit' ) which

accompanies the ' wedding - cake ! dance. Hymns include

those with English texts, e.g. ' I stand right under the

Blood ', and ' We are marching over to Jerusalem ', toth of
which are borrowings of Bhengu church music ( i.e. the
Assemblies of God church music ). Performances of choral songs
and hymns by a specially - rehearsed choir are a feature of
some weddings. ( Cf. Ex. No. 59 on Tape lbs ' We are marching

over to Jerusalem ' ).

15. Iingoma zengcubhe ( ' Music of the ingcubhe First Fruits

ceremonies ! ).
First Fruits ceremonies existed among the Cape Nguni in the
past, but have been discontinued for a few generations, so
that only a vague memory of these remain. The Bhaca are an
exception. A very detailed account ofvthe First Fruits
( ingcubhe ) ceremonies among the Bhaca has bteen recorded by
Hammond - Tooke ( 1962: ]183ss ). Briefly, the army features
prominently in the ritual and much simulated fighting and
dramatization of discord in which the army seems to express
antagonism to the chief in ritual action ( =.g. the rushing
towards him, and the chanting of insults ) takes place ( cf.
Gluckmann 1954, and 1955b, for accounts of analogous ceremonies
among the South ~ Eastern Bantu of Zululand, Swaziland and
| Mocambique, and the Swazi First Fruits ceremonies ).

Most of the activities of the army, which features
continually during these ingcubhe days, was done to the

accompaniment of sacred chants, sung principally by +the
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warriors themselves, but with some participation on the

part of the spectators. These songs and chants express

in words, and clarify, the ritual draratizations. Most of

the songs have a war or hostility theme even though the praises
of the chief also feature. Singing is not confined to men: +the
women sing and dance on the second day of the ceremony. They
sing special songs, beat their thighs with small leather shields

and perform a shuffling dance called ukutshekisa . There was

also a special girls' dance called ukuchiza. Dancing is not
prominent, and the army dramatizations are not called dancing
by the Bhaca. The men stamp, leap and stab the air and the
ground with spears. There was always a big feast and beer drink
at ingcubhe .

Through my guide I was given a detailed explanation of
the ceremonies by Paramount Chief Wabana Makhaula himself.
As Hammond - Tooke has pointed out, the ceremonies are performed
in an attenuated form today. The special ingcubhe sacred song,

Watsha umGambezi , is still sung by the older men because they are

the ones who still remember it. According to Chief “abana, the
song dates back to the days of Shaka ( Ex. No. 50 on Tape 1b )},
The indlamu dance is performed, but the men wear skins rather
than trousers. With the assistance of Headman Kundlase
Nomtsheketshe I was able to record three ingcubhe war songs
and one isibuliso ( Praise song for a chief ) at a trading store
situated high up in the mountains in Sigingeni administrative
area. I also recordsd two performances of the indlamu dance
performed by local iindlavini. During the latter dance a Bhaca
horn ( indwendweni - made from a length of metal piping ) was

blown.



The War songs sound very much like chanting rather than

singing. One of them, Ngubani lo? ( ' who is that persca? ' )

is a studied insult to a chief. The old men who sang the
song, formed a phalanx and stabbed the air with sticks and
spears, as they moved slowly forward, chanting the phrase.
After a few repetitions they reversed direction, moving
slowly backwards, still singing and stabbing the air with
their weapons. This continued for some time, each movement
forward bringing them nearer the headman. The climax came
when, with a wild rush forward and a crescendo in the
singing, the men threw their weapons into the air; these
arched and landed head first in the ground, before the

headman. The whole performance was very awe — inspiring.

16. Other ceremonies related to the agricultural cycle

Among the Thembu, there were several ceremonies associated
with the ripening of the crops, in which song and dance had
an important role, viz. the ceremony of Eligg;rwhich took
place when the crops were'young and green. Uninitiated boys
and girls played 2 prominent part in this harvest festivity;
they opened it with singing and dancing. The symbolism of
balance and similarity between the two - young crops and
young people - is obvious. Special ulibo songs and dances
continued throughout the first night, and went on for an
entire week. According to informants, the older people

gathered at the chief's homestead, where they had a special

beer feast and performed special ulibo dance songs. By all

accounts this festivity has been discontinued. My informants

were Thembu men and women, who said they had not heard of it
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being held for a very long timej; the younger adults had
never heard of it. Broster has briefly described the

Thembu ceremony of intshatshoba, which ' is held to mark

the flowering of the maize ', and which takes place in late
February or early March. To mark the occasion a special

dance is performed by the girls of the int lombe youth

groups, and beer is brewed for the occasion ( Broster 1976: 36 ).
I do not know whether this is actually the ulibo ceremony

that Broster is referring to.

When T began fieldwork in 1969, I spent the time
shuttling between Engcobo, Umtata, Libode, Nggeleni, Mganduli
and Xhorha districts. Thus I just missed an event which had
apparently not taken place for several years. I learnt of it
shortly éfter its occurrence, and quite by accident when I
called in at a homestead one morning to speak to some people.
The women sang songs and played their musical bows, and after

a while one of the women began a song, Wen' utheth' amabhongo

( ' You are speaking amabhongo ' ), which the other women
took up and clapped as they sang. Afterwards they told me
that it was the ritual ingologho song, and had been sung just
two weeks before, by a large group of young girls { from the
intlombe groups ) who had performed the ritual because of the
terrible drought conditions.

I was told that the girls had assembled at a certain
homestead in Engcobo district and, over a period of three to
four days, made their way by night to the Great Place of
Sabatha Dalindyeko, who was then Paramount Chief of the Thembu.

The girls each wore only a fore apron ( inciyo ) and as they
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danced along, performing light, skipping steps, they sang
the ritual song. After three or four nights they arrived
at Dalindyebo's Great Place, near the village of Elliotdale.
According to my informants, this dance was always sung
by girls ' to drive worms away from the mealies ', and they
usually wore no clothes, but smeared themselves with clay.
Regarding the meaning of the word amabhongo ( sing. umbhongo ),
McLaren-Bennie gives the meaning as ' a bellowing, ar
booming sound ( 1963: 15 ). The term can also denote
' going one's own way ' ( cf. Rycroft 1962: 83 ). I was
given a meaning by a Xhosa friend, who said that amabhongo
referred to a person ' who made a lot of noise rather than
sense when he spoke, i.e. . farted rather than spoke ! !
I am as yet unable to come to any conclusions regarding
the actual meaning of amabhongo, especially in the context
of this song}
The melody is little more than a melodic phrase, which is
repeated over and over again ( cf. Figure 85 on page 490;

Ex. No. 6l on Tape 1b ). There is a similarity between this

rite ( ingologho) and one which was initiated by the Rhaca chief,

and was known as abagijimisi bokudla  ( ' runners of the food ' ).

According to Hammond - Tooke, this rite is analogous to the
Mpondo rite of ixoshombo ( c¢f. ch. 3: 109 ). Both rites
were performed for the protection of crops, particularly of
maize from blight. Hammond ~ Tooke gives a description of
this rite, in which girls smear themselves with clay, don
isikhakha ( Bhaca beaded aprons ) and run through the mealie

fields singing a special song ( cf. Hammond ~ Tooke 1962: 178 ).



Thereafter the girls throw the rotten cobs they have picked
while singing, into the river, ' and so get rid of the
blight '. There is no doubt that the ingologho rite must
have been recalled because of the serious drought conditions,
and the consequently ruined crops. Although I made extensive
enquiries, I was unable to obtain any more information about
it,

Another old rite, or rather its name and the idea behind
it, was resuscitated in Cacadu district in 1970, when a
group of young girls ( again of the intlombe groups )
arrived at the mission where I was staying, dressed in their
best dancing clothes, and performed a succession of circle
dances. The name of the original rite was ingilana, and it
was associated with the crops that had ripened and were ready
for picking ( the early crops, that is ). According to
informants, a ceremony was performed at this time, in which
girls donned skirts and bsads and performed a special circle
dance which accompanied the singing of intlombe songs. When
I saw this dance, it was being done in a new context: the
girls had come to the mission to perform it in order to
collect money for iKrisimesi ( Christmas ). They had given
the event the name of the older rite; I subsequently learnt
that groups such as these are very common towards December,
when young people dance in order to o.tain money for a

big Christmas party ( cf. Plates 64, 65 & 66: 801 ).

NOTES

1 If one assumes that amabhongo denotes something unpleasant

or disagreeable, then, in the contsxt of this song, it
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denotes the blight which has struck the crops,
following the drought. The song itself is one
of defiance and insult in which the blight is
personalized. However, this is conjectural.
The singers were unable to give me a specific
meaning for amabhongo, except to say that it
'meant something distasteful, not pleasing'.

Figure 85

A Transcription of the ritual song of ingologho:

Wen' utheth'amabhongo

490

( ' You are speaking amabhongo ' )

Ex. No. 61 on Tape lb. (No transposition)
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17. TIingoma zokwalusa ( ' Circumcision music '; Music of

the rite of circumcision ' )
In historical times circumcision was practised by all
Southern Nguni peoples, indeed by all Nguni peoples. It
is still practised today by all Cape Nguni clusters excepting
the Bhaca, Mpondom Xesibe and Ntlangwini. For reasons that are
not known, the Zulu discontinued circumcision during the reign
of Shaka's father or grandfather, and as a result of Shaka's
conguest of the other tribes in Zululand and Natal, it was soon
discontinued everywhere among the Northern Nguni. Zulu boys
undergo an operation at about nine years of age ( the string
under the foreskin is cut ) but this is not a ritual occasion
( Hammond — Tooke (ed ) 1974: 229 ).

The Mpondo used +to have initiation schools with
circumcision rites, of which Hunter writes:

'Formerly the Pondo had circumcision schools through
which every boy between 17 and 20 passed. Chief Faku

( who died in 1867 ) during his reign prohibited these
schools. His heir, Mgikela, was not circumcised. In
some districts schools were held secretly, but those
discovered taking part were fined. The reason given

for the prohibition by Pondo councillors at the Great
Place of the Paramount Chief of Eastern Pondoland, and
three other independent informants, was that boys cir -
cumcised were often very ill. . . .

In giving evidence before the Native Appeal Court Pondo
assessors stated that it was dropped because Mgikela,
owing to a physical infirmity, could not be circumcised.
It is significant that the custom was dropped just at the
time of the Zulu raids, when all the men available were
needed for fighting. Circumcision incapacitated possible
fighting men for a period. Whatever the reason for
dropping circumcision, the schools have practically
disappeared from Pondoland. Only a small Pondo clan,

the amaNganda, which at the time of the stopping of
circumcision lived in Thembuland and only returned to
Pondoland after the annexation, and a few Pondomise and
Fingo groups living in Pondoland, retain it. Scattered
Fingo send their sons to relatives in other parts of
Transkei when the time has come for them to be circumcised.
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But the schools are no longer a factor in the life
of most adolescent Pondo. . . ( 1936: 165 ).

Nevertheless, Mpondo young men are starting to circumcise

again, as are the men of other tribal clusters who

formerly did not do so. 1In 1969, there was talk of the

construction of small lodges for initiates on the out -

gkirts of Umtata. These would be modern ' prefab !

lodges where circumcised youths, even though they may

have had the operation performed at a hospital ( as many

do ), could stay for a while in semiseclusion. I do not

know whether this plan was actually carried out.

Hammond - Tooke has pointed out that, although the Bhaca

do not practise circumcision, their neighbours the Hlubi

have elaborate initiation ceremonies in two locations, and

many Bhaca boys join the lodges each year. Also, the Mpondo

are starting to circumcise. The same writer states that the

scorn of the girls is an important factor among the Mpondo,

but not among the Bhaca ( Hammond — Tooke 1962: 81 - 82 ).

Xesibe informants told me that many of their young men

undergo circumcision: ' They go to the hospitals for this;

most of them are going because they know it is good for them '.
Circumcision among the Cape Nguni takes place when boys

have already reached puberty, thus they are already young men.

Circumcision itself is 70t merely a physical operation, it is

an initiation into full tribal membership, and marks the

transition of boys from social boyhood into manhood. A boy

remains a boy ( inkwenkwe ) until circumcision, no matter what

his actual age. Thus the attainment of physical manhood and



legal manhood are quite different realities. A boy never
associates with men ( amadoda ); he is never addressed
with the term reserved for a man ( indoda ), nor can he
get married, a rule which is strictly adhered to. Neither
may he sit with the men in council. Also, there is a
recognized standard of social behaviour that does not
apply to boys ( cf. Hunter 1936: 476 — 477; Wilson (ed )
1953: 1995 Soga 1932: 247 ).

Among certain other Bantu tribes circumcision took
place even before puberty ( cf. Eiselen 1929: Ashton 1952
A6ss ); Cook 1931: 5lss ). Among the Cape Nguni however,
boys had to have at least reached puberty. From a
political point of view, circumcision rites among the Nguni
in Southern Africa were less important than elsewhere in
Africa where, for example, boys were initiated into warrior
groups upon whom the security of the tribe depended.

The details of circumcision rites differ from cluster
to cluster ( and even within the same cluster ) and from
generation 1o generatioﬂ, as can be learnt by comparing the
accounts given in the literature referred to above. The
general pattern is, however, the same among the Cape Nguni..

Circumcision normally takes place in the early winter
when abundant food suppliés and beer are available. A
circumcision school has only a small number of boys, the
whole ceremony being a local affair and the boys of one area
are circumcised together. Sometimes there is only omne
candidate. I was allowed to enter a seclusion hut where I

spoke’ to one of two initiates who had been circumcised that
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winter. The other had caught pneumonia and was hos —
pitalized. Preparations are not an involved affair, A
father of one of the candidates is appointed by agreement
of the parents to be the ! principal host ' or umnini
sisusz. Prom his home comes the food for the boys in
seclusion; he is also responsible for the_fulfillment of
the customs ( Soga 1932: 250 ).

A guardian ( ikhankatha ) is likewise selected; his
principal task is to dress the boys' wounds, hence a
knowledgeable man who knows the leaves reputed to have
healing properties with which to bind the wounds, is chosen.
Again, the ' surgeon ' ( ingcibi ), a man known for his skill,
is appointed. None of these officials belongs to a recognized
group as, for example, do the diviners. Finally, preparations
are made for the building of the seclusion hut ( ithontho/

ibhoma/ibhuma/isuthu ), in which the boys will stay after

circumcision, and white clay is selected with which the boys
will smear their bodies and faces daily during seclusion,

The white substance is éometimes obtained from a certain stone
which is in plentiful supply in the surrounding mountains.

This stone is rubbed against another, larger stone, being
dipped in water from time to time. The resulting white ' clay °
or ' paint ' is called ikoda which, I was later told, is a
hlonipha word. During the seclusion period there are no
formalized ceremonies; +the candidates usually go about draped
in blankets. They are easily recognized by their blanketed

appearance, and by the long stick they carry, to which are

attached numerous handkerchiefs, gifts from their girlfriends.
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The initiate to whom I spoke ( and whose singing I recorded )

did not venture outside very often. The weather prevented

this - it was bitterly cold and snow lay thick on the ground.
The first step in the actual ritual is taken when a

prescribed sacrifice ( uku — ngcamisa ) is made at the home

of each boy on the day preceding circumcision. If a chief's
son is among the candidates, then the sacrifice is made at
the homestead of the ' principal host ', and is known as

uku - bingelelwa ( ibid. ). This sacrifice involves a feast,

and a few chiefdom clusters hold a special dance known as
umgubho. According to informants, the Thembu and Bomvana
people still hold umgubho on the evening before circumcision,
It is attended by all age groups, and the boys are given
blankets or karosses ( sheepskins ) which they will wear while
in seclusion, and which arc burnt along with the lodge at its
end., In the past, a special type of dance was held, called
umguyo, but this appears to have been discontinued by most

of the Cape Nguni clusterF practising circumcision. The name
is retained in the ritual song sung by the older men, before
the rite is performed, and at the burning of the hut at the
end of seclusion. Some informants volunteered information
about the name umgubho. They stated that it derived from the

verb uku -~ gubha , meaning ' to shiver, and to bathe ', and

that it alluded to the event that was to take place the next
day, namely the rite itself. To quote one informant, ' This
umgubho is a splendid affair, and all the people dress in
full tribal dress. There is much dancing and singing. But

in spite of this the boys are always aware of what is waiting
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for them the next day, and so they cannot really appreciate the
feasting. The name of the feagt reminds them that tomorrow

they will have to take a cold bathe in the river, and this

will not be the only thing tﬁat will make them shalke; they will
also shake with fear, though they will never show it '.

The boys are required to endure the circumcision manfully,
i.e. without a cry, and with an expressionless face. When the
boys are led to the place where the actual operation is carried
out, they are escorted by men and boys who sing and leap about
and shout cries of encouragement. At this stage the older
men sing the very old ritual song of circumcision - uSomagwaza =
( * the father of cutting ' ).

A period of seclusion ( or semiseclusion ) of from two to
three months follows circumcision { ia actual fact the period has
been shortened and today about four to six weeks is the normal
length of time spent in the seclusion ' lodge ' ). This
information came from Khedamile Johannes Asiya ( isiduko Cedume ),
on- of the initiates I spoke to in the lodge. He was my main
informant on what young Aen today think about circumcision. He
told me that the usual period of four to six weeks was also
observed by initiates of other chiefdom clusters ( Asiya is a
Thembu ). The first eight to ten days is a time of severe
privation, no liquids and only dry food being allowed. This
is the period during which the wounds require the attention
of the guardian. In former times, when the rite was carried
out in its entirety, boys spent their time learning to sing
formalized songs which were taught them by their guardian.

Khedamile said that he was told by his father and grandfather,
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that these had becn ' special songs ', some of them with
war themes, but he could not reveal much more aboul themn.
Today no such singing takes place. According to Khedamile,
the operation itself and lLie s-~clusion period are the most
important parts of the rite; all the music and dancing
which were held up to about 19%3, had heen discontinued
largely for economic reascns, His information supports that
of other independent informants in other areas of Transkei,
Ciskeli ard the Bastern Cape.

The periocd of privation terminates with a sacrifice at
the seclusion lodge, a goat being slaughtered. There is also
the ' burning of the lodge ' ceremony which takes place,
as newly initiated youths ( ikrhwala pl. amakrawala, lit.
' new, inexperienced, beginning to ripen young men ' ).
This ceremony is preceded by ritual ablutions in the river,
and, at the feast itself, formalized speeches and the praises
of the initiates which are celsbrated by an official praiser,
The youths are given ne; clothes and olankets, and their faces
are painted with red clay, a procedure which they keep up for
some months. Fortunately I was abls to attend several umphumo
ceremonies. On one occasion, I inadvertently and literally
drove into a vést crowd of men and boys who carried sticks and
spears, and who were shouting at something or some people in the
midst of them. I was forced to stop my car and wait for the
crowd to move on, which they did. As they thinned out, I
saw that the objects of the shouting were a group of naked

youths, who were being ' driven back ' to the homestead by the
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crowd of people, as is the custom. An elderly man came up
and asked me to remain in my car, which I did. He told me
that on this sort of occasion the presence of women was not
permitted, but he invited me to the umphumo ceremony which was
to follow. He took a dim view of a White middle - aged woman
who was having hysterics in a truck, a few metres away from

my car. 1 subsequently spoke to her, and learnt that she had
veen living in the district for some years, and that from
experience, knew that the young men were ' very excitable

at such a time ', and she had never become used to it.

The performance of certain songs and dances commonly
occupied a considerable part of the seclusion period; there
were the umishilo dances, the special dances performed by
initiated youths ( abakhwetha Y. The initiates donned a
special ornamental dancing dress - grass skirts resembling
the tutus worn by ballet dancers, and elaborate headdresses =~
and painted the exposed areas of their bodies with clay of
different colours ( cf. Cook's description of Bomvana umishilo
dances { 1931 ) and Soga ( 1932 )} for the Xhosa version of the
dance ).

Apparently in the past there were dancing contests between
rival schools of initiates. It was during the perlormance
of the um*shilo dances that the women beat the inggonggo
' drum ' and sang special sougs, two of which are still sung
today at the ' coming out ' ceremonies. There is no doubt,
however, that these dances have been discontinued for economic
reasons, as 1 have already stated.

Although I tried to track down these dances through numerous
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informants all over the Cape Nguni areas, ] was never success -
ful in witnessing them. They simply did not take place.
The last umishilo daice was held in Xhorha in 1963, I was
shown a ciné film of this dance by Mr George Davis of Elliotdale
village ( 1962 ), and it was enough to make me regret that I
was unable to witness the real thing. The holding of such
dances regqguires a great deal of money, to provide food and
drink for the hundreds of people that attend them. The
successive droughts 1in many parts of the country made such
dances impossible. Many's the time I ' criss - crossed !
from one district to another overnight, on being informed of
possible dances, only to arrive and find that no dancing and
therefore no music was to be performed.

I learnt of three umtshilo dances that were arranged
by certain persons who wished to photograph them with a view
to publication. Ono man offered to arrange such a dance for
me at a cost of R100 { £50 ) but I declined the offer.
Khedamile, and two other abakhwetha +to whom I spoke in Xhorha
district, and three othérs in Umtata district, viewed umtshilo

dances with some scorn. ' Asifun' umtshilo ' ( ' We do not

want umtshilo ' ) +they said. To them it was a waste of time
in this modern age, and totally unnecessary.

The umtshilo dance is possibly one of the most widely
known tribal events in Southern Africa. 1 found that any
mention of the Xhosa ~ speaking people elicited a remark like
' Oh yes, those people who dance with those ballet skirts !
from White South Africans. It would seem that, although the

dance has not been performed for many years, it is so well =~



knowa +that Whites in South Africa identify Cape Nguni

( particularly the Xhosa ) with this dance and little else.
Articles and photographs appear from time to time in
magazines, in which the most glamorous descriptions are given
of the dance and the rite itself - and in which also the
photographs, if they are too revealing, are blacked out!

The facts as given in som- of these articles are, to say the
least, ridicalously incorrect. For example, in one article,
the rite was referred to as ' the painful process of becoming
a4 man ', which is still performed because ' even the modern
Xhosa must submit to the primitive traditions of the past to
be accepted by the tribe '. The rite ig also ' one of the
most solemn and secret rites of the great Xhcsa nation ' and
has almost never been witnessed by White men '. ( I kaow of
at least twenty White men who, in two years, witnessed the
event three times in one part of a district ). Great emphasis
is laid on the ' coming out ' ceremony in the same article

( to which I am referring ), especially on the gifts received
by ' the new man and his family '; to quote, ' thirteen bottles
of brandy, an unlucky number even 4o the Xhosa -~ so one had
to be broken '. Finally, the article tells one that the rite
' is now dying out among the Xhosa, for it takes a brave man to
go through with it '. As if this was not enough, the article
concludes that the ritual which had been described was

* unusual in that the young man undergoing the ancient ritual
is a highly intelligent young man who is studying to be a
teacher ' ( Scope, April 6th 1973 Y.

This and similar articles, and even programmes prepared for
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television, are intended to tell the public all about the Africans



in Southern Africa. Unfortunately, experts ou African life
and custom are never asked to contribute articles and
programmes; instead, sensation -~ seckers are armed with
money and cameras, and sent off to the ' bush '. They return
with pictures, and texts which are not only grossly inaccurate
but belittle the people concerned. T think that this is done
deliberately., The initiation of a ' witchdoctor ' was the
subject of a television programme, and also of an article in
another popular magazine., In both, emphasis was placed on the
sacrificial killing ( camera close - up of beast, and facial
expression of the sacrificer ) and certain gestures made by
the initiates. The reaction of the public was not surprising;
while a few praised the programme/article, the majority
criticised the publicising /publication of such an occasion,
as they were ' so savage ' that they were not suitable for
children, who also saw and read both media., Some of these
persons threatened to stop subscribing to the magazine. Others
again commented on the ' dreadful practices ' done by the
' BLack man ' as being ;ufficient reason for justifying
apartheid: ' We Whites cannot be expected to condone such
practices, so better that we keep apart from the Black man,
and keep our laws of segregation '. This sort of attitude is
held by a large percentage of White South Africans of both
language groups. As a researcher, I constantly came up against
it, thus these sort of remarks are nsver a surprise to me.

The two songs mentioned by Soga in connection with the
umtshilo dances, Mhala's song and the umyeyezelo song, are still

sang today at the umphumo ceremony. Mhala's song, ( ingoma ka
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Mhala ) is apparently a ritual song, dedicated to the
ancestral shades. It is a song of ' asking ', and is also
suang at the commencement of seances held by diviners, Both
songs are sald to be ' very old ' and are referred to as

' the songs of the old pzople ' ( iingoma zaBadala ). Some

of my informants, who were old men, said that these sougs
are among the ol est, if not the cldest, songs in the Xhosa
musical tradition. Soga meantions Chief uMhala, who was a son
of Wdlambe, of the Nggika tribe of the Xhosa cluster, in
connection with the War of the Axe { Sixenxge, 1846 — 1847 ),
( Soga 1930, and 1932: 258 ). uMhala { whose name means
' the wild cat ' ) apparently made some miraculous escape
from the British during this particular war. He was said
to have always refused to attack the British in the daytime,
because ' I am surnamed the wild cat ' —= a creature that
tra els at night, not in the daytime.

Both Mhala's song and umyeyezelo are sung by people of
the Xhosa, Thembu, Mpondomise and Bomvana clusters. Tie
Mpondo have taken over Mhala's song, as they have the ritual
song of circumcision - uSomagwaza - which is performed by
the older men just before the rite is performed, and again when
the seclusion lodgs is burnt. Both songs have been incorporated

into the Mpondo category of diviners' music.

The recording of circumcision music presented problems.
Firstly, many of the songs are no longer sung today, because the
events they accompanied have been discontinued { e.g. umtshilo
dances ). Recordings of this music were eventually made at

several umphumo ceremonies, where the songs were sung independently



503

and unaccompanied by any formal dancing. At some of these
celebrations, the wonen ' played ' at being abakhwetha by
performing the movements of the umtshilo dance, which
showed their acquaintance with the style. Beer songs were
also sung, havin~ been adapted and arranged for performance
in the new social context.

The ritual song of circumcision, uSomagwaza ( commonly
knowa as uamguyo ), is still sung today, in the contexts which
I have already mentioned. Since women are not permitted to
witness these events, I was unable to record the music in its
rightful context. Three different recordings were made on
different occasions, when I spent much time talking to the
older people about music and other topics. In each case, the
singers ( older men who traditionally perform the song ),
assured me that their performance was as authentic as it could
be; thus I have to take their word for it. For these, and for
other reasons ( the restrictions mentioned in the Prefacé ), my
assessment of circumcision music, and its comparison with other
styles of Xhosa music must, inevitably, be incomplete.

The tempo of this music is much slower than that of most
Xhosa music, and ranges from Jd - 56 = 80 M.M., The umtshilo
dance songs have a tempo of 56 - 58 (c)) M.M. which is retained
throughout with metronomic accuracy. Umphumo songs, including
the modified beer songs, have a quicker tempo: A = 66 - 69 M.M.
These songs do not accompany any prescribed dancing; singers may
perform ' solo ', i.e. execute improvised steps and movements
ad. lib. Ths metrical patteras of the umtshilo songs are based

on a sequence of four (4) or { 4 + 4 ) minims, and 4 dotted
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minims = strophe duration. Apart from +the ritual song, the
basic metrical patterns are expressed explicitly by beats on
the ' drum ' type instrument, usually supplemented by handclaps.
Claps d4id not accompany the umtshilo songsj these were formerly
accompanied only by the steady beating of the inggonggo by
several women, who held the stretched hide off the ground with
one hand, and beat it with an ornamentally carved stick ( igoga )
held in the other hand. Today a piece of sail -~ cloth is used
instead; it is placed flat on the ground, and the women sit
back on their heels around it, and beat it with maize stalks or
suitable sticks. 1If no piece of sail — cloth is available
( and it seldom is, because it is expensive and a piece is also
hard to come by ), a cardboard box is used instead, being
flattened out and beaten in similar fashion.

Figure 86% on p. 505 gives the total structure or strophe

of the ritual song ( umguyo = uSomagwaza ), which is not

accompanied by ' drum ! beats. Small crosses in the
transcription denote claps which were provided by a few
onlookers who witnessed tHis performance., ( Ex. No. 62 on
Tape 1b ).

Performance: As the men sing the descending melody, they
walk in single file with the legs quite far apart, and with
heavy steps. They sway as they walk, alternately bending
forward from the waist, and back again to the former upright
position.(_gf. Figure 86bon p. 505 , where I have tried to give
some indication of these movements by means of stick figures Ye
It is intecresting to note at which points in the melody the

downward movements occur ( indicated by Up and Down in Figure

86°).
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Figure 86 (a) : transcription of uSomagwaza ( ' The
Father of cutting ! - ritual song
of circumcision ceremonies.

Pitch: (No transpositjon) Pitch rises a semitone during
Strophe length: 12 X (6 x d ) performance
Mode: Hexatonic ( two major triads based on B and A; the
3rd above B root (D¥ ) is absent ).
Tempo:
= 69-80 (& = 138 - 160 ) M.m.

This song is not accompanied by the inggonggo 'drum'; the
claps were performed by onlookers.

Ex. No.52 on Tape 4b
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On the syllables Ye So ~ ma ( sung by the second leader )

the men inhale audibly to the sound hoooo; as they do so

they bend forward from the waist, and so there is a downward
movement of the body. The point of tension ( inhalation )

is followed by an exhalation on the syllable gwa —, sung very
loudly. At the same time the men swing their bodies upward

and kick upward and outward with the right leg. Thereafter

the whole pattern of music and motor movements is repsated

antil the cong ends. The sound of the music ( the vocal style
in which it is sung ), and its structure ( its descending
melodic line with the climactic point at the beginning of the
line, expresses the tension and relaxntion of the physical
movements made by the singers. What is more, these two
conditions are expressed to some extent in the concepts
anderlying the production of the music. Circumcision is
probably the most important event in the life of the Cape Nguni
male; it is the rite in which he is ' made a man ' and when he
i1s supposed to be ! brough? into a real relation to his ancesiral
spirits ' ( Soga 1932: 248 ). The rite has to be endured
stoically, as also the eight to ten days following it, which

are physically very uncomfortable indeed. The music, or rather
its sound, and the movements that accompany it, not only reflect
this important event, but comment on it in an eloguent and
compelling way. When singing, the men hold themselves rather
stiffly and when they stoop downward, it is as if they do so with
difficulty; all this, together with the wide - legged gait they

assume, gives one the very definite impression that the singers

are bracing themselves, as if to encounter a difficult situation.



507

Thus the music, and its mode of performance, comments on and
reflects the social situation which the initiates have to

endure stoically. My Thembu guide was not exaggerating when

he told me that ' there is more to this song than you would
think ! ( James Ggoba, August 1969 ). Two elderly informants

( men ) told me that the wide ~ legged stance assumed by the

men as they sang, was a simulation of the way the initiated boys
had to remain sitting for some days after the performance of

the rite. ' They have to just sit there with the legs apart,
and that's about all that one can do; on even sleeps in that

position '.

According to Soga, Umyeyezelo was sung at two different
events: (i) at intonjane ceremonies where it formed the
' opening dance song ' of the three ~ movement mens' umdudo
dance, which was performed every day for several days, and
(ii) at the umtshilo dances of initiated boys, where it was
performed before the actual umtshilo dance songs, of which

Soga quotes two other important ones ~' ingoma ka-Mhala

and umQolo we—Namba ' ( Soga 1932: 219, 258 ). Soga's comments

on the umyeyezelo song are interesting:

'The first of these songs mentioned has to cultivated
ears no music in it whatever, and yet to the Bantu it
is the most commonly used of all' ( ibid. )

Kropf, writing forty - two years before that, comments even
more derogatively, and compares the sound of the music with
the buzzing of insects:
'Sie bewegen sich dabei bald rickwdrts, bald vorwidrts
wiegend, bald nach dieser, bald nach jener seite nach
dem Takte der Musik, die die Frauen mit dem Munde zummen

und brummen, begleitet von den Paukenschldgen auf dem
harten Oschenfell. ( They move themselves now backwards,
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now forwards swaying from one side to the other to
the beat of the music, which the women, who zuzz and
buzz with the mouth, accompany with drum strokes on
a hard ox - hide ' ( Kropf ;889: 125 ).

I heard umyeyezelo performed six times, on six different
occasions far apart in time and locality ( Cacadu, Engcobo,
Mcanduli, Xhorha, Gatyana and Centane districts ). When I
heard it for the first time, affer some six weeks in the
field, I thought: I have not heard any Xhosa music quite
tike this. Thereafter, whenever I heard it I was able to
identify it immediately by its sound, which is quite different
to the sound of other umtshilo songs, and of circumcision music
in genefala

This difference in sound is explained by the concepts
underlying the production of that sound, which differ from
those underlying the production of less important dance songs.
Umyeyezelo has a special function in the category of circumcision
music; it is primarily a ' rejoicing song ', a ' praise song '
for initiated boys who, througn its sound, are praised for
having attained manhood. 'Its secondary use was to accompany
the dancing of the initiates. It always opened the celebrations
which were held for the initiates and even today, it is the
first song to be sung at umphumo ceremonies, but it does not
accompany any dancing.

The verb form uku - yeyezela is used to describe all

music performed at umishilo and umphumo events, because ' it
is the most important music on these occasions ', {( Information

from informants ). Thus if one is told sizakuyeyezela

ngomggibelo ' ( li.t ' we will sing umyeyezelo on Saturday ' ),
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one can be certain that an umphumo ceremony will take

place, and that other types of circumcision music will be
performed as well as umyeyezelo ( cf. ch. 3t 90 ).

The song exhibits the general structural features of umtshilo
music — its characteristic rhythm and tempo ( 4 minims at

59 - 63 M.M. ). It is responsorially structured like all
Xhosa music, yet the polyrhythm which is a salient feature of
the old Xhosa music is negligible. ( One may compare the
transcription of this song ( Figure 87: 514ss) with the
transcription of another umtshilo dance song entitled

Ndinyeleni ndomile ( ' Give me something to drink, I am

thirsty ' ), Figure 89:524ss , which abounds in vocal
polyrhythm and polyphony ). The voices never establish

cross ~ rhythms with the main beats and with each other for
any length of time. The chorus part is committed to an
ostinato response; when the song leader and chorus sing
simultaneously, they sing mainly in synchrony. Apart from this
lack of real rhythmic intgrest, there also appears to be a
lack of any real melody. The core of any song is its me lody
set to words; +the essential feature of Xhosa music is the
varlation of this melody and/or its elements through the
process of polyrhythm. There appears to be no true melody in
the umyeyezelo song, which might explain the virtumal absence
of polyrhythm. In fact, there is a mzlody, but it exists only
in the mind of the song leader, who improvises on it in the
course of the song. Umyeyezelo is an example of continual
melody - improvisation; +thus, the performance of the song

depends on the presence of a good song leader who can fulfil
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this role satisfactorily. The entire song hinges on her
improvisations. When I Leard the song for the first time,
and remarked on it, my guide said that I was fortunate +o
have been able to hear such a good performance. The song
leader was a very old woman, and according to my guide, one
of the few old women who could ' still remember how +o praise
the boys properly with this song *.

It is no coincidence that the song leaders are invariably
old women, who assume the lead not only because they may have
good voices ( many do not, on account of their age ), but also
because they have performed the song so many times in their
lifetime that they know how it should be sung.

The song leader's improvisations are based on selections
from a number of patterns she has accumulated and drawn on, in
the past. ' I just sing more or less what I have always sung,
but make a few things differenf ' ( comment from one song
leader at Buku Mafufu's homestead, 6 = 7 = 69 ). The whole
song is based on repetitions of these patterns, in which the
miasic accompanies meaning%ul words, or vocables. The music
takes the form of melody - motifs or short melodic phrases,
some of which are sung in quasi - parlando style. One has the
impression that the song leader is sometimes speaking rather
than singing; groups of tones are sung with indeterminate
pitches, melodic phrases begin and end with spoken rather than
sung words and syllables; yet all these are fitted into
symmetrical regular groupings which synchronize with the
basic metre of the music. Thus, rhythmic interest lies largely

in the rhythmic relationship between the song leader's part,
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and the music's basic rhythm expressed by the ' drum ' beats.

A deliberate attempt to delimit vocal interplay is seen
in the distribution of the musical roles; although the
song is always performed by a larg~ number of women ( 25 -~ 30
is the ideal ), there are never as many voice parts ( melodic
phrases ) as there are singers. The song leader has the
leading musical role, while the chorus comments on her
improvisations. One could regard this song as being of the
more virtuoso songs in the Xhosa musical repertoire, virtuosity
lying in the song leader's ability to improvise ingeniously
and to present the song satisfactorily.

A study of the transcription ( Figure 87: 514 - 518 )
reveals that only a fixed number of melodic patterns is used
in the course of the song. The song leader's melodic phrases
derive from the harmonic sequences that are produced with
the hexatonic mode, the mode in which most if not all
traditional Xhosa music is set.

The chorus proceeds with systematic cadences at the end
of every repetition of th; strophe, suggesting the shifting
tonalities which underlie all Xhosa music. Thus the chorus
provides the tonal/harmonic background against which the song
lrader sings her improvisations. In doing so, the chorus gives
not only tonality, but also meaning to the solo vocal part.

The words of the improvised text comment on the social
situation, the initiation, and include an indirect request for
beer! During the performance, Praises ( ukubonga ) and

rejoicing sounds ( uku — kikizela = ' ululations ) and Calls

are made by individual singers. The beginning and end tones



512

of the Praises and Calls always agree harmonically with

the total pattern of the music. The same applies to the
statement '*utterance?® made by a second ' solo ' singer

( 82 in the score ), whosc melodic phrase carrying the words

kwenjenjalo ( ' It has always been so, like this ' ) also

inclides a slightly sharpened initial tone A.

According to Xhosa opinion, umyeyezelo is a ! praising,
rejoicing song for abakhwetha., It praises the boys for the
courage they showed when being made men, and our singing of
the song is a sign that we rejoice for them '. As a ' Praise
song ' , it offers a musical parallel to the non - musical form
of izibongo ( Fruises ). The latter are characterized by
the rapid declamation of largely improvised words and
pharases in & series of descending statements. By extension of
this idea, one could regard umyeyezelo as a musical form of
izibongo. It is characterized by the slower declamatory singing
of largely improvised woids and phrases in a series of descending
melodic phrases. Just as a successful performance of izibongo
relies on a skilled profeésional performer, who uses the
medium to demonstrate his artistic, virtuoso abilities, o
does a successful performance of umyeyezelo rely on a song
leader who, although not a professional, must be both a skilful
improvisor and a good leader. This fact explains why the song
was not sung at every umphumo I attended; +the people insisted
that they had no - one to lead them. It also explains why,
when I paid a sudden visit to Bomvana country ( Xhorha/Gatyana )
to attend a special umgidi ( feast for initiates ), I had to
wait another three hours for the acknowledged ' champion '

song leader ( intshatsheli ) to arrive and lead the song. The




513

people refused to sing without her; indeed they said that
they could not sing this song at all without her.

Umyeyezelo illustrates very well the very close
relationship that exists between form and content, i.e.
between musical sound, and the social situation in which it
is performed. If one is not aware of this, one will not
realize whv such a song sounds the way it does, and why its
sound differs greatly from that of other songs belonging
to the same musical category. The unique sound of EEXQYEEELQ
( which even Soga acknowledged, although it did not appeal
to him ) is more easily explained when one understands the
concepts underlying its performance. Although the song is
music, because it is sung ( - vuma ) by several persons, and
the roles of song leader and chorus are clearly defined, it is
also a ' Praise song ' for abakhwetha, and in this it
approaches the non - musical category of izibongo. I
suggested my rather tentative opinions to many people, in
particular the elderly women who usually sang the song.

When I also asked whether #this song could perhaps be likened
to the izibuliso ( ' Praise songs ' ) which are sung for
eminent persons such as chiefs, and important headmen, the
women said that it could not. The reasons they gave were
based on the style of the music, and I cuote the comments of
the spokeswoman of one group to whom I spoke: ! Umyeyezelo
is done by a woman ( umhlabeli ) who sometimes sings like she

speaks, and you do not get this with izibuliso, where it

is all real singing with the umhlabeli and chorus singing a

lot '. Another woman in another group to whom I spoke,
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Figure 87

Circumcision song: Umyeyezelo ( lit. ' singing ye-ye=ye ' ) =

a rejoicing/praising song for initiated boys. It originally
accompanied their umtshilo dance, but today it is sung at
'coming out' ceremonies ( imiphumo ) held for initiated boys.
The inggonggo 'drum' was beaten by singers as an accompaniment
to their singing, but nowadays a substitute'drum' is used.

In this performance, the singers ( older married women ) beat
a piece of cardboard with maize stalks,

Pitch: ( this rises a semitone ): Present "C¢" = original G
rising gradually to A flat.

Mode: Hexatonic (<« two major triads based on roots E flat and F )

" — Ex. No, 63 on Tape 1b
) 4

pA N —
Strophe length: A X 4
Tempo: & = 59 - 63 M.M,

The words of the text ( which are mainly improvised, exceptions
being two phrases which are 'fixed' elements in the song ), allude
to circumcision ceremonies, which today have no umtshilo dances.
The whole affair is celebrated in an attenuated form nowadays.

H6 bantu baséfizini, whé wéwayé, Ho! people at the homestead, ahoy!

Béntu bédséMzini, people at the homestead,
Yémizi k& baw' ungingisa It is at father's home that he
amétholej is going to help catch the

young animals;

Hé kwénjénjédlo, héma-—a, It has always been like this,

thing, (from the old days), ah me, with us,
Ye b&tsho bénk' &blntwana All the children declared, they
&bathédndayd, who are loved,

Kanti uvéd kinjéni? Nevertheless, do you see

how it has been shortened?

( trans. N Q Dingiswayo ).
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Figure 87 : Umyeyezelo
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Chorus continues with its fixed phrase, while the song
leader repeats patterns nos. 4 = 5 ( with ' fixed'

and
characteristic phrase of the song ). Thereafter:
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actually described the song as ' ingoma yokubonga ' ( a song

of praising ' ) -~ the one and only time I ever encountered
thic description, 1In view of this evidence, I think my
conclusions above are valid, as they were accepted and
confirmed by the people themselves, An awareness of these
concepts therefore, explains why, in the category of circum -
cision music, and in the whole musical tradition of the

Cape Nguni, there is no other song quite like umyeyezelo.

I have included the transcriptions of iwo circumcision
songs so that the reader may compare them with the umyeyezelo
congs. ( Th transcriptions provide the main patterns.only, as
the performances were very extended and included numerous

repetitions ). The two songs, Ndinyeleni ndomile ( an umtshilo

dance song, Figure 89: 524ss) and He ninonke ndingalamba ( ' Ho,

all of you there, can I be hungry? ! ), an unphumo song, ( ctf.
Figure 88: 521-3 ), represent circumcision music performed at
the umphumo of initiated boys. They show the usual structural
features of Xhosa music, but have the characteristic rhythms
and tempo of circumcision'music. The polyrhythmic principle is
applied extensively in both songs. He ninonke . . is in fact

a beer song, but is frequently performed at imiphumo. Its
basic metrical pattern ( 4 + 4 dotted minims ) which underlies
many beer songs, is beaten in iseyile at a much slower tempo,
to conform with the slower tempo of circumcision music.

Umphumo pl. imiphumo are very grand beer drinks at which meat
is also served, thus one cannot say that the song is performed
in an entirely new context. The deliberate slowing of the tempo,

and the substitution of handclaps by ' drum ' beats are sufficient
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to bring the music, and its sound, into closer association
with circumcision music, and therefore with the institution
itself, which is celebrated at these ' coming out '

ceremonies.



Figure 88

Extract from a Beer song adapted for performance at
umphumo celebrations:
He ninonke na ( ' Hol all of you there ' ) Ex. No.64 on Tape i}

Pitch: Present "C" = original Bflat

Mode: hexa-based pentatonic (< two major triads based on

roots D and C; the 3rd above D root ( ¥ ) is absent.
Strophe length: A.X8 Tempo: A = 60 M.M.
Text:
Hé ninfnke na, Ho! atl of you there,
Ndingdlamba &bdnye Can I be hungry when others
batéle? are asleep?
Bhabh4d nélizwe, Struggle (for freedom) for the

country,
Bhabh& nidmizwe , Struggle for all the countries,
L6 'mfén' Gza némpi, That young man is coming with
‘ war,

Bdyazingbémbé, ngbmba, They are beating their chests,
kanjélo? is that not so?

(Trans. N Q Dingiswayo)

The singers ask whether, in such a situation of oppression,
the other men are sleeping. This is a political 'freedom-?!
song, usually sung at beer drinks, but adapted for_ umphumo.

It is an appeal to the 'new' men ( initiated youths ) to align
themselves with the fighters of oppression, not only in their
own country, but also in other countries on the African

continent.

Mode:
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88 ( ctd. )
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Figure 88 ( ctd. )
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Figure 89

Circumcision song ( sung at 'coming out' ceremonies ):

Ndinyeleni ndomile ( ' Give me something to drink, I thirst ' )
Ex. No. 65 on Tape 1b

Pitch: Present "C" = original AFlat; pitch rises a
semitone during
Mode: hexa~based pentatonic performance

Strophe length: d X8

Tempo: A = 56 M.M.

Fall text:
Ndinyeléni ndomile , Give me something to drink,
I thirst,
Yim&zi yintsikizi, It is the female rain bird,
Iyawakhila; It ought to be crying;
Hay' lé4médoda, Alas, this (affair) of men,
Iyakhéla, It is crying.
H&! wékhuphele, Aha} +there you poured it ovt
for them,
Wenzani sib&li? What are you doing, swaar?
ﬁkﬁggandikeléli, You must not tell me,
Kanti 1&ndodé indélile. Nevertheless this man has
rejected me,
(trans. N Q Dingiswayo)
intsikizi = the ground hornbill (Bucorfus cafer) or 'brom

vo&l' ( Afrikaans ). The Cape Nguni consider the bird 4o
be an evil omen, usually sent by a witch ( cf. Hunter 1936: 288 )
If the bird comes to a homestead, it means that lightning
will strike there,
There is an association of ideas in the text ( which
is largely improvised ): +the rain which will come when
the bird cries, and the beer which will flow when the singer
! cries ', i.e. sings,

sibali = from Afrikaans '"swaar" , meaning brother-in-—law.

Mode: The 3rd above D root ( F"
occurs only in a phrase
introduced by one of
the singers (83 in
score ) shortly before
the end of the perfor -~
mance ( cf. p.528:83 ).
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Figure 89 ( ctd. )
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18. Iingoma zentonjaneg/ iingoma zokuthombisa ( ' Music

of the girl initiate '/' music of the girls' initiation
ceremony ' )
All Cape Nguni girls undergo an initiation ceremony

( ukuthombisa )on reaching puberty. The initiate is called

intonjane ( from the verb uku — thomba, meaning ' to bud,

sprout, to menstruate for the first time ' ). The ceremony
is in the nature of a private celebration and initiates
undergo no physical operation., With the appearance of the
menses for the first time, the girl goes into seclusion in

a hut at her own home. Girls are sometimes initiated in
pairs, e.g. two sisters or two cousins, or two close friends.
The essentials of the ceremony have been described in detail,
being

' +« .+ .« the seclusion of the girl in a hut. . .

the observance of certain taboos during seclusion,

the use of bleaching agents on the skin, the per -

formance of certain ritual killings and rituval dances,

a ritual cleansing at the end of the seclusion, and

the behaviour of a girl for a period in her own home

as if she were a bride' ( Hunter 1936: 166 ).

The period of seclusion varies from three to six weeks;
much depends on the availability of enough food and drink to
feed the people who assemble at different times for the
observance of the custom, and for the women attendants who
are appointed to look after the girl. For this reason,
intonjane ceremonies are performed during the winter months,
when the harvest has been reaped and there is enough food and
beer, and plenty of time for leisure and music,

On the first day of the seclusion period, the ritual

dance umngquunggo / umgquzo ( Mpondo ) is performed by the




married women of the homestead, and close neighbours.

According to Hunter, ' Any married woman, even thougn barren,

and any girl who has borne a child though she has never been
married, is eligible to take part in the dance. It is immaterial
whether the performer herself has been ukuthombisa ' ( ibid. ).

One thing which struck me, when comparing the groups of
Thembu and Mpondo women who performed the dances on different
occasions, was the marked difference in their relative ages.
The Mpondo women were at least twenty years younger than their
Thembu counterparts; indeed, had they not worn their hair asv
do married women, I would have taken them for teenagers. I
commented on this to my guide, who conveyed the remark to a
group of women who were standing a small distance away,
watching the dance. Two of them came up to me and told me that
some of the women did not have husbands, but nevertheless were
eligible for performing the dance. One of them added, ' It's
not having a husband or marriage that counts in this, it is
whether a person 1is a Virgin. No virgins do this dance ',

The ritual dance was performed twice daily during the
seclusion period up to some twelve years ago. Today the dance is
performed only at the beginning and the end of the seclusion
period, and performances during the period depend on there being
enough food for the people who may attend.

The intonjane remains behind a screen ( a reed mat or a
blanket ) in the seclusion hut, and never leaves it during the
day. She may leave it only at night, to relieve herself. Young

people Of the girl's own age gather in the hut at night and sing
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and dance the whole night long ( this is the intlombe youth group ).



They retire in the early hours of the morning ( - metsha,

as is usuzal ), and resume their singing and dancing the

following night, or another night which has been agreed upon.
The performance of the ritual dance is essential; the

people say that if it is not done, then the girl has not been

properly ukuthombisa. As Hunter has pointed out, ' initiation

is definitely a preparation for marriage ' ( 1936: 70 ). It

happens, however, that a girl cannot be ukuthombisa owing to

the poverty of her parents or some other reason, and she may
marry without having undergoine ini“iation. Should anything
go wrong in her affairs thereafter, e.g. should she fail to
conceive, become ill, or should her family fall into trouble,
it is attributed to her not havine been initiated. She must
then undergo the ceremony, which is usually performed in an
attenuated form. I attended such a ceremony; the intonjane,
a young married woman, had not borne a child after three years
of marriage, and a diviner had attributed this to her non -
observance of the custom. At another ukuthombisa ceremony,
the intonjane was a womar with a sickly baby. She went into
seclusion after the birth of the child, as she had never been
ukuthombisa, and it was hoped that observance of the custom

would ensure that her baby would become stronger and grow up

healthy ( cf. also ch. 3: 107 ).
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The initiation ceremony undergone by Bhaca girls is referred

to as (i) umgquzo and (ii) umgubho ( Hammond - Tooke 1G62: 82 ).

According to Hammond - Tooke, umgubho refers to the feasting and

dancing at the end of the seclusion period and is used by
Christians to make a distinction between the traditional pagan

rites and the modified form of the ceremony practised by them.



The same author states:

'Indeed, today, with the majority of Bhaca nominally
Christian, or at least ' dressed ' ( estimated at
about 80 percent ) the original ceremony has undergone
considerable modification and the common term in use is
ipati ( Eng. ' party ' ) which stresses even more
definitely the break with heathendom. As informants
say, "VWe call it ipati because we no longer do it as
it used to be done. We just buy bread, make ijiki

( beer ) and kill an ox".

"The ipati is like the White man's twenty - first
birthday". It is thus only in an attentuated form
that the custom is observed today' (ibid. ).

The ceremony is not undergone by all girls, and some
do so only when they are married. Also, there are no
ceremonies on a tribal scale, and each girl uadergoes the
rite at her father's homestead. Seclusion behind a screen
in the hut is usual but is not enforced. The same sort of
dancing of young people takes place in the hut:

'. . . each afternoon the young people of the

location gather together and, after the stamping -

blocks used for preparing stamped mealies for the
feast have been removed from the store - hut,

dancing and the ' calling ' ( - bita ) of the

girls continue far into the night. . + Throughout

this time the initiate should remzin in the hut. On

the sixth or seventh day after entering the hut, the

initiate rises early ,Ain the morning and goes to the
river to wash. . .' ( ibid. )

"On the final day of seclusion, the umgubho proper
begins; it is also known as umjadu or feast, thus its name
and function a;e similar to the feast given at the end of
Mpondo girl. initiates' seclusion period. ' There is much
eating and drinking and musicj;: the concentration of young
people often gives rise to faction fights between'the
members of the ii.dlavini gangs belonging to the different

areas, usually having their genesis in rivalry for the

affection of the girls ' ( ibid. ). Hammond = Tooke also

532



533

points out the similarity between the initiation of a girl
and taat of the isangoma diviner, which is to be seen in the
use of the inyongo ( gall - bladder ), tasting of the imbetsu
of the sacrificial goat, and coils »of fat worn round the neck.
' In both cases th~ initiate is supported by friends !

( of. 1962: 82 - 84 ).

I did not encounter the modified ipati described by
Hammond - Tooke, and which was most common when he worked
among the Bhaca, thus I was unable to record the music
performed at such an event. Informants said that even these
parties were becoming rare, but were unable to provide
substantial evidence to support their statements. One of
my guides, a Bhaca social worker, agreed that initiation
parties were being discontinued, but added that they were
still being celebrated by ' some people, including Christians ',
Unfortunately I was unable to track down these affairs.

The umngqungqo / umgquzo dance is the most important

musical item performed at intonjane celebrations. It is the
only form of Cape Nguni éommunal music which is both sung and
dznred by people of the same sex — women. Furthermore, it

is performed by women of the same age set who are known as
amazibazana ( cf. Hunter 1936: 167 ). Among the Mpondo,

amazibazana can only come ' from the intonjane's mother's

side ( Mpondo informant ), i.e. her co - wives, sisters and
intimate neighbours, and the relatives of the father of the
intonjane may not be among this group ' ( Hunter loc.cit. ).
This dance is exclusive to women because the whole affair of

ukuthombisz is ' women's business ' ( indaba yabafazi ) .
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The music accompanying the dance is purely vocal,
being unaccompanied by any sort of instrument, or clapping.
Dance movements consist of ' walking ' and toe -~ heel
movements from right to left and vice versa. 1In the toe -
heel movement, the ball of the foot is placed on the ground,
followed by a heavy stamp onto the heel of the foot. ( This
is in no way like the galvanic stamping of diviners ). Both
these basic movements are accompanied by swaying from side
to side { the Mpondo women bend down from the waist ) and
slight muscle -~ quivering; the ' cadences ' at the end of
each repeat of the strophe are usually accompanied by a
spirited kick or jump which precedes and ushers in the
opening phrase of the strophe. As in most Xhosa dance songs,
particularly the traditional songs, everything is directed
toward the recommencement of the strophe, so there is no
true ' cadence ' suggesting finality in this music, as
there is in the Sound , for example ( gf, ch. 8: 619 ).

The women wear their most decorative dress: gored skin
skirts ( izikhakha ), or; if they do not have them, braided
skirts, which amplify and lend variety to the moving patterns
of their bodies as they sway and swirl in the dance. Beaded
neclklaces and arm - bands, ornate turbans, or headdresses
( Mpondo ) and other ornaments contrived from keys and locks
( very popular ) complete their dancing attire. Xhosa, Thembu
and Bomvana women adorn themselves with red, yellow or white
clay, and carry sticks with small flags attached to them, and which
they clash together as they dance.

The design of the dance is unusual, being circular, unlike
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the design of the other Cape Nguni dances, which are

' straight ' dances, i.e. the dancers perform in straight
lines. ( Even the intlombe dances are not strictly semi -
circular; +the dancers assume this formation in rows mainly
because the hut itself is circular ). The basic formation is
still linear, even though the dancers stand in semicircles.

I witressed a Qwathi intlombe group warming up for a
competition outside the hut, and even in these circumstances,
the dancers stood in rows or lines, i.e. in linear formation ).

I was unable to find any explanation for the design of
umngqungqo; people said it had ' always been like that '. I do
not think one can attribute the designs of dances to the environ -
ment in which the people live, although one might be inclined +to
do so. The Cape Nguni people live in both flat, open country, and
mountainous country. For instance, the Thembu live in flat open
country, compared with the Bomvana, whose country is gouged by
ravines., The Xesibe occupy both mountainous and low - lying flat
country, as do the Mpondo. Yet all the chiefdom clusters perform
both types of dance. It would be safer to say that the Cape Nguni
style of dancing, although not suited to its environment, may
not inevitably have been influenced by it. The umnggunggo
dance is performed out - of - doors, in the courtyard of the
homestead. Since it is usually danced by many women, a circular
formation may have been adopted because it allows for a large
number of people to group together in a confined space.

The dancers form circles, one within the other, the total
number of circles depending on the nunber of dancers present.

The performances of the dance are separated by dance songs
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involving smaller groups of dancers, who perform ' solo !
dances with more lively movements. { I noticed that one or
two women also ' spoofed ', i.e. danced in a deliberately
comical way, which drew much laughter from the other dancers
and the spectators ). These dance songs are also called

iingoma zentonjane , and include beer songs which are called

izidlalo ( ' amusements ' ). These are treated differently

in the context of girls' initiation ceremonies, by the
addition of a special dance formation ( on~ circle only )
and by the relinguishment of handclaps which accompany the
beer songs.

The melodies of umngqunggo are many and varied super -
ficially, although all are related thematically. The ritual
umnggunggo dance song has its own special melody which is
easily recognized, even when sung by different groups of
dancers of the different clusters, who treat the melody variedly.
The Mpondo _umgquzo ritual song is also easily identified. ALL
music which accompanies the umngqunggo dances is referred to

as ukutsholoza music ( br umtsholozo ), i.e. the ' rejoicing '

music which is performed at events connected with the initiation

of girls. Hence uku - tsholoza means ' to sing and dance at

ukuthombisa ', just as uku ~ yeyezela means ' to sing and

drum  for the abakhwetha' ( in the wider sense ). The
performance of all ritual institutional music is described by a
single word ( cf. Diviners' music pp. 57lss ).

The rhythms of umngqunggo songs follow closely the patterns
of activity they accompany. I have already descrived the two

main types of physical movement connected with umngqunggo
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( ef. p. 534 ); +their patterns indicate the basic metrical
patterns of the music. 1 have also described how I went

about recording the music ( cf. ch. 6: 234 - 235 ), but I

have not yet described how I improvised a method for securing
the basic metrical patterns of the songs. I did so in the
following way: 1 asked my guide to fetch a stick, and to

hold it next to me. T myself held another stick in one hand;

in the other hand I held the microphone. As the singers danced,
I watched their foot - work, i.e. their toe - heel movements,
focussing mainly on the dance leader and song leader. Each time
they made a toe - heel movement ( the movement is so quick that
it totals one beat ), I tapped the stick and at the same time

I spoke the direction into the microphone, e.g.

Figure 90:

R L R L R L R L R L R L

R.L. = Right - Left ( each movement involves a

toe-heel step to Right and Left
' respectively )

Although this method was improvised spontaneously, it worked very
well, even when more complicated metres had to be secured, e.g.

Figure 91:

Toe~-

heel J a e& J ss d J J A I‘ é d

on R L R L R L R L R L R

each
teat d L/i:f;;g
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For this reason, many of my recordings of the music include
also my verbal comments, but this was the only way I could
think of, at the time. When the wouen made any special
movements, e.g. lifting of the leg, bending of the knee of
the supporting leg, followed by a hard stamp on the last
beat of the pattern, I similarly described all this briefly
into the recording. It was not necessary to keep this up
through a whole performance, as I soon found that the patterns
were repetitive, and therefore the basic patterns of the music.
Umngqunggo is performed in two ' movements ' corresponding
to the physical movements of the dancers already described.
The first movement, in which the dancers walk alternately in
anticlockwise, then in clockwise ‘lirection, has a basic metre
of twelve crotchets ( crystallized into 6 mimims ) which
accompanies ( and follows ) the walking movements of the

dancers :

Figure 92

_AA_J_A.\_J_(),A_A_G\J__J_GU__L_Q)___A_
/\ vp\' Down uv\ﬁwn/u;\&mn/;?\‘pm \‘p Dowu

Right Left Right Left Right Left

The minim beats denote the steps upward followed by staps
downward onto the ground, which occur_between the minim bheats,
i.e. on what would be the crotchet beats. ( Cf. Pigure Ol which
is the transcription of an umnggunggo soag entitled Unoyongo /
Ulilongo ).{ Ex. No. 66 on Tape lb ). Transcription on pp. 539ss ).

The first ' movement -2nds with a last restatement of the main



Figure 101 (a), (b), (c) & (4d) : 239

ITtem of girls' initiation music ( iingoma zentonjane )

Unoyongo/Ulilongo  ( voluntary title ) = ritual

umngqunggo dance song, also known as a rejoicing song

( ingoma yomtsholozo ); Ex. No. 66 on Tape 1b

The song has no fixed text; the words are improvised by the
singers, who sing mainly vocables, This song was performed

by 300 - 350 women who danced in circles, one within the other,
The song has two sections:

(i) in which the women first walk in clockwise direction;
thereafter they change direction and proceed anticlockwise.

The music has a leisurely tempo which suits the walking
movements of the singers,

(ii) = tshetshelela ( ' to make to go fast ' ) section:

The women face inwards in response to the song leader's command
( "jikal" = 'turn, change' ), and perform a characteristic toe—
héel stepping movement.

Pitch: Present "C" = original D flat.

Mode: hexa - based pentatonic

Strophe length: Section 1@ 12 x ¢ Section 2: 10 X o

In this performance the women danced around a barrel of
beer; from time to time a singer stepped out of one of the
circles ( five in all ) and had a drink of beer. At one point,

a woman shouted "nditshetshelele" ( ' I did go faster ' ) and

made her way to the centre of the innermost circle, where she

proceeded to dance 'solo' ( - xhentsa yedwa ) by shaking and

making vocal sounds.
This particular song is known and sung by the Xhosa, Thembu,
Bomvana and Mpondomise in Transkei, and by the Mfengu people

living among or near these clusters,
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Rigure 101 (a)

Diagram represeting temporal relationship of solo and chorus

parts in the Thembu umngqunggo song: Unoyongo/ULiLongo

Chcrus phrase

-7
::// Start

Ho

Strophe lengths 12 X J

Tke song proper ( after the song leader's introduction )
comprises a strophe or cycle of 12 crotchets duration,
continually repeated ( though with some later melodic
variation ). The chorus phrase, with which the strophe
commences [ -an arbitrary choice ) occupies the first 5
crotchets of each cycle, resting for the remaining T. The
song leader's phrase of 9 beats duration starts on beat 4,
i.e. 2 beats before the end of the chorus ( which occupies
beats 4 and 5 ) and continues up to the end of beat 12,
being immediately followed by the next chorus re—eniry,

which begins the next repetition of the cycle.

Mode: Apparently pentatonic, but basically hexatonic
(< two major triads based on roots C and D ).
One of the 3rds is absent ( Fsharp relating to

root D ), thus giving the appearance of pentatonic
tonality.




Sl. start

Diagram representing linking of lst and 2nd 'movements!

in the Thembu umngqungqgo song, Unoyongo/Ulilongo .

Figure 101 (b)

Chorus start: Mov. 2.

of Mov.2
strophe

(4= 90)
Sx 4

’& (JxﬁJ A_A)
A (4= )um,

A = exactly half <the strophe or cycle of Mov. l, during
which the song leader introduces the 2nd ( '~tshetshelele' )
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movement. The metric divisions are indicated by the unbroken

thickened lines ( s ).,

B = exactly half the strophe of Mov. 2; the metric divisions
are indicated by (icecsecee =).

The song leader introduces the 2nd movement at almost the same
point at which she entered in the lst movement ( only a quaver
beat earlier ). The Introduction has a duration of 6 and a half
crotchets, ending on the 6th crotchet beat of the first strophe
(Mov.1l). Immediately thereafter, on the following crotchet beat,
the song leader commences the strophe proper of Mov. 2.

This has a basic metre of 2% d d d (d = 90 M.M. ).

The chorus part enters exactly mdiway between the 2nd and 3rd .
minims of the basic metre.

While dancing this faster 'movement', the dancers faced
inwards -

The song leader prepared the 2nd movement by shouting "Jikal"
and "Tshetshelele!" while the chorus was singing 3 of its

5 crotchet phrase; the last 2 beats of the chorus phrase

were omitted owing to the song leader's entry with the Intro -
duction to Mov. 2.




. Chorus_start
Figure 101 (c) 1. = 542

‘1"/—
cw —

—— /
’3‘:/"' - +
< s e - S

\\_
\\ Chor. 2 =
\4 \ .

/ / 4 /a/ start
Solo / / \\\V /R //
start | "7“ A -
_ A o [ (‘r ff)

?2 / N / Diagrams
h N showing

/

A\

temporal align-

Mode: - %— —_ ] _ 22 ment of solo and
: - chorus parts
Hexatonic ~ - ’ in second part

| \
(< two major triads based on roots C and D; ©°F movement' of

on> of the 3rds (F sharp) is omitted) Thembu umnggunggo ,
song entitled Unoyongo,

o _Ulilongo
R&L =

He . wo toe<heel
A movements to

<. Right and
' /’e left.

" /' V {o Pitch:
Y
/ ‘.L /’./ o 1 ) Present "C"

\cfb W \\/ =original
aed: §l 4-_f\f°”_\3/.?x(f f@ o 0 ?9 Eflat
| o ' (lo;!qﬂ)[ 0. !
Jd=90
6 / \\ » \\ />~ \
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me lody by the song leader, who then repeats it with altered
tempo and rhythm. This second ' movement ' may proceed in
one of the two following ways: (I) in response to the call
' jika! ' by the dance leader, the women turn and face
inwards. They then perform the toe ~ heel movements alrexdy
described according to the following rhythmic scheme ( 12
dotted crotchets ). There is thus still a basic pattern of
twelve beats, but the basic pulse has been changed, and the

twelve beats are now dotted beats:

Figure 93

SV VA R W N NS N N S S S
R L R L

L R L R L R
R L R

R

* *( direction reversed )

Each beat involves a quick toe — heel movement,

( ¢f. Pigure 103 on pp.556 = 557 ).

(ii) the toe - hcel movement is performed but in such a way

as to produce the following resultant metrical pattern:

Figure 94 ( cf. Figure 101 (c): 542, & Figure 102:553 =554 ).

’

L an

J
(a) R L R L RrR #lzr 1

toe- t=h t-=h t~-h t-h t<h etc. .
heel N N TN

s Q—

3

4+ d d
L L
() L R B R L R L R L R L R

The above patterns underlie the ritual umngqunggo songs of
the Thembu, Xhosa, Bomvana and Mpondomise. The Mpondo ritual

soig, Umfan' uthombile ( ' The boy has been initiated ', cf.

Figure 104:559 ) has a more straightforward basic metrical
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pattern of 12 crutohetﬁ { or 4 dotted minims ), which also
underlies the — tsholoza songs of the other clusters, of
which Figure 101 (Unoyongo etc ) is an example.

The total structure or strophe of a song may consist of
half the pattern quoted at (ii) above, e.g. the second part
or ' movement ' of the same - tsholoza song ( Figure 101° ),

which has a basic metre of A d 3 J O\ A .

Another umnggunggo song entitled Ndonakalelwa ( ' I was

disturbed, confused ! ) has a basic metre comprising a repetition
of this total pattern ( cf. Figure 102 ; Ex. No. 67 on Tape
( Transcription on p. 5545 cf. also p. 553 ( diagram ).

Thus the basic rhythms of umngqunggo songs vary according
to the dance steps being executed; the song leader seslects the
patterns accordingly. One pattern may underlie an entire
performance, as is the case when several performances of the
dance follow the performance of the ritual dance song.
Consequently, to dance in ' movements ! would be too tedious,
as well as ' boring ' as one woman put it, hence the selection
of one and perhaps two patterns for dancing.

I had some difficulty in deciding just how the dancers
conceive the length of each basic pattern. It seems to me
that their conception of it in terms of one sequence of movements,
balanced by another, is part of the explanation. Take, for instance,
the following basic metrical scheme, which I derived from the

movements and footwork of the singers:

Pigure



545

( cf. Figure 102: 554-55, transcription of Ndonakalelwa ).

Every ' beat ', whether crotchet or minim, involves a

movement to the left or to the right. On the first crotchet
beat of the metrical pattern, the dancer, who holds a stick

( or scarf ) in one hand, and positions her arms so that they
are held outward from the elbows, makes a toe - heel movement

to the right. As she does so, her forearms describe a
semicircle in the air in the same direction. Thus the movement
to the right involving the right foot and distribution of much
of the body weight to that side, also involves a graceful
spatial movement of the forearms in the same direction. This

is followed immediately by the same movements to the left, but,
since the ' beat ' is now twice as long as the preceding ' beat ',
the dancer makes an additional movement -~ she gracefully shakes
her wrists, as if to indicate visually the extra ' beat '. This
second phase is then repeated to cover the next minim beat;
thereafter the whole pattern is repeated to cover half +the
basic metrical pattern, and rerepeated to cover the total
pattern ( strophe ) of the music.

There seems to be a definite reclationship between the patterns
of dance movement and the correspondingly symmetrical patterns

of music. The melody of Unoyongo/Ulilongo ( Figure 10l :Ex. 66,

' first ' movement ) is singularly lacking in tensionj its
range is nérrow, and the shift of tonality which occurs, is
very much obscured by the sequentially interlocking Jbice parts.
The music reflects the leisure walking movements of the dancers
which it accompanies. In the ' second ' movement, the melody

is varied rhythmically, and treated antiphonally by song leader
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and chorus groups, at a faster tempo. It accompanies the
much livelier movements of the dancers at this point. The
dancers toe — heel movements produce the rather unusual
metre. They prepare for the highest, climactic point of the
melody ( its beginning = G in score at end of pattern ) by
stamping sharply onto the last beat of the metrical pattern
( minim ) and following up with a jump onto the crotchet beat
which immediately succeeds the re -~ entry of the melody
and subsequent repetition of the strophe,

The relationship between music sound and structure, and
the movements that accompany it, is even more apparent in the

performance and music of the ritual song Ndonakalelwa

( Figure 102:553-55). Musically the tonal shifting is clearly
perceptible; it occurs exactly midway in the strophe, and
is established by the chorus. This shift from ' tonic ' to
' countertonic ' tonalities expresses a sequence of relaxation -
tension — relaxation, the latter being restored in the second
half of the pattern where there is a return to the ' tonic !
tonality. The movementé made by the performers, however,
produce this sequence in reverse, i.e. tension - relaxation -
tension. The beginning and the end of the total pattern ( which
overlap ) are accompanied by spirited jumps by the performers
as they transfer their weight from one foot to the other. The
central point of the pattern, where the melody is repeated in.
the ' countertonic ' tonality, is accompanied by a less emphatic
movement. \

This is the main reason why, earlier on, I stated that
the performers' concepiion of the lengths of patterns in terms

of a sequence of movements balanced by another, is only part



of the explanation. I am certain that the shifting tonality

of the music is another way in which they remember longer

sequences of actions, combined of course with a most obvious

way - a sequence of words in song leader and chorus parts,

covering a number of ' beats ' and dance steps.

Another

version of Unoyongo/Ulilongo ( Figure 103:556ss; Ex. No. 68 on

Tape lb ), shows very clearly how this occurs.

The basic

metre comprises a succession of 12 dotted crotchet beats, which

are indicated by the performers' steps from left to
one 'total pattern' and from right to left, for the

'total pattern'. The first three beats accompany the

phrase which is clearly in the ' tonic ' tonality.

right, for
repeated
melodic

Tonality

shifting occurs over the next three ' beats ', mainly in the

song leader's part, is re - affirmed by the chorus over the

following three beats, and is re ~ established by the song

leader during the last three beats. In terms of tension and

relaxation, the song may be divided into four phases:

(i) relaxation (ii) +tension (iii) +tension

3 beats 3 beats 3 beats

5471

(iv) relaxation

3 beats

This is opposite to the procedure that was followed in the song

Ndonakalelwa , which proceeded from tension to

tension. The dance movements accompanying the
this +tonality shift very clearly, if one co -

dance - movements with the phases given above,

relaxation, to

music reflect

relates the

-
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Figure

:

2ﬁ=.¢.+44§%§‘
\

(toe- L
heel) | [\ J S\ ]

Tonality: 'Tonic* 'Counter- 'Counter- 'Tonic!
tonic! tonic!
If the dance — steps ( toe - heel movements ) are grouped

according to the shifts in tonality, and are viewed as

larger patterns of movements containing smaller ones, then

one finds that movements to the right and to the left coincide
with shifts from ' tonic ' to ' countertonic ' tonalities,

in the first half of the strophe, and the reverse procedure

in the second half:

Figure 97
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(a) R.Ql..l.’. r. L....Q.I.l; R'O......r. L.........l.
'Tonic! tCounter- 'Counter- *Tonic!
o tonic! tonic' Y

(b) L.....'C...l. R........r. L........l. R.....I...r.

When the total pattern { strophe ) has been performed once, it
is repeated with reversed direction of the dance movements.
The performers introduce the variant dance pattern by lifting
the leg from the knee before the last beat of the preceding
total pattern and stamping onto the last beat; +then keeping
most of the body weight on this leg ( and foot ) they proceed

to repeat the total musical pattern while executing the toe -~
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heel movements in the reverse order, i.e. if the first
rattern was executed from right to left, then the repetition
of the whole pattern will %be executed from left to right

( cf. Figure 103 : 556ss ).

That pattern lengths may be conceived in terms of a
sequence of vocal phrases sung by the song leader and chorus
over a specific number of beats and a corresponding number of
dance steps, is well illustrated in the transcription of

Ndonakalelwa ( Figure 102 : 554 ). Here, the shift in

tonality occurs at the end of the first half of the strophe,
where it is established by the chorus. In the second half
of the strophe the chorus repeats the initial melodic phrase
( introduced by the song leader at the beginning )} and is
answered by the song leader and assistant leader, who join
the chorus in re -~ establishing the ' tonic ' tonality.

The melody of this song is based, like so many Xhosa
melodies, on the process of phrase - repetition which T
have mentioned several times in the course of this study.
This process, which proddces a melodic structure consisting of
two balanced phrases on different degrees of a hexatonic
scale or mode, corresponds with the process by which performers
conceive the lengths of patterns, how they remember long
sequences of actions - namely, in terms of one sequeance of
movements balanced by another. Both processes ( which produce
balanced structures ) would seemn to correspond with the process
of tonality shift, in which a melodic pattera shifts from.the

influence of one tonality to another. Thus, all three processes

may be regarded as transformations of one, single process. The
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same balanced structure is revealed in the song leader and
chorus parts, which in this particular song interlock
sequentially, each seguence covering exactly one quarter of
the strophe:

Figure 98

.
D
w P

A4
R L L R L R L R L R L
\ —r | W \ I 4 \ 7
Tonality: 'Tonic' . ., . 'Counter- 'Counter- ., . . 'Tonic!
tonic! tonic?
Right Lef ¢ Right Left

Although the tonality shift within the strophe proceeds from
tonic - through countertonic - to tonic, this sequence of
relaxation — tension - relaxation is not reflected in the
dancers' movements, which, as I stated earlier on, follow

the opposite sequence. The circular formation of the dance

is reflected not only in this sequence of tension - relaxation -—
tension, which knows no }inality, but also in the basic metrical
patteran of the music, which also suggests a circle, because it
has no real beginning and no real end. The two halves of

the strophe are welded closely together by the minim ' beats '
which overlap the two halves. Similarly, the ' end ' of the
strophe is closely linked to its beginning by the same over -
lapping ( betwsen melody and metre ). The following circular

diagram shows this ' cyclic ' or circular form very clearly:

(Cf. Figure 99 on the following p. 551 )j
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Figgre 22

Rycroft has already drawn attention to the circular form

of Nguni music ( Rycroft 1767: 88 - 103 ); He writes:
'Owing to the circular form of the music and the
importance attached to recommencement rather than
finality, there are in most cases no ' collective !
cadences of the Western type'. ( 1967: 103 )

( Following Rycroft's example, I have employed circular

scoring in this study ( plus linear scoring occasionally ),

because 1t provides a much clearer method of describing the

form of Xhosa music ). The circular form of the songs is to

be seen also in the way in which re - entry of the song -
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melody always occurs at or near the end of the strophe, so

that the song leader anticipates the meledy just as the chorus
is completing is vocal phrase in the strophe. Furthermore, when
singers sing variations of the melody, they may ( and often do )
introduce them at any point, midway being the most common

point of entry; regardless of where they actually do this,
their patterns will always end at that point at which they
introduced the variation. Sounds are the exception, as they
have definite cadences which take the form of drawn - out

notes and ' chords '; but they are examples of modern Xhosa
music and can be expected to deviate from the traditional
pattern to some extent.

The umngqunggo songs are, however, not only circular
in their form, they are also circular in their choreography,
and this is reflected in the basic metrical patterns of the
songs, wihich result from the dance movements executed by the
performers. It is no wonder then, that my guides and informants
always referred to these dances as ' those in which the women
sing and go round and round in circles ', and ' those round
dances which go on forever ', such explanations Ybeing invariably
accompanied by circular movements made in the air by the speakers!
index fingers.

Umngqunggo songs are largely improvised, singers selecting
from a store of words and phrases which are standard for this
category of music. Many of the words have been suggested by the
event itself, and by the general background of the singers' lives.

Common phrases are ndiyalunywa ( ' I am being bitten, i.e. I

have labour pains ' ), lazola ( * the weather is fine ° ).



Figure 102 (a): 253

Diagram representing temporal relationship of Solo,

Choruses and additional voice parts in the umngqungqo  song,

Ndonakalelwa ( ' I was confused/disturbed ' )

Ex. No. 67 on Tape 1b

Pitch: Present "C" = original D rising to B

Mode: Hexatonic (<+two major triads based on roots D and C )
Strophe length: @ X 20 Tempo: 1‘ = 126 M,M.

This is also a ' rejoicing song ! ( ingoma yomtsholozo ), and

is one of the best - known umngqunggo songs, being sung in
many parts of the Ciskei and the Eastern Cape, as well as in
the Republic of Transkei. Thembu, Gcaleka and Mfengu women

took part in this performance.
2.
Assistant leader (82)
start

3.
/\‘%3 ( leader
of 3rd

i;;é///’ circle )
RN start

1'

Song leader
start

A Chorus 1
- start

Chorus ?)\&/
3 N4

start ~
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Figure 102 {b)

Three extracts from the umnggunggo song, Ndonakalelwa .
Ex. No. 67 on Tape lb,

Extract No. 1 corresponds with the digram on the preceding
page, ( Figure 102 (a). The descending triad sung by the
song leader at the beginning of the strophe is characteristic of
this musicj it occurs in other umngqunggo songs , although
not necessarily in the song leader's part, ( cf. p. 560 ).
Chorus 1 mainly sings =long with the assistant leader (S2),
while Chorus 3 ( shown in extract No. 1 ), is in fact a group
of singers who usually sing along with the main Chorus (1),
and who contribute an additional vocal phrase from time to
time in the performance, thus increasing the number of parts
which provide temporal contrast from five to six. This
performance was given by a large company of women, and it

was thus not possible to record each and every vocal phrase
sung by individual singers. The exiracts below show the main
voice parts in the song.

Root progression sequence in strophe:

| R —— De=DID=De=w=-c -2l

Tempo: = 126 M,M. Strophe length: J X 20
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Extracts

Figure 103

from the umngqunggo dance song Unoyongo /Ulilongo

Ex. No. 68  on Tape 4b
Pitch: Present "C" = original D rising to E flat
Mode:

This is also a -tsholoza song.
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Hexatonic (& two major triads based on roots D and O )
Strophe length: @ % 12
Tempo: é. - 63 M.M.

The women danced in cirsles,

and performed toe-heel movements from right to left, and then

from left to right,

thereby indicating the basic metre of

the music - 12 beats, which I have indica‘ed with dotted

crotchets,
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quick toe-heel movement

Dancers stamp hard on this beat,

lifting and bending

the leg from the knse, This prepares for the repetition
of the strophe, with direction of steps reversed: L R etc.

Two leaders in the dance ( from two circles ) clash

ornamental sticks on this beat.
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Figure 103 ( ctd. ) :
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Figure 104

Mpondo umgquzo song ( for girls' initiation ):

Masigoduke, umfan' uthomtile ( ' Let us go home, tle

boy has been initiated ' )

Ex. No. 69 on Tape 1b

Fitch: Fresent "C" = original B

Mode: hexa~tased pentatonic

Stropke length: d.x8

Tempo: . = + 50 M.M.

The words in the title of the song also constitute its text,
and they refer to a circumcised boy. I asked why this

song was sung by women at girls' initiation celebrations,
and I was told that the song had been 'borrowed!' from
those clusters who practice circumcision. Other informants
said that, in the words of tke song, the girl was being
compared with ' those abakhwetha over there ' ( meaning

in Bomvanaland ( Xhorha ); like tkem, ' she has come out
of a seclusion hut, like an initiated boy '. That the
subject of the song is a girl is clear from the word

~ thombile ( meaning initiated ), and which applies orly
to girls ( frem v.i. ' to tud, sprout, menstruate for the
first time ). The cousative form, uku—thombisa, is also
the name for all ceremonies connected with girls?
initiation.

This song is usually sung at umphumo ( *coming out ')

celebrations.,

Root progrzssion sequence in strophes

lc --=-=-Dc--=-cif)= (d d
II-D-———C-D—c—ci(B)= (d. &
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Figure 104
Mpondo umgquzo song: Masigoduke, unfan' uthombile .
Ex. No. 69 on Tape lb. Pitch: Present ngw = original
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There are allusions to missing husbands, to cattle, and
to a disturbed frame of mind in which ' everything is
going about the other way ' ( konakala ), e.g. the title

of the song, Ndonakalelwa ( ' I was disturbed ! Y.

Hunter quotes some of the phrases, which have persisted
for the last forty years ( 1936: 168 ). There is a certain
motif which is peculiar to umnggunggo songs, and which does

not occur in other styles of Xhosa misic. The motif is:

Figure 100
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LU/

I+ occurs at the beginning of the musical pattern, and is
not always sung by the song leader. It is always accompanied
by the same, or very similar, syllables ( vocables ).

During the performance of umngquuggo , one or two dancers
may step into the centre of the inner circle, or outside the
outer circle ( depending on which is most convenient ) and
dance solo, e.g. exaggerate the muscle - quivering and ' shaking !
which is done in a more restrained manner by the main body of
dancers. They usually punctuate the series of movements with
vocal sounds - some are similar to yelps and barks. Beer songs
( adapted ) and intonjane songs are interspersed between
performances of the ritual dance.

Apart from this music, the only other music performed during

the seclusion period is intlombe music - music of young adult
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men and women. They constitute the age ~ set which the
intonjane will be eligible to join when she comes out of
seclusion. I spent some short periods in various seclusion
huts and was able to listen to, and record the music

performed there. Apart from one or itwo umtshotsho songs, the
music performed was intlombe music; this included some
adaptations of well — known beer songs which were sung in
intlombe style, that is, with its characteristic rhythm(s) and
peculiarities of style and overall sound.

Umngqunggo is also danced out of context ~ at important
events such as installations of chiefs and headmen. There is
no special category of music to mark such events, so within
the different clusters a choice is made of what is considered
410 be the ' best ' music in the society. Among the Cape Tribes
Proper, umngqunggo is considered by tribal people and Chriétians
alike to be the ' best ' music, not so much because the people
who perform it can be expected to perform well, but because it
can guarantee a ' big ' spectacle and a ' big ! sound.

For weeks my Thembu guide spoke of a forthcoming installation
that was to take place, and where I would see and hear the ' best !
music possible. The headman - to - be, although very popular,
was not the main attraction; +the Chief of the Jumba tribe was.
Extremely popular and highly respected, his presence guaranteed
not only large quantities of music, but also large quantities of
food and beer. The whole countryside contributed toward the
function with labour and produce. On the day itself the bare
veld was scarcely visible, being all but covered by the crowds of

people that came from far and near. The performance of umnggungqo



was ' big ' in every sense
in two groups of 400. The
a competition in which the
As my guide put it, it was
He asked me what I thought

that I could not ( at that
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of the word. 800 women performed
performance was in the nature of
groups danced simultaneously.
indeed ' a wonderful sight ',
atout the music, and when I said

stage of fieldwork ) make much out

of it, and that it seemed to be one big mass of sound, he

smiled and said,

"Yes, you see, with us

it is not only the sound; it

is also the making of that sound. You look about you
now, not at the dancers, and you see everyone, but
everyone, men, women, children the lot, and the singers,
they are all enjoying themselves, even though most of
them are not in the group'.

This remark ( and others like it ) made me very much aware of

the value the Cape Nguni place on harmonious social relation -

ships which are, as this incident shows, far more important

than harmonious tonal relationships, to the extent that, when

a large number of people get together to perform and listen 1o

music, although certain standards of excellence have to be

maintained, it is ultimately the communal performance itself,

rather than the resultant sound, that is of greatest value, and

has the maximum effect on people.
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19. Iingoma zamaggirha: iingoma ze(zi)ntlombe zamaggirha

( ' The music of diviners; the music of the seance(s)

of diviners ' )

The diviner ( iggirha pl. amaggirha ); ( isangoma pl. izangoma/

itangoma = Bhaca ) is the important religious functionary in
Cape Nguni society ( cf. Hammond — Tooke (ed ) 1974: 348 ).
Even today, among both tribal and Christian people, there is
still the strong belief that nearly all misfortune and ill -
health are attributable to the evil influences of a witch or
sorcerer ( iggwirha ) or neglected ancestral spirits. It is
the work of the diviner to ' smell out ' ( uku ~ nuka ) the
sorcerer, or to mainfest the demands of the ancestors

amathongo, iminyanya/izinyanya ; they are the spirits of
180,

the dead members of the lineage or clan. The diviner does so
by means of incantations and divination at seances ( intlombe
plL. iintlombe ). where he communicates with the ancestors. Thus
the diviner is both a medium, and a ' resolver of doubts '
( Soga 1931: 155 ). '
The office of diviner is a vocation; the candidate may or
may not desire it, amd may be male or female, but in fact
women predominate. The vocation always comes from the ancestors,

who make their desire known by causing potential candidates to

become ill { uku - thwasa ) . This illness is characterized by

' troubles ' ( inkathazo ) which may take the form of vomiting,
hysteria, pains in the head, nervous twitching of the muscles
of the face, insomnia, and periods of dissociation. I spoke to

many diviners of all the chiefdom clusters ( excluding the
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Ntlangwini ) and with one exception, they said they had
suffered from sleeplessness from time to time during their
- thwasa period. On these occasions they had visions or

dreams ( amaphupharha ); they made a clear distinction between

these ' dreams ' and those which they had when they actually
slept ( amaphupha ). These visions or dreams caused them to
become completely detached from their surroundings. They only
realized thié when they came out of these trance conditions,
and their friends and relatives told them what had happened.

Three of the diviners used the word amaphupharha to descrite

their dreams, but stressed that the word was not really
adequate ( ' not enough ' ). They and the other diviners,
stated that the dream condition which they experienced was
very close to the condition of ihlombe, but that it was not in
fact ihlombe, which can only be induced by music.

The only cure for the illness is the initiation of the
sufferer as a diviner. The period of training is long, and
varies from one to three years ( and even longer ), and is
supervised by a recognizéd diviner, who either visits the
home of the novice ( umkhwetha pl. abakhwetha ) regularly,
or { more common ), takes the novice into his/her entourage
where he/she can be under constant supervision. The initiation
period is opened with a ritual killing and a feast, at which

the ' burning of the bones ' ( ukutshiswa kwamathambo )

takes place, to mark the commencement of the novitiate, This
opening ceremony is called umvulo ( from v. uku — vula , ' to
open ', and meaning ' opening ' ).

As Hunter points out, ritual killings are essential for a
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novice. The number of killings made varies ' with what the
novice "sees" and the economic position of her family '. Beer
is made once or twice during the initiation period, and at
least two feasts are held - +the main ones being the umvulo,
and the umphumo ( ' coming out ' ) ceremony, when the

novice qualifies as a diviner. The days on which these feasts
are held depends on the health and dreams of the novice, and
no feasts are held during the summer months ( cf. Hunter 1936:
324 ). This is logical since there is no economic surplus

at that time.

During the novitiate, the novice is treated as a sick
person; she is washed in a decoction of herbs and is given
certain ' medicines ' to drink. She has to observe certain
taboos, and fulfil certain commitments. She lives in semi -
seclusion, and does not even move about freely with the women
of her group. The taboos are bound up with the concept of
umlaga ritual impurity, which applies mainly to women
( cf. ch. 4: 165, note 18 ).

A central and vital feature in the treatment of the

novice diviner is dancing ( uku - xhentsa ) and the confessing

of dreams ( vku - lawul' amaphupha ). The ancestors communicate

with the living in dreams and in visions, hence both are of
great importance. The special diviners' dance ( already
described in ch. 2: 44ss ), is essential for the curing of
the illness of the initiate. The dance is performed ' solo ',
as when the initiate dances to the singing and clapping of a
group of singers, or simultaneously with diviners and novices

on occasions when they are present, e.g. during the sacrificial
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rituals, etc. A novice must dance as often as she can,
because not only is music and dancing the principal means
of curing her, but it is also especially pleasing and
propitiatory to the ancestors who, according to diviners,
love this music or ' playing ' ( ukudlala ). Usually a
novice performs twice daily, morning and evening, but she
will dance on any occasion when she can. She needs people
to clap and sing for her in accompaniment, and willing hands
are not always available; people tire and get bored with the
routine. For this reason, the novice and her relatives will
see that a supply of beer is always at hand, so that singers
may be encouraged to sing, and consequently rewarded ( cf. p.6o9ss),
Apart from occasions when sacrifices are offered, meat
and beer feasts afford an audience that is necessary for long

performances of uku — xhentsa. A novice has the opportunity

to dance at seances held by diviners. ' Seances are of
therapeutic value, and provide the novice with practice in the
technique of her profession ' ( Hammond - Toocke 1962: 249 ).
The novice joins the entdurage of her supervising diviner as
he goes from place to place in the interests of his profession.
She thus gets an insight into the methods of procedure, and
is gradually initiated into the mysteries of the profession.
Dancing always takes place indoors, except on the day when
the climax of the ritual initiation is reached, and the novice
' comes out ' as a fully - fledged diviner ( umphumo ). On
this day, the umlaza taboo is lifted, as both men and women
diviners enter the cattle byre for the ritual killing. The

whole affair is usually very elaborate, and people from all
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over the area ( and even further ) attend it. A beast is
killed ritually, to provide meat for the big feast ( umgidi )
which follows the ' coming out ' ceremony and intlombe

( seance ). This takes place outside, and in the daytime,
which is unusual as all seances usually take place indoors and
at night. The novice is crowned with a wreath of leaves,

and during the seance she makes a long speech in which she
confesses her dreams, and thanks the ancestors for having
called her to her profession ( cf. Plates 67 - 70: 802 - 3 ).
The umrhumo custom then takes place at the end of the seance,
during which the new diviner is given gifts including white
beads, which all diviners wear ( cf. Soga 1932: 165 ). The
umphumo _ celebrations usually take place over a week - end,
and may last for two or three days.

I attended three imiphumo and four seances among the
Thembu, Mpondo and Mfengu ( the latter being an enclave
residing among the Thembu in Engcobo district; the main
body of Mfengu live in Tsomo district and in parts of the
Ciskei ). I also attended an umvulo which took place among
the Thembu, but which was presided over by a Swazi diviner who
had Mpondo diviners and novices in his entgﬁrage. During my
fieldwork I was able to talk to twenty ~ one diviners from
various parts of the Transkeim Ciskei and the Eastern Cape;
they proved to be not only rich sources of information, but
also even richer‘sources of music.

All of them were considered to be musicians by the people
living about them, and, judging from their own explanations,

their musicianship was due largely to the fact that diviners are



expected to be good at music, and that they cultivate their
musicianship through their activities, which include so much
music - making. As one of them put it, ' Whoever heard of
a diviner who was not a good musician '. Since twenty - one
is a very small number on which to base any conclusions as to
how and why diviners become good at music, I cannot dogmatize
on this point. I can only cite the following evidence
obtained from talks with the twenty — one diviners: (i) none
of them had had a parent who had been a diviner; in every ’
case the office had been held by an aunt or uncle ( father's
sister less common, mother's sister or brother more common )3
(ii) four of them had had grandmothers who had been diviners;
(iii) all of them had heard, and actively participated in

performances of diviners' music from an early age; most had

started as drummers; (iv) the majority ( fifteen ) said that

they had ' started to become really good at music as abakhwetha,

because we were doing it such a lot 'j; (v) although some of
them had started to compose songs during their novitiates, most
of them ( eighteen ) said that they had started composing songs
after they had been initiated as fully — fledged diviners;
(vi) of the twenty - one, nine were considered to be very
successful diviners with extraordinary psychic powers, and
' big ' musicians who had composed many songs.

The twenty - one diviners included fourteen women and
seven men. The nine who were regarded as ' big ' musicians
comprised six men ahd three women. PFrom the information I
obtained, it would seem that, although there are many more

female diviners tha. there are male, the men would seem to do
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more composing than women. However, as I stated earlier,
one cannot come to any conclusions based on information
obtained from only twenty — one persons.

Certainly their music repertoire is very extensive;
there appear to be three times as many divination songs
as there are songs of other categories, and a Gealeka diviner,
Tsheleni Dongoza, said this was because ' diviners are composing
and collecting songs all the time °'.

Diviners travel about a great deal. Sithonana Gcorha, a
Mpondo diviner, told me that this was one way he and his fellow
diviners acquired songs. ' We go away to learn, even from the
great doctors on the Rand, and we collect their knowledge and
their music '. It is no wonder that many divination songs have
a few foreign words in their texts - Sotho, Zulu and Pedi.
From the people themselves, I was told that the ' greatest '
diviners are the Mpondo diviners; almost as great are the
Bhaca itangoma, who are regarded with awe, and even fear. I
was unable to meet any Bhaca diviners and talk to them, mainly
because my guides were very unwilling to make introductions.

I never once asked to be presented to any diviner, but rather
let events take their course. 1In all cases, once the diviners
realized I was genuinely interested in them and their music

( they heard this from the people about the place ), they
invariably extended invitations to attend a seance.

Hunter states of Mpondo diviners:

'. « . with all the Pondo doctors I know, the occasions
of dancing have no connection with divining or treating'.

The same writer adds a foot - note: ' T was told that some

Xhosa amaggirha dance before divining ' ( 1936: 329 ).



I think perhaps Hunter means that it is not the music that
precipitates trance, but that it is merely part of the
machinery of socializing trance. According to the diviners
to whom I spoke ( in every district including some in which

I was unable to carry out fieldwork ), dancing and music are
always performed at seances, regardless of what the main
objective of the seance is. Music is very important, because

it is through the singing, drumming and clapping ( of crucial
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importance according to informants ) that the diviner communicates

with the ancestors.
The seances I attended were connected with (i) umphumo
(ii) uku — nuka ( ' smelling out ' ) (iii) umvulo, and (iv)
a request for rain to alleviate the drought. All these seances
included singing and dancing and drumming. According to Soga,
the diviner works within certain limits:
'The scope of his activities include cases of illness,
sickness, poisoning, sudden death, lost property,
failure of crops, epidemics of disease in human beings
and cattle, mysterious deaths in flocks, times of
national calamity, asking favours of the ancestral
spirits on behalf of ‘some important tribal interest!
( 1932: 156 ).
All my diviner informants confirmed this, as they did Soga's
statement that diviners employ certain methods of divination,
and are named according to thes~ methods which, again, depend

on the nature of the case being investigated. Most diviners

( and all those to whom I spoke ) employ the uku — vumisa

and ukombela methods. Uku-vumisa ( from v. uku - vuma ,

' to agree, consent ' ) is a statement and assent method in
which the diviner (i) dances to the music and communicates

with the ancestors, and (ii) stops dancing and addresses the



audience from time to time, or utters prophetic passages

he has learnt from the ancestors; his efforts are accompanied
by the singing, clapping and drumming of the rest of the
group, and the audience, which is known as ukombela/
ukombelela ( ' to sing, clap and drum for ' the diviner ).

Uku - vumisa is a sort of hot - cold technique in which the

diviner gauges whether he is close to the right solution by
observing the way the audience responds. If he is doing well
the audience will reply Siyavuma ! ( ' We agree! ' ); if he

is on the wrong track, they will shout asival ( ' We do not
hear! ' ) or uyaphosa ( ' You are missing out, making a
mistake ' ). The clapping and shouted agreements become

more vigorous as the diviner nears the truth. The truth, that
ig, the correct solution to the matter in hand, is usually
known before the seance is held; by holding the seance, the
diviner makes the truth known to the public.

Uku — qubula is another method of divination which

I did not observe being employed, A diviner who uses this

L4

method is called iggirha equbulayo or iggirha lokuqubula

( * the doctor who surprises ', from - qubula,'v. meaning

' to come upon suddenly, in the nature of a surprise '. Such
a diviner specializes in extracting some matter from the
affected part of a person's body. PFirst of all the pain is
localized and a poultice of cow — dung and/or other matter is
placed on it. The diviner kneads the poultice for a while,
then places his mouth on it, and makes sounds as if he is
trying to suck something out of it. Thereafter, he suddenly

produces a small object seemingly from the poultice. Hence
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the name of these diviners - people who suddenly produce

the offending article or matter. According to some informants,
music does not necessarily accompany this procedure. It does
accompany the uku - bhula method used by diviners. The

procedure here is similar to that followed in uku - vumisa

( the consenting method ), but the audience is asked to beat
the ground with short sticks to help seek out the evil ~ doer,
who is literally ' dug up, out ' ( =bhula ) in the process.
Regarding ventriloquist diviners, I was told that they are
rather rare today; +two such diviners were cited in Gatyana
district, but I never met them.

The method of divination employed will ensure that
certain songs are performed, e.g. if an evil ~ dcocer is to
be ' smelt out ',. then the song umhlahlo will most certainly
be performed. Soga states that the song is

'really an appeal from the decision of one diviner

to another, in the certainty of inndcence, and the

hope of being cleared of the stigma attached to being

"smelt out" ( uku - nukwa ). In cases where an appeal

is made from one diyiner to another against an adverse

decision, the person who has been "smelt out" takes a

goat or some other thing in order to have judgement

reviewed. This is by way of a prepayment of the

expenses of the appeal' ( 1931: 172 - 173 ).

According to my experiences, umhlahlo is nearly always
sung at seances which are not necessarily held to ' smell out ?'.
The song appears to be known to all Cape Nguni peoples, who
refer to it as the ' old peoples' song '. Similarly,

— qubula songs are sung at seances wherein the diviner employs
the - _gubula method., I recorded two of these songs at the
Great Place of the late Khotso Sethuntsa who, I was toldy

employed this method from time to time. Mhala's song is

sung at most seances, being a very old song and particularly
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pleasing to the ancestors. An old lady told me that they
liked this song very much because they ( ancestors ) would
have sung it a great deal when they were alive. The

ritual song of circumcision ( usSomagwaza ) was sung at the
umvulo and umphumo ceremonies mentioned earlier on; +this
was in no way incongruous, as the song is also a ' song of
the ancestors ', and therefore most suitable for performance
at an umvulo, when the ancestors are asked to bless the new
novice diviner., According to Hammond -~ Tooke:

'The activities of the diviner are seldom if ever

performed solely for purely religious motives;

there is always the pragmatic context; the orien ~

tation towards practical ends, mainly directed

toward the healing of sickness and its diagnosis

through the techniques of divination®

( 1962: 256 ).

A diviner expects to be paid for his work, which alone
incurs some expense on his part ( beer and meat, if the seance
is held at his own homestead )s My first experience of a
seance took place quite unexpectedly, and in conditions which
would prevent rather than encourage it. I was invited to
attend the seance but w;s not told why it was being held.
This became clear only toward the end of the seance, when I
was able to make some sense of the diviner's rapid speech.
The seance had been called on account of the drought which was
ravaging the country for the fourth successive year. It was
decided that the ancestors should be consulted to find out
why this drought was persisting. ( The people were in a
very bad way, living on dried pig melon, which offers little

nourishment ). This became clear during the the course of

the seance. Afterwards my guide explained to me that I had
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been invited ( after weeks of suspicion ) because such

an act might find favour with the ancestors. This was a
generous gesture, as the seance itself was expensive to
convene, but people were contributing the little they had.
Although no sort of remuneration was mentioned, we all of

us knew that I would reciprocate this invitation by providing
some form of reward - which I did, in the form of meat, drink
and cash.

The whole affair was very successful, not only from the
point of view of recording music, but, more important, from
the point of view of social relations. Thereafter 1 was able
to move about freely in that district, as the diviner's
attitude helped toward expelling suspicion and animosity,
with which the people had up to that time regarded me.
Furthermore, everyone was rewarded in some way - the people
with food and drink, and the enjoyment of the social occasion,
and myself with the friendliness of the people, and of course
the music which they so generously and enthusiastically
performed., What is more, good rains fell two days later!

The music which is performed at seances ( iintlombe )
is always accompanied by drumming. Each and every diviner
has his/her own drum, made by someone who specializes in
making these drums., The skin is usually that of an animal
which has been killed for the diviner. The drum is the
European — type drum which the Cépe Nguni call igubu ( cf.
ch. 5: 17lss ). As Hammond — Tooke has pointed out:

'The importance of the dance, with its accompanying

drumming, is reflected in the names for mediumistic
diviners which all have the root - goma ( Zulu:

isangoma; Sotho mokome; Tsonga and Venda: mungome;
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Lobedu: mugome ) meaning basically ' a drum' ,
and the tendency for this institution to diffuse
to other groups is striking' ( Hammond - Tooke
(ed.) 1974: 350 ).
According to Bryant, who writes in the context of the Zulu
diviner, ( as being distinct from the medicine — man ):
'This latter has further titles, solely confined

to his own class, of um - ngoma ( apparently
originally meaning "the drumming one" - cf.

Swahile, Gaude etc., m — goma = drum; Kiiﬁyu
—~ ngoma = temporary madness K
( Bryant 1909: pt.2.1 ).

Informants were unable to contribute any information as

to the possible root of the term - ngoma, and to the
importance of the drum in divination music. Those that gave
information were vague, and said that a diviner ' had always

been drummed for ', expressing this in the term uk — ombelela,

which denotes singing, clapping and drumming done at seances.

The music accompanying the therapeutic dancing of the novice

diviner does not, however, necessarily feature drumming;

if a drum is available, as it always is at the homestead of

a diviner, it is employed. If there is no drum, which is

often the case when the novice remains at her own home, singers

merely clap when they sing. I have seen women beat the ground

with sticks, but this does not produce any great sound. On

two occasions a woman hit an old cardboard box with a stick to

imitate the drum beats. Thus drumming is optional for the

dancing of a novice, but it is absolutely essential for seances,
Only one drum is employed, and it is usually played by

a woman, though I have known men to play it, and even a small

boy. At one rehearsal for a seance, the diviner took up the drum

and played for a while but this was unusual., She afterwards

told me that she was showing her company how the total music
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should sound, and how the drum should be beaten - very loudly
and not half - heartedly.

The drum is beaten with two short sticks or curved
pieces of rubber. While some diviners insist that a drum
should sound well, by being hit at a particular point on the
heads, other diviners are not at all concerned about the
quality of the sound. The drum used at an umphumo I attended
had a large hole in it, and gave off a hollow sound when hit.
No — one paid any attention to the drummer who repeatedly asked
for another drum, and he had to keep playing until, shortly
before the end of the seance, someone arrived with another
undamaged drum. Novices usually wear thick layers of reeds
round the lower part of the calves; these rattle and produce
a rhythmic sound pattern as the novice dances. Diviners
usually wear anklets of beads, which give off a slightly
softer but no less audible sound. All anklets are referred to
as iinkaca ( sing. inkaca ). |

The full implications of divination music became evident
only after I had witnessed and recorded several performances,
and analysed and compared the transcriptions. I gave much
attention to the social situation in which the music was
performed. I recorded ' solo ' - xhentisa performances which
were accompanied by small groups of women singing the appropriate
music, and proper seance music, and I have detailed translations
of the dialogues and monologues spoken at the latter.

One thing which struck me forcibly was the fact that all
the Cape Nguni chiefdom clusters know and sing the same

divination songs, thus divination music is intertribal, unlike
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the other categories of traditional Xhosa music, the
individual songs of which are not known and sung by all
the clusters. The intertribal aspect of the music was
subsequently accounted for when I learnt that all diviners
are members of an intertribal professional association.
The same songs are known by the same, and by different

names, e.g. Amathol! ezilwana ( ' The young of wild beasts, i.e.

evil spirits ' ) and Zula, Zulani ( ' Move, move about ( Llike

the evil spirits ' ) are one and the same song, as are Wenze
ngabom ( ' She is doing it purposely ' ) and uNonkala

( ' Daughter of the crab ! ). Both songs are one and the. same,
and their text refers to the crab ' who is doing it purposely,

that it cannot go straight into the river '. This ( I was told

N

is an indirect reference to the diviner, who employs circum -
locution in his divining method, so that he skirts the heart of
the matter %before attacking it directly. The relationship
between the songs is apparent not so much in their words as
in their melodies, which are virtually idertical. Besides, the
Cape Nguni are concerned got so much with song - titles as with
song -~ types, and classify their songs on the basis of their
social function. Song - titles are not given unless ésked for,
and then the informants often improvise titles from the song -
texts. This is especially the case with divination songs.
Nearly all of them are connected in thematic unity; their
melodies are ' formed from one identical musical substance '.

Take, for esxample, the melody of one of the oldest divination songs.

The fertility of its basic shape, which is ( Figure 105: 578 )
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is to be seen in the great number of song - melodies which
have evolved from it. The structure is based on the melodic
process which I have described and referred to several times.
( Cf. p. 596 for transcription; Ex. No. [0 on Tape 15).
Songs from other musical categories are freely ' borrowed '
and adapted for performance in diviner situations. Such songs
are provided with rhythms and drum accompaniment which
characterize divination music. The ritual song uSomagwaza ,
which has found a definite place in the repertoire of Mpondo
divination music, is sometimes sung entirely to the word
Magwaza. Among the clusters practising circumcision, the same
song is sung in its original form; among the Thembu it has
acquired a rather lengthy text with meaningful words, including
a few Sotho words. Despite the new words ( which influence
the melody to some extent ) and the changed rhythﬁ, the song
remains unchanged in its overall sound. ( As Blacking has
pointed out in his study of Venda music, when a song is adapted
for performance in another context, the process of adaptation
is related more to the social conditions of musical performance
than to its intrinsic musical characteristics ( Blacking 1973:"
40 — 42 ). What is more, although this song ( uSomagwaza ) is
performed in a different social context, it retains its original

meaning: it is essentially a ritual song of the ancestors, and,
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performed as it is at the seances of diviners, it acquires
no new meaning, but enhances the social situation.

The texts of many divination songs include words which
have been improvised and are often incomprehensible. The
diviners themselves are unable to translate these words, or
even to explain them. Many claim that they sang them under
trance -~ tike conditions., I played back a recording of one
such song to a diviner, and he could not believe that he had
! sung such words in that way ', nor could he translate them.

Song texts may include words and phrases which derive
directly from the Revivalist hymns, particularly those of the
Bhengu sect, e.g. ' Abandon hope ', and ' Hope is gone ', and
' Hold onto hope '. The music of these songs is typically
Cape Nguni in form and style. There is one song, however,

a ' Thanksgiving song ' whose words and melody have been
borrowed from a church hymn of the Bhengu church, e.g.

Ndiyakubonga ngantoni uMisiya wam? ( ' How shall I praise

you, my Messiah? ' ). The melody is not typically Cape Nguni,
being heptatonic, but it 'is harmonized in the traditional
manner, by the song leader ' holding ' the main melody, and
the other voices singing in parallel movement, This song is
peculiar to the seances of Mfengu and Bhaca diviners. The
texts of the older { traditional ) songs contain references
to the ancestors, to evil spirits, while more recent songs

{ including old melodies accompanying ' new ' texts ) have
modern themes. For instance, in 1969 - 1970, many songs
referred to the drought conditions: ' This year we have not

ploughed; we are eating waste; we die of hunger '. In their
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words, the different divination songs express different ideas;
in their music they express Varying aspects of the same ideas.
Beer songs, including Tshawe songs, and dance songs ( intlombe
yabafana ) are also performed at seances, in which context they
acquire new meaning. Performed as they are near the end of the
event, they function as izidlalo ( ' amusements ' ) and provide
relief from the tension which builds up in the course of a
seance,

Seance music, together with the particular dance it accom -
panies, and its drum rhythms, constitutes a music that is on
a different level from the ordinary music performed by people
as a form of recreation. Although spectators do participate
in it the bulk of the music is produced by highly trained
devotees, who perform the music every time they gather for
ritual purposes. Since this happens frequently, one can regard
divination music as the most rehearsed music in the Xhosa

musical tradition.

Drumming

Usually one drum is employed, and it is beaten with curved
sticks with rubber heads, or curved strips of rubber. I saw
two drums employed on one occasion only, and both were beaten
in the same way and produced the same tone. ( Divination music
performed at the home of the late Mr Sethuntsa employed several
drums, but this music is not representative of Xhosa divination
music. Khotso's special band included five drummers and two
horn players, and they played several styles of music ). The
drum is never beaten with the bare hand. Free -~ beating is
employed, i.e. the player hits the stick on the drum so that it

bounces off at once. ( The curved rubber beaters would make this
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inevitable ). There is no muting of beats ( holding a stick
down after striking the drum head ).

The drum accompaniment always supplements the basic metrical
pattern expressed by the handclaps. This pattera is divided
between right— and left - hand in the following way: +the
drummer duplicates the basic metrical pattern by beating it in
double beats with the right hand on the right sids of the drum,
and fills in this pattern with one OR two beats played with
the left hand between every right - hand beat, or every TWO
right - hand beats. Drummers may play the right— and left - hand
beats with up and down strokes, with down and up strokes, or
with both hands up - stroking. A few drummers hit the drum - skin
head - on with straight beats, thus there is no §tandard procedure.
Drummers occasionally introduce tricky variations into their
drumming, e.g. quick triplets, or they vary the sound accentually,
but these variants are never kept up for any length of time.

There is thus no cross - rhythm or polyrhythm between the
drummed and clapped rhythmic patterns; the drummer merely
subdivides the main beats unequally, introducing notes (= beats )
of half or quarter the value of the main beats of the clap pattern.
Nonetheless, one can see in this the instinctive tendency to
think polyrhythmically. The number of instruments ( one ), and
the beating agents ( two ) employed, allows for limited exploit -
ation of this process, so the hands ' agree to differ ' in an
elementary way.

Figure 106 on the following two pages shows the basic metrical
patterns of divination songs. The diviners' ' Greeting song !,

entitled Molweni Zangoma ( ' Good morning, diviners ' ) , has

an unusual metre consisting of 8 + 8 + 4 crotchets, which is
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Figure 106 The basic metrical patterns of divination songs.

1. ( unmhlahlo ) d =50 - 52 m.m,
Claps: ] 1 r{«l A i
' ¢ ’ IT i’ » » »
Drum: ] 77'1 " 1' J:J‘I vy Ty ']I‘pjj 497 Y] R.H.|LYY
2‘1 A BIA NI RIS RIS EIS RERS:A! '\i
2. ( Mhala's song ) Tempo initially:d: 42% =p o=

60 M.M,

C laps: Té 4 4 d

Drum: '1i>1“1‘1:, "1’1‘1],'1‘17!"7Lf R.H.Lﬂl‘
T AN

3. ( Most common rhythmic pattern ): Tempo accelerates:

d = 72 MM

(d = 144 M.M. )

Claps: _J_*GL eL 4 d 4 A

Drum:

R.H. L L

— L.H.JT%\

Claps:

Drum:

Claps:

Drum:
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Figure 106 ( ctd, )

6. d = 84
C laps:
Drum: o “J_J"J_—
AT PN L :
Y |
7.

Zula Zulani has pattern given under No. 6 (above).

The tempo accelerates during the seance, thus:
d- 8 - 8 - 92 - 94 M.M.
168 — 176 = 134 - 138 M.M. )

e
it

8. J = 126 M.M.

Claps:

Drum:

R.E LYY
4

g

L.HJ R
5

Ly IS

10. d = 112 - 116 M.M.
Claps: __4 J J J ;! J J J J J J 1 J
G O I U U R S

Drum: ] ‘ R.H.
1. F 2 S : T z L.H.
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clapped and drummed as follows:
Figure 107 : J - 80 MM

.

Claps

& R.H. =Drum
“~1L.H.

( Alternately executed as ):

etc,

( cf. Figure 112: 598; Ex. No. 71 on Tape 1% )

Drummers, especially good ones, introduce slight variations
which in no way alter the basic structure of the song. Tone
variation is rare, but at one seance I observed the drummer
proceeding in the following manner, alternately hitting the

rim of the drum head, and then its centre:

Figure 108
Claps: 19\ J # 'é f A |
| : | :
Drum:; ) i RN,
! Y T W
R C C R e o o e o o o o o =
R = Rim
C = Centre

All singing, clapping and drumming which is done at seances
is known collectively as ukombela,also spoken in the causative

form, ukombelela, thus the term is equivalent to uku - yeyezela

which describes the performance of circumcision music. When
preparing for a seance, the diviner draws up a programme of music

which is to be performed. He consults with certain members of his



group, notably the song leader and assistant leader, and

the drummer. With them, he chooses the songs and establishes
the order of sequence in which they are to be sung. His choice
of songs depends to some extent on the nature of the seance.
Accordingly, if the seance is part of a joyous occasion

( unvulo or umphumo ), then this must be reflected in the

music, especially that which is to open the seance. If the
seance is to be a serious affair, e.g. the ' smelling out '
seance, then the ' smelling out ' song must be sung at the
beginning. The umvulo seances I attended began with a

' rejoicing song ' entitled Watsholoza zindaba ( ' Let us

rejoice about all this business ', Figure 113 ( extract ) on
p. 599; Ex. No. 72 on Tape 1B ), which was appropriate
to the occasion. The unphumo seance began with another
appropriate song, the ' Greeting song ' already referred to.
This song was most suitable, since the gathering included no
less than seven diviners from various parts of Transkei, and
the Ciskei. The chief diviner was aware of their probable
attendance and chose thé opening song accordingly.

All the songs performed during the seance have a meaningful
relationship to the social situation. 'I shall give a brief
description of one seance I attended, and the ' programmme ' of
music which the diviner had selected for it.

The seance was called by a powerful Mpondo diviner with
a large retinue of novices ( Mpondo, Thembu and Gcaleka ).

Two other visiting diviners were also present. The seance had
been convened in order to find out who ( or what ) had caused

the illness of a young man. His relatives had not told the
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chief diviner whether the man was still alive; it was up to

the diviner to demonstrate his powers and find out for himself,
The relatives and imnediate neighbours assembled in the

seance hut and awaited the diviner, who was preparing himself

in the hut next door. As the people waited, an old lady

began the song of uMhala — the ' taking off song ' ( intsusa )

which opens this type of seance., Thus the affair began in a

very subdued fashion, which is only to be expected of a ' smelling

out ' seance. To be ' smelt out ' is probably the most terrible

fate that can befall a person. In former times such a person

was put to death. Ingoma ka Mhala ( ' the song of Mhala ' )

is a song of supplication ( ' asking ' ) to the ancestors. Its
slow tempo and its only meaningful word ( ndingalila, ' could
cry ' ), and the style of singing employed ( heavy glissandi
downwards ), emphasizes the seriousness of the whole matter,
which, when resolved, will have soﬁe dire consequences for
someone,

The seance proceeds thus:

The diviner and his group enter and the music dies away. The
diviner then addresses the audience briefly, bidding them
welcome and asking them to listen well to what he has to say.

A nod to the audience, and the old lady resumes Mhala's song,
which is sung slowly and unhurriedly. The music shifts continually
from ' tonic ' to ' counter - tonic tonalities, and the singers

combine in vocal polyrhythm and polyphony, deriving melody -

motifs from the ' chords ' of the two tonalities:
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Figure 102

A
1) 3 02
-
1+
J g -t
L ey -

( Cf. Figure 114 : 600 ; Ex. No. 73 on Tape b ).

The diviner again interrupts the music and, speaking
rapidly, he tells the people of his hopes that he will succeed,
and that the ancestors will help him. Statements and responses
between the diviner and the audience follow, with the audience
shouting Camagu! ( ' Be propitious! ' ). The song is resumed
with claps in double time which lends some fire to the proceedings.
The song is terminated by the diviner shouting Camagushela!

( ' say mercy to the diviner! ' ), which the chorus answers with
Siyavuma ( ' We agree ' ): Requesting the people to sit cross -
legged, the diviner lays the case before the people. In a
lengthy monologue, he warns everyone present that he/she could
easily be in the same predicament as the sick man.

Chorus: Siyavumal

Now the diviner asks the people to ' clap your hands and sing
nicely, men, Tshawe people ' ( there is no reference to women );
The old lady starts of the ' smelling out ' song, umhlahlo,

which the audience takes up ( Figure 115 ; 602 ( extract ); Ex.

No. 74 on Tape 1L ),
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During the singing, in which the phrase Ndoyika, ndoyikela

( * I fear, I am afraid for {( it ) ' ) 4is sung by the old

lady, the diviner speaks rapidly in an undertone. He fixes

his eyes on a spot in the ceiling of the hut and asks himself
questions. The song dies away as the diviner whirls round,
skirts flying, and addresses the audience vociferously. He
ushers in the umhlahlo song himself, and the audience takes it
up at a faster tempo. At this point, the audience, who have been
rather quite ( there is considerable tension in the hut Yy
suddenly comes awake in response to the diviner's shout
Vukani! ( ' Wake up! ' ) and begins to sing as if possessed.
Some of the novices are swaying violently from side to side, and
singing with their eyes closed, as if they are totally lost in
the sound. At this stage the song is a whole chorus; the
singers emphasize the harmonic basis of the song, and their

vocal patterns seem to imitate the pattern played on the drum:

Figure 110
Chomus! '

) \#otnaL4V\0-\do . Lo e wows waeba oo Ly

|

v m | ¥ iﬁ:i ! i", 1 H——

‘/

C laps:

Drum: Y. 1
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The diviner then tones the first few words of the song
Zula Zulani, and he and his entourage begin to - xhentsa ;
the most important part of the seance commences, in which
the diviner will communicate with the ancestors. This entire
section, which culminates in a musical and emotional climax, and
ends with the diviner's revelations, is musically subdivisible
into four ' movements ' corresponding with the periods of

singing and dancing, drumming ( uk -~ ombelela ). These are

separated by vociferous dialogue and - vumisa between diviner
and audience. The same song is performed each time, and always
at a faster tempo. This deliberate acceleration is part of
the pattern. ZEach time the music is resumed, the diviner sets the
pace by beating time with his right arm, swinging it to and fro
from the shoulder. The music's tempo also increases within the
separated movements: +the singers continue with the normal
claps but adjust their singing to the drummer, who announces the
accelerations with a few doubled beats played at a faster tempo.
( I noticed that the drummer kept her eyes fixed on the diviner who,
without even glancing at her, indicated by gestures and small
signals - flicking of the beads hanging from his forehead -
that the muasic should speed up ).

Toward the climax, the dancers - xhentsa more violently,
and the drummer beats more loudly. The dancers' hips and legs
seem almost fluid as they advance and retreat in the same place,
performing the special stamping steps. The three bouts of dancing
last for about 2 = 3 minutes; +the final bout continues for a
longer time, 6 - 7 minutes., Prior to this last bout; the diviner,

almost beside himself with excitement, addresses the audience.



He crouches down until he is sitting on his haunches} he moves
rapidly about in this position, stabbing the air with his
finger and screaming to the audience to Wombelal! ( ' Sing
and clap, all of you ! ' ). He alternately snarls, declaims
ra~idly, starts to stammer, then lapses into husky whispering
which is punctuated with guttural explosions. His last
statement introduces the song once morej; this is the climax
of the seance ( cf, BEx. No. 75 on Taﬁe 1B 3 & Figure 116:
A - E ( extracts ) on pp. 603 - 606 ).

The music is played and sung at its fastest tempo, and the

dancers appear to be utterly abandoned to the music, which

becomes wellnigh earsplitting. The actual climax is tumultuous:

the drum beats are deafening and the movements of the drumsticks

as they bounce off the drum head are scarcely visible.
At this point I observed that: the drummer was ostensibly

possessed; her eyes were rolled half ~ way back into her head,

and her arm movements were so rapid that one was scarcely aware

of any up - and - down arm actions - there was just a blurred

impression of movement; one of the novices fell into the seated
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audience in a paroxysm, and as there was little room to manoeuvre,

the audience left her lying where she fell; +two women tried to

help her to a sitting position, but everyone else continued to

sing as if nothing at all had happened. Another dancer performed

— xhentsa on his knees, quite unaware of any pain, or what was

happening to his knees in the process. They were very badly

lacerated and bruised. The chief diviner, a big man, shook from

head to toe as if he were receiving a series of electric shocks.

The long hanging beadwork he wore added to his extraordinary
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appearance. In the audience, the mother of one of the novices
burst into tears and rocked from side to side, sobbing hyster -
ically; no ~ one took any notice of her.

The singing and drumming became so earsplitting that one
would hardly think that there was a disciplined performance
behind the apparently chaotic improvisations of the singers.
Although they sang with gusto, some of them did not appear to
be greatly moved. A few of them had bored expressions on their
faces. At one stage the diviner stumbled, saying as he did so,

' I fall, I fall, I cannot stand anymore ', - which brought
laughter from some members of the audience.

This final bout of dancing terminates with the diviner
shouting ' Silence! ' ( ( Hush, peace ' ). Immediately there
is silence, everyone stops singing and dancing, and the dancers
shake themselves and adjust their clothing, and appear to come
back to reality. In a quiet voice, the diviner speaks. He
thanks the ancestors for their assistance and eventually, without
actually naming the person ( who was known beforehand ), he makes
his accusation, giving de%ails as to how the affair was managed.
He warns the audience against evil deeds, but asks for mercy on
behalf of the accused person. Then he introduces the umguyo
( uSomagwaza ; Figure 117 ( extract ); Ex, No. 76 on Tape 15,
which is sung to praise the ancestors. This song is usually
followed by the Mpondo umgambo ( meaning literally ' a song made
up in one's head ' ), the words of which refer to the diviner's
recent actions ( ' I did it, gentlemen, doing it is the thing,
gentlemen ' ). The song in this seance was sung mainly to

vocables., It has a rapid tempo and is danced by all diviners at



the end of the most important part of the seance, and is a
comment on it, so to speak. A Mpondo innovation, it has been
adopted by diviners of other tribal clusters ( Cf. Figure 118 : 607;
( extract ),Ex. No. 77 on Tape 1b ).

The song is followed by three other songs, allef which are
danced for pleasure and relaxation. These are (i) an intlombe
song ( Mfengu style ) and (ii) two beer songs, normally sung at

Tshawe beer drinks: 0 Ngumfazi walala yedwa ( ' Ho, it is the

woman who sleeps alone ' ), and Gwebelele unamaghingana ( ' By

dishonest means, you have paltry tricks ' ) . All three songs

are sung in their original styles, but all are provided with

drum — rhythm accompaniments. The two Beer songs are led

by two ' solo ' singers who employ -nggokola technique through -
out ( Exs. Nos. 78, 79 & 80 on Tape 1ib ).

The seance eﬂds, and the people move out of the hut to enjoy the

feast which has been prepared.

Diviners are very emotional about their music; +they speak
of being transported ( ! taken far away ! ) and possessed ( - banjiwe )
during a seance, and they have no recollection of their actions
at this time, although they are aware of speaking to the ancestral
spirits, In view of the actions of some of the novices which took
place at the climactic point in the seance, there is no doubt that
the music and the music - making affect them considerably. The
physical - psychological impact of drumming in a small, crowded
hut, could induce possession. Drum beats create waves that
literally beat on the body, something which I myself find
excruciating to the eardrums. When I left the seance with the

other people, I had great difficulty in retaining my balance, and
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I have experienced similar sensations at discotheques,

where the volume of the music and the lighting have left

me feeling quite disorientated. This is my personal opinion,

as I am extremely sensitive to loud noise, especially when
produced in a restricted area. Psychologically, the music

could hypnotize by repetitions and variations of the rhythmic
patterns of sound. But the fact that the music is continually
being interrupted by the diviner means that the tension that
builds up during the performance of the music is continually
being lowered. Nonetheless, judging from the effect the music
had on the people, I do not think that these interruptions
prevented possession. The people themselves said afterwards
that the ' ihlombe of the doctors and their people was something
guite wonderful to sée ' As I saw for myself, everyone present
was undoubtedly affected by the music and its performance,
although in varying degrees. Sithonana Gecorha, the chief
diviner at this seance, was reluctant to give any explanations
after the seance, owing to mental and physical exhaustion, but
he remarked that ' at suéh a2 business, you can see how people
get ihlombe '. Thus the music is meant to induce this condition
and does so among a large company of people. Hence the function '
is primarily to socialize trance. The people who were most
affected, and who experienced ihlombe to a maximum degree, were
the members of the diviners' cult. Divination music has a
special meaning for them; it is an essential, even a vital

part of their profession, and it is beneficial to their physical
and mental health., The novice's mother who was reduced to tears

was affected to a lesser degree than her daughter, who was



undergoing training and was, as the people said afterwards,
' struck down by the music '. But the mother was greatly
affected nonetheless, through her emotional relationship

with her daughter. The members of the audience who sang with
enthusiasm told me that they had become ' full of ihlombe ',
yet they could still look on and laugh at the diviner who was
unable to remain standing. Being outside the cult, they sang
and enjoyed the music as much as they would probably enjoy
any recreational music. It would seem then, that ihlombe is
a condition which can be experienced in varying degrees,
depending on the meaning the music has for the people who

perform and listen to it. The greatest manifestation of

ihlombe is to be observed at seances where the cult members

in particular ( in their own words ) are ' carried away ' by the

musice
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Figure 111 272

Transcription of the divination song:

uNonkala ( ' The crab ' )

Ex. No. 70 on Tape 1lb.

Pitch: Present "C" = original F
Mode: hexa-based pentatonic

Strophe length: s X 12

Tempo: l’ = 138 - 144 M.M.

Text: ( Full text ):

Wenzé ngabbm, It is doing it on purpose,

Hayi, wddidfyela, Oh no! it is confusing one,

Wenzé ngabbém unonkala, The crab is doing it on purpose,
ngasémldnjeni. It is not going straight into the

river. (trans. N Q@ Dingiswayo )

The song is also known as Wenze ngabom.- The words of the

text allude to the diviner's method of divining: just as the
crab approaches the river sideways, so the diviner arrives

at a solution to a matter by circumlocution. To quote the
words of one diviner: ' Like the crab, it is a way of a

diviner to get to the point sideways '.

+

Root progression sequence in strophe:

" C~-D~-C~-~=D1D=C~==~C ~ Cu



Figure 111 :

wNonka la

( Divination song ).

Tempo:

Drum:

d = 138 — 144 M.M.

N
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112

Extract from the diviners' ' Greeting Song ':

Molweni Zangoma ( ' Greetings diviners ' )
Ex. No. Tl on Tape 1b.

Pitch: Present “C"

= original A flat

Modes; hexa~-based pentatonic

Strophe langth: @ X 20 ( 8+ 8+ 4 )XJ

Tempo: J = 80 M.M.

Text:

Molwéni Zéngoma,
gé ndixahémba;
sétsho neZéngoma,
Siyaya Egbé,
Siyaya bawS.
Héwﬁyé hé1d mamg,

Eé ndizahémba.

Figure 113

Greetings diviners,

Oh yes I am going;

Even the diviners say so,

We are going, father ( Zulu ),
We are going, father ( Xhosa ).

Hey there, hello, mother,
Oh yes I am going.

Extract from +the diviners' ' Rejoicing song !

Watsholoza 'zindaba

( ' Rejoice about this business ' — by
singing understood ).

Ex. No. 72 on Tape 1b.

Pitch: Present "C"

= original A flat

Mode: hexa—baged pentatonic
Strophe length: o X 6

Tempo: d =88 M.M.

Text: Watsholbza 'zindaba, y& watsholbza.

This song is sung at umvulo ceremonies which mark the

commencement of a novitiate. It is sometimes sung at

'coming out' ( unphumo ) ceremonies of initiate diviners.

These include a seance which is held out—of-doors and in

the daytime, in contrast to other seances convened for

healing,

night.

'smelling out', which are held indoors and at



Figure 112

Extract

Molweni Zangoma
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from the diviners' ' Greeting song !

( ' Greetings, diviners ' )

Ex. No. 71 on Tape iy
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Figure 113

Extract from the diviners' ¢! Rejoicing song ':

Watsholoza 'zindaba ( ' Rejoice about this business ! )
Ex. No. 72 on Tape 1\3

Tempo: cl = 88 M.M,
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Root progression sequence in strophes
“C-DC-D-—C—CDC—C“
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Figure 114

Extract from the diviners! song:

Ingoma ka Mhala ( ' Mhala's song ' )

Ex. No. 73 on Tape 1b.

Pitch: Present "A" = original F sharp
Mode:  Hexatonic (<< two major triads based on roots
Dand C ).

Strophz length: a X 4

Tempo: initially d - 42 Later tempo (¥ ): d - 84 - 100 M.M

According to informants, and to ethnographical information,
this song is one of the oldest in the Xhosa musical tradition.
It is commonly referred to by the Cape Nguni as a

' song of the old people ' ( ingoma yabadala ).

The tempo of the song varies from one district to the next.
Among the Xhosa and Thembu, the song may commence at a
tempo of d = 40, or 45 M.M., or @ = 50 - 60 M.M,

The initial strophe in the extract, ( accompanied by

slow clapping (c! = 42 M.M. ) is repeated four times.

The tempo A = 50 + 60 M.M. is more common.

Root progression sequence in strophe:
" D = -« C D-C-D
Text: largely improvised:
Wo! ndoyika! Woe is me! I fear ( i.e. I am afraid ).
Ho!

ndingalilal Oh! I can cry!



Ingoma ka Mhala

d = L4 M.

( * Mhala's song ' ):
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Root progression sequence in strophe:

lD{- D -cl-c- D - l(c)—D —l(C)D"
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Extract from the divination song:

Umhlahlo

Pitch:
Mode:

Present"C"

Ex. No.74

on

Tape Llb.

= original AFlat

hexa-based pentatonic
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Strophe length: S x 8 Tempo: initially A = 50 - 52 M.M,
! =
Ro - | - e | Niivers k
> r
Pauwm: -
o 4 :
; ; . >
' 4 ?-i . = = —
C) 17 v | % | %
0 ol g vdoyilapla - o hahem,
> A J
d ozl
C\Aﬁ.‘ S = )'la. ‘\o Llom- "A.
_— — - — ; { -
1 < i ™
p) - T
)5L.. Mo - -l-l - ’&m\n%uf-n'u wa o,
ﬁ" { E——— —
S T
] ik
Clagile 1 Raiye-ho the o -
- I EEN B — —— r4 f‘ |
S -
3 ve" fo '6"
e, 3. e oo
| )
% — 3 —— = — } i[
Joe - 3-caC _sc 5.t
sh. Mo .. | ,
| sm— PSS R e == B —
\‘- # - -
p :iﬁi?
Mko-ma',. 146- Uo-g_p-\ao
~ k % = | Bl 1 _ === i
| d » 2 i
E 3 Y ¥ =t <_ |
cw. al. Ho| - o Ja |
_— 1-__ﬁi' ’: ~ ‘3 % iE_V_J-I ———
- o .
] | | —= | 5




603

Figure 116 Ex. No. 75 on Tape ib

Transcription of divination song:

Zula zulani ( ' Move, move about like evil spirits ' )

Pitchs Present "C" = original @ (Pitch rises & semitone
during singing
Mode: Hexatonic (> two major triads based on roots D and C ).

Strophe length: J X 6

Tempo:  initially & = 168 MM, (& = 84 M.M. ) ; this

accelerates during the performance, to

J = 188 M.M, ( Cf. transcription )
Text:

Zula zulani namathol! Move, move about with the
ezilwana , young ones of wild beasts ( i.e.
| like evil spirits ),

Wena zula zulani namathol! You, move, move about with the
ezilwana, young ones of wild beasts;
Hamb' usenza, Go and do it,

Wén' udliwa zigzilwana. You are to be eaten by wild

beasts

Root progression sequence in strophe:

|

After uku~vumisa, the song is again begun by the

||(c) -D~CD|C~=-D~-DD

diviner. During performance +there is another rise

in pitch of a semitone. ( Original G - - rising to A ).
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Diviner terminates the singing suddenly by shouting
"Chosi" ( ' Peace! ' )
Uku—vumisa between diviner and audience follows.

Thereafter the song Zula Zulani is resumed, in which the

Chorus seems to emulate the drum rhythm:

Tempo: C‘ = 184 - 186 =~ 183 M.M.

( Tempo accelerates )

»

\ .
+ELAPS - A :
[ C\erus: . _
e — s =
Ten ? 9219 —— A & B
NV 1 > 'é r
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The diviner's revelations follow.

More uku ~ vumisa occurs between diviner and audience, after
which the diviner reintroduces the song Zula Zulani;
then taken up by the Chorus.

this is

E

) 9 Chonus. ‘A

b T 8
Cow i e 17717 7, 15 77
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Figure 117: Umguyo ( uSomagwaza )

Ex. No.76 on Tape ib
Pitch: Present "C" = original Bflat rising to B (H)

Mode: hexatonic ( =< two major triads based on roots D and ¢ )

Strophe length: 16 XJ' (8+8)Xx )

Tempo: J = 144 M.M.
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Figure 118: Umgambo ( Extract only )

Ex. No. 77 o= Tape Ab.

Pitch: Present "A" = original Aflat rising to A
Mode: hexa-based pentatonic
Strophe length: 16X é (8+8)Xx )

Tempo: J = 138 M.M.

The song is introduced by the diviner, and then taken
up by the chorus. It accompanies strenuous dancing by

all diviners and novices. The main pattern is:

Ho Wo4e L‘m?_ !"_o ~ we-he

C‘.konucoult.‘_ \ N .
% é v s i‘——a SPAY .
+ Dhrum: - ){p{’i—_ wo - oﬁrﬁ\mm;
{ { T s W
2 S =N
—— [ 4 ] =
—Dvum: -B_ZH. l ¢\ l
:LH _ "11. " ‘;] . . {- " ‘1. M. Y-
2 bt 9 S AR A

It is repeated several times, with doubled Right Hand

drum beat accompaniment, e.g:

1 ; Claps
_LJH J.F LP 0 ) ] Rrm

9% 17 9,01 Y09 ¥ 1y ¥01 317 ¥.49 9 L.
3 ¢ b ¢ |2 E 2

2

Umgambo is followed by performances of three non - divination

songs ( cf. p. 592 for details ).
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Figure 119 : Ex. No. 81 on Tape 15( Extracts only )

Diviners' dance song ( ingoma yomxhentso kwamaggirha ):

Wachithek' umntwana, zangom' ( Wachitheka umntwana, zangoma )

( * The child wasted it, diviners ' )
Pitch: Present "C" = original B
Mode: hexa~based pentatonic

Strophe lengths: A)KB (4 + 4 )XJ
Tempo: J = 100 M.M.

This song is sung for a novice diviner, who must of

necessity dance as much as she (he ) can, especially
during her ( his ) novitiate.

In this performance, two women sang while the diviner
rocked herself backward and forward whilst sitting on
the ground, occasionally singing along with the

two women. After five executions of the strophe, the
diviner got up and began to dance, singing vocables

-

as she performed uku - xhentsa., S3 in the extracts denotes

the diviner's vocal phrases; SL and 32 denote the phrases
of the two women, ohe of whom was a novice diviner,

This is an Mpondo diviners!' song.
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Figure 119 : Wachithek' umntwana zangom!
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Figure 119 ( ctd. )

Singer SL and S2 provide a Chorus, while the

diviner ( 83 ) dances ' solo '.
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20. Iingoma zamaZiyoni ( ' Music of the Zionists ' )

Zionist church worship is a syncretism of tribal/traditional
and Christian ( pentacostal and Baptist ) beliefs and practices
( Hammond — Tooke (ed ) 1974: 431 ). Many aspects of the
diviner's ritual resemble certain phenomena in Zionist religious
ritual, and both the diviner and the Zionist priest or prophet
have similar functions. According to Berglund, ' . . .

the ( Zionist ) prophet fulfills a {two — fold function, that

of the healer and that of diviner, the latter in Zionist circles
defined as prophetism ! ( 1967: 10 ). The Zionists, however,
have their own methods of dealing with witchcraft and sorcery,
and are opposed to seeking the assistance of diviners and other
medicine — men ( Hammond — Tooke (ed ) loc.cit. ).

The Zionist churches have a large following all over the
Republic, and in the Republics of Transkei and Bophuthatswana.
Most of their members come from completely tribal backgrounds,
having had no affiliation to the traditional churches of
missionary background. The music also reflects the syncretism
of traditional and Christian religious beliefs. It comprises
hymns ( iingoma ) including alleluia choruses ( also iingoma )
which are accompanied by drumming, The drum rhythms are identical
with the rhythms which accompany divination music, but they are
played at a much faster tempo. The igubu drum is employed ( one
or two ) and also two horns ( cf. ch.5: 176 - 177 ). Both horns
produce tones; these are a whole tone apart in pitch, and are
played together or successively during a performance of the
hymns. There is no tonal relationship between the tones of the

tones of the horns and the tonality of the music. More often than
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not, the horn tones clash with the pitches of the music

( from the Western musical viewpoint, that is ). Furthermore,
these tones are played as long, sustained notes, and not as
rhythmic patterns of the same tones. Contrived rattles ( cf.
ch. 5: 174 ) are also played; +the different congregations have
their own versions of rattles, and also name them differently.

Services are held regularly during the week - ends, and
consist of: (i) lengthy prayer sessions during which people
are ' caught ''by a spirit ( uMoya ) and become hysterical,
and ' speak in tongues '; some even faint in the process;

(ii) individual confessions before the congregation, and (iii)
a special healing ritual.

Most of the hymn — melodies are additive ( this is not
common in divination music‘) and are accompanied by divisive
drummed and clapped rhythmic patterns. Also, many of.the
melodies are heptatonic rather than hexatonic, but are harmonized
in Cape Nguni style by parallel singing of the different voice
parts. The alleluias are sung in a long drawn out manner; the
vowels are deliberately elongated, as are some of the syllablesg
of the words. These alleluias are sung, or rather, shouted
repetitively, the tempo fluctuating between ritardando and
accelerando. There are also choruses sung to the word ameni
( v amen ' ) and these follow the hymns proper. All singing is
antiphonal, and is usually accompanied by dancing ( the Amens
excluded).

According to Zionist friends, the music has been largely
responsible for attracting people to the services, even though

these people may not actually convert to Zionism. I know of
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several Christian Cape Nguni families who attend both their
own church services ( Methodist and Congregational ) and
those of the Zionists. These people ( aged 20 - 35 years )
told me that they ' went to the Zionists because these people
help each other '; Ybecause ' the music there is good, so good
it lets one dance along with it '; because ' we are bored
in our own church services, the singing is so slow, and so
dead '. Whatever the real reason, there is no doubt that the
music - making in the Zionist church appeals to people.

Members of the established churches ( Anglican, Lutheran,
Roman Catholic and Presbyterian ) complain a great deal about
the boredom that assails them in their church services; not
only is the music boring, but also the sermon, especially when
given by a White clergyman who has learnt the Xhosa language
primarily so that he himself can deliver his sermon without the
aid of an interpreter ( who cannot always be relied upon to
translate accurately, so I was told ).

I was always hearing complaints about sermons that ' went
on like the Kei river,néw and again running dry ' of real
meaning and association with everyday life. Another complaint
which I heard frequently was that White clergymen ' did not
tike music which would give people ihlombe, so people could not
sway or clap when singing '. Another criticism was directed at the
singing which was done at such services, especially those attended
by Whites. ' It is something terrible to hear every person,
man, women and children, all blaring and singing the same sounds;
can they not move about with their voices? ' ( This was a

direct criticism of the parallel singing in octaves which is done
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by the average White congregation ).

In many respects, the Zionist prophet has an advantage
over the White clergyman; just as the diviner is expected
to behave in a dramatic manner at seances, so is the prophet
expected to preside over his church services in a similar
manner., He invariably does so with a great deal of histrionic
display, and he gets his message across to the congregation very
effectively. This is what the people want -~ a sermon that
holds their attention in its content and in its presentation -
something which is sadly lacking in their own church services.

Similarly, music in the Zionist church is more enjoyatle
because people are able to participate wholeheartedly in
producing it, without the restraint that is demanded of them in
Christian church services., Many clergymen of various denomin -
ational churches have realized the need for a music that is
' suitable for use in African church worship ', but so far they
have not fully realized that this music must come from the
people themselves, who should have a working knowledge of
Western musical techniqées, so that they can manipulate their
own music to these ends.

Zionist church music continues to flourish, enjoyed by those
who produce it and those who listen to it. 1 attended many
church services and rituals, and I was always struck by the
freshness of the music. Being typically African in style, its
melodies serve as bases for improvisations, consequently, like
the traditional music, it will always remain original both in
process and in the resultant sound - product.

( zionist hymn: inyani ephezulu ( ' The truth is in heaven ' R

Ex. No. 82 on Tape 1lb.
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CHAPTER 8§

ASPECTS OF FORM AND STYLE IV XHOSA MUSIC

Structure

The structure of Nguni music has been discussed in detail
by Rycroft in a number of publica‘tions.1 For the sake of
readers who are not familiar with them, I shall briefly
recapitulate the form and style of this music with special
reference to Xhosa music, which is my particular field of
study.

The basic structure of a Xhosa song is a strophe of fixed
duration, which is repeated ad infinitum with or without
Variations.2 Strophe length varies in each song ( there is
no standard length ), and is defined by a specific number of
body movements and beats. Within each strophe there is at
least one pair of complementéry phrases comprising solo plus
chorus, these being either consecutive or overlapping, but
essentially having non -'simultaneous entry points. The
solo phrases, sung by a song leader or umhlabeli, take a
higher pitch register than the chorﬁs phrases. In most
cases these remain unchanged in the repetitions,3 while the
solo phrases are subject to improvisation, and are frequently
varied. The song leader may introduce new words ( or vocables )
into the solo phrase, which bring about changes in its melody.4
The chorus phrase carries the identifying part of the song.
For example, the modern version of a traditional lullaby

entitled Thula babana, which has acquired a ' modern ' text
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with Xhosa translations of English words ( iDin' = ' dinner '
iTi = ' tea ' ), is still easiiy recognizable as being a
modern version of the old song because the chorus refrain,
sung to vocables, remains uachanged | cf. Figure 19: 265 ).
Handclaps accompany most styles of Xhosa music; sometimes
they are supplemented by drum beats ( diviners' music and
circumcision music, with the exception of the ritual song ),5
and dance steps. In certain song - types the claps are absent,
in which case strophe leagth ( and the music's basic metre ) is
indicated by the drum beats and dance steps and movements.
The latter are never absent. A basic principle of Xhosa music
is that all music is accompanied by some form of physical
activity, whereby the basic metre and tempo of the music is
expressed or at least indicated. The type of song and the
social situation in which it is performed will determine the
precise nature of this activity ( clapping, drumming and
dancing ), and its manner of performance, i.e. singly or
in combination with one of the other two activities, or both.
As stated above, both solo and chorus phrases, which
constitute the essential parts of a Xhosa song, do not
commence their phrases at the same time; they ' observe the
principle of non -~ simultaneous entry ', which is another
fundamental principle of Nguni music ( Rycroft 1967: 101 ).
The extent to which this principle is realized varies from one
musical category to another, and even within songs of the same
category. See, for example, Figure 24 on p. 281, the transcription
of a Xesibe — gaja ( ' shaking ' ) dance song, in which the

principle is realized through simple antiphony, i.e. the two
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main parts alternate without overlap. The strophe consists of
two pairs of phrases. In a - sina dance song of the same
chiefdom cluster, ( Figure 21 on p. 275 ), antiphony occurs
with overlapping phrases, the solo phrase re - entering on
the fourth -~ last crotchet beat of the chorus phrase. Here
the strophe consists of the varied repetitioﬁ of a single
melodic phrase ( carrying a line of text }, by song leader and
chorus in sequence.

The small amount of overlap ( start of the solo phrase
near the end of the chorus phrase ) has been termed ' single -
ended overlap ' by Rycroft ( ibid: 90 ). More extensive
overlapping occurs through the interpolation of variations
and additional phrases by the song leader and individual
singers at certain points in the execution of the strophe, so
that ' the start and end - points of phrases are moved, in
relation to their original position in the strophe ' ( ibid: 92 ).
In such cases the solo phrases may ' commence halfway through
a chorus phrase, and end halfway through the following chorus
phrase so that the phrases are completely interlinked ' ( ibids 93 ).
This type of overlapping ( called ' double - ended ! by Rycroft ),
is a typical feature of the music of young people and adults of
the older chiefdom clusters. It features less extensively in
the equivalent music of the 'intrusive' clusters ( cf. Figure
89: 525, and Figure 103 : 556 , which show extensive inter -
linking of the vocal phrases ).

Re -~ entry of the solo phrase just before or at the end of
the chorus phrase in ' single - ended overlap ' joins the two

main voice - parts together, so that the song seems to have no
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end. ' It then becomes problematical whether the strophe

should be said to commence with the ' call ' or, conversely,

with the entry of the chorus -~ the ' call ' serving only as

an introductory signal ' ( ibid: 91 ).6 It seems reasonable to
assume that this would depend to some extent on which of the

two basic parts carries the greater load, in terms of phrase -
length and complexity.( Cf. Figure 101: 540, in which each
repetition of the strophe begins with the chorus entry; the

song leader's proper entry point ( after two introductory

phrases ) is on the fourth beat of the chorus phrase; ct.

p. 540 ). Again, in certain types of Xhosa music, ( in particular
umtshotsho and intlombe music of young people ), the chorus often
subdivides into two sub - groups ( or even three or four, if the
performing group is very large ), which sing the same or
contrasting ( varied ) phrases in sequence. These phrases follow
one another so closely that the whole song sounds like a ' chorus ',
The solo phrases become subsumed in the overall sound to the
extent that they are scarcely discernible to the listener, or,

if they are, they seem to ' tag along ' as improvisations above
the chorus phrase. It then becomes even more difficult to assess
where the strophe begins and where it actually recommences.
However, whether or not it may be said to begin with the solo
phrase or the chorus phrase, ' there are in most cases no

" collective cadences " of the Western type. Unison, after
chording, may possibly have " cadential significance '" in certain
items but, beyond this, no functional hierarchy of discord and

concord seems consistently operative ! ( ibid: 103 ).
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Additional improvisations by individual singers who
' add their own words to make taste of the song * ( cf. p. 39 ),
or ' throw their voices into the song ' ( cf. p. 40 ), may bYe
independent of, or dependent on, the two main parts. Dependent
phrases usually consist of the words of one or other of the
two main parts, ( or vocables are often substituted ), and are
sung along with it in parallel movement, utilizing the same
vocal notes or ' harmonically equivalent ' ones ( izihlobo
tones ). Independent phrases comprise new words and melodies
and/or new ( varied ) rhythmic patterns. They are sung sequentially

by individual singers, thereby ' introducing a third, or even

fourth level of offset temporal contrast - or concurrent " phrase
shift "' ( ibids 96 ). The crucial difference between these two

types of vocal organization is that in the one, a basic twofold
temporal contrast is retained, even though the extra voices add

to the complexity of the musical texture. In the other, the
temporal relatiohsip between the voice - parts is greatly increased.
On the basis of this difference, it is possible to make a genersl
distinction between voice - part interrelations in the music of

the older clusters, and the music of the ' intrusive ' clusters:
there is greater independence of all the voice - parts in the
former, than there is in the latter,

In performances o Bhaca, Xesibe, Eastern Mpondo and certain
items of Mfengu music,7 most of the extra voices sing along with
one or other of the two basic parts, selecting izihlobo tones
deriving from the notes of the mode in which the song is set.

A few additional singers may improvise new texts and melodic

phrases from time to time, and introduce sequential repetitions
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of phrase - segments to interrupt the parallel chording and
provide more rhythmic interest. All the voice ~ parts are
introduced so as to ' off - beat ' fairly regutarly with
the beats of the basic metre. ( Cf. Figures: 68: 420;
T0: 4345 T2: 4445 T4 4475 T6: 4515 and T7: 455,
1o cite a few examples ). This supports Rycrofi's
conclusions regarding vocal organization and interrelations
in certain Xhosa and Swazi songs, in which he states:
'. . in the majority of cases a twofold temporal
contrast is maintained. . . this persists even in
their three — and four - part songs, since extra
voices share an existing line of text and move
" in step " , often in tonal parallel !
( ibid: 101 )
On the other hand, the songs of the Xhosa, Thembu, Bomvana,
Western Mpondo and Mfengu living in Thembu areas, especially
the songs sung by young people and adults ( umtshotsho9
and intlombe music, and Tshawe beer songs ), offer
interesting parallels with ' certain old Zulu songs '
studied by Rycroft. In them, ' temporal contrast is
increased beyond twofqld, through separate entry of all parts '

( ivid. ). ( Cf. Figures: 43: 338; 55: 378; 56: 380;
57: 381; 58: 383; and Tl: 441 ).

Patterns of rhythm

The metrical patterns which are given under Figures RHY. 1.

and RHY.?2 are intended to serve as references in this
discussion of Cape Nguni pa“terns of rhythm. The patterns are
the typical phrase patterns of Xesibe, Bhaca and Mpondo music,
and similar types of music of the Xhosa Thembu, Bomvana and
Mfengu clusters, including some divination songs. The songs have

been divided into two groups: RHY. l., which demonstrates patterns



of songs based on a straightforward beat that can be
subdivided into two or four, or multiplied by two or four
( i.e. ecuivalent to the crotchet ), and RHY.2., which
demonstrates the patterns of songs based on dotted crotchet
beats. In cases where the song has no explicit beat ( clapped
or drummed ), the basic metre ( deriving from sequences of
vocal sounds or beating of sticke on the ground ) is given,
together with descriptive comments. In each example, the
rhythns of the melodic patterns sung by the song leader and
chorus ( and, where applicable, other individual voice parts ),
have been placed above or below the basic metrical pattern with
suitable abbreviations to identify them ( cf. pp. 635 - 641 ).
I am fully aware that these metrical patterns represent
the external sounds, and therefore the surface structures of
the songs' rhythms. Thus they may not report faithfully what
is going on, i.e. they may not represent accurately the basic
body rhythms that generate them. I have already attempted to
reveal some of these in i1he discussions of music which has no

audibly expressed accompaniment ( e.g. the umngqunggo dance

songs, and the umguyo ritual song ), by describing the dance

steps and movements which generate the rhythmic structures of
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the music, and relating the one to the other. 1In this discussion,

I shall 1ry to present some more evidence showing why Cape Nguni

singers produce their music the way they do, as well as describe

the inner body rhythms which give rise to the music.

Discussions of basic metres ( denoting strophe length ( have

been included in my surveys and analyses of the Xhosa musical

categories. These have revealed that : (i) although different



categories of music may have the same basic metrical
patterns, these are not necessarily clapped in the same

way, €.2, the dance songs of young children, and those of
older children ( umtshotsho music ). In the former, the
claps constitute a succession of regular clapped beats,
whereas in the latter they establish a more complex rhythmic
pattern., Furthermore, this is subject to variation, whereas
the simpler metres of young children's songs are never varied
in performance; (ii) although strophe length varies from
one category to anothar, and even within the category, one

finds a number of metrical patterns which underlie so many

songs helonging to one musical category, that they may be said

to be most representative of that particular category of

music.
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In all sings with a basic dotted crotchet beat, subdivisions

of the beat are ' basically iambic ( .r J ) in quantity ¢t ’
but they may or may not be iambic in accentuation ( cft.
Blacking 1967: 160 ).19 Thus the subdivision may be accented
ag ({ J ) or (J é ). When dotted crotchet beats underlie

a song, ( especially those songs whose basic metres are not

stressed audibly by claps or drum beats ), iambic subdivisions

are expressed and emphasized in the vocal sounds produced by
the singers. The following Figure RUY.O0. shows the rhythmic
foundations of two such songs, in which the basic ianbic
patterning is indicated in the patterns of vocal sounds.

( Cf. Figure RHY.D. on following p. 624 ),

With regard to the coincidence of melody and metre, Xhosa

songs show two types of strophe structure: (a) those in which
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the syllables and vocal notes of the melody ( and its inherent
accents ) coincide with the claps at the beginning and at the
end of +the strophe, and (b) those in which the melodic accents
and the ' beats ' ( claps ) of the basic metre coincide only
at the end of the strophe. This is what Jones has described
as the ' teleological trend ' in African music: songs ' lean

towards the end of the lines; it is at the end where they are

likely to coincide with their time background ! ( Jones 1959: 49 ).

In the majority of Xhosa songs, the initial syllable and
tone of the vocal phrase begins within the last clapped ' beat
of the strophe, i.e. it anticipates the first beat of the
strophe by about half a beat. Although both syllable and

clap may coincide in the first statement of this pattern, they

1

will never coincide in its repetitions. It appears to be a rule

of Xhosa music that melodies should begin on an off — beat; this



625

coincides with the strong initial accent of the melodic-

pattern, aid is always sung with a loud emphasis. Furthermore,
the melody note ( usually the highes®t tone in the strophe ) is
frequently ' tied over ' onto the following ' beat ' with clap ),
so that the next sung syllable falls once again between *two
clapped beats ( c¢f. Figure RHY.l : 3, 4, 6, 15, and Figure

RHY.2 : 2, 6; all entries /commencements of the melody are
marked with an asterisk ). By beginning the melody on the

off - beat, the whole melody is pulled a guaver or semiquaver
beat to the left, so that the melodic accents tend 1o fall
somewhere between the clap beats part of the time, and beats

may fall between rests. ( The rests within the strophe indicate
the moments in the music where a voice part ceases %o sing; they
aléo indicate the beginnings and endings of melodic phrases, -
cf, Figure RHY.l : 19, and Figures 3 and 4 further on in *his
discassion - and in these parts I have used them in conjunction
with slurs ).

Writing in 1928, Erich von Hornbostel offered a theory of
African rhythm in which he suggested a contrast between African
and Buropean concepis of rhythm. This theory was further
elucidated and discussed by Blacking in 1955 ( and others since ),
who writes:

'The contrast which Hornbostel suggests is therefore

nct so much one of procedure as of attitude towards

movements and the production of musical sounds. He

clains that Africans think of sounds as bi - products

of rhythmical movements, whereas Westerners pay more
attention to the sounds than to the movement which

causes them' ( Blacking 1955: 12 )
Blacking then compares Horabostel's theory with the ' dancing

and ethos of much African music', and in this context quotes
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A.M. Jones ( 1952: 1 ) who writes: ' In Africa, the music

of the dance and the dance itself are one individual whole !

Blacking then continues:
pe}

'7his fact has been corroborated by so many other
observers that there secems little reason to doubt
its truth. Since music for dancing must be related
to the dance movements and in many cases in Africa
might be considered subtordinate to them, one might
expect to find musical concepts derived from the
physical pattern of the movement' { ibid. )

The same writer mentions Curt Sachs who, in his book

The World distory of the Dance ( 1937 ) discussed in some

detail the correlation between styles of music and dancing,
and included some examples to support his statements,

The Cape Nguni concept of music further corroborates
the fact that music and dancing ' go together ', and that
' they are the same thing ' ( cf. ch.2: 19 ). The umngqunggo
dance songs, and the ritual song umguyo provide . good evidence
of the relationship between patterns of melody and patterns of
physical movements, ( dance steps in the former, walking in
the latter ). Blacking goes further in his ' notes ' on
Hornbostel's theory of African raythm, and draws attention to
the relationship between patierns of dance movements and patterns
of melodies in African music, which are the reverse of the gensral
pattern in Western music. ( The African pattern is one of
tension - relaxation — tension - relaxation, while the Western
pattern is one of relaxation — tension - relaxation ). Blacking
continues:

'Telescoping these larger physical patterns into

the space of a bar of four beats, we find that the

African up -~ beat should be the strong beat,

equivalent to the Western down -~ beat., Physically

the sensations are similar; the first beat is the
strong beat; but in one case it is a movement upwards



627

and in the other a movement downwards. Musically,
as Hornbostel suggests, the results are not the same:
the Westeri music runs 1 = 2 - 3 etc., whereas the
African music ruans 1 -~ Z -3 1=-2=23etc!

(1955: 5 ).
Elacking observeg further on in hig ' notes ':

'The syncopations of Jazz are often regular and
monotovnous, and it may be that this is due tc a
different conception of up - beats and down - beats.
The upward lift, as opposed to the dowa ward beat, is
surely what gives Jazz its bounce. . . It mignt well
be shown that the fundamental innovation in Jazz was
the replacement of the down - up movement found in
most Western music and dances, by the up - down
movement, a concept apparently derived from African
dancing' ( ibid. ).

In assessing the extent to which Hornbostel's theory is
applicable to African vocal and iunstramental muasic, Blacking
writes:

'Hornbostel deduces that theoretically the emphasis

of the vocal line ( and presumably that of melodies
played on wind instrumenis also ) should run at
loggerheads with the audible beat of the percussion'

( a diagram is given showing patterns of voice,
percussion and body movement ). ' If the whole body

is strained and lifted in order to accentuate the

melodic line, it cannot be expected to beat downwards

at the same time. Perhaps this is why handclaps often
occur systematically,on the off — beats of a sung melody;
the raising of the arms and the spreading of the hands is
an act of tension resolved by the clap’

( ibid. ) ( underlinings mine ).

If this explanation of African syncopation or ' off -
beating ' cannot be applied universally, it nevertheless
applies to Xhosa music. It has been discussed in some detail
by David Rycroft ( 1962: 82 — 84 ), who pointed out that it
had a physiological basis ( cf. p.643ss, for further discussion
of ' off — beating ' ). It explains why the Cape Nguni feel
it is more normal to start a melody on the up -~ beat ( or off -

beat, which is perhaps a better term )3 +to quote one informant:
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' We go up wheﬁ you go down, and down when you go up '.
The same informant gave a reason for this procedure: ' We
simply have to do thie, as that is how we feel the musicy
if we do not, therc¢ is no swing, man ' ( Sigidimi Xundu,
Engcoko 1959 ); [(ii) +the upward - and ~ outward kicks

which precede the stampe in ukusina and indlamu dance songs

always coincide with the ' up ~ beats '; (iii) +the diviner
' conducts ' his seance music by indicating all the strong
beats ( whick diviner Gcorha referred to as ' loud ' bezts ),
with an upward movement of the arm, and all the ' weak ' beats
with a dowaward movement of the arm; when I asked Mr Gcorha
why he called the off -~ beats the ' loud ' beats, he replied
that it was ' because the voice comes out, i.e. sounds, on
these beats '; (iv) many African teachers and choirmasters
conduct in the same way; (v) women, when performing the
walking steps and toe — heel movements in their umnggunggo
dances, ( unconsciously ) synchronize their upward steps and
movements with the strong off - beats, which in Western music
are regarded as weak bea{s.

By beginning a metody on the off - beat ( Western up - beat/
' weak beat ', African ' strong beat ' ), the melody accents
which follow in the strophe, fall systematically somewhere
between the claps, so that the beats of both clap and vocal
patterns are staggered. 1In some songs this occurs so frequently
( cf. Figure RHY.l: 2, & 3 ) that +the song appears ( to
Europeans, at any rate ) to be monotonously syncopated. The
Cape Nguni see this syncopation as a combination of two rhythmic

patterns ' which go together ', whose inherent accents are
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crossed., In all music accompanied by clapping, the vocal
effort freguently precedes the physical movement; the
sirong beats ( off = beats ) coincide wit! the singers'
arms being raised and extended 1o clap; 1his is the act of
tension which is resolved in the clap. Tiie reverse procedure
occurs on the performance of Bhaca indlamu music ( cf., Figure
RFY.1l: 12 ), irn which the greatest vocal effort occurs cn the
first beat, which now becomes a strong beat in the Western
sense; it iz accompanied by the downward stamp, and the voice
which accents the syllable heavily. This procedure is to be
observed only in Bhaca indlamu music. The Mpondo and Xesibe
forms ol the dance follow the typical Cape Nguni pattern of
gstrong off - beats and weak down -~ beats.

An interesting feature in the Bhaca indlamu dance cited
above ( Figure RHY.l: 12 ) is the introduction of off ~ beat
accents by the singers on the weak beats of the metrical

pattern, e.g.

Figure RAY. O1

hm =0 hm hm,_(hm) hm <0  hm

Down Up D U D U D
™\ ~N
stamp stamp
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The Bhaca iindlavini ' Western ' concept of rhythm, as
opposed to the other chiefdom clusters' African concept,
may be explained by the ' culi of westernization ' which ihe
shaca have adopted ( ¢f. Hammond — Tooke L9Cr: 8% ), 11 nay
also be explained by their liking for military music, ( sometiing
which T noticed on many occasions ), which may have unconsciocusly
influenced them in their attitude toward rhythm. I zlso noticed
that, when singing and marching to their Welking ( Marchi-g )
songs, the Bhaca tend to synchronize the Left — Right movements
with the strong and weak beats of the pattern. The Xesite and
Mpondo do just the opposite: +they proceed from Right to Left,
so that the first beat of the pattern ( strophe ) coincides with
an upward move=ent of the lefi: leg as weight is transferred 1o
the right leg.

In Xhosa music, I found that physical movements ( clapping,
drumming, dancing ) coincide with the vocal effort almost as
much as they do not. I went about assessing this in the following
way: I superimposed the rhythmic patterns of the song leader,
chorus, and any other prominent additional voice parts, above the
basic metrical pattern of each song. I then counted the number
of times (i) the same singer staggered her voice with the
clapped beat; (ii) one singer sings one pattern and another
the other, and noted where they coincided and where they did not;
(iii) everyone sings together. (i) would support Hornbostel's
argument, while (ii) would support Jones argument, and (iii)
would also support Jones and refute Hornbostel's argument. At
this point it is necessary to discuss the viewpoints of these

two scholars.
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Horntostelt's argument is about the feeliug, the inner
bod: experience that produces muelc, the impulege, the drive
upwarde and outwerds, and the expuition of the body that
preced=s the aciurl scund. 17 proposing his theory of African
rhythm he used African drumming ac & model, but stiressed that
it could ar well be replaced by haondelappling or ¥y lophone

playirg. As he himsell puat it:

Q

'Whai really matters is the act of beating; an

only from this point can African rhvthms be understood.

Fach single beating movement is again twofold: the

muscles are strezined and released, 1ihe hand 1s lifted

and dropped. Oaly the second phase is stregsed

accoustically; %but the first inaudible one has the

motor accent, as it were, which consists in the

straining of the muscles' ( 1928: 52 ).

Tn an article on African drumming written six years
later ( 1934 ) Jones referred to Hornbostel's theory, and
cstated that it was repudiated by an African informant. In
comparing and contrasting the views of both Hernbostel and
Jones, it is clear that, whereas Hornbostel states that
t g1l African peoples conceive their rhythms physically from
motion rather than musically from hearing ! ( cf. also
Blacking 1955 ), Jones maintains that this sori of
generalization is not valid as, from the evidence obtained
from an informant, at least one group of African people
does not think of rhythm in this way. 1In view of thig, there
may well be other African people who do not confirm Hornbostel's
theory in their concept of rhythm.

Jones seeg African music as being the product of at least

two agents in a polyrhythmic relationship. He is more concerned

with how order is put into the individual vocal/melodic and
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clap patterns, and their rhythmic interrelationship ( gi.ljﬁnggs

Studies in African music, 1959 ). He sees rhythm as being

' to the African what harmony is to Europeans ', and accordingly,
forms of African music arise from the complex interweaving of
contrasting rhythmic patterns. These patterns may be produced
by the different voice parts, by the handclaps, beating of
sticks, shaking of rattles etc., and according to Jones, there
will ' practically always be a clash of rhythms ',

As we have seen in chapier 7, vocal rhythmic patterns are
produced by singers against a time background of handclaps
and/or drum beats, and body movements. The polyrhythmic
principle is never applied to the time background, but it is
in varying degrees toc the voice parts, within the different
styles of Xhosa music. The vocal organization may range from
a general staggering of all the voice parts against the beats of
the time background, to a more multilinear organization in which
individual voices make successive entries against the time
background, so that the staggering that occurs between the
beats and the vocal effor% is not only the result of physical
movement, but also the result of polyrhythmic technique. ( I
do not think that the interrelationship of the voice paris
and the time background can be described as polymetric; the
rhythms of the voice parts , as well as their melodies, are
essentially rhythmic - melodic variations ( and elaborations )
of the main melody and its metre; consequently the most
suitable description for this rhythmic interrelationship is
polyrhythm ).

After counting up the number of times one person, and several
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persons staggered the voice against the main beats of the

bagic metre, and how many times they coincided, I found that:

in most songs, particularly those of the ' intrusive ' clusters
( Xesibe and Bhaca, and to some extent the Mfengu ), off — beating
between voice(s) and claps occurs approximately half the number
of claps constituting the strophe. Thus, in Figure RHY. 13 3,
for example, the duration of the strophe is 16 beats ( 8 + 8 );
within this cycle, the song leader and chorus adhere to the
gsame rhythmic pattern, but their melodic accents coincide with
the clapped beats eight times out of the sixteen beats. In the
first half of the strophe, voices and claps coincide on claps

4, 5 and 6 of the 8 ~ clap pattern; in the second half the
melodic accents and clapped beats coincide most of the time,
i.e. on claps 3, 4, 5, 6, and 7. This makes a total of eight
beats coinciding with the vocal effort, and eight that do not
coincide with it.

Again, in Figure RHY.l: 4, +the vocal effort and clapped
beats coincide nine times within a strophe of 16 beats duration.
In No. 5 ( of the same ﬁigure ), four beats are staggered out
of eight; in No. 6, fifteen beats are staggered out of twenty, and
in all cases, the song leader and chorus adhere approximately
to0 the same rhythmic pattern, i.e. they sing homorhythmically.
In song No. 7 the rate of coincidence is high, there being
only three staggered beats out of sixteen. In song No. 8, there
is much more staggering of beats in the chorus part than there
is in the song leader's part, but there is more of a poly -
rhythmic relationship between song leader and chorus; thus
the staggered beats would seen to result from polyrhythmic

technique.
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All the songs in Figure RHY.l: 1 - 10, are dance songs of
the Xesibe and Bhaca people; WNos. 11 and 13 are two beer
songs of the Mpondo, while Nos. 14 = 22 are dance songs of
the Cape Tribes Proper; UNos. 23 — 26 are divination songs
of the latter. In Figure RHY.2, Wos. 1, 3, 4 and 5 are also
dance songs of the C.T.P., while Nos. 2, 6 and 7 are a

beer song ( No. 2 ) and two dance songs of the Xesibe and
Bhaca. These three are characterized by off - beating between
vocal and clapped patterns at an average ratio of three or
four staggered beats out of eight ( Nos. 2 and 7 ), and five
out of eight beats ( No. 6 ).

In contrast to these songs, there is much more polyrhythmic
interplay of the voices in the songs of the C.T.P. Instead of
each voice part singing a melody motif which occasionally
off - beats against the clap pattern, as is the case in the
songs of the ' intrusive ' clusters, in these songs ( Figure
RHY.1l: 14 - 26, and Figure RHY.2: 3 -~ 5 ), the different voices
sing melodic/rythmic patt?rns which occasionally off - beat in
their main accents as a result of successive entries. The
Mpondo beer song is a typical example of polyrhythm, and here one
could even say polymetre, in that the vocal and clap patterns
never coincide ( cf. Figure RHY.1l: 13 ).

It seems to me, then, that in Xhosa music at any rate, the
theories of both Hornbostel and Jones are combinedy but, the
extent to which they are combined { as confirned by the musical
evidence ), reflects the main difference between the musical
styles of the ' intrusive ' clusters, and the older chiefdom

clusters. There is much more off - beating in the music of the
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former, than there is in the music of the latter; what is
more, off - beating occurs as a note in the voice part
staggered against a clap in the basic meire, or over a wider
group, i.e. melody - motif staggered against two claps in the
basic metre, this being the more common procedure,

For this reason, most songs have staggered beats which
total half the number of beats of the basic metre. 7Yet again,
one can see these off — beat relationships as also an attempt
40 have at least two different ' lines ' of rhythm running
concurrently. The way in which the Xesibe and Bhaca ( and to
some extent their neighbours, the Eastern Mpondo ), pitch in
their veoices and sing melody - motifs at times together, at
times successively, against a background of claps, is well
described in their own words ( cf. ch.2: 40 ). The older
clusters do not ' throw in their voices ', but instead, ' add
different words to make taste of the song ' ( cf. ch.2: 39 ).
This ' quieter ' description describes a much quieter process
of polyphony and polyrhy?hm, in which the individual singers
sing melodic patterns rather than motifs, which interweave
polyrhythmically, and accompany dancing which is less vigorous
than that of the other clusters. It seems to me, that the
presence of off — beat accents in Xhosa music, produced by
polyrhythmic technique, and also by physical movements which
compel the vocal effort to precede the physical effort, indicates
the application of Jones' and Hornbostel's theories at the same
time in one and the same musical tradition.

off - beating, or, more specifically, the off - beat phrasing

of melodic accents ( accompanying word - syllables ) against the
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main beats of the basic clapped and/or danced metre of

a song, is a characteristic stylistic feature of the
X'osa musical tradition. It has been studied by Richard
Waterman ( 1952 ), and David Rycroft ( 1962: 82 - 84 ),
who pointed out that it has a physiological basis, i.e. it
is largely the result of physical movements which are made
during the performance of a song. Rycroft writes:

'It is, of course, an instinctive human reflex to
tense the diaphragm and hold the breath, by closing
the glottis, at the actual moment of exertion — in
fact, even babies do so during defecation. At the
actual moment of this instinctive breath - holding
during pushing, lifting, leaping and the like, the
emission of vocal sound of any kind is, of course,
impossible. But immediately before or after the
moment of exertion - or both before and after it
"Huk -= = — aaah" - sound of some sort is not only
possible but very probable ' ( 1967: 83 ).

To demonstrate his point Rycroft gives a transcription of
& Zulu song; in it the beat ( heavy thud ) is sounded
always just before the beginning of the phrase, ' during
vocal silence '. The same sort of off — beat relationship
between word ~ syllables and muscular movements is to be
observed in the dance songs of the Zulu, and the Xhosa.
Speaking about this ' near miss relationship ' between
words and clapping in Xhosa music, Rycroft stafes:

'« .+« . in Xhosa singing, instead of the beat being
made to coincide with the release of a consonant — into
a vowel, so that the onset of the vowel is on the beat,
as 1is our own practice - it coincides with the initial
closing or thrusting movement of the consonant ( when
this type of consonant occurs ) so that the commencement
of the vowel invariably occurs later, a little after the
beat. This effect appears to be further exploited and
exaggerated for stylistic purposes, and closure of the
glottis - necessary in strenuous exertion — could, of
course, also take place on the beat, during the
consonantal closure, if required.

In passing, it may be of interest to observe that,
in America today, one of the most highly paid singers
of "pop" and cabaret songs - with their currently



644

favoured gimmicks of off ~ beating and deliberately
loose word -~ phrasing -~ is Miss Miriam Makeba, a
South African of Xhosa extraction, who played the
leading role in the original production of the

musical, King Kong' ( ibid. )

0ff ~ beating, which is found in other styles of African
music apart from the Xhosa and Zulu, e.g. West Africa ( cf.
Waterman 1952: 213 ), is used to a greater or lesser extent
in Xhosa music. When it occurs, the melody - notes for the
word — syllables tend to fall somewhere between the clapped
beats — either halfway, or even later, e.g. on the last
semiquaver of a steady clap pattern of crotchets ( a semiquaver
before any clap ). Although some chiefdom clusters use it much
more than others, ( the Mfengu in particular, who, as my guide
put it, ' off - beat like anything ! ), it is never retained
throughout a song, which would cause the melody notes always
to fall regularly between the beats of the basic metre. If
this was done, then ' the listener would readjust, and the
total effect lost. . . off -~ beat phrasing of accents must
threaten but never quite destroy the orientation of the
listener's subjective mefronome. « « This principle of
off -~ bveat phrasing . . . tends to heighten musical
excitement ' ( Waterman 1952: 213 ).

Regarding the off ~ beating of melodic accents and
claps, Blacking has drawn attention to similar rhythmic
features in Jazz, which have been defined by F.H.Garner and
A.P. Merriam, under the heading ' Continual percussive phrasing
of melodic accents '. They list two features ( and therefore

types ) of rhythm:
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'a. Phrase patterns in which melodic accents
fall between dominant percussive beats.
be Melodic cycles of three beats superimposed

on a fundamental rhythm of two or four beats,

the beats themselves remaining equal in value'.
Blacking comments on these: Both (a) and (b) are the
basic features of two processes of polyrhythm; one or
both may be employed in the performance of a song ( 1955: 17).
Regarding (a): +this is a process in which the accents of the
melodic pattern establish a systematic cross rhythm with the
beats of the clap ( or drum ) pattern, or the beats indicated
by dance steps, as in umnggqunggo. Both melodic and clap patterns
derive from the same constituent, the basic metrical pattern
of the music ( e.g. Figure RHY.l: 1 — 14 ). The result is
an ' off — beat ' relationship between melody and metre, in
which the tones of the melody fall one ( or half, or quarter )
beat ahead of the clap beats. According to Jones, this same
process is employed in the drum combinations of certain tribes
living north of the Limpopo. In these combinations, one drum
is always used to establish a perpetual cross - rhythm to the
other drum. '

Very few Xhosa songs exhibit cross — rhythms in which the

melody and basic metre'are staggered perpetually. I have
recorded one such song among the Mfengu people, in which melody
and metre ' off — beat ' from the beginning of the strophe to
its end ( cf. Figure RHY. 2b on p. 646 ). In these songs with
off - beat rhythms, additional voice parts which may enter do
not, as a rule, introduce new cross - rhythms; instead, they

usually duplicate the rhythm of the song leader's melodic

pattern, or the melodic pattern of the chorus ( main part ).



Figure RHY. 2b

Mfengu Beer song: uMasalela
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( name of a man who loves to

drink beer )

Ex. No. 83 on Tape lb.
Pitch: Present "B" =
Mode: Hexa~based pentatonic

& X116 (dx8

Strophe length:
Text:

Ngé Méyi, tMasileld,

Ngb Méyi uydbiza
Néntdkdzanas

Ngb Méyi uyédbila,
Undibiza ntb6ni?
Uyégeza, Néntédkizana.

il [

) 4 } % Mode:
@E;:f[__ —— (=<<two
2) the

original Bflat

) J

Tempo: = 88 M.M

In May, Masalela,

In May you call

Nontakazana;

In May you are boiling.(maize),
What are you calling me for?
You are washing (something),
Nontakazana.

(trans. N @ Dingiswayo)

major triads based on roots A and G
3rd above A root (CH ) is absent )
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This is the general trend in Xesibe, Mfengu, Mpondo and
Bhaca music, but there are a few exceptions, e.g. the

songs of Xesibe Tshawe people, which features a considerable
amount of vocal ~ rhythmic interplay ( cf. Figure RHY.1l: 9 );

In this song ( Walala wayigum' intokazi , meaning ' He slept

and towered over the girl ' ), the individual voice parts
enter successively with repetitions of the dominant phrase

in the melody:

s RSN I

way'gum' way' gum'

Here the divisions of song leader and chorus are retained, but
additional rhythmic interest is provided by a ' tenor ' and
a second soloist. The voice parts repeat the phrase successively,
and together: thus each voice part produces a pattern of
melody consisting of these phrase repetitions ( a quasi -
ostinato process, as it were ). Through this rhythmic
process, short rhythmic phrases merge into longer patterns of
melody ( viewed ' horizontally ' ). Viewed vertically, these
patterns of melody produce blocks of harmony. This particular
Xesibe song is an excellent example of the polyrhythmic
principle applied to voices, with the result that the melodies
emerge incidentally from rhythmic conceptualization. ( cf.
Figure 70 : 434ss, for transcription and extracts of this
song ).

Regarding (b): this polyrhythmic process expresses ' the
perfect co ~ operation of several performers who nevertheless

preserve their individuality by maintaining different beats !

647



( Blacking 1969: 2 ). The Cape Nguni themselves have

described it as a musical process in which individual singers

' add their own words to make taste of the song '. 1In using it,

several performers combine in singing repetitions and variations

of a basic rhythmic pattern ( or its components ), which has
been established by the song leader and chorus. The number
of performers depends on the social situation, and a group of
thirty singers will produce a far thicker texture of poly -
rhythmic figures than a smaller group of ten to twelve singers.
The vocal patterns need not have a simultaneous starting
point; +they may start successively, so that their points of
entry are staggered ( of. Figure RHY.1l: 9, 15, 17, 19, 20 - 23,
and Figure RHY.2: 3, 5; cf. also the transcription of the

umtshilo dance song, Ndinyeleni ndomile ( Figure 89 :525ss )

to name a few songs.
The vocal patterns may also start together, e.g. the
umtshotsho songs of the C.T.P. ( cf. Figure RHY.l: 14 & 15 ).

There is no standard procedure, but in fact most of the adults!'

. . 4 .
music features successive entries of the vocal patterns, whereas
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the umtshotsho songs show simultaneous entries of these patterns.

It should be remembered that umtshotsho songs are children's

songs, and serve as practice models for the polyrhythm of

maximum variation within a framework of unity, which adults employ

in their music. Coincidence of the vocal patterns at the

beginning and ( usually ) at the end of the strophe, provides

young singers with a stable rhythmic framework within which they

can practice polyrhythmic combinations.

The rhythms of the vocal patterns are geared to the rhythm

of the basic metrical pattern; singers may contribute their own



improvisations, but their patterns must synchronize
rhythmically with the basic rhythmic pattern. Also, the
tones of their patterns are regulated by the principle of

' harmonic equivalence ', and the tonality of the music.
Careful studies of transcriptions have revealed that singers

do not sing just anything; indeed, there is much restraint in

the use of variation. A certain number of patterns are selected,

and are repeated and varied during the course of the song; they
do not follow an order, nor are all these improvised patterns
repeated the same number of times; a pattern may occur only
once in a song, and never again. All the variant patterns do

not constitute a number of separate standard patterns; the

patterns produced by the song leader and chorus, assistant leader,

( s2 ), Alto and other individual singers, against the clap
pattern, are all related and have certain features in common,
which demonstrate that they are really modifications and
variations of one and the same basic musical pattern.

The clap patterns ( or their equivalents in drum beats and
dance steps ) are the mo$t important strictural device in this
sort of music. They provide what Jones has called the ' time
background ', and what the Cape Nguni refer to as a ' rim '
or ' edge ', against which the voice parts can merge and
conflict temporarily. The presence of the handclaps permits
a continuous creation of melodic/rhythmic vocal patterns within
the prescribed limits of the basic metrical pattern.

Figure RHY. 3 on the following page {( the sung and clapped
rhythmic patterns of an umtshotsho song, uMasakhane), shows how

te singers' choice of patterns is guided by the claps. the
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main points are: (a) the different vocal patterns are not
always coterminous with one another, or with the clap pattern;
they sometimes begin together, or successively; (b) the
melodic accents of the vocal patterns may or may not coincide
with the claps ( 11, 12, 13, 14 ); off - beating occurs
occasionally, but of greater importance is the co - ordination
of different rhythmic patterns; (c) a singer may begin a
pattern in the middle or toward the end of the strophe; when
the song is repeated, she will start and end her pattern in
exactly the same place; ( cf. 8, in which the second leader/
assistant leader ( S 11 in this score ) introduces a new variant
pattern ); similarly in 13, the song leader enters with a
variant pattern halfway between the second and third claps of
the basic patteri. She repeats her pattern, varying it again
rhythmically, but she begins and ends the pattern in the same
place. As Jones has pointed out, ' a definite mathematical
relationship ' exists between the number of claps covered
during the singing, and t?e number of beats ( pulse groups )
in the vocal part ( ibid. ). Individual singers may introduce
patterns at any point during the singing ( i.,e. within the
execution of the strophe ); the metres of these patterns may
differ from that of the basic pattern, but all must synchronize
with the basic metre.

Examples of polyrhythm in adults' music are provided by
Figure RHY.1: 19 ( pp. 638 ~ 639), and Figure RHY.4 ( on the
following page ), which demonstrate the rhythmic foundations
vocal and clapped ) of two intlombe songs. The melodies of both

songs arc antiphonally structared, and are sung by song leader and
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as emphasized by handclaps.

Strophe length: 12 X &
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and chorus who enter successively in typical polyrhythmic
patterning. After several repetitions of this basic melodic/
rhythmic pattern ( during which slight variations are
introduced in the pulse groups, cf. RHY.1l: 19( 1 - 6 ), and
RHY.4: 1 - 14 and 15 — 16 ), the music as it were ' goes to
pieces ', as Francesca Mgudlwa described the Cape Nguni

singing siyle . The different voice parts ( including the
chorus which subdivides ) sing the same and different rhythmic
motifs, repeating them ostinato in each repetition of the
strophe, with the result that these rhythmic motifs merg:

into ' lines ' of melody, into chordatl harmonies, and
eventually into one great tonal mass.

Again the melody is the result of an essentially rhythmic

process. Indeed, this process in which rhythmic figures
accumulate and create melodies is analogous with hocketting:
instead of singers singing isolated tones at specific points in
the strophe, they sing rhythmic motifs. This technique is
employed especially in ?he intlombe congs of the C.T.P.

( ¢f. also Figure RHY.4: 17 - 19, where this is most apparent ).
1 mast stress that my transcriptions of these songs give only
an indication of the intentions of the singers, and do not
include every figure and pattern produced by each singer; it
would be impossible to do so. Some of the performances lasted
betw~en fifteen and twenty - six minutes, and my transcriptions
were so long that I had to reduce them and point out and
illustrate only the most important points. The intlombe

songs are extreme cases of staggered phrasing ( cf. DNketia 1962:

44 - 52; Blacking 1973: 51 ).
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The rhythmic processes described in (a) and (b) may 4
be active not only in one and the same tradition, but also
in onr and the same song, e.g. the Tshawe song described

earlier ( Walala wayigum' intokazi ), and the intlombe songs

and other adults' music of the C.T.P. Speaking generally,
however, the off -~ beat r'ylhm is characteristic of the music
of the northern ' intrusive ' clusters ( Xesibe and Bhaca )
and the Mfengu, whereas the polyrhythm of multiple metres

( described in (b), is characteristic of the music of the
Xhosa, Thembu, Bomvana and Mpondomise clusters. The Mpondo
occupy an intermediary position, as their music exhibits both
types of rhythm: off - beat rhythm, which is predominant in
music performed by the Mpondo living in Eastern Pondoland,
and therefore contiguously with the Xesibe, and true poly -
rhythm in the music performed by the Mpondo living in Western

Fondoland,and near the Thembu and Bomvana clusters.

According to my collection of Xhosa music, there are twice
as many songs with a bas?c crotchet beat ( or its subdivisions
and multiples ) than there are songs with a dotted crotchet
beat. With a few exceptions ( the Xesibe indlamu songs, which
begin on the strong up - beat so that the melodic accents
' off - beat ' with the handclaps ), these songs are clapped
according to the Venda system of clapping described by
Blacking, i.e. the beat is subdivided iambically ( Blacking 1967:
160 ), and the clap coincides with the quaver. Figure RHY. 5
on following page 655 , shows this subdivision of the second
beat of the basic metrical pattern. ( This is an umtshotsho song,

hence the varying of at leasi one of the beats of the basic metre ).

I
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Figure RY. 5
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Another example is provided by an umbhayizelo song which
has no handclapped accompaniment. Iambic subdivision occurs
in the pattern of vocal sounds produced by one of the dancers
( cf. Figure RHY.2: 5 ; ef. also Figure RHY.O: 624 ),
Similarly, in Figure RHY.2: 4, - tshotsha sounds emphasize
iambic subdivisions in the additive melody of an umtshotsho
Walking song ( also in Figure RHY.O: (a).

Neo — African songs with a basic dotted beat are clapped

in the same way, e.g. the Sound, Ziphi 'zinkomo ? ( ' Where

are the cattle? ' ), in which handclaps are introduced in

the last repetition of the song ( c¢f. Figure RHY.6 below ).
In the performance which I recorded, some of the singers
subdivided the dotted beat and clapped in dotted quavers, but

the majority clapped in double beats, which introduced iambic
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subdivisions into the melody ( Ex. No. 84 on Tape 1b ).

FPigure RAY.H

I — Sound: Ziphi zinkomo? ( ' Where are the cattle? ' )

Pitch: Present "C" = original Eflat rising to E

Mode: Hexatonic (< two triads, one major, one minor, based on
roots C and D respectively; the 3rd above D
root is sung as a minor interval ( Ff} ).

Strophe length: &. X 16 ( 8 + 8 )YXxd.

Handclapping occurs ounly in the last execution of the strophe.
Text:

Zfphi(na) izinkom6? Where are the cattle?
Ziwasé XKolon?; They are there in the Colony;
Hémt shizewnu! That's good news!

(trans. R Jakuja)
eKoloni = old Xhosa name for the Cape Province ( Cape Colony )
Tempo: J =4 50 M.M,

G\\E’ | R . y
SL. zin\(omo; ‘l?_wg-_;f lé‘o‘u Z.\'/q\;i}l(“\gﬁ.mo. z\wo:se Ko‘fn

0

4, *—~————T7 1 v T T U v v 17— )
_—/ T 1. | 5 T Tt
. L s ’ :

1 *
Ch-d . 9 . -
,j) il-o\nz m-Ko-mp  F1wh-5¢ KO-‘LM Zight n\‘.o-\mo w90 \(olovs.
f T éﬂ——""_ﬂ'—t—w—% . A
Nl =T W I — ==
I L :\‘ - ’ o ;, 5 — 11

) AR 4
! b
JQ L dichy jZmKome - --. Zn‘»\ni zimko-me  Ziweaose Kolov\
[N} - 1 . | F
& = e
- \ — al b
R S T J—-!-/—_*;-_ £ & 31
)
N Cl. X  &iwase Vc\ou  l
71t v T v ud
71 I
Vi 1

|
h‘l . " . ?
'fgi Hom‘hki'le-wu Ziwn-s¢ Ko/\‘o -Nnt — o o) L 1-wn -0 ‘%AV\,

e e e e e e e e

! — ») S I ———
5‘ l (I " " ! l I
ob. |3 . ' 4 ‘

[}

0 { T

!
7 - |

| T
Hootrizew | Tiupese Kebw \Mombshi-zedee =i
: *Ch.d. "

L3
»

+

T

S Kolopa s
1] ] .
-2 N R N NN R ! #
O ProgTesson, seayence SRR G- 3 ]
peo od - DILIELITCIIYR [

——d

e H- {813




Figure RdY¥. 6 ( ctd. ) :
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Additive basic metrical patterns are rare, and I recorded
only two songs with additive clapped metres ( Figure RHY.T:
(a) and (b) on the following page 659 ). They are more
common in the melodies of Walking/Marching songs 1ose basic
metres are not expressed explicitly. The following Figure
RI7.8: (a), and (b) -~ (f) on page 660 , shows the melodies

and/or basic metres of six Walking songs:
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The total structure of this song is unique in the whole
corpas of Xnosa music. It comprises two patterns of melody

with dissimilar metres: patterns with a basic metre of eight



Figure RIY. 7

Two umtshotsho songs with additive metres expressed

explicitly with handclaps:
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(a) J = 72 M.M. ( Cf. transcription: TFig. 43
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() J = 84 M.M. ( Cf. +transcription: Fig. 42
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boys )
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crotchets alternate with patterns with a basic metre of

seven crotchets. The melody, which is varied each time,

is additive, as I have indicated in the excerpt. 1In another
recording of the same song, the same alternation of metres
occurs: patterns with basic metres of eight and nine crotchets
respectively, alternate with one pattern with a metre of
eleven crotchets ( c¢f. also transcription of this song on

p. 455 , which has a divisive melody ).

Figure RHY.8: (b) — (e) shows the additive patterns of
Walking songs which follow the numerical grouping of 3 + 3 + 2
and its variations ( i.e. the numbers may be exchanged as
2+ 3+ 3 etc., cf. following page for illustrations ).

(e) features irregular phrasing which I have otserved in

some Zulu music; (f) is an additive pattern of — tshotsha
sounds which accompanies a divisive umtshotsho melody

( Walking song and igwijo ). Additive and divisive patterns
may occur simultaneously, e.g. Figure RHY.9: (a) and (b): 662,
which shows the vocal and clap patterns of a Xesibe - gaja
song (a), and the VOcal,'clap and drum patterns of a divination
song (b), of the Thembu people. In both songs the basic
metrical pattern is divisive, and the vocal patterns are
nearly all additive. This is the usual combination in Xhosa
music. Zionist music has additive and divisive combinations,
i.e. divisive basic metres and additive melodies.

Irregular phrasing occurs in many individual Sounds.
Figure RHY. 10 is an extract from a ' special Sound ' which is

accompanied by the beating of sticks on the ground. Uneven

grouping such as this is more common in the music of the

660
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Fig. RHY. 8

(b) Bhaca Marching/Walking song: 4
( Cf. Figure 60 : 406 )

(¢) Halking song of Xesibe and Bhaca iindlavini

and iintsizwe
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(d) Walking song of Xesibe iindlavinii
Ziyabulala na (cf. p. 280 )
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(e) Walking song of Xesibe men and women (tribal):
Inkomo yijiyithile

el (14 FASID sulpyrialt
Ml LITTIN 2 2 5 2ev M) (T)

v

3¢ 2+ 3 Rt 3 +-R + 3 3+ § BT+3+ Q

(£) Umtshotsho Walking séng and igwijo:

Masigoloze

m.. um Yhek, Wil hanea s
r" ; t | , l (~tshotsha)

":a.
- 3 .
This is 'sung' with the main melody, which has a

- 4 + 4 + 4 grouping (quavers).



662

Figure RiY. 9

(a) Additive and divisive patterns combined:

Xesibe = gaja dance song : Uyeph' umama? ( ' Where has

mother
' gone?
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(v)

Divination song: Watsholoza zindaba ( Cf. Figure 113: 599)
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northern Cape clusters - the Bhaca, Xesibe and Ntlangwini
peoples ( I was able to hear a few items of their music).
This may be due to the influence of the Zulu people who

live near these clusters. As I pointed out in the Intiro -
duction, these clusters moved down from the Zulu area.

Their Zulu cultural connections ( which I referred to in
chapter 6, on p. 231, in the context of melody and metre
and the treatment of song texts ), are also apparent in the
irregular rhythms of so many of their songs, and their

vocal style ( glissandi and nasalization ) which is peculiar
to Zulu music, and which these clustérs utilize to a small
extent in their music. Otherwise, their music in general
does not differ significantly from the music of the other
Cape Nguni clusters. Hemiola rhythms also occur more
frequently in the music of these ' intrusive ' clusters.
Figure RHY.1ll illustrates the hemiola in 3 iindlavini
songs. In each one, the hemiola appears in its simplest form,
as a change from measure to measure ( from apparent 6/8 1o

3/4 time. ( Cf. Figure RﬁY.ll on p. 664 ).

Tempo

The tempo of Xhosa music varies from one category to
another; it also varies within one and the same category.
For example, diviners' music ranges in tempo from J = 100 M.M.
to J = 168 M.M. In certain categories the tempo of the
music fluctuates, e.g. indlamu music, in which there is a
definite ritardando after an initial quick tempo, to
accommodate the dance steps; and - gaja music, which

accelerates from one bout of dancing to the next.
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It is possible to make a general distinction between the
overall tempo of the music of the Cape Tribes Proper, and
the tempo of the music of the other clusters ( the Rhaca,
Xesibe and Mfengu ). Regarding the C.T.P: the overall
tempo is slower thaa that of the ' intrusive ' clusters,
lying between the extremes of J = 60 — 144 M.M,, with
an average tempo of J = 82 - 122 M.M. Regarding the

' intrusive ' clusters: the overall tempo is much faster,
lying between the extremes of J: 69 - 168 M.M., with

an average tempo of g = 90 — 126 M. M,

Patterns of melody, harmony and tonality

In this study of Xhosa music, I have chosen to regard

' scale ' and ' mode ' as synonymous, when referring to

the limited number of different notes, or recurrent pitches,
in a given musical performance, without implying that any
one of those notes is necessarily the tonic or the tonal

centre unless cited as ,such.

In 1959 the late Hugh Tracey proposed some guidelines
towards an overall assessment of the great variety of
musical scales or modes which are found to be in use within
a single African musical tradition, or smaller community,
e.g. a tribe. He stated:
'Tt will no doubt be agreed that if a number of scales
or modes are found to be employed in any single community,
some of which are more complex than others, that the
community can be credited with a musical sensitivity

corresponding to the more differentiated scale.
Thus a tribe which sings one song in a pentatonic
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mode and another in a heptatonic one should be

credited with the greater pitch sensitivity of

the latter ' ( 1958: 17 ).

According to my research resalts, a large amount of
Xhosa music is hexatonic, employing the notes of a pentatonic
mode plus the F sharp.12 This mode may be convenieantly
represented in {transposition as a descending sequence
A ~qg - F*; E~D~C~={A). It is based on two roots
( tonic and countertonic ) a whole tone apart ( C and D ),
plus the thirds and fifths abeve these. One of the thirds
tends to be absent in quite a number of songs, giving the
appearance of pentatonic tonality. The basis and evolution
of this tonality is hypothetical.

The origins of certain scales employed by southern
African Blacks in their vocal music were postulated by Kirby
in an article written in 1926, in which he discussed some

13

problems of ( Bantu ) harmony and polyphony. According
to Kirby, these scales derived from the overtones of one
instrumental note, produced on a string or wind instrument.
He came to the conclusion that

' .+ . the origins of polyphoay and its sequel,

harmony, are to be sought in the parallel progression

of parts for which "tone" in language is primarily

respousible, although influenced at an early period

by the harmonic series, to a greater or lesser extent,

through the invention of rudimentary stringed or wind

instruments, or observation of natural phenomena which

exhibit the harmonic series' ( 1926: 970 ).

Eight years later, in his mammoth work on the musical
instruments of the native races of South Africa ( 1934,
rev.1965 ), Kirby commented on the same possible derivation

of Bantu scales from the harmonic series, adding that,

although he was not prepared to make any definite statements,



he would suggest ' that there is every likelihood that
such combinations must have affected musical scales to a

greater or lesser extent ' ( 1934: 240 ).

It was Rycroft who took% the matter further when, in 1971,

he made the following observation:

'Kirby posited the origin of certain southern African

vocal scales from harmoanics of a single instrumental

note, but he stopped short on the subject of possible

derivation from two fundamentals and their overtones.

I feel, however, that the latter possibility warrants

considaration in the case of our present material !

( 197t: 219 ).
In offering his hypothesis about the basis and evolution of
vocal scales { and the tonality of Nguni songs ), Rycrof+
proceeds to discuss the relation between them and gourd bow
harmonics { ibid: 219 - 223 ).. The Zulu, Swazi and Xhosa
gourd bows with single string are played in a way to yield
hexa modes consisting of the two fundamental bow notes and
their resonated partials, nos. 3 t0 5. The modes are not
identical as the actual bow notes supplied by the Zulu and
Swazi instruments on the one hand, and the Xhosa instrument
on the other, differ in their intervallic distance. In the

former they are approximately a semitone apart, while in the

latter they are roughly a whole tone apart.14

667

Both the Zulu and the Swazi have a braced musical bow with a

divided string, and which is apparently of recent borrowing

{ ibid: 222 ). Because of this its playing technique and

musical repertory cannot be cousidered as source material for

the possible derivation of vocal scales ( ibid )., It is played

in a way to yield three fundamental tones which could be

represented as D, E and F which, together with their resonated
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partials, produce a hexatonic mode containing two semitone
intervals.15
After comparing the vocal and instramental pitches in
several bow songs, ( in particualr those played on the
unbraced gourd bow ), Rycroft fouad that the singer's vocal
tones ' matched ' those supplied by the instrument, i.e.
the two fundamental bow notes and their third, fosrth and
fifth partials. Tnis evidence strongly suggests that vocal
scales in southern African masic did in fact arise from
' bow technique ' and gourd bow harmonics, or at any rate
were greatly influenced by them.
In coancluding his hypothesis, Rycroft states:
'"Althougn an unrelated note or two are occasionally
found in some songs with the unbraced bow ( Xhosa and
Swazi as well as Zulu ), I do not think that these "odd
men out" necessarily negate the likelihocd that the
others are derived from bow harmonics. What cannot be
clearly ascertained however, is whether the various local
modes used in bow songs all actually took their birth from
the bow or whether styles of bow tuning were not dictated
by the reguirements of one or two more known, pre - existing
vocal scales — to which the addition of new notes may have
been inspired by bow technique’ ( 1971: 223 ),
Another hypothesis offered by Rycroft, and which is
equally plausible, suggests the possible origin of more
complex scales from ' a rudimentary chain of fourths without
instramental intervention ' ( ibid: 222 ). Rycroft demonstrates
this in a number of Nguni songs in which conjunct and disjunct
fourths structures comprising three rudimentary tones, are
evident ( ibid: 226 ~ 235 ). Although many of the songs use
four, five and six tones, the three basic tones are always
structurally prominent as a seguence of conjunct and disjunct

fourths ( ibid: 228 ). Thus peita, hexa and hepta modes may be

seen as extensions of this rudimentary three - tone structure
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by means of an ' evolutionary ' process inveolving ' the
accretion of analogous whole tones '.16

Whatever the precise origins of vocal scales are { and
Rycroft's hypotheses are most feasible ), there is no doubt
that there is a close relationship between the fixed scales
or modes produced on the Xhosa gourd bow ( uhadi ) and mouth
bow ( umrhubhe ) and the modes on which Xhosa melodies afe
based. Furthermore, there is also a close relationship
between the tonal and harmonic systems of music played with the
fixed scale, and the music that is sung.

Take, for example, the following melody of a Xesibe
ukusina dance song:
Figure M4, 1 :

———————etr ey

S,

On the basis of the number of tones used, the melody may be
classified as hexatonic. Further free embellishment of the
melody by the chorus, some repetitions later, introduces the
seventh tone (B), yet to label the melody heptatonic would
be incorrect, although ' weignting ' the scale would produce

the following simplified ' western ' scale ( Figure MH.2 on

p. 670):
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Figure MH, 2 : | P

Stmpli e Wedlewn, scale

S, e
— 1 Mayon Aud)
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) >
Hag enuﬂw?ongzueA . (s~ -
An analysis of the ' chord ' progressions underlying the

melody17

reveals that it is in fact based on a hexa mode,

which is also yielded by the gourd bow and the mouth bow

( i.e. the two bow notes and their third and fifth partials ).

In performance this melody is embellished ( harmonized ) by
singers singing izihlobo ( ' harmonically equivalent ! ) tomes
which lie within the limits of that mode. The principle of
shifting 'tonality,19 which dominates all Xhosa misic ( and most,
if not all African music, as far as I know ), is to be observed in
the root - progressions of the chords which underlie the melody,
and which shift from one root - tone (D) to an adjacent root -
tone (C) below it. These two fundamental tones, and the ' chords '

which they generate, provide the tonal and harmonic foundation of

the whole song. ‘

Figure MH.3
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In the pattern above, the song leader's ' Call ' centres

round a ' counter — tonic ' tonality ( which functionally

reserbles our westera ' dominant ' tonality ), while the
chorus Response establishes the ' tonic ' tonality, but
immediately returns to the ' counter — tonic ' torality

in which the pattern ends. Thus the overall shift in lonality
is from tonic -~ counter- tonic -~ tonic, These tonality shifts
are related to the physical movementis of the dancers, who
rerform upward — and outward kicks with each leg alternately,
each kick being preceded by a small jump on the balls of both
feet:

Figure MH. 4

c1 W ddd d 4 ddddgd g d g
ap pattern N - - ~_ — - =
'Counter "Tonic '‘Counter- ' Counter-
-tonic tonic!? tonic?

Steps. R "v R L; R La R Lu

(D)everenes (€) vevinnee (D)evereeeass(D)

The dancers begin with an upward - outward kick with the
right leg, followed by its return to a vertical position
and a small jump with both feet together; each les movement
involves two clapped beats, which I have indicated above the
dance steps, in Figure MH.4. The ' tonic ' tonality (c)

is established between the seventh and eighth claps of the
basic metrical pattern,’when the dancers' movements involve
the left leg. Thus over eight claps, there has been a shif+t

from ' counter - tonic ' to ' tonic ' tonality, and a simultaneous
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shift from right - leg to left - leg movements. Hence the
relationship between tonality shift and the dance movements.

The umrhubhe songs provide ideal models for depth
analysis of the tonal and harmonic progressions underlying
melodies because, in them, these progressions are literally
pared down to their bare essentials. Also, one does not have
to decide which melodic tones are the essential tones, and
which are the result of linguistic variations,( i.e. changes
in speech -~ tone following changes in words or syllables
of words ). The bow songs are in addition good models for
relating the individual perception to the communal experience,
i.e. the individual selects from the communal the basic
structure of a song, and works on them. By feedback, the
experience of the individual is reinforced and used in
communal performances.

Rycroft has drawn attention to the formal and structural
parallels between Zulu choral songs and bow songs ( 1967: 88 -
103; & 1975/6: 63 ), and shown how the Zulu gourd bow ( ugubhu )
simulates the role of thé chorus, while the player simulates
the role of the song leader. The Cape Nguni umrhubhe ( and
uhadi ) player does much the same thing; in her music
( which may be an instrumental version of a dance song, oOr a
private composition ), she picls out the essentials of the
communal music, and her instrumental medium allows greater
individual creative expression.

When I recorded the bow song, which I subsequently
selected as a model, something rather unusual and ( at the

time ) totally unexpected occurred. The song, entitled
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Izono zam zinzima, ('My sins are heavy ' ) is the private

composition of a noted Thembu umrhubhe player. The words

of the title and the text of the song obviously derive from

a Revival hymn of the Bhengu church, which is particularly
active in the area and has many followers. 1In the performance,
the composer, Nozimbo Xuza ( c¢f, ch. 2: ; & Plate 22 : 782 ),
accompanied her mother, who sang the words of the song.

Midway in the song, a group of children who had been watching
the performance could not restrain themselves, and entered
with the melody and words of a very popular beer song entitled

Yangena le Poni ( ' There comes that short man Poni ° ).

When I transcribed the music, I saw how well the two songs
fitted together. Further detailed study convinced me that
this music would be an ideal model to use, in order to
demonstrate (i) the relationship between the structural
principles underlying both instrumental and vocal music, and
(ii) how Xhosa vocal music and instrumental music are Llinked
by the same harmonic intervallic relationships. It would
also illustrate how melodies arise from shifting blocks
( ¢ chords ' ) of harmony and why so many Xhosa melodies are
' contrasting on the surface, but identical in substance ?,
to the extent that one may be combined with another in one and
the same song.

The structure of the song evolves from the repetition and
variation of a short rhythmic pattern comprising two tones

which are a whole tone apart. They are produced by bowing

the open and then the stopped string of the instrument.

( Cf. Figure MH. 5 on the following four pages, which have
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Umrhubhe bow song: Izono zam zinzima ( 'My sins are heavy?')

ﬁm !bbn"f';j_;_‘("v)"(.

[ 4
)9 d.:76- 80 e
. . 09 O 8 & > AN —?veszn‘\‘ C
y 4 = _OV)
& = u e 2;
P RN - i F332 (<
= L5y Lre
L—! t t: g
Z ‘;L
o0 7Zam Zln ’bl MO,)
o : e g,
Tt treet

.y

e
] [~ —— ) v CLAPS &t
P, i g befove.
Tt L& —
| ) | — B
Yewus e -s.4a ™Mame Yeowu to-o W~ Y- mae
) - ? » - > - S,
: |
1 =
hd ©
\ ‘o 3' ;c }. Ac J-




675

me4nn%

0 \ ? * .
®one Eawm min-wi-. Mma, Zowe Foam BBl evma,

1

e

Il

Séﬁ:l 1)y n 41 L) pr

] ——

77 ¢ !t | - -
J 9 L"} l‘ t . J | - = —
Tue Zam Ui cWa, .k,

) :_,ﬂ J:;“gnmé Bt

B - L AL AN R A

>
Bous ‘Tam Tiu-Bi wian 2(: L&e,. .- ‘3°'L'° - (bed

P

h
e -
Ll

) ﬂ.ixﬂ.@;‘m

¥

¥
d . cwevete  Xo-s- beote. s
. " P 3
r— ¢ ¢ P
] —V— !

F:? — s _F j? ? t i E —
| v | LI [ == p | ‘
"fome Baw L TVRY YPRVIv- ? Bouo Bauy %‘u-‘si\uq )

> 3
¢—¢ j"'—f‘—*f’f

l' Ik —1 l

> I m*r : n.:
— "‘(“T_[_‘fl l..'_—r Tl

Ch. %,. 2L WA.OV\A&J

> > > 3 >
SiSSsSSSfissas=



676

Clorue < E‘L;'&_é.ew_ﬂ&_ : |
g%_uﬁn_mﬂ‘». s 4 =
g T
&t s eel DRt
3 =
3\#—;—: =l - TF:‘ ‘ L
,é - h&a‘ L nSondle
v ;‘T y% :7}
0] ' 90-232 nivndle Seag
iy 0 Sy 43 Julk

s
I
i
e
il

o

n M Mu&:&(
r .
neowdle, boe wiowdle |

.M.' —

(‘!Sgnm}.r{gj‘}:l)’:
“ O ~ ho ne-yo-e¢ , Wowo-he -o- w: &

2., %one %o Nl L. 0-wo:- Lo -0- TN

. > — R

f ===

e S




Figure MH, 5 1 c¢td ) Ly 677

Izono zam zinzima , My sins are heavy,

Ayaphel! amathemba , There is no hope,

Yewu-yo ye mama, Alas! woe is me, mother,

Izono zam zinzima; ' My sins are heavy;

Ayavel! amathemba? Is hope coming?

Soze ndondle ndondle I won't support you

(_amanye amadoda ), ( For other men ),

Yangena le Poni There comes this short man Poni

uthwal' ubungzima, who carries a burden ( i.e. has
troubles ),

Izono zam zinzima . My sins are heavy,

trans. N Q Dingiswayo
There is a play on words here: Poni is compared with a donkey
or pony ( iponi )y a ' short ' animal that also carries burdens.

Yangena le Poni xa ndizakuhamba 1is an alternate version of line Ts

( ' There comes this shor: man Poni, just when I am about to leave ' ).
This is a 'fixed' phrase of this Beer song. In this performance,
the singers changed the words to suit the context. As the main

singer said afterwards, ' People carry sins just like the

donkey carries loads '.
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been numbered accordingly a, b, ¢, and d )z

(a) in the transcription indicates the melody derived from

the harmonic partials generated by “he mouth and throat of

the player.

(b) indicates the fundamentals (D and C), produced by ' bowing !
the string ( a piece of wire ) with a light stick or reed

held beneath it.

(¢) indicates the claps provided by the solo singer, whose
melody is indicated by (d).

Thus the fundamentals and the harmonics used in the song are

Figure MH.6 :

0
0

Q

CL—déN\

(1)

\\h.ﬁ

The instrumental melody thus arises from the bare motif of

two tones, D and C, played as a riythmic pattern. From here,

it seems to me that two arguments are possible: (i) these tones
( D and C ) generate harmonic sounds which are used for melodic
purposes; the combinations of sounds produce a scale or mode

of six tones, on which the melodies of both the instrumental
song and the beer song are based. In this I am suggesting a
sequence of causation, from shifting tone, to harmonics, to

' harmonies ' and melodies resulting in communal music, which

follows Kirby's suggestion ( cf. Kirby 1934: 240 ).20 The



679

two ~ tone motif constitutes a sort of ' dominant - tonic
ostinato, and the constant shift from one tone to the other
reﬁresents the shifting tonality which is observed in most

( if not all ) African music. 1 have already referred to

the unified harmonic ~ melodic field which is present in
Xhosa vocal music ( ¢f. p. 372 )3 it is apparent even in
this simple type of instrumental music, whose melody consists
of the harmonics of the basic string - tone pattern.

It can equally be argued that communal singing is
reflected in the bow music, and that the social situation
of vocal production, given alternating movement ( e.g. from
Right to Left in the dance ) generates blocks of sound which
are used for bow music. A good example of this is the way in
which some Venda bow music and styles of vocal music, derive
from the Venda national dance, tshikona ( Blacking 1973: 87 -~
98 ). It was because of this that Blacking questioned the
general applicability of Kirby's argument in his study of
Venda children's songs ( 1967 ).

In this respect, one 'is faced with a causative argument
which cannot be resolved, certainly not at the present stage:
man chooses sounds, versus sounds suggest musical ideas; thus,
bow songs may either generate socio - musical structures, or
else reflect them. Although I feel that Kirby may well be
correct as far as the Cape Nguni are concerned, I am not
absolutely certain of my data. For this reason I have used
the bow song merely as a model, mainly to reveal the melodic
and harmonic/tonal relationship between bow music and vocal

music,
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To return to the song: after a short instrumental intro -
duction, the solo singer enters with the main melody which
uses the same tones of the instrumental me lody ( the harmonics )
with the exception of the tonic note C. The vocal and
instrumental melodies move mainly in parallel octaves, but
occasionally intervals of a minor 3rd, or its inversion, a
major 6th, occur between these two parts. This happens mainly
in the first phras: of each phrase - pair. After the entry of
the children with the beer song ( Figure MH. 5:676), theh3rd
interval, both major and minor, occurs more regularly between
solo vocal and instrumental parts, e.g. each time the chorus

sings the refrain ' ndondle ndondle/ soze ndondle ! ( cf.

pp. 676 — 677 ).

Shifts in tonality which correspond with the shift from
one fundamental tone to another lying a whole tone below or
above it, produce whole -~ tone melodic intervals if the same
harmonic partial of each root is used, e.g: D - C ( fundamentals,
or the 2nd or 4th or 8th partials of each ), or 4 — G ( third
partials or 6th partiaté of D and C respectively ), or F#F—
E ( fifth partials of roots D and C Y. But a progression
from a certain harmonic partial of one root, to a different
partial of the other root, may yield a variety of melodic
intervals, e.g: a semitone, from G ( 6th partial of C ) to
F‘*;( 5th partial of D ); or a minor 3rd, from C ( 4th partial
of C root ) to A ( 3rd partial of D root ); or a 4th, from
A ( 6th partial of D ) to E ( 5th partial of C ), or from G

( 6th partial of C ) to D ( 4th partial of D root ); or a
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tritone, from ¥ ( 5th partial of D ) to C ( 4th partial
of C root ), and so on.
The tritone interval occurs in Xhosa vocal music as
both an interval and a chord, and it occurs in conjunction
with a tonality shift ( c¢f. Figure MH.7., which shows an
obligue tritone interval between the ' tonic ! ( C root )
and the third ( F# ) above the ' counter — tonic ' fundamental
( D). The fact that it does not occur regularly in all
Xhosa songs, but is introduced freely by singers as an
embellishment, the upper note serving as a isihlobo ( ' companion ' )
of a tone of the main melody, suggests that its use in vocal
melody evolved from its use in instrumental music. I have
several recordings of the same songs, in which the tritone
occurs Just as often as it does not, in one or other version.
When the chorus enters with the melody of the beer song,
it sings a variation of the ' bare motif ' underlying the

song:

Figure MH.8 :
So - néon -
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Thereafter it enters with the descending melody which is
identical with that given out by the instrumental harmonics.
In both instances, the chorus response centres round the

' tonic ' at the beginning and near the end of the strophe.

The solo ' Call ', which retains its ostinato character,



Figure MH. 7

Extract from the umrhubhe bow song, Izono zam zinzima

( ' My sins are heavy ' ). ( Cf. also Figure MH. 5 : 674ss ).
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Root progression seguence in strophe:

D-=-=~CD~-CD Dew===CD~CD

An oblique tritone interval occurs between the ' tonic !

( C root ) and the 3rd above the ' counter — tonic !

L3

fundamental ( D ).
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centrec round and ends on the ' counter - tonic ' ( ctf.
Figure MH.5 ). Thus both th~ vocal song and the instrumental
bow song are tonally and harmonically identical. Within the
total structure of both songs, there is an overall shift of
tonality from ' counter - tonic ' to ' tonic ', back to
' counter ~ tonic ' tonality, but, in both songs, the
vocal/choral response emphasizes the ' tonic ' tonality,
while the solo/Call emphasizes the ' counter — tonic °
tonality.

The Cape Nguni themselves do not describe the modes
they use in their music. They have no special names for
the individual notes of the modes, they merely say ' those
are the sounds we sing '. I noticed, however, that song
leaders frequently hummed a ' tonic ' tone preceded by the
sixth and fifth tones above it, prior to commencing the
performance of a song, ( usually done gquietly ). When I
gquestioned them about the tones they sounded, they were unable
to0 say much, except to insist that the notes they sounded
were ' important for the song '; ' they showed the way '.
From this I deduced that these were the most important tones
in the mode of their music. When I sounded the lowest tone
for them ( C ), they described it as the ' at home ' tone
( ekhaya Yo The tone above it was the ' side ' or ' right
house ' tone ( —_nene ) which ' held it up '; for this
reason I have called this tone the ' counter - tonic '.
I have used these terms as I think they correspond most to
the meaning they have in Xhosa musi¢. Izihlobo tones are those
' which everyone sings with the song leader ', The most

important are located a fifth above and a fourth below the
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' tonic ' and counter - tonic '. Informants demonstrated
their importance when they pointed out that these two tones
were often sung successively in a song; they represent what
I have described as reduced version or outline of the main
melody. Informants also heard them as different aspects of
the same tone, as they said they were ' like each other !
i.e., the same,

Melodies are harmony - based. in that they are capable
of being harmonized by any notes - but these must be within
the mode on which the melody is based. Because singers are
concerned with the ' pattern ' of the melody, they often
sing tone combinations which clash to Western ears, e.g. the
' major ' 2nds in Figure MH.2: 670 )., But I noticed that
much seems to depend on the location of the tone which must
be harmonized. Fer example, if it is ¢', then it is usually
harmonized by g or ¢ below it; if it is a', the d ( or
:f#) below it. Singers seem to choose the harmonizing tones
as they appear descendingly in the mode. Octaves are not
counted as great distandes, but as the same note. ' They

are the same sound, but sung by men and women °'.

A descending hexa - based pentatonic mode forms the
basis of an isitshongo song, ( extracts of which are
given in Figure MH. 9 (a) and (b) . The main melody is
antiphonally structured and distributed between two groups
of Song leader and Chorus 1, and assistant leader ( 52 ) and
Chorus 2. One group introduces the melody and repeats its
outline, while the second group harmonizes it with izihlobo

tones, e.g:
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Figure MH.9 (a):
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In every repetition of the strophe, individual singers continue

to embellish the melody by repeating and changing the izihlobo

tones:

Figure MH.9 (b):
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The following Figure MH. 9 (c) shows a number of acceptable

chords which occur in the course of the song:

Figure MH.9 (c)
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In selecting izihlobo tones, singers choose tones from

the same root triad as the original melody note. In the

isitshongo beer song above, each tone of the pentatonic
melody ie harmonized in this way, and the parts generally
move in the same descending direction. The result is a
progression of chordal stiructures or blocks of harmony,
compiled from the tones of the melody and their izihlobo
tones. The selection of these tones is thus not haphazard,
but based on root relationships; and when considering the
two roots, the triad based on each is relevant in hexa
songs ( of which there are a great many ), while in penta
songs ( of which the isitshongo beer song is an example ),
the 3rd of one or other of the triads is omitted. In this
particular case the Firis omitted. If one lists the modal
tones D ~-C - A+ G -~ E, and observes how they are harmonized
in Figure MH. (a), (b) and (c), it will be seen that the D
and A combine only with each other, while ¢ — E — ¢ form
the other family.21

Similar chordal strdctures arising from the harmonization
of the tones of a melody by their izihlobo tones are apparent
in the bow song and the dance song already discussed, just
as they are apparent in all styles of Xhosa music.22 In the
bow song, chords evolve from the repetition and embellishment
of a two ~ tone motif; singers choose ! friendly ' tones
from the combinations of harmonics generated by the fundamental
tones played on th bow -~ giving six tones in all. 1In the
isitshongo beer song, chords evolve from a pentatonic me lody

with izihlobo tones from the same root triads. Thus in both
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instrumental and vocal music, the same structural principles
are observed.

From this it is clear that the statement which I have
heard and read so many times, that ' African music is music
in which singers just sing what they like ', is totally false.
The ' rules ' of harmony given above indicate that the Xhosa
musical tradition is as carefully constructed as Western
European ' art ' music. Other writers and ethnomusicologists
have shown that other African musical traditionas also have
such ' rules ' of harmony and tcnality.

The term improvisation has been used often to describe
the main musical process of putting sounds together, in African
music and in Jazz. It has also erroneously been thought to
imply that singers just grab sounds from the air, but a detailed
study of the results of such an apparently random process,
in examples of both styles of music, has shown that improvisation
implies no such thing; it means essentially variations on a
standard pattern, within the bounds of certain social and
musical rules, which alréady limits the number of sounds a
singer may select. If one were to accept the statement that
African singers sing just anything, one would find it difficult
to explain the preference for certain melodic, harmonic and tonal
progressions which are apparent in their music.

When harmonizing a melody with izihlobo tones, the resultant
' secondary ' melody may well sound completely different from the
main melody; rhythmic variations will stiress this difference.
Yet both versions, the original and its variant consisting of

' friendly ' tones, are regarded as the same, even though they



may sound so different. In this respect, Xhosa music is
governed by at least four rules of harmony and tonality
which also govern Venda music. I have mentioned three

of these earlier o1 in this study ( ¢f.371-2), but will
repeat them here along with the other two, for the sake of
clarity. The rules are:

4. 4. 0. Every tone may be conceptualized as having
a companion tone in harmony with it.

4. 4 .1, Any melodic line may consequently be
conceptualized as a stream of chords.

4. 4. 2. Melodies may therefore be as much selections
of tones from ' hidden ' patterns of chords,
as the generators of patterns of chords.

4. 4. 3. The melodies which are harmonically equivalent
are regarded as the same, even though their

melodies may sound different.
( Blacking 1970 (MS): 32 — 33 ).

Bow songs are sometimes referred to as ' small songs !

( iingoma ezincinci ), not because they are easy to play,

(which they are not, as the Cape Nguni themselves admit ),
but because of the relatively small volume of sound their
performance produces. Vocal songs involving a large number

of people are called ' big songs ' ( iingoma ezinkhulu )

because, with a bigger performing group, their performance
produces a ' big ' sound. A comparison of the structure of
a few of these ' big ' songs will illustrate the working

of the ' rules ' quoted above, and which are operative in
even the ' simplest ' music.

The Bhaca indlamu songs have ' small ' beginnings; for
example, in the extract below ( Figure MH. 10 ), the funda -
mental ' theme ' of the song consists of the repetition of
two similar melodic phrases whose intervals create harmonic

progressions within the limits of +the pentatonic mode:
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Figure MH, 10 :
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The two phrases emphasize a hidden harmonic progression
from ' tonic ' to ' counter - tonic ' tonatity. This is
even more obvious when the phrases are reduced to their
bare essentials, i.e. to a motif that consists of the
lowest notes of the two chords generated bty the melodic
tones of the phrases, e.g:

Figure‘MH.ll :
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These two tones, C and D, are the basis of the melodic/harmonic/
tonal conception of the music. The principle of cumulative
effects is observed in the repetition and variation of these

two phrases by individuals and groups of individuals, as follows
( ¢cf. Figure MH. 12 on the next page ).

(i) One section of the chorus repeats the theme of two phrases,
singing the companions of the original tones.

(ii) Alto ' solo ' sings a variant with some changes in the
companions of the tones.

(iii) Soprano chorus sings a filled out version of the basic

689
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Figure MH. 12

Extracts from Bhaca indlamu dance (__g_f. Figure 65 .(%b)
on pp. 415 = 416 )
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Figure MH, 12 ( ctd. )
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theme.

(iv) A chorus group sings the basic theme with additive
rhythm.

(v) Soprano chorus introduces yet another variant.

(vi) Chorus varies the rhythm of the basic theme.

(vii) Solo male singer introduces a Call o1 the second
phrase ( similar to (v).

(viii) ( cf. P.691l:viii): Second solo male ( tenor ) sings
a variant of the Call.

(ix) Male solo sings a variant in the lower register,
(x) Three men take up this phrase in the lower register.
Both the song leader and chorus group repeat their parts
ostinato throughout the song.

The song is not antiphonally structured, i.e. with clear -
cut Solo and Response sections, consequently there is no regular
shifting of tonality between these two sections.23 The
song is in fact a whole chorus, and it shows an extreme
application of the ostinato principle. Thematic concentration
is based entirel& on thé basic rhythmic pattern introduced at
the beginning of the song by the song leader. Tremendous
cumulation is achieved by means of ostinati and rigid consistency
of figuration. Polyrhythm is absent in this music, but, by
homorhythmic repetition and variation of a dominant rhythmic
pattern, a large company of singers is able to create a
powerful harmonic build - up.

All Bhaca indlamu songs follow this ‘type of musical
organization. The music rests on two tonal piltlars created

by shifting harmonies which, in the above song, move from
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' tonic to ' counter - tonic '. The direction of harmonic
movement varies in Bhaca indlamu songs, however, e.g. cf.
Figure 61 : 408 , in which the tonality shifts from
' counter - tonic ' to ' tonic ', and back to ' counter -
vonic ', from the beginning to the end of the strophe.
The reverse procedure may be observed in the Walking song
which preceded the ' big ! indlamu song discussed above
( that is, in the performance ), in which the tonality
shifts from ' tonic ' to ' counter - tonic ', and back
to ' tonic ' ( cf. Figure 60: 405 - 407 ).

In the ' big ' songs of the Xhosa, Thembu and Bomvauna

peoples, huge cumulative effects are achieved by persistent

polyrhythms. The umtshilo dance song Ndinyeleni ndomile

( FPigure MH.14:694 ), corroborates this point. All the
melodic material in the song is thematic in the sense that it
derives from the basic theme accompanying the main words of
the song. It is stated in its entirety by the song leader,
and the chorus response overlaps with its completion.

The melody is bas;d on a'pentatonic mode, and consists of
repetitions of two similar phrases on two different degrees of
the mode, e.g:

Figure MH. 13 : ( Mode: = hexa-based pentatonic )
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Figure Mi,

Extract from the umtshilo dance song, Ndin

( ' Give me something to drink, I thirst ! )

).
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f.

also Figure 83 : 525
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Here the theme is stated twice only, and thereafter the
different voice parts sing varied versions of the theme,

or setcct motifs from it as ostinati. Unity of form is
based on the singers' ability to combine polyrhythmically,
10 repeat and/or vary different aspects of the theme in as
many voices and combinations as’possible. The vocal parts
are held by the song leader, a second ( assistant ) leader,
and a chorus which occasionally subdivides into two groups.
In the song, the tonality moves away froan the ' tonic ' at the
beginning of the strophe, but returns to it at the end of
the strophe. Within the structure, the melodic phrases

' shift continually froa the influence of one implicit or
explicit tone ~ centre to another ', e.g. in Pigure MH., 14
( cf.p.694 ).

The chorus always establishes the tonality, and ends
each execution of the strophe with a systematic ' cadence °'.
As Blacking has pointed out, the chorus must establish the
tonality of the mode, or else a perforaance would have no

L4

established tonal centre ( Blacking 1970 (MS): 29 ).

The meclodic process of sequential repetition has
already been encountered in the foregoing illustrated extracts,
and I have referred to it several times., It is probably the
most common form of melodic structure in Xhosa music, and
occurs in some of the oldest songs, as well as in contemporary
Xhosa music. This structure is to be observed in the melody
of oﬁe of the oldest Xhosa songs, uNonkala ( ' Daughter of

the crab ' ). which T iltlustrated on p.578, The outline of
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another old song also shows a repeated melodic phrase,
e.g. umhlahlo :

Figure MH, 15 : (a)

as does the basic melody of the song of Mhala:
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The process is not a mechanical one; were this the case,

one would be confronted with the same melody with each

occurrence of the melodic process. One could perhaps

regard these occurrences in so many Xhosa songs as transformations
of a bagic idea. As the melody of the divination song ulNonkala ,
it is probably the most ubiquitous phrase in the whole corpus

of Xhosa music, for it forms the basis of so many different

types ( and therefore styles ) of music. Figure MH. 16 on

p. 697 demonstrates the melodies of seven different songs,
in which the old melody is easily recognizable.
(e) is the earliest known transcription of a Xhosa melody by

John Knox Bokwe ( Xhosa clergyman 1855 - 1922 ). The melody
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is that of the Chant, which was composed by an early Xhosa
convert, Ntsikana, allegedly under supernatural influence.
This same melody was used by Benjamin Tyamzashe in several
works he composed, including two Masses for the Roman Catholic
church. He used the melody after a request from several
churchmen to include some traditional music in his compositions,
Thus Tyamzashe drew on the only ' written ' traditional Xhosa
music he knew, and remembered well. Several African men and
women who subsequently heard these works, were at first unable
to recognize and name the song to which the me lody -belonged.
Some said it was a beer song, others suggested it might be
a diviner's song. One man was adamant that the melody came
from a wedding dance song. As the examples show, all of these
people were correct. They had not recognized a melody as such,
but rather a melodic process, in which two similar phrases are
repeated on different steps of a pentatonic or hexatonic mode.
Modern Xhosa songs show the use of the heptatonic mode/scale,
which is usually embellished ( harmonized ) in the traditional
way, with intervals of tﬂe 3rd, 4th and 5th accompanying
the main melody ( the system of chordal streams which T have
discussed in the context of neo — African music ). Church hymns
are harmonized in the same way. I noticed that the 7th and 4th
degrees of a heptatonic scale were often altered or even omitted

by singers. In view of this, it is interesting to note that
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' Red ' people who have been in litile contact with Western music,

sing the tritone interval which occurs in their "traditional
music with ease and accuracy. This sort of interval presents

no difficulty to them:
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Figure MH. 17 :
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- ( cf. Figure 54(c):
Yet I have found many Buropeans ( musicians included ) 370

who are unable to sing it straight away, and without a
little ' silent ' practice. Thus the tritone is definitely
a part of their traditional musical system, and I have
also suggested that its use may derive from the scale of
instruments which are able to produce that interval.

Regarding tonal and harmonic movement.in Xhosa music, I
observed the following:
(i) All songs which are antiphonally structured, and which
feature off -~ beat phrasing between melody and‘percussive
accompaniment, show a shift in to..ality from the ' counter -
tonic ' ( around which the song leader's Call centres ) to
' tonic ', which is established by the chorus.
(ii) True polyrhythmic songs such as the dance songs of the
Cape Tribes Proper, show small shifts of tonality within
the strophe, but the tonality remains stable at the beginning
and end of the strophe, being centred on the tonic. This makes
for stability and cohesion in these songs, in which vocal -
rhyﬁhmic interplay often reaches considerable complexity, from
the linear point of view, ( even though vertical combinations

may not involve more than three or four parts in all ).
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(i) and (ii) apply to the majority of songs. There are
exceptions in which (a) tonality may shift from ' tonic °
to ' counter -~ tonic ', a process which occurs even in
extremely polyrhythmic songs. Whatever the tonality shift,
the chorus always confirms the ' tonic ' tonality.

With regard to instrumental music as exemplified in
the bow songs, the general tendency is for the tonality to
move from the ' tonic ' to the ' counter -~ tonic '; +this is
a general tendency, and not a rule. The bow song discassed
at the beginning of this section shows a tonal shift from
' counter — tonic ' at the beginning of the strophe, to
the ' counter - tonic ' at its end. This reflects a sequence
of tension ~ ~ tension which is practically uninterrupted
( cf. Pigure MH.5: 674=677). It is possible +that the composer
deliberately ( or unconsciously ) chose this tonal shifting
when she composed the song which, as she described it, ' is
the song of a desperate woman ', who has just about reached the
ultimate point of despair. The singer's despondency is well
expressed in the music, wkich hovers continually in the
' counter — tonic ' tonality ( suggesting a state of perpetualv
tension ); +the melody is played rather urgently, and the whole
effect 4is heightened by the singer's vocal style, and the small
glissandi she cmploys at certain moments in the music ( e.g.
over zam in the text ).

That this is a song of despair is made very clear in

the text:
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Izono zam ginzima, My sins are heavy,

Ayaphel' amathemba; There is no hope;

Yewu ~yo ye mama, Alas! woe is me, mother,
Izono zam zinzima. My sins are heavy. ( trans.

Noxolo Queenie Dingiswayo ).

NOTES

1 Rycroft, D.K. : 1959: 25 - 30; 1969 ( Tervuren,
Musee Royale...); 1971: 213 = 243; 1975: 61 - 92;
1975 ( A royal account... ): 351 = 402; 1977: 216 ~ 260;

2 More correctly, according to the song leader's wishes.
In most of the performances I witnessed, the singing was
terminated by the song leader, who suddenly stopped
singing. She usually signalled to the group to do
likewise., A few ' champion ' song leaders merely sat
down or walked out of the group, when they felt that the
singing had continued for a sufficient length of time, or
when they felt tired.

’

3 Rycroft reports changes in the repetitions of the
chorus, in the Sibhimbi anthem sung by Swazi princes
and princesses ( 1967: 98 ). In this song the chorus
part is divided. See Figure 22 on p. 279, which shows
the transcription of a Xesibe Walking song. Although
the chorus part undergoes textual variation, this is
not accompanied by changes in the melody notes (cf.
Variations (3) in Figure 22: 279 ). "“

4 Cf. again Figure 22: 279, which is a very clear example
of this procedure.
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Known as umguyo. Unlike other items of circumcision
music, this song is not accompanied by the beating

of the inggongyo ' drum ' ( or its substitute ).

Women, who traditionally play this instrument, are

not permitted to participate in the events at which

this song is sung. See pp. 503 = 520 for a discussion
of this song, and also other items of circumcision music,

In his discussion of the structure of a southern Zulu

work song { 1967: 91 ), Rycroft took the chorus part

as the commencement of the strophe. He adds that ! several
alternative interpretations are possible ', 1In this
particular song the chorus part is more complex than the
solo part in length and number of vocal notes. Carrying
as 1t does a greater ' functional ! load, it seems logical
to assume that it marks the beginning of the strophe. But

perhaps in many cases the choice may be an arbitrary one.

Mfengu enclaves situated near or among other Cape clusters
show a great similarity in their musical styles. For
example, the Mfeangu living in Engcobo district, a pre -
dominantly Thembu area, practice music that in style
reveals the ' multi - part organization ' with greater
independence of the voice parts, which is characteristic
of the music of the older clusters. An Mfengu enclave
situated near the Xesibe and Bhaca ( in MaXesibeni ) has
& musical style that is closer to the styles of thesge
peoples -~ a musical style in which a twofold temporal
contrast is basically retained.

’

See pp. 367 = 372 for a discussion of this technique
in the context of intlombe youth music., Cf. also pp.
68l — 688, where this technique is discussed in more
detail.

In a number of umtshotsho songs the twofold temporal
contrast is retained for several repetitions of the
strophe, after which the parallelism produced by
additional voice parts is ! displaced ' by sequential
repetitions of vocal phrases. (f. Figures 37, 32& 43,
54& 5T,and 58(d): pp. 330, 311& 340, 370& 381, and 384ss.

A point in common which Xhosa songs have with Venda
songs.
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Tracey, H.T., ' Toward an assessment of African
scales ', Africaa Music, Vol.2, No. 1, 1958: 17

This was noted by Rycroft in 1971: 222.

Kirby, P.R., ' Some problems of primitive harmony
and polyphony, with special reference to Bantu practice t,
South African Journal of Science, 23, 1326: 951 — 970.

As noted by Rycroft in 1971: 221 - 222, the Zulu hexa
mode has two semitones, and the Xhosa hexa mode has
one semitone,

The Cape Nguni do not have this instrument ( known as
umakhweyana ( Zulu ) and makhweyane ( Swazi ). It is

said to have been taken over from the Tsonga of Mocambigue
in the early part of the nineteenth century. ' It is used
for accompanying less serious music than that which is sung
with the unbraced bow ' ( Rycroft 1971: 220 ).

Cf. also Kirby 1934 ( 1965 ): 205 -~ 209. Plate 544 shows
a Swazi girl playing the instrument, and Plate 56, 3 & 4
show the Swazi and Zulu forms of the instrument.

Cf. Figure 27 in Rycroft 1971: 232, which illustrates
This process very,clearly. As the author points out,

' This analysis does not conflict with Hornbostel's
theory of fourths filled in by intermediate notes;
rather, it suggests a means by which these, rather than
the intermediate notes, should have found a place in
Nguni pentatonic songs ' ( p.232 ).

I followed the example set by John Blacking in his
analyses of Venda music, and analysed my collection

of Xhosa melodies on the basis of their ! deeper harmonic
progressions ' rather than on their ' surface structures !
( Cf. Blacking 1957: 177 - 179; ibid. 1969: 21, 30 - 31;
& ibid. 1973: 23 ). -
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Thus all apparent Nguni penta music could be evaluated

as Hexa minus one note, the 3rd above either ! tonic ' or
' counter - tonic ', The 3rds may well be the latest
additions ( perhaps via bow harmonics ) to a basic ¢ (¢)
and D (A) series ( cf. Rycroft 1971: 223 ),

Blacking drew attention to this important feature of
African music in southern Africa in 1959, in his study

of Venda ocarina music: ' Problems of Pitch, Pattern and
Harmony in the ocarina music of the Venda 'y African Music,
Vol. 11, No. 2, 1959: 23.
Rycroft pointed out that this essential feature ' is also
evideant, in embryo, even in ths Zulu three - tone songs,

in which an upper fourth and a lower fourth are contrasted

( 1971: 235 ),

As stated on p., 667, this was elaborated by Rycroft and
offered as a working hypothesis about the evolution of
scales in southern African music. He notes, however, that
it is not possible to determine whether vocal modes derived
from bow technique or whether bows were tuned in such a way
that existing vocal modes could be reproduced on them

( 1971: 222 ).

Thus harmonization by the singing of izihlobo tones is

not a ' free-for-all '. The system also differs slightly
from the Venda system of harmonization, as described by
Blacking ( 1967: 168 ), in which the harmonically equivalent
tones of a particular mode can be derived only from that mode.
The selection of tones is not based on root relationships, as
it is in Xhosa musical performances. Figure 5 in Blacking 's
discussion shows this very clearly: in a penta mode with the
series of tones g!' — o' — 4' - o' - a, g' may be harmonized
with d' or ¢'; and 4' with a or g£'s and e' with g' or a,
and so on, According to Blacking, the selection of harmon—
ically equivalent tones is guided ' by the requirements of
the speech ~ tone patterns ' ( p. 169 ).

Chordal structures or ' blocks of harmony ' arising from
the parallel progression of voice parts, within the limits
of the pentatonic scale, were described and discussed in
some detail by Kirby in 1926, in a paper in which he offered

.2 hypothesis about the origins of ' Bantu harmony and

polyphony ' ( cf. note 13 ),
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Rycroft 1967: 95 has noted that a number of old

Zulu songs ' tend to start with the fixed chorus

part. . . also noted by Kirby in 1926 (B.S.1l: 23ss )',
and that this ' should possibly be taken as a hint that
not all Nguni music derives directly from "simple"
antiphony. . . the solo parts have possibly been
added later, originally as improvised descants ',

705
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Figure RIIY. 10 ( Cf. p. 664 )

Marching song and igwijo ( 'Signature tune!' ) of

Ex. No. 86

Xesibe iindlaviui group. on Tape dov.

Leader: Khathula Matabatha

Title: wuTel' uyeza ( ' We young men of Tela are coming ° )
Pitch: Present "C" = original Bflat

Mode: Heptatonic

Strophe length: J X 19

Tempo: J =

Text:

0Tel' fyéza,

*intomb!

110 M.M.

€zith&nd®

( indicated by the beating of sticks
on the ground as an accompaniment to
the singing )

We young men of Tela are coming,

4b&féna.

you girls who have lovers among us.

( trans. R Jakuja )

This igwijo is sung when the group go to weddings, and to

their dance parties ( imitshotsho ).

The

in which

song is followed by two items of choral recitation,

words and vocables are recited to a regular metre.

This is also regarded as music i.e. singing.
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Figure RHY. 10 ( ctd.)
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The basic metrical pattern
of this song is unusual, and
I encountered it only in
Xesibe iindlavini songs.

Cf. also Fig. 68: 421, which
shows another iindlavini
song with an unusual metre:
20 X ¢
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Figure RHY, 10 ( ctd. )
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SUMMARY OF FINDINGS

As initially stated in the Preface, my research involved

(i) conceptualization about music; (ii) dbehaviour in relation
to music, and (iii) music sound itself. The matter of concepts
is first discussed in Ch. 2, but it recurs inevitably throughout
the thesis. Behaviour in relation to music is expressly dealt
with in Ch. 4, while Chs., 3 and 7 provide specific details in
connection with the different musical categories discussed,
Music sound is covered specifically in Chs. 6 and 8, but it
necessarily also features throughout the work.

The concepts underlying the practice and performance of
music are verbalized by the Cape Nguni in expressive words and
phrases. A clear distinction is~made between music ( ingoma/
iingoma ) and non — music: music is humanly produced sound,
which must recur regularly within a metrical framework; it must
have a rhythm, for which term modern Cape Nguni school children
have coined the term nggonggqo or ' beat ' ( also i — beat ).

The tribal people have no word for rhythm, but.distinguish between
the different rhythms of the different songs and say that they

' go differently '; they illustrate their explanations with
clapping and/or dancing. It is rhythm that distinguishes

singing from speaking, thus a pattern of words either sung or
recited/ chanted to a regular metre constitutes music.

The Xhosa word — vuma ( ' to agree, admit, sing ' ),

describes the general production of music, its performance by

several persons, and the nature of Xhosa music - it is

predominantly vocal, to the extent that this same word is used
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t0 describe the performance of both vocal and instrumental
masic, The same word, which also has an extra - musical
meaning, stresses the harmonic foundations of Xhosa music
which, like much African music, is conceived harmonically.

The performance of ostensibly non -~ musical sounds, e.g.
barks, yelps, snorts and grunts, as a rhythmic accompaniment
to dancing, is also accepted as musical sound, but not in
isolation from the musical context. The same is true of the
pharyngeal roaring done by young boys at their dance parties
( imitshotsho ). A single tone produced on a horn, and blown
as a sporadic accompaniment to ritual music, also qualifies as
music. Vocal sounds are used judiciously for reasons of clarity
and ' form '.

The basic metre of most Xhosa seongs is expressed explicitly

in clapping, i.e. uku - ghwaba, an onomatopoeic term imitating

the sound of handclaps. An alternative phrase - ngokwenz!'

imiphetho ngezandla ( ' making borders/rims with the hands ' ) =

stresses the function of clapping, which is that of organization.
Handclaps emphasize the music's metrical framework within

which several singers may perform polyphonically and poly -
rhythmically., This process itself is explained as a method

of singing whereby singers ' add different words to make taste
of the song '. It is also applied to instrumental music, with
different results. For example, in self -~ accompanied solo
ginging, polyrhythm occurs between two sounding agents - voice
and.instrument - as against several agents in Vocal/choral music,
The same process is applied to the movements of dancers, whose

improvisations on a standard dance pattern add further rhythmic
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dimensions to the music.

Nearly all communal music is accompanied by dancing, for
which there are special words and phrases describing the dance
steps'and movements performed by all the chiefdom clusters,
and those performed by specific clusters.

Regarding musical talent, the Cape Nguni consider everyone
to be born with equal musical potential., The development of
talent is, however, socially conditioned, and a person who is
born and reared in a musical environment will most probably
become a skilled musician. All the competent and ' big ',

' great ' musicians I met came from such an environment.

A concept held by certain Cape Nguni peoples, notably the
Qwathi, further emphasizes the belief that musical talent
develops according to a person's social background. These
people maintain that twins, whom they consider to be abnormal
socially, will almost certainly excel at something musical.
Hence they maintain that all twins are usually good musicians;
furthermore, they are unusuvally quick -~ witted even though
they lack brains. Informénts were unable to give specific
reasons for this attitude towards twins ( who are greatly
feared and disliked by the Qwathi ); +they merely stated that
' it was so :, and supported their statement by citing the names
of many twins who were or had been skilled musicians.

There are no beliefs or stories concerning the ultimate
source from which music originates; +to the tribal people,
musie is something which has been done by men ever since they
were created; +to the Christians, music is something which

comes from God ( uThixo ). The origins of specific songs are
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attributed to an individual or a group of individuals, and
his/her/their process of composition. Musical composition
is recognized as a distinct process in which a song is
' made up in the head '. The statements from several composers
( both ' Red ' and ' School ' people ), in which they described
their compositional processes, have led me to conclude that the
Cape Nguni recognize three main sources from which composers
draw their musical ideas for their songs: (i) events in the
composer's life, and his reaction towards them; (ii) borrowing,
and (iii) dreams. The majority of traditional songs are
considered to have been composed by certain individuals rather
than groups; through oral transmission they become the property
of the group rather +than any one individual. Thus it is not
surprising that the composers of most traditional songs are
unknown. Group - composed traditional songs do exist, however;
they are the result of the musical collaboration of members of the
same social group, who improvise Walking/Marching songs and
' signature tunes ' en route to their dance parties and other
social events they attend.

Neo — Xhosa music comprises a very large repertoire of
sacred and secular choral music by amateur Cape Nguni musicians,
who usually compose their songs in the solfa system, and a
possibly larger repertoire of Xhosa light/instrumental music and
Xhosa jazz, the composers of which may or may not compose in
solfa or in staff notation. ( I have a number of Jazz compositions
by the late Jabez Foley, who wrote them down in tonic solfa ).

The musician in Cape Nguni society is a person who is
exceptionally good at music. He sings and dances well, and plays

at least one instrument, knows many songs and composes his own.
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He is named according to the musical role in which he excels,
thus if he is an outstanding singer, or dancer, or prolific

composer, he is called imvumi, umxhentsi, or umgambi/

omkhulu ( ' big, great ' ). The appellation ' great ' is
reserved only for persons who are highly skilled in one or

more musical roles, thus the number of such musicians among
the Cape Nguni is relatively small. Benjamin Tyamzashe was the

only musician to be called umgambi wodumo ( ' famous compeser ! Yy

in recognition of the fact that his Xhosa songs were sung all
over Southern Africa, and by people of other ethnic groups.

Musicians are greatly appreciated by their neighbours, whom
they please with their music, but they are not celebrated for
their musicianship. ( Again, Tyamzashe was the only composer
to be celebrated by his people at a special function held in
Zwelitsha in 1970 ). Some of them have professions from which
they derive incomes, e.g. the diviners and herbalisgts in
traditional society, and the teachers, parsons, lawyers,
businessmen, and others who are educated and literate. ( This
was the situation in the'period 1969 ~ 1972 ; I cannot say
whether these distinctions can be made today ). All are
acknowledged as musicians, but their social prestige rests on
their professional occupations and not on their musicianship,
which can only enhance their already prominent status in society.
They are ' musical professionals ', rather than ' professional
musicians '.

Tribal/traditional musicians ( and this includes herbalists ),
receive very little economic reward for their music; they rely
on the generosity of their audiences for any reward at all,

and if they are not given money, they are always given food and
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drink. Such musicians perform music mainly for the love
of it.

Music and dancing are of great importance to the diviner.
Dancing is necessary for the curing of the novice diviner's
' trouble ' during his/her initiatory period ( ukuthwasa ).
Music is essential to the ritual of diviners, for it is
through music that the diviner communicates with the ancestral
shades, who are said to have a great love of music. A diviner
selects the music for his seance with great care; he not only
establishes the order in which the songs should be sung, but
also allocates certain songs to be sung by certain singers. He
also sets the tempi of the different songs. Most diviners
compose their own songs, which remain exclusive to their group
according to the diviner's wishes, or are made known to the
public via frequent performance. Thus, through their profession,
diviners are continually involved with music - making; in fact,
their profession compels them to make music. Small wonder, then,
that many of the diviners I met in Transkei and Ciskei were
considered to be very good musicians.

The semiprofessional musicians are the wandering singers
who play the accordion, the guitar and the concertina. They
are always men, and their number includes herbalists, whose
work involves much travelling about, but allows for sufficient
time to be devoted to music. All of them are composers, and
they rely solely on the generosity of their audience for any
reward., Apart from entertaining people with their music, they
also bring them the latest news, for which reason they have

been called ama - effemm ( ' FM radios ' ).
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Transkei has its own blind musician, a singer and
accordion player whose music ( based mainly on church hymns
and sacred songs ) appeals more to the Christians than to
the ' Red ' people. His music is rather pessimistic, yet its
impact on his audience is enormous. Such musicians are
loved and admired by their public; in singing about the
trials and complexities of life, they make their audience feel
detached from these, even if only for a short period of time,.
The blind musician, and the rather tragic figure he presents,
as well as his ability to play an instrument despite his
infirmity, has probably as great an effect on his audience as
the music he plays.

There is no specialization in music; everyone sings with
and not for someone, thus there is no concept of ' solo '
performance. Nevertheless, there is no total musical levelling,
because every musical performance relies on a song leader to
start the song, and lead off the chorus. Since the music hinges
on improvisation, the song leader must continually produce
new statements. In doing so she must display a certain amount
of virtuosity and musicianship. A satisfactory performance
relies heavily on a good song leader, to the extent that certain

songs cannot be sung at all without a skilled leader, e.g.

umzexezelo.

Although Cape Nguni singing emerges from a relatively
relaxed throat, and has a smooth and rounded quality, it changes
during a performance when the singers become increasingly
excited and start to shout rather than sing, with the result

that the singing is forced, tense and hoarse - sounding. An



716

overall ' big ' sound is the hallmark of a good performance,
but since tone quality is fairly important, singers who screech
or make similarly unpleasant sounds are instantly reprimanded.
Children are encouraged to sing loudly and sing well, and are
checked less sharply if they screech. They tend to sing at
full volume, and it is taken for granted that they will learn
to modulate their voices as they grow older. Adults who offend
in this way are told not to sing like children. This does not
apply to school choirs, who are trained rigorously by their
teachers, who give much attention to tone quality as well as to
the general interpretation of a song. ( This is particularly
so with Cape Nguni choirmasters and teachers ).

Variation in tone quality is even more important than tone
quality per se; the rhythmic ' heterophony ' which results when
several people sing together takes on tone colour when some of the
singers employ special vocal techniques. Some of these techniques
are employed by all the chiefdom clusters, while others again
are employed variedly by one or other cluster. The fact that
some of these techniques are peculiar to certain areas and clusters
helps one to differentiate the musical styles of the different
areas. The most common technique is that which is known as

uku - ngqokola, whereby the voice is changed so that its register

is much lower than it would normally be. At the same time, the
singer uses heavy rasping glissandi, thereby disturbing the

legato phrasing which is characteristic of Cape Nguni singing; the
vocal tension is considerable. Another form of - nggokola is

the deliberate use of nasalization; it is employed only rarely

and is apparently a recent innovation.



Nasalization is a feature of a vocal style employed by
Mpondo and Xesibe young men. When singing, the singer sings
into his cupped hand while lightly resting his chin on the
palm of that hand; at the same time he taps the area between
the nose and the upper lip with the fingers of the cupped
hand, thereby achieving a vibratory effect. This vocal style

is called uku —gwaba/uku - guburha ( general term/Mpondo

specific term ), and when it is performed by a }arge company
of people, its sound carries over a great distance.

Vocal ornamental devices such as glissandi and yodelling
are used by individual singers; in general, however, the
Bhaca and Xesibe peoples make far more use of glissandi than
do the other clusters. ( The little evidence I have of
Ntlangwini music indicates that they also use glissandi and
nasalization ).

Non — musical sounds are similarly employed, and, as I have
already stated, they qualify as music when they are made in
musical contexts. Such vocal sounds are -~ tshotsha ( the
roaring, growling and énarling noises made to a regular metre
by boys at their dance parties ( imitshotsho ). Similar
sounds are made by ' dressed ' boys who attend their special

parties, and give these sounds another name - uku — bhayizela,

Other sounds such as - bhodla, - godla and - inga are

anything but musical to European ears ( unless one is listening
to music by Karlheinz Stockhausen, Peter Maxwell Davies, etc.; )3
to the Cape Nguni they are acceptible as music when they are
performed in a musical context, and to a regular metre. these

sounds are made exclusively by men when they dance. They occur

N g A b i b AN, PR LR 3
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as cross ~ rhyhms to the basic rhythm of the music, thus
contributing to the complex interweaving of contrasting
vocal -~ rhythmic patterns in a polyrhythmic performance.

From the foregoing summary, it is clear that the Cape
Nguni have many formal verbalized concepts : they distinguish
between singing and speaking; Dbetween singing and screeching;
they speak to some extent of the characteristics of a good
performance. They also discuss matters of pitch and tempos
they distinguish between high pitch and low pitch in terms of
small and great, and they classify songs as being ' hurried !
or ' delayed ', although one category of music may include
both types of song.

Although they do not verbalize aspects of melody and
structure, and rhythm, they know exactly how a ' song must go',
i.,e. how it should be sung, and they are quick to point out
errors in melody and rhythm, which they rectify by simply
singing and .clapping the parts correctly., A good singer must
dance well and sing well; dancing must be energetic and
vigorous, and singing mist be loud and, above all, convincing.
People who sing timorously or self - consciously invariably
evoke laughter and derisive comments from the audience.

The successful performance of communal dance songs requires
a great feeling for community, and this is ensured by the
presence of at least two song leaders and two dance leaders
( smaller groups have only one song leader ). The secondary
leaders are regarded as assistants to the main leaders, and are
usually chosen by them. Without the smooth teamwork which occurs

between leaders and assistants, and between these and the rest of
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the group, a whole performance will collapse. For this
reason, and for others, communal songs are practiced regularly
so that leaders, assistants and the group learn to interact
musically with one another.

Musical performances are judged in terms of good or bad,
according to whether the singers have fulfilled the requirements
of good singing and dancing, as have been mentioned. As
Blacking has pointed out in his study of Venda children's music:

'The impact of music on an audience depends as much

on its social significance as on the music itself.

The expressive meaning of the same song may vary from

one occasion to another., Music is referred to in terms

of its social context, and hence its musical structure

rather than its emotional content! ( Blacking 1967: 195 ).

The careful observance of hundreds of musical performances
and the spectators' reactions to them, has led me to conclude
that, like the Venda, the Cape Nguni are as much affected by
music sound per se, as they are by the social values underlying
its performance. Thus the social aspects of the music are not
paramount, but are as important as the music. The emphasis
varies from one type of music to another. The transcendental

quality of music as a ' bringer of ihlombe ' to both performers

and listeners is crucial.

Music is produced with the voice, and with musical instruments,
i.e. ' things that are made to cry '. The traditional instruments
of the Cape Nguni were few in number, compared with those of
the other ethnic groups in southern Africa, and they did not
play an important part in Cape Nguni music ( with exceptibn
of the ' drums ! ). Very few of the instruments described by
Kirby are used today; only the bow instruments ( uhadi and

umrhubhe ) are found in certain areas, and even these are slowly
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falling into disuse, The drum - type instruments, ikhawul
and ingqonggqo, which accompanied the music performed at
important social events associated with circumcision and
divination, have been replaced by the Western bass drum, known
as igubu.

Contact with Western civilization has extended the body
of instruments, and today there is much more instrumental
music than there was in former times. The most popular
instruments ar- the guitar, accordion and concertina, all
of which are played by men. The harmonica is popular with
young men and women, both ' Red ' and ' dressed ' people, and
is used to accompany traditional and neo - Xhosa music. The
harmonium has also become fairly popular, and both church hymns
and ' light ' music are played on it. The traditional bow
instruments, which were used for individual music - making,
were played mostly by girls and married women, so there seems
4o have been a reversal of roles: in former times women were
the chief instrumentalists, whereas today men are the main
players of instruments. 'All solo instruments are played for
personal amusement, but good players always attract an interested
crowd who invariably join in with the singing ( i.e. if the
type of song permits this )e

The Western bass drum is the only instrument used in
communal music - making, where it accompanies certain types
of music, e.g. divination and Zionist music. It is also
played in Jazz bands which have sprung up in the townships
and administrative areas. This drum has not replaced the
traditional ingqonggo: instead, a piece of sail - cloth

( i - seyile ), or a flattened cardboard box is beaten with

L i ey, am BA T PR
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sticks to provide a steady ' drum — beat ! accompaniment,
Township music comprises jazz, and neo - African music
whose styles are differentiated by different names such as

bhathaphatha and umbaganga, which are characterized by

distinct rhythms and overall sound. The guitar is the major

instrument in umbaganga music ( including the electric guitar ),

while the instruments of Jazz bands predominate in phathaphatha,

whose rhythm is similar to that of the ' Twist ' musical style

of the ' sixties. 1In addition, youngsters have their own

' toy bands ' ( ' Spasm bands ' ), in which they play instruments
that they themselves have made out of household articles.

Guitars are usually played in these bands to give the basic

' beat' and to strengthen the volume of sound.

Music is used in a variety of situations, each situation
having a special type and style of music associated with it.
Because the Cape Nguni are concerned mainly with music's social
use, i.e., what it is for, they recognize and name their music
in terms of the social situation in which it is performed,

Thus the total number of songs performed at a particular

social event constitutes a category of music. Each category
has its own characteristic musical 4raits which give it its
unique sound, and of these the most important is the basic
rhythmic pattern which immediately identifies the category.
Although the different categories vary in their musical details,
all show an affinity with one another stylistically, and the
sum.total of their stylistic characteristics constitutes the

general style of Xhosa music. Thus Xhosa music denotes the



musical tradition of the Cape Nguni, while the different
categories denote styles and substyles within the tradition.

Although songs may have an emotional content, it is not
expressed in their classification; thus, a song whose
content is ' sad ' may be classified as a beer song, and
a ' protest ' song may be classified as a Tshawe, or ibhasi
song, Oor &s an igwijo.

Amagwijo are the ! personal (' own ! ) songs of
individuals and of groups of individuals, and they may be
the originazl compositions of their owners, or ' borrowed '
songs, i.e. taken over from one of the categories of music.
Amagwijo express the sentiments of their owners, to whose
mental and physical disposition they always relate , and
which they reflect. They are usually highly emotional, and
are a medium for ' letting off steam ', and for expressing
one's personal opinions. ' Protest ' songs, laments and
' songs of sorrow ' relating to injustices perpetrated by
individuals and even governments, fall into this category,
which does not have a préscriptive musical style. Many

amagwijo take the form of self - accompanied solo songs;

women are the only performers who use traditional instruments

( uhadi and umrhubhe ) while men employ the Western European
instruments already referred to.

The production of the Xhosa folk - tale ( intsomi pl.
iintsomi ) involves the use of ' short items ' of sung

( and chanted ) songs ( ' core — clichés )} , also referred
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to as iingoma. They have characteristic basic metrical patterns

and texts which have undergone little change, basically, over
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the years, and are thus easily recognizable to the audience.
Together with other constant and stylistic elements which
are known to the audience ( a narrative plot, certain gestures
and actions, and vocal sounds ), the song-cliché constitutes
the basis of the intsomi form. All these elements are utilized
by the intsomi performer ( who is usually a woman ) in a very
individual way. The song-cliché occurs at critical moments
in the intsomi, and is introduced by the performer, who
may accompany her siaging with physical movements, and dancing
and clapping. This is then taken up by the audlilence, which has
a total involvement in the performance. The number of song
repetitions ( typical of intsomi productions ) varies in a
performance; it depends on the performer, who uses the song
as she likes. Antiphonal exchange between perIormer and audience
in the singing of the song is common, although singing between
them may follow the — vumisa ( ' consenting ' ) method, which
is employed by diviners at their seances,

Mortuary rites of the Cape Nguni either prohibit, or
restrict the use of musiE. Burials mong the Cape Nguni today
show a fusion of Christian and traditional ritual, and Christian
burials include the singing of a few hymns. The traditional
mourning rites of the Cape Nguni include the observance of certain
taboos, of which music is one. The relatives of the deceased person
have to undergo purification and fortification against possible
pollution by death, thus during the mourning period visits between
friends /neighbours and relatives of the deceased are cancelled, as
are performances of music. The death of an important person
necessitates general mourning, and all events involving music are

banned for a time. Beer drinks are not banned, but no music
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ie perfcrmed at these events, until the period of mourning is
over,

Although there are no restrictions on the use of
recreational music out of its social context ( e.g. beer songs
are freely adapted for performance at the seances of diviners ),
ritual music is, witi1 one exception, never performed ount of
context. The exception is the rituwal dance umnggunggo, +the
performance of which is essential at girls' initiation ceremonies
( ukuthombisa ), but which is frequently performed at important
events, e.g. the iastallation of Chiefs and popular headmen.
Furthermore, ritual songs are never performed instrumentally
' out of respect ', i.e. because of their ritual significance.

While certain events and observances place taboos or
restrictions on music, others again appear to lift them. For
example, the avoidance taboo of umlaza ( ritual impurity ),
which necessitates the avoidance of the courtyard and cattle
byre by all women of child - bearing age, is apparently lifted
on certain occasions involving musical performance: (i) when

umngqungo and intlombe music is performed in the couriyard

during girls' initiation celebrations, by women and young adults
respectively, and (ii) during the umphumo ( ' coming out ' )
celebrations of a novice as a fully - fledged diviner, which
is held in the courtyard; the ritual killing which is carried
out in the cattle byre is freely attended by diviners of both
sexes.

Although the importance of language in Xhosa music should
not be underestimated, its influence on the melodies of Xhosa
songs is not as strong as has been suggested for other African

musical traditions. A comparison of the speech — tone patterns
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and melodies of Xhosa songs has showa that, although theltones of
each syllable are not strictly realized in the melodies which
accompany them, there is nevertheless a close correspondence
between the two, especially regarding the direction of pitch
movement. The influence of speech — tone is most obvious, and
therefore exerts the strongest influence on (i) the melodies of
't splo ' songs with an instrumental accompaniment, in particular
the original and ' personal ' songs of individuals who perform
their music exclusively ( excluding their instrumental versions
of popular choral dance songs, and (ii) the beginnings of
melodies, i.e. those parts which are sung by a soloist in
choral dance songs. On the other hand, violation of speech -
tone patterns seems to occur mainly at the ends of phrases,
including the chorus parts of choral dance songs, a feature which
was noted by Blacking in Venda music, and by Rycroft in Nguni
( in particular Zulu ) music, generally.

Although there is a close correspondence between the
contour of Xhosa melodies, and the overall surface pitch contour
of the spoken words of the song — texts, ( both have a descending
pitch contour ), to say that speech * intonation ' causes it
in Xhosa songs is difficult to prove. Most vocal music all over
the world has a descending contour, and there is documentary
evidence to prove that the setting of words 40 music in a‘tone
language is not always governed or influenced by speech ~ tone
requirements and ' intonation ' patterns.

Regarding the correlation between words and metre

in traditional Xhosa music, I found little correspondence between

the spoken and sung rhythms of the words. More important is
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the fitting of vocal/melodic phrases to a basic metrical
pattern that is characteristic of the music being performed.
In doing so, the vowels and syllables of words are altered
or even elided, and words are shortened drastically so that they
and the melody they carry will synchronize with the basic metre
of the song. This is done in such a way that the main accents
of the vocal/meLodic phrases will not always fall exactly on the
' beats ' of the basic metre. The extent to which the words
' off — beat ' against the basic metre, and coincide with it,
marks the distinction between the traditional music of the
Cape Tribes Proper, and the ' intrusive ' tribes, who moved
down from the Zulu area, and have Zulu cultural connections.
In the music of the older chiefdom clusters, the singers'
melodic phrases ' off - beat ' only occasionally in their main
accents against the beats of the basic metre, as a result of
successive entries, whereas in the music of the ' intrusive !
clusters there is considerably more regular * off - beating !
between the vocal phrases, and the beats of the bésic metre.
Thus my findings endorse the distinction made by Rycroft in
1959, between word/metre relationship in Xhosa music on the one
hand, and Zulu music on the other.

Solo instrumental songs have the most extended texts;
in these, the ' line ' or pattern of phrases is the basic
unit. It is usually short and is repeated at various points in
the song, forming the basic theme. In the course of the song
it is expanded by the addition of other phrases which give a
background to, or comment on the main theme. Alternatively,

a phrase - pattern may be extended by the addition of meaningless
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words 6r vocables ( which may or may not have implicated
meanings ).

Solo songs that are self -~ accompanied on the guitar and
concertina sometimes have passages in ' — bonga ' style.
In these interpolations, the words are delivered very rapidly
indeed, at a much faster tempo than that of performances by
professional praisers like Yali - Manisi, Ncamashe and others.
This may be due to the fact that the words have to fit in with
the metre of the music, i.e. they have to be spoken within a
specific number of beats. The words are chosen for their sound
rather than their meaning, which is often obscure and unintelligible.

Communal dance songs with clear - cut Call and Response
sections have relatively short texts. In the course of a
performance they may acquire fairly extended texts, resulting
from the improvisations of singers who perform polyrhythmically.

The concern for musical sound and effect is to be observed
in the many songs in which musical sounds have priority over

meaningful words, e.g. intlombe and umnggunggo dance songs,

the words of which are invariably replaced by vocables; these
usually consist of alternations of consonants and vowels.

The words of songs are suggested by social situations, and
each category of music has a number of words and phrases which
are closely associated with it. These are freely utilized
by singers in the performance of the music. Very often these

words and phrases help to identify a song, e.g. ndiyalunywa ,

which would not be sung in any other context than girls' initiation

music - umn nggo .
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Xhosa music is ' cyclic ' in form; the basic structure
of a Xhosa song is a strophe of fixed duration, which in
performance is repeated ad infinitum, with or without
variations, Within each strophe there is at least one
complementary pair of phrases, each comprising solo plus
chorus, either consecutive or overlapping, but essentially
with non - simultaneous entry points. The solo phrases, which
are sung by a song leader in a higher pitch register than the
chorus phrases, are usually varied in the repetitions of the
strophe, while the chorus phrases in most cases remain unchanged.

The realization of the ' principle of non - simultaneous
entry ' by solo and chorus phrases varies from one musical
category to another, and even within songs of the same category.
For example, it may be realized through simple antiphony ( i.e.
the alternation of the two main voice parts without overlap ),
or through antiphony with overlapping phrases, which is more
common. Overlapping may be ' single =~ ended ', ( in which
the solo phrase recommences near the end of the chorus phrase ),
or ' double - ended ', ('in which additional phrases by the
song leader ( and individinal singers ) are interpolated at
various points in the strophe )so that all the phrases are
interlinked. This type of overlapping is typical of the dance
songs of young people and adults of the Cape Tribes Proper,
but features less extensively in the music of the ' intrusive !
clusters.

.Additional improvisations by individual singers, who ' add
different words to make taste of the song ', may be independent of,
or dependent on, either of the two main voice parts. Dependent

phrases usually share the text of one or other of +these two main
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parts, and are sung along with it in parallel movement,
using the same vocal notes, or izihlobo ( ¥ harmonically
equivalent ' ) tones. Independent phrases comprise new ( or
varied ) words and melodies , with new rhythmic patterns, and
are sung sequentially by individual singers, thereby introducing
several levels of ' offset temporal contrast '. The crucial
difference between these two types of vocal organization is that
in the one, a basic twofold temporal contrast is retained, while
in the other, the temporal relationship between the voice - parts
is greatly increased. The difference between the two constitutes
the difference between voice -~ part relationships in the music
of the older chiefdom clusters, and the music of the ' intrusive '
clusters: there is greater independence of all the voices in the
former, than there is in the latter.
Although strophe length varies from one cate; v of song
to another, and even within the category, there z: a number .
metrical patterns which underlie so many songs , that they may
be said to be most representative of that particular category of
music. Strophe length is ‘defined by é specific number of beats;
these are expressed explicitly by handclaps, which accompany
most styles of Xhosa music. The claps provide the ' time
background ' to the songs, and remain constant throughout their
performance. The principle of polyrhythm is not applied to
handclaps, whose metrical patterns are sometimes varied by
accentuation, and by the rearrangement of the pulse groups.
Handclaps are sometimes supplemented by drum beats, e.g.
divination music and circumcision music, ( excluding the ritual

song, umguyo ). In certain styles of music, claps are absent
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altogethef, in which case strophe length ( and the music's
basic metre ) is indicated by dance steps and movements.
All Xhosa dance songs are accompanied by some form of physical
activity, whereby the basic metre and tempo of the music is
expressed or at least indicated.

Two forms of polyrhythm are employed in Xhosa music, and
one or both forms may be employed in one and the same song:
(a) a process in which the accents of the melodies of the
songs establish a systematic cross — rhythm with the main
beats of the percussive accompaniment ( i.e. clapped and/or
drummed ).
(v) this is the polyrhythm of multiple vocal patterns used
by the Cape Tribes Proper, whereby singers combine polyrhythm -
ically in improvising individual variations on a basic melodic -~
rhythm pattern.
Regarding (a): this type of polyrhythm supports a theory of
African rhythm advanced by Hornbostel in 1928, and discussed
at length by Jones ( 1934 ), Blacking ( 1955 ), and Rycroft
( 1962 ), who pointed out %hat it has a physiological basis,
i.e. it is largely the result of physical movements which are
made during the performance of a song. When it occurs, the
melody notes for the word -~ syllables tend to fall somewhere
between the clapped beats -~ either halfway, or even later,
i.e. a semiquaver before a crotchet clap beat. Aptly described
by Rycroft as a ' near miss relationship ' between words and
clapping, it is a characteristic stylistic feature of Xhosa

music, in particular the music of the ' intrusive ' clusters -
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the Bhaca, Xesibe, Hlubi, Mfengu — and also the Eastern

Mpondo. Although some of the clusters use it more than others,
( e.g. the Mfengu ) , very few songs show perpetual staggering
of melody and metre, and these appear to be monotonously
cyncopated ( to Western ears ). In most songs, the melody
notes tend to fall between the beats of the basic metre part

of the time, and not all the time.

Commenting on this off ~ beating between vocal and
percussive patterns ( which is found in other styles of African
music apart from the Xhosa ), Blacking states that it is the
logical result of the African attitude towards rhythm:

' Africans think of sounds as bi -~ products of rhythmical
movements, whereas Westerners pay more attention to the sounds
than to the movement which causes them ' ( Blacking 1955: 15 ).

My study of Xhosa music suggests that the Cape Nguni also
think of rhythm in this way. Their attitude towards rhythm
derives directly from dancing: upward movements of the body

involve tension, while downward movements which follow are acts

of relaxation which resoive tension. Thus the Cape Nguni concept

of up and down movements, expressed as strong and weak beats, may

perhaps also represent the reverse of the Western concept of up

and down movements, which are expressed as weak and strong beats
respectively. As Blacking has shown, ' Physically the sensation
is similar; the first beat is the strong beat; but in one case

it is a movement upwards and in the other a movement downwards !

( ibid. ). Musically, the results are also different: in Western

music the strong beat will be a downbeat, whereas in Xhosa music

it may be an upbeat.
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Hornbostel's theory was refuted by Jones, who had evidence
that at least one group of African people did not think of
rhythm in this way. If this explanation cannot be applied
universally, it can be applied to Xhosa music. It explains why
Xhosa melodies invariably start on the upbeat ( in the Western
sense ); why singers accent the voice when doing so, and why
physical movements upwards ( kicks and clap - preparation )
coincide with the strong upbeat ( in the Cape Nguni sense), and
why diviners and choirmasters conduct their music with strong
upbeats and weak downbeats. By beginning the melody on the
upbeat, the whole melody is pulled a beat ( or half, or quarter
beat ) ahead of the claps, so that the melodic accents tend to
fall somewhere between the clap beats; they may even fall on
rests., The Cape Nguni see this off ~ beating as a combination
of two rhythmic patterns ( vocal and percussive ) whose inherent
accents are crossed. When additional voice parts enter, they
do not as a rule introduce new cross - rhythms, but instead they
duplicate the rhythm of one or other of the two main voice
parts ( solo and chorus ﬁhrases Y. There are exceptions, e.g.
the Xesibe Tshawe songs, in which individual singers proceed with
staggered entries of melody ~ motifs, with the result that
' lines ' of melodies emerge from an essentially rhythmic process.

The polyrhythmic process described in (b) supports Jones!
theory of African rhythm, which maintains that forms of African
music arise from a complex interweaving of contrasting rhythmic
patterns against a fixed ' time background '. Since this process
has been described in detail elsewhere in this study, it needs no
further clarification here. The handclaps are an important

structural device in this sort of music, because they keep the
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singers geared to the basic metre of the music.

Thus within the Xhosa musical tradition, there is evidence
of off - beating produced by physical movements, and by
real polyrhythmic technique. The music of the ' intrusive !
clusters - the Bhaca, Xesibe, Mfengu - and the Eastern Mpondo,
which is accompanied by more hectic and vigorous dancing, makes
considerable use of off -~ beat phrasing of melodic accents
( accompanying word - syllables ) against the main beats of the
basic clapped/drummed/ danced metre of a song,. than it does of
the elaborate interplay of polyrhythms, which characterizes the
choral music of the older chiefdom clusters. Thus the arguments
of both Hornbostel and Jones are valid for Xhosa music.

With regard to metre: additive metres expressed in claps
appear to be rare; the majority of Xhosa songs have divisive
basic metrical patterns. It seems logical to assume that the
reason for this lies 1in the necessity for a definite and
uncomplicated basic metrical pattern , to serve as a rhythmic
foundation against which,singers may combine and produce
complicated patterns of vocal rhythms. Additive metres are more
commonly used for Walking songs whose meires are not expressed
explicitly. Apart from this, the usual combination in Xhosa music
seems to be a divisive basic metre accompanying vocal patterns
which may be either divisive or additive. The metres themselves
are not all that important; what is important is that they
synchronize with the vocal patterns in a rhythmically interesting
way;

Songs with a basic dotted crotchet beat show iambic subdivisions

of the beat; this is stressed in the clapped accompaniments of such
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songs, and even in the rhythmic patterns of vocal sounds
which accompany certain songs without a handclapped accompaniment.
Irregular phrasing ( e.g. in the basic structure of a
song ) occurs rarely in the music of the Cape Tribes Proper;
it is more common in the music of the "northern' Cape Nguni -
the Bhaca, Xesibe and Ntlangwini chiefdom clusters. I have
suggested that this may be due to Zulu musical influences,
since the Zulu people live near these clusters. Hemiola rhythm
in its simplest from - as a change from measure to measure -
is another device used mostly in the music of these clusters.
Regarding the tempo of Xhosa music, this varies from one
category to another, and within one and the same category.
For example, ' hurrying ' and ' delaying ' songs are to be
found in one musical category, e.g. diviners' music, and
umtshotsho and intlombe youth music, Certain styles of music
exhibit changes of tempo during their performance, e.g. - gaja
dance songs of the Bhaca and Xesibe, which are danced in ' bouts !
or ' movements ', each ' movement' being performed at a quicker
tempo than the preceding" movement ', Bhaca indlamu songs
show a slowing of tempo, which allows the dancers to perform
their stamping movements at a convenient pace.
Speaking generally, the overall tempo of the music of the
older chiefdom clusters is stower than that of the ' intrusive !
clusters: +the former have an average tempo of 0‘: 82 - 112 M.M.,

and the latter have an average +tempo of J = 90 - 126 M.M.

Although the melodies of Xhosa songs may employ, four,
five or six tones respectively, they are all based on a hexa
mode with one semitone interval ( i.e. +the notes of a penta mode

plus the F sharp ).



The tones of this mode are identical with the tones
yielded by the single — string gourd bow ( uhadi ) and
mouth bow { umrhubhe )s +two fuadamental tones or ' roots ',
and their 3rd, 4th and 5th partials. ( In a number of songs
one of the thirds is absent, giving the appearance of
pentatonic tonality, but these apparently five — tone melodies
are in fact hexa - based ). Because of this, it was suggested
by Rycroft that vocal modes may well have derived from
the bow { its two fundamental tones ) and its harmonic partials
( Rycroft 1971 ).

Anothar hypothesis offered by Rycroft suggests the possible
origin of vocal scales from ' a rudimentary chain of fourths
without instrumental intervention ' ( ibids 222 ). This is
demonstrated in a number of Nguni songs in which conjunct and
disjanct fourths structures are evident, even in melodies
based on penta, hexa and hepta modes; these are in fact
extensions of this rudimentary three - tone structure, and they
have occurred by means of ' an evolutionary process t  involving
' the accretion of analogous whole tones ' ( ibid: 232 ).

Although it is not possible to come to any fixed conclusions
regarding the precise origins of vocal scales, both hypotheses
offered by Rycroft are plausible, in particular that which
suggests the origins of vocal modes from bow technique and
gourd bow harmonics. Comparative analyses of instrumental
bow songs and choral dance songs has shown that there is not

only a close relationship between the fixed modes or scales

produced on the bow, but that there is also a close relationship

135
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between the tonal and harmonic systems of music that is

played with the fixed scale, and the music that is sung.

To demonstrate this, I used, as a model, an instrumental
'personal ' song ( igwijo ) played on the mouth bow ( umrhubhe )
and a beer song, which had been performed simultaneously, |
guite by chance.

The melody of the beer song is harmonized by singers
selecting tones which are ! harmonically equivalent ' to the
notes of the melody. 1In selecting these tones, which the
Cape Nguni refer to as izihlobo ( ' friendly ' ) tones,

singers choose tones from the same root triad as the original

melody note. Thus the selection of tones is not haphazard,

but based on root relationships, and when considering the

two roots, the triad based on each is relevant in hexa songs

( of which there are a considerable number ), while in penta
songs, the 3rd of one or other triad is omitted. This

system differs slightly from the Venda system of harmonization
by ' harmonically equiYalent ' tones, which is not based on
root relationships.

A comparison of the instrumental song and the beer song
revealed that, in both styles of music the same structural
principles are observed: in the bow song, the two roots and
their partials provide the harmonic progressions of shifting
tonality which underlies all Xhosa music. In the beer song,
which is based on the éame hexa mode with one semit;ne interval,
the principle of shifting tonality is to be observed in the

root progressions of the ' chords ' which underlie the melody,

and which shift from one root tone to another adjacent root tone
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below it. Thus in both songs, the two fundamental tones,
and the chords which they generate ( the harmonic partials
in the bow song, and +the izihlobo tones selected by singers,
in the beer song ), provide the tonal and harmonic foundations
of each song respectively.

Thus Xhosa melodies derive from harmonic sequences that
are produced with hexatonic ( or hexa - based ) modes, and
so cannot be regarded as pure melodies unrelated to tonal and
harmonic concepts. Analyses of the chord progressions underlying
Xhosa melodies has shown that the melodies arise from chord
progressions whose ' root ' tones shift from one tone to
another adjacent tone, situated a whole tone above or below
it. Melodies may therefore be ' . . . ’as much selections
of tones from ' hidden ' patterns of chords, as the generators
of patterns of chords ' ( Blacking 1970(MS): 33 ). The same
principle of shifting tonality is observed in Xhosa instrumental
music. It is possible that modern Cape Nguni musicians have
become enthusiastic exponents of Wesiern European instruments
such as the guitar and accordion, because the tonic - dominant
progressions they would have heard played on these instruments
are similar to the tonal and harmonic progressions of their
traditional music; thus they can, and do produce these progressions
in their own instrumental compositions.

Tonal and harmonic movement in Xhosa music may be summarized
as follows:
(1) Within a total musical structure ( strophe ), tonality
shifts from ' counter ~ tonic * tonality at the beginning of

the strophe, to the ' tonic ' tonality at its end ( a whole tone
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step down ). This occurs in songs with well ~ defined

solo and chorus sections, and with ' off - beat ! phrasing
between the vocal parts and the clapped/drummed accompaniment.
(2) Tonality remains stable at the beginning and at the end
of the strophe, being centred on the ' tonic ! y but harmonic
fluctuations from ' tonic ' to ' counter - tonic ! ( a whole
tone up ) occur within the strophe.

Most of the polyrhythmic songs of the older chiefdom clusters
show this form of tonal motion. In instrumental music, the
general tendency is for the tonality to shift from ' tonic '
at the beginning of the strophe, to ' counter — tonic !
tonality at its end. Alternatively, tonality may remain
centred on the ' counter - tonic ' tonality at the beginning
and at the end of the strophe ( e.g. the umrhubhe song

entitled Izono zam zinzima ( ' My sins are heavy ' ).

A considerable number of Xhosa melodies are based on a
melodic formula consisting of the repetition of two similar
phrases on different steps of a hexatonic mode. This formula
is apparent in the oldest known Xhosa music, and in items of
neo -~ Xhosa music. It is this feature, employed within the
limits of a hexa mode, that gives Xhosa melody and therefore
Xhosa music its characteristic, ' unique ' sound. Although
peoples of other ethnic groups have similarly constructed
melodies ( e.g. the Venda, and the peoples of Namibia, whose
Freedom songs employ this formula ), the Cape Nguni appear tob

have employed it as a basis for shaping their melodies.

If one caanot detect it at first hearing, closer analysis
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of the music reveals it beneath the surface structure of
such melodies, although in varied forms. The formula itself
is derived from the root progressions of the chords of
shifting tonalities which underlie Xhosa music. For this
reason, mosit traditional Xhosa melodies, and many neo - Xhosa
ones, are ' contrasting on the surface but identical in
substance ' . Thus the melodies of many different styles of
Xhosa music are really variations of one basic, procedural

theme.
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APPENDIX 1

TRANSCRIPTIONS
In the transcriptions I have used the Western system
of notation, and a few of the supplementary symbols suggested

by Bruno Nettl in his book Theory and Method in Ethnomusicology

( 1964: 107 ).

The transcriptions are based on field recordings of
particular performances of various styles of Xhosa music. 1In
presenting them, I have used linear scoring, and also the
circular scoring used by David Rycroft in his studies of
Nguni music ( 1967 ). The latter has proved to be more
satisfactory in the transcription of Xhosa songs, as it
provides a clearer method of describing their forms. In
certain types of music, e.g. umngqunggo dance songs, it
is often very difficult to determine where the strophe begins
and ends, and circular diagrams make it unnecessary to decide
or make an unfounded guess. They are also particularly
useful for showing the %emporal alignment of voices and claps
( and/or other percussive accompaniment ), and vocal
organization generally; for these reasons I have made
considerable use of this type of scoring. Linear scoring
has been used mainly for demonstrating the tones utilized
in the songs, melodic variations, and tonal and harmonic
progressions within the music.

In these transcriptions I have tried as much as possible
to retain the essential features of the music ~ +those

features which characterize the musical style, and which are
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retained in each and every performance of the song. A song
is never sung several times over in exactly the same way;
there are always some differences. Yet certain melodic and
rhythmic patterns are always adhered to, which are so char -
acteristically present in the song ' as to be almost predictable
in their occurrence and location '. These constant features
give a song, a musical style, its character and identity.
In selecting and transcribing these essential musical features,
I relied largely on comparative studies of transcriptions and
analyses of the same song by the same, and by different performers.
In this I was assisted by the performers themselves, and by my
guides and other informants, who between them knew almost all
the songs that were recorded.

As this study has shown, Xhosa music is predominant ly
vocal and polyrhythmic, clearly more so than Venda, Pedi or
Tsonga music ( cf. Blacking 1967; Huskisson 1957; and Johnson
1972 ). The texture of the music within the various styles
will vary according to tpe number of performers who produce the
music. Since the greatest number of people producing the
greatest ( ' biggest ! ) sound is a sign of a good performance, Xhosa
music may be said, speaking generally, to have a dense texture.
The intlombe songs, and umtshilo songs of the older chiefdom
clusters, especially, show extreme density of musical texture;
this results from the large company of people who usually
perform these songs, each singer singing her own ' individual
patfern of melody and rhythm, and thus contributing to the overall
density of the music structure. 1In transcribing these songs, and

others like them which also have dense textures ( e.g. the beer
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songs of the same clusters ), I have given not only the
relevant musical patterns but also some of the utterances of
individual singers. In writing down the musical patterns

as I heard them on my recordings ( and as they were sung

in the performance ), T have tried to convey as clearly as
possible the musical inclinations of the singers, and what they
set out to do in producing the music. All regularly recurring
and therefore constant musical features are included in the

' scores ', as well as some of the common melodic and rhythmic
variations.

A Zulu friend, commenting on my recordings of Xhosa music,
made the following remark: ' The Xhosa people certainly sing
many more notes on pitch than we do; we wail a lot, we go
' AAAAaaaaaah! ' from one sound down to the next one '. He was
referring to the tones of indefinite pitch, and the glissandi
which occur in some of the songs. Glissandi are indeed a much
more prominent feature of Zulu and Swazi traditional music, than
of Cape Nguni singing ( cf. Rycroft 1975/6: 64 ). Among the
latter, the songs of yodng unmarried Mpondo and Xesibe men
show frequent use of characteristic phrases which are sung with
a sharp attack on a relatively high tone at the beginning of
the phrase ( what Rycroft calls ' rising glissando on — glides
( ibid. ), followed by a gradual glissando descent onto a
relatively low tone. I have indicated these glissandi in the

transcriptions with the usual sign:

P
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Phrases executed in - nggokola style whereby the legato
phrasing characteristic of Cape Nguni singing becomes
distorted ( the singer deliberately slides from one tone to
the next in &« heavy glissando ), are transcribed with wave -

like markings ( undulations ) above or below them, e.g:

P el

T N——

Slight deviations from our Western ' fixed ' or definite
pitch also occur in Xhosa music. These are most obvious
in the preliminary singing which is a feature of so many
musical performances, whereby the song leader ' opens ' the
song with an initial statement of the melody. ( This is what
Jones has called ' lining the song ' ). These pitches are either
slightly higher or lower than the pitches given in the
transcriptions, and I have indicated these accordingly with
the symbols suggested by Nettl ( ibid. ). Thess are (i) a
plus sign (+) for tores sung slightly sharper than the given
pitch, and (ii) a minus sign (=) for tones sung slightly
flatter than the given pitch. Indeterminate pitches also occur
in many songs, where they carry syllables, words and/or
phrases which are recited or chanted in a sin~ -~ song manner
without any fixed musical notes. To indicate these approximate

pitches I have used the symbol which denotes sprechgesang/

sprechstimme ( ' speech — singing ' ) in Western music, e.g:

2.3 x F ¥

lﬂmn-(jlv: -Au— o
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The rhythmic value of the tone is indicated by the
appropriate note -~ head : - minim, crotchet, quaver ( plus
tail ) etc. Dynamic signs have been used sparingly, and
mainly to assist in the description of a typical trait within
a musical style. When phrases occur repetitively, and are sung
with certain inflections and nuances, then these become,
together with the music itself, a characteristic trait of +that
particular style,

Barring or half - barring ( which has been used by the
majority of scholars in this field ), has been used to mark the
regular periods of time, and the melodic accents; half - barring
( when used ), indicates to some extent the grouping of the notes
within a phrase. I have also provided some transcriptions with
quasi time signatures, a device which has also been used by many
researchers ( Kubik, Johnson and others ). Double - dotted bar
lines indicate that the music within them is repeated,

Too much detail can make a transcription very difficult to
read. To avoid this, I have transposed most of the songs into
the same tone range, so'that the scores are not overloaded with
accidentals. This is indicated in each transcription as follows:
"Pitch: Present a' = original G sharp ". If the ﬁitch rises
during a performance, this is also indicated by further explanation:
' . . . G sharp, rising to c¢' at the end .

The chorus part is usually written below the song leader's
part, on a separate stave, since its pitch is lower. ( There are
a few exceptions, which I have indicated in the scores). I have
followed Blacking's method and underlined the chorus parts. In some

transcriptions I have ' stretched ' the various melodic patterns
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of individual singers over two ( or three ) additional staves.
Additional voice parts which ' harmonize ' along with the

main melody in parallel motion, are distinguished by the

size of the note heads, and ( occasionally ) the direction

( up or down ) of the stems or tails. When two different
tones are sung to the same syllable, the tone most commonly
sung is written with a larger head than the one less commonly
sung. Additional improvised voice parts, e.g. those which
fill out the melodies with parallel and other moving parts, are
also written in smaller notation, and may or may not have separate
staves. If they occupy the same stave , they are distinguished
by the direction of the note tails. ( This applies to the
extremely polyrhythmic music e.g. intlombe songs ).

Xhosa music is syllabic, in that each word syllable is
usually sung to one melody tone. Like Blacking, Rycroft and others,
I have transcribed the standard note — value of each syllable as
a quaver; however, this one — to - one relationship cannot
be regarded as a ' rule '.,of Xhosa music. In songs that are
sung without words, or rather, with vocables, one syllable
accompanying a series of different tones is fairly common,
although the syllable is drawn out and extended. The intlombe
songs of young Xhosa and Thembu adults are typical examples of
this procedure. In these songs, a single clapped beat of
the sirophe is frequently ' filled out ' by a number of different
sung tones in the vocal part(s). This also occurs in the -
umngégnggo songs. In both styles of music and, to a lesser

degree, in the diviners' songs which are sung in - nggokola
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style, +there is considerably more rhythmic interplay and
embellishment of the single beat and syllable with several
tones ( different and identical ), than there is in the
beer songs. The songs performed by married women at boys!
initiation ceremonies ( e.g. umphumo pl. imiphumo ) also
show this embellishment..

Clap patterns

Xhosa music is, with a few exceptions, accompanied by hand -
clapping which emphasizes the basic metre of the music. In
my transcriptions I have allotted the clap patterns a separate
line of their own, immediately above or below the vocal
parts ( depending on which location is more convenient ).
Different clap patterns comprising a number of claps or

' beats ' of definite duration, provide the predominant
rhythms of the different styles of music. 1In my scores, the
individual clap beats are connected by an unbroken line
running through them. Since normal barring has been used

in the music, I have also applied it to the clap parts.
Claps( beats ) which are'not actually sounded, but are
simulated, are tied over to the preceding clap , e.g. in

the following twelve -~ pulse clap pattern which underlies

many umtshotsho songs:

S P S W P

To demonstrate off - beat phrasing in the transcriptions,

I have used tied notes where necessary, i.e. notes tied
together across the underlying main beats, or across the

bar lines which may separate the phrases, for the sake of
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clarity. The two tied notes produce only one sound; the
note - values indicate exactly when and where the dis -
placement occurs. In the following Figure T.l., the beat
is advanced in melodic execution, but the opposite
procedure ( delay or suspension of the melodic beat ) is
almost as common. ( Cf. pp. 642ss for a discussion of

off — beating ).

)
Figure T.1: .F\\‘
Tempo: o = 150 M.M. ——
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Isidlalo ( 'Amusement' ): - -ndinditha sance song of

Xesibe women, usually performed at weddings.
Text: .
ﬁbohamba nénto yékho, fthamb' dyivéza, flanga libalele,

('Go about with your thing, and show it in broad daylight')

(trans. R Jakuja)
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GLOSSARY

The Xhosa words are entered alphabetically according to
the first letter of the stem, disregarding the prefix.
Hyphenation has been used here for clarification, but is

not normally used.

is-abhabha ( pl. iz—abhabha ) « « + . a toy horn
or trumpet made by children, out of waxed paper and
a small strip of wire.

ukw—alusa + « =« to circumcise;
the rite of circumcision,

is-angoma ( pl. iz—angoma ) . .« . diviner ( ternm
used by Mpondo, Bhaca and Xesibe clusters; also used
by the Zulu and Swazi ).

uku~bambe le la e ¢ « « ' to hold on to
as a song leader ' holds on to ' a song—melody.

um-baganga ( mbaganga ) « « .+ collective term
for modern township music and instrumental/vocal
arrangements of traditional songs; +the guitar is an
essential feature of this music.

um-beko ( pl. imi-bekp ) . .« . an installation
of a chief or headman ).
i-bendi ( pl. ama-bendi ) . « . a band of
instrumentalists ( from Eng. ' band ' ).
uku-—betha + + o lit. ' to strike,
hit, beat '; ' to play a musical instrument ', e.g.
drum, uhadi gourd bow; uku-betha iintonga = ' to

play sticks ', i.e. to fight with sticks.

um~bhaco ( pl. imi-bhaco ) « + . long cotton skirt
trimmed with strips of black material and pearly buttons,
worn by many tribal Cape Nguni women.

um—bhali wengoma  ( pl. aba-bhali we(zi)ngoma ) . ' a
writer of music ', i.e. a composer,

748
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i-bhasi ( pl. ii-bhasi ). « . « . a formal beer drink
attended by Tshawe people ( married men and unattached
women ); Lloosely referred to as i=timiti ( which see ).

um-bhayizelo ( pl. imi-bhayizelo ). . dance performed by
*dressed' Cape Nguni young people; 1lit. 'Bay city
music', often accompanied by the guitar; this is the
'dressed' equivalent of 'Red' imitshotsho dances,

uku—bhayizela « ¢« o+ o roaring sounds
produced rhythmically when dancing umbhayizelo; to
make these sounds ( see —tshotsha ).

uku-bhodla . « to bring up wind
from the stomach; belching sounds made to a regular
metre by young unmarried men ( abafana ) at their dance
parties.

um-bholorho ( pl. imi~-bholorho ) . . a pre-wedding party
organized by iindlavini which takes place at the home of
the bride-to-be, and at which she is ' sung for ',

i-bhundela ( pl. ii-bhundela ) . . Mpondo beer drink
where beer is sold.

uku-bita ( Bhaca; ~biza = Xhosa ). . lit. ' the calling of
the girls ', which takes place at the end of dance parties
of Bhaca, Mpondo and Xesibe iindlavini; the young men
select their sleeping partners for the night.

i=bodi ( pl. ii-bodi ) . . a sub-headman
isi-bonda ( pl. izi-bonda . . & headman

aba-bomvu e « « o (= rel, st. - bomvu,
'red'; sing: o—bomvu ):1lit. 'red people!', i.e. tribal
people, who cling to traditional beliefs and way of life.

im-bongi ( pl. iim—bongi ) . . a Praiser, who may
either be officially attached to a particular chief, or be
recognised as an expert and called upon to perform at public
functions,.

uku—bonga « .« 1o recite praises,
celebrate, eulogize ( done by an imbongi )

izi-bongo . « Praises declaimed by an
imbongi; this is not a category of Xhosa music.

isi-buliso ( pl, izi-buliso ) . « 2 special Praise song
for a Chief or important; sung as a ' Greeting ' song when
the Chief attends a social event.
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i-cangca ( pl. ama—cangca ) . . . . Zionist hand rattles.

uku-chasa « « « « %o oppose, be against;
ingoma yokuchasa e o+ « « 'Protest song '.
i—culo { pl. ama—culo ) . « « . ahymn, sacred song;

also modern love lyrics ( especially those which are a
feature of Radio Bantu programnes ).

um—culo { pl. imi-culo ) « « « o aconcert ( of the
*school' people Y.

aba—dala e ¢« « o (= adj. —dala, 'old';
sing: om—dala ); lit. 'old people', i.e. adults, or the
ancestral spirits.

in-dali ( pl. izin-dali ) « « .« . sale, auction sale;
Mpondo bar where beer is sold; Thembu type = i-potsoyi
( which see ).

i-dikazi ( pl. ama-dikazi ) . . . . unmarried women who
have born children, and unattached women ( divorced, widowed )
who belong to the Tshawe class ( see i-jayela )

uku~dlala « « « . toplay ( a game, a
musical instrument ); music-making generally; see also
—dlal! ama-stiki, = lit, ' to play sticks ', i,e, have a
stick-fight,

isi-dlalo ( pl. izi-dlalo ) e o o o+ an amusement, e.g.
song(s) sung at work parties, and beer songs and dance
songs sung at the seances of diviners.

um—dlalo ( pl. imi-dlalo ) « « « . games, e.g. played by
children,
um—dudo { pl. imi-dudo ) « + .« . a big wedding dance, no

longer performed today; uku-—duda = to dance umdudo.

isi-duko ( pl. izi-duko ) e « ¢ o tribal or clan name.

um—fana ( pl. aba—fana ) e + o o initiated young man.

um—fazi ( pl. aba-fazi ) e « .« .« awoman, married woman,
wife; wumfazi unendevu e ¢ « o lit. ' the woman has a

beard ', — said of a woman who has an exceptionally deep
.voice; commonly used to describe a woman who has not had
children, the reason being that *'she could not because she
was almost made a man'.
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uku—flhla . . . . . . . . . to hlde' Conceal;
a 'Red' burial,

i-fleyiti ( pl. ii-fleyiti ) . . . . harmonica ( from
Afrikaans 'fluitjie', = lit. ' little flute ' ).

uku—ga ja e + « o o e e o+ o to dance the muscle-
rippling, shaking dance of the Bhaca, Xesibe and Eastern

Mpondo; see - tyityimba.

un—gajo ( pl. imi-gajo ) « +« « + . name of the above
dance; also referred to as ukugaja (n.)

i-gaskiti ( pl. ii-gaskiti ). . . . a three-layer collar

made from strips of rubber, to which small bells are
attached; worn by Thembu and Xhosa boys when they attend
imi~-tshotsho dances, ( from Eng. ' gasket ! )

i-gedemsi ( pl. ama—gedemsi ) . . . . ankle - bells worn
by Bhaca, Xesibe and Mpondo young men ( see i=kloko ).

un—gidi ( pl. imi—gidi ) e« +« + o a big feast with
meat and beer, wedding feast, installation feast, 'coming
out' feast of boy initiates,

isi-gingci ( pl. izi-gingei ) . . . . the commercial guitar.

uku-godla e <« « « throaty sounds made to
a regular metre, done mainly by men when dancing.

isi-godlo ( pl. igi-godlo ) « « + o ox=horn formerly used

as a signal horn, used today by Zionists at their services.,

i—gonokhwece ( pl. ama—gonokhwece ) . . Hand rattles used by
Zionists in Cacadu district, very similar to ama-cangca
( which see ).

i-ggirha ( pl. ama—ggirha ) « « + . diviner ( Xhosa,
Thembu, Mfengu and Mpondomise ); Mpondo also use the

term is—angoma, particularly the Eastern Mpondo.

um—gquzo ( pl. imi-gquzo ) e« « .« o Mpondo ritual circle

dance performed at girls' initiation ceremonies; synonymous

with um—ngqunggo, ( which see ).
um—gubho ( pl. imi-gubho ) « e e (i) big dance held

-on the eve of circumcision, at which initiates are presented
with blankets or sheepskins; (ii) formerly Bhaca girls!
initiation ceremony, nowadays known as i-pati and celebrated
in an attenuated form ( see i-pati ).
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i=gubu ( pl. ama—gubu ) e« e o o o« + o+ (= Xh. ); Bhaca
and Xesibe = isigubu ( pl. izi-gubu );. . a form of the
European military drum, used by diviners and Zionists;
( pl. = 'band' ),

i-guburha ( pl. ama—guburha ) « « + . dance party attended

by young 'Red' Mpondo men and their girls; similar to the
in-tlombe of the Xhosa, Thembu, Bomvana and Mpondomise

(which see).

uku—guburha e « o« o lit, ' to sing like
the young men at i—guburha ', i.e. to sing into the cupped
hand, at the same time tapping the area between the nose and
upper lip with two fingers of the cupped hand; +this achieves
a vibratory effect, and the ringing is nasal ( see uku—gwaba/
uku~tshotsha ).

un—guyo ( pl. imi-guyo ) « + . . the ritual song of
circumcision, entitled uSomagwaza; originally the name of

a bigger ceremony at which this song was sung.

uku-gwaba . « .« . Mpondo/Xesibe
equivalent of uku-vuma ( ' to agree, sing ' ); thus —guburha
is a special style of —gwaba; also known as uku-tshotsha.

i-gwabo ( pl. ii-gwabo ) . « .« . a song ( Mpondo,
Xesibe version of i-ngoma.

i-gwijo ( pl. ama—gwijo ) « « « « ' personal ' song or
' signature tune 'of a person or group of persons, usually
sung exclusively by the ' owner(s) '.

e« o « « Bhaca, Xesibe and

uku-gwinga .
Mpondo version of uku-godla.

‘

u—hadi ( pl. i-hadi ) « +« + . musical bow with a
single undivided string and calabash resonator, played by
striking the string with a light stick or reed; used for
self-accompaniment in solo singing; also Xhosa term for
the harmonium.

ama~hahlazo ( pl. um-hahlazo ) . . . . Mpondo ankle rattles
made from the ilala palm leaf, reported by Kirby, and which
appear to have died out.

uku—~hlabela e o o« + ' to sing ' = of
one person only, e.g. the song leader, who starts a song and
leads off the chorus.

um~hlabeli ( pl. aba—hlabeli ) . . . . a song leader.

u-hlanga ( pl. iin-tlanga ) « « o« . an independent

chiefdom.
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i=hlankomo ( pl. ii—hlankomo ) e e« « a fTipple whistle.
uku~hlasimla « + =« 1o shudder, as

when one sings an@/or listens to music, whether one likes
the music or not; thus, music always affects a person.

isi-hlobo ( pl. izi-hlobo ) « « . a friend, intimate;
the name for tones which agree harmonically with the tones
of a melody ~ ‘'harmonically equivalent! or 'companion'
tones; primary izi-hlobo tones are situated a fifth above
or & fourth below a particular tone.

i=hlombe e« + o+ the feeling of
joyous excitement and wellbeing which music induces in
people who perform and/or listen to it; the highest
degree of ihlombe is transcendence; +this is attained
only through music.

i~hopskhothi e« « o+ Cape Nguni version
of the game of Hopscotch,

um—jadn  ( pl. imi-jadu ) e« + + Dbig feast held at

the commencement of girls' initiation ceremonies, and also
at their conclusion.

i—jayela pl. ama-jayela e « o Thembu term for
l-jayera
i-dikazi ( pl. ama- ), unattached women who have born children,

and belonging to the Tshawe class.

i" !a!iva 3 . . . . . . . leing; uku‘- !aziva (V-)‘
i—i‘[ez . . . . . O . . Jazz
Jikal e ¢ « « « + + o '"Turn! Changel'; a

change signal during dancing, indicating a change in direction
from left to right, or vice versa.

uku—jika 'lizwi (= ilizwi ) e o+ o lit, 'to change the
voice', i.e. to sing in a certain manner, employing a
particular vocal style or technique.

i-katala ( pl. ii-katala ) « + « the commercial guitar;
also used to describe the 'toy guitar' made by young boys,
which resembles the ramkie, an early form of the plucked

lute.
isi-khakha ( pl. izi-=khakha ) . « o gored cow-skin skirts

worn by married women when performing the umngqunggo dance.

uku~khala kabukhali e+ « . screeching instead of
singing; forcing the voice.
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uku—khalisa e + o« o ' to make to cry ', i.e. to
play a musical instrument, especially a string ( bow )
or wind instrument.

isi-khalo ( pl. izi-khalo ) lit. ' in the style of
weeping '; a lament ( musical type ).
uku-khameka e o o « o to ' squeeze ' the sound

from the throat, so that one screeches rather than sings.

i~khankatha ( pl. ama-khankatha ) . . guardian of
circumcised boys who tends their wounds when they
are in seclusion,

i-khawu ( pl. ama=khawu ) . . a small shield; a
rolled ox-hide 'drum' used at diviners' seances ( Bhaca );
it is played by being struck with beaters ( sticks or
pieces of rubber ).

uku-khawuleza e + =« ' to hurry, hasten ';
used when distinguishing between ' faster ' and ' slower '
songs, e.g: iingoma ezikhawulezayo ( * hurried, hastened
songs '), and iingoma ezilibalayo ( ' delayed songs ' ).

i-khodiyani ( pl. ama—khodiyani ) . . the accordion.

umkhokeli ( pl. aba-khokeli ) . . a leader; umkhokeli
emxhentsweni { ' leader in the dance ' ); umkhokeli
ent labeleni ( ' leader in the singing ' ).

i-kholwa ( pl. ama-kholwa ) . o a believer, e.g. a
Christian.
u-khombe ( pl. iin-khombe ) . . the index finger;
a police -~ type whistle used by boys and young men when
dancing.
i-khorus e« « « o« o a singing group ( 'chorus ')
um—khuhlane/umkhuhlwane . . catarrh; influenza;

used in conjunction with —nggokola ( which see ), and
-ndyondya.

- khulu ( adj. ) e + o+ .« ' big, great '; also
used to distinguish ! Low ' pitch ( ~khulu ) from ' high !
pitch ( ~ncinci = ' small ' ), that is, the voice registers

of men and women.

um-khwetha ( pl. aba—khwetha ) . . . an initiate ( e.g.
circumcised youth, or novice diviner ).

uku-kikizela «+ + « « o to ululate, as at
weddings and ' coming out ' ceremonies of boy initiates.
Atlways a sign of great rejoicing.
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in-kinge ( pl. iin-kinge ) . . . . a single-string
musical bow, played by plucking the string with a finger
or plectrum, while the mouth is used as a resonator.

isi-kloko ( pl. izi-kloko ) . . . . ankle bells worn by
Xhosa, Thembu, Bomvana, Mpondomise and Mfengu young men

when dancing ( see i-gedemsi ( pl. ama—gedemsi ).

i-kostina/ikonsatina ( pl. ama-kostina/ama-konsatina ). . the

concertina.
i-krhwala ( pl. ama-krhwala ) . . . newly-circumcised youth.
kumnandi B { rel, st, mnandi )=

' it is nice ', said of food, music amd sex. .

i-kwedini ( pl. ama-kwedini ) . . . an uninitiated boy
rather derogatory: ' you ( thing in the ) boy '.

i-lali ( pl. ii-lali . « . an administrative area,
formerly called a ' location !.

uku—libazisa e o+ « ' %o delay, retard, hinder';
hence iingoma ezilibalayo = 'delayed' i.e. 'slower songs', as
opposed to 'hurried songs', see —khawuleza.

u—Llibo + + ¢ o s+ e« o Thembu agricultural
ceremony connected with young crops, seldom performed today.

i-lima ( pl. ama-lima ). . . . . . a work party ( older
chiefdom clusters and Mfengu ); see isi-tshongo.

L3

u-Mantyi ( pl. o-Mantyi ), also u-Majestili, less common ) . a
magistrate.

uku-meme le la e« ¢ « « o o to hum ( with open or
closed lips ).

uku—-metsha e ¢ e o o o intra~crural intercourse
without penetration ); Bhaca = uku-tshina.

i-modeni e ¢+ =+ + . "modern', applies to
township music strongly influenced by Jazz, Pop and Rock
styles of music.,

u-Mongameli ( pl. o-Mongameli ) the Transkeian President
‘also i-Presidanti, pl. ama-Presidanti ).

i-mpempe ( pl. ii-mpempe ) + + o« collective term for whistles,
used by dance leaders to indicate changes in dance steps in
communal dancinge.
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-ncinci, -ncincane . . . . . . . 'little, small's also
'high' — the voice register of women and girls ( see - khulu )

i-Nciba e o o o o o « the Great Kei river.
uku-ndinditha e « « + + + o (i) stamping dance

performed by children of the older chiefdom clusters;
(ii) stamping dance of Xesibe women when performing
izi-dlalo ( which see ).

i-ndlamu ( pl. ii-ndlamu ) . . . . strenuous kicking/stamping
dance performed by Bhaca, Xesibe, Mpondo, Mpondomise and
Ntlangwini young men, also by Zulu and Swazi men.

i-ndlavini ( pl. ii-ndlavini ) . . member of all-male
iindlavini gangs of young unmarried 'dressed! men of the
Bhaca, Xesibe and Mpondo clusters.

i-ndwendweni ( pl. ii-ndwendweni ). . a substitute bugle, i.e.
a length of brass-coloured piping used by iindlavini to call
gang members to a party or meeting; sometimes played when
a Walking song is sung, en route to a social event.

uku-ndyondya e « o « « Bhaca and Mfengu term
synonymous with uku-ngqokola ( which see ).

i-ngeibi ( pl. ii-ngcibi ) « « « the ' surgeon ' who

performs circumcision.

i-ngilana ( pl. ii-ngilana ) e « o formerly the name of

an agricultural ceremony, - nowadays the name of an event
held for collecting funds for a Christmas party; girls of
the in-tlombe youth group ( C.T.P.) participate.

i-ngoma  ( pl. ii-ngoma ) . . . a song, music.

ngomgala ( uku-vuma ngomgala ) . . Llit. ' to sing with
the throat ', i.e. employ a certain vocal style or technique.

uku-nggokola e =« o Voice~changing technique
in which the singer sings in a deep, rasping voice ' as if
he has umkhuhlwane ' ( catarrh, influensa; done mainly by
diviners; sometimes used with nasalization; Bhaca/Mfengu
term is uku-ndyondya.

i-nggonggo ( pl. ii-nggonggo ) . . rudimentary 'drum'

played by women at boys' initiation ceremonies; today has
several substitutes, e.g: (i) a piece of cardboard ( ikhadibhodi
(ii) a piece of zinc ( izinki ), and(iii) a piece of sail-
cloth ( iseyile ); all are beaten with sticks and by several
women.,

nggongqo e o e e o o o the fundamental regular
beat in music ( also 'i-beat! ); used in constructions like
ukuthi-nggonggo ( 'to keep time' ).
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um-ngqunggo  ( pl. imi-ngqunggo ) . . . ritual circle
dance performed by married women ( and social equivalents )

at girls' initiation ceremonies; Mpondo version = umgquzo.

i-nkaca ( pl. ii-nkaca ) e + « . ankle rattles
made from layers of thin wooden rings, or plastic
cording, worn by diviners; also beaded anklets worn by same.

i-nkhandela ( pl. ii-nkhandela ) . . . alternate name for
Bhaca iindlavini parties, from Eng. 'candle'; +the name
um-tshotsho is more commonly used ( see umtshotsho ).

i-nkosi ( pl. ii-nkosi ) « « . a chief,
u-nombola ( pl. o-nombola ) e « o lit.' a raw

person who paints with clay', i.e. a 'Red' Mpondo or
Xesibe person; synonymous with o—bomvu ( aba-bomvu ) and
i—gaba ( ama~—qgaba ) y = "Red', 'pagan! person(s).

ama-ngashele ( pl. ) - + . ankle rattles made.
from goatskin, reported by Kirby, but seldom seen nowadays.

i-ngologho ( pl. ii-ngologho ) e + « Thembu rite connected
with protecting young crops from blight, and with drought
conditions.

uk—ombela * o e o o+ .. o to sing, clap and drum
at the diviners' seance { intlombe ).

i-pati ( pl. ii-pati ) « « « . (1) Bhaca girls!'
initiation ceremony { from Eng. 'party' ); (ii) dance
party of Xesibe teenagers, also known as ukusina (n.) ;
uku-sina (v.) =dance steps performed at this event;
the Bhaca ceremony was formerly known as um—gubho, but
is today known as 'i-pati', and is celebrated in an
attenuated form,

-i-phakathi ( pl. ama—phakathi ) . . a councillor,

isi-phaluka ( pl. izi-phaluka ) . . a homestead settlement;

see also isi~-xeko,

i-phathaphatha « o Xhosa version of the
Twist ( style of Pop music in the 'sixties ).

umphathi wengoma ( pl. ama-phathi we(zi)ngoma ) . . song
manager, song controller in young adult mens' dancing group.

um-phetho ( pl. imi—phetho ) « . an edge, border, rim;
the long thatching rope wound round and round a roof of a
hut; ngokwenz' imiphetho ngezandla ='to make borders, rims
with the hands', i.e. to clap; saee ~ghwaba.
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um-phini ( pl. ama-phini ) « + « . drum sticks, or
beaters made from curved strips of rubber.

i—phupha ( pl. ama—phupha ) « + .« . dream(s).

i—phupharha ( pl. ama-phupharha ) «+ + . a day-dream, vision,

i-potsoyi ( pl. ii-potsoyi ) + + «Thembu bar where beer

is sold; ( synonymous with Mpondo in—dali ).

i-gqaba ( pl. ama—gaba ) « .« .lit. 'one who paints/
smears with clay', i.e. a pagan, synonymous with o—bomvu
and u-nombola,

um—gambi ( wengoma ),( pl. aba—gambi we(zi)ngoma) . . a composer
{ non~literate ), general term used by all Cape Nguni.

um—gambo ( pl. imi-gambo ) « « « .+ .a composition.

uku—ghwaba + e o o to clap the hands
when singing ( onomatopoeic ).

i-goga  ( pl. ama-goga ) « +« .+ . ornamentally carved
sticks, used by women to beat the i-nggonggo 'drum'; rarely
seen today.

um—gqunge ( pl. imi-qunge ) + + « o+ Mpondo mouth bow,

synonymous with umrhubhe of the Xhosa and Thembu ( see
umrhubhe ).

ramkie = ® e e« « o« o + .« name used by Cape
Nguni for toy guitars made and played by boys; originally
a type of plucked lute with three (later four) strings, used
by the Hottentots in the 18th and 19th centuries.

um~rhubhe ( pl. imi-rhubhe ) . . . . . mouth bow with single
undivided string, played by being bowed underneath the string,
while the player's mouth acts as a resonator; used for solo
and communal performances.

i-sawundi ( pl. ama-sawundi ) . . . . . ' Sound ' = a
category of modern Xhosa music, showing the strong influence
. of Jazz, and some elements of western European hymnody,
especially in the rhythm; from Eng. 'sound!.

i-seyile ( pl. ama-seyile ) e+ « 4+« + .+ a piece of sail -
cloth, substitute for inggonggo.
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uku-sina + ¢ ¢ o+ Bhaca, Xesibe and East
Mpondo term meaning ' to dance '; ( see uku—-xhentsa )

e—sitikeni e« o+ o + loc. ' at the place
of sticks ', i.e. the place of stick~fighting.

u~-sizwe ( pl. iint~sizwe ) . . member of gangs of
Bhaca and Xesibe young men who wear traditional dress;
Bhaca groups have virtually died out.

i-tanki  ( pl. ii-tanki ) . . police whistle used by
dance leader in boys'um—tshotsho dancing group.

um—teyo ( pl. imi-teyo ) . . DMfengu term for the
musc le-~rippling dance performed at um~tshotsho dances;

also the term used by Cape Nguni mine workers on the
Rand for their version of the dance.

uku—thetha . . . . . ' ‘tO Spea«k, Say' ‘talk 'o
isi-thili ( pl. izi-thili ) . . a district.

uku-thoba . o« « %to lower the voice,
especially when one is singing too loudly and forcefully.

uku-thombisa « o« s« ' to shoot, bud, sprout '

' to0 menstruate for the first time '; girls' initiation
ceremonies ( older cheifdom clusters ).

i-thongo ( pl. ama—thongo ) . . . ancestral spirit(s).

i~thontho  ( pl. ii-thontho)e . . . seclusion hut of
circumcised boys; also known as i-bhuma/i-suthu/i-bhoma.

uku—thuthuzela e o o« ' to calm, soothe ';
ingoma yokuthuthuzela = ' a soothing song ' i.e. a
lullaby.

i—timiti ( pl. ii-timiti ) . . . (i) formal beer drink

attended by Tshawe people; (ii) informal beer drink
attended by anyone; (iii) 'Tea meeting' of 'school!

people.
in-tlombe ( pl. iin—tlombe ) . . (i) seance of

diviners; (ii5 dance party of initiated young men
(abafana) of the older chiefdom clusters.

isi-tolotolo pl. ( izi-tolotolo ). . the Jew's harp.

in-tombazana ( pl. aman—tombazana ) . . a young girl.
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i-ntonjane ( pl. ama-ntonjane ) . . . the girl initiatej
also the whole initiation ceremony is referred to as
i-ntonjane; ( synonymous with ukuthombisa).

elu—tshabeni e« s @ ¢ + « loc. ' at the
ptace of the enemy ', i.e. venue for stick-fights.

in-tshatsheli ( pl. iin<tshatsheli ) » .« @ champion; one
who excels in singing, dancing, etc.

um-tshato ( pl. imi-tshato ) . . . . wedding, marriage
ceremonies,

um-Tshawe ( pl. ama-Tshawe ) . . . . older married who,
together with unattached women, make up the Tshawe core
groups in Cape Nguni society.

uku-tshayelela . e . e+ + =« o graceful 'sweeping'
movement from waist to ground, done by girls at imi-tsghotsho
dances ( from - tshayela, ' to sweep ' ).

um—tshilo ( pl. imi-tshilo ) . . the special dance
of circumcised boys; these are seldom if ever performed
nowadays, but some of the music is performed at the boys!'
‘coming out' ceremonies ( imi-phumo ).

uku~tshiswa kwamathambo e « o« o+ 'the burning of the
bones', i.e. a ceremony observed at the commencement of
an initiate diviner's novitiate; also referred to as
unvulo , which see,

uku-tshitsha, also - tshikitsha . . . heavy stamping when
done by young Mpondo and Bhaca girls, especially when
improvising.

uku~-tsholoza e o'+ &« o o o « to sing and dance
at girls' initiation ceremonies, e.g. to perform umnggqungqo.

isi-tshongo ( pl. izi-tshongo, iti-tshongo = Bhaca ) . . oa
work party = Xesibe and Bhaca clusters ( synonymous with
i-lima, which see ).

um-tshotsho ( pl. imi-tshotsho ) . . . (i) the dance party
of 'Red' uninitiated boys ( ama-kwenkwe ) and their girls
( c.T.P.); (ii) the dance party of Bhaca, Xesibe and Mpondo
iindlavini ( also known alternatively as i-nkhandela, which
see ).

uku—-tshotsha e e ¢ o« « i) to make the

pharyngeal roaring sounds of boys when dancing at their

" imi-tshotsho dances; (ii) the special singing style of
Mpondo and Xesibe young men at their dance party, i—guburhaj;
synonymous with uku—guburha ( locsely referred to as
uku-gwaba; see =—guburha and —gwaba ); (iii) very similar
to the roaring sounds ( -bhayizela ) done by 'dressed' boys
at um-bhayizelo dances, the non-tribal version of um—tshotsho
( c.T.P. ).




i-tshunguza ( pl. ama-tshunguza ) e ¢« « « name given to
people who dance untidily, from —ishunguza (v.), '"to run
about from place to place, all over the place *'.

uku—tyityimba e+ « =« +to perform the
musc le-rippling, shaking dance, synonymous with uku-gaja
of the Bhaca and Xesibe.

e—tywaleni . « =« loc. ' at the place
of beer ', i.e. the beer drink attended by married couples.

um=vulo {( pl. imi-vulo ) e « « o the ceremony
marking the commencement of a diviner's novitiate; from
uku~vula , ' to open ', hence umvulo = 'opening'.

uku~vuma e « o o lit. ' to agree ';

in music, to sing as a group, i.e. so that each singer's
part will ' agree ' with each other, and with the song
leader's part.

im—vumi ( pl. aba-vumi ) . .« .« o a good singer.

uku—vumisa e« e« =« o the consenting
method employed by diviners at seances.

uku~-vuthe la .« « « .« '"to Dlow' ( i.e.
to play ) a wind instrument.

isi-xeko { pl. izi-xeko ) e + « o+ a homestead settle-
ment or neighbourhood.

uku—xhentsa « « « . 'to dance ' ( general
term ), similar to uku-sina of the Bhaca and Xesibe.

igi-Xhosa e o « » the Xhosa language;
also 'in the Xhosa style', 'according to the Xhosa custom'.

um—Xhosa ( pl. ama—Xhosa ) e ¢ e o & Xhosa person,

i-xhwele ( pl. ama—xhwele ) « . . a herbalist ( Xh.);

inyanga = Mpondo.
i-xilongo ( pl. ii-xilongo ) . .+ o a trumpet, also the

name for modern wind instruments employed in modern bands, .
e.g. clarinet, trombone, saxophone.

yedwa . e ¢ ¢ o« e« o« « alone; as when one
dances 'solo', i.e. improvises within a group = -xhentsa yedwa

similarly to sing one's own part within a group =
—hlabela yedwa; also as in self-accompanied solo singing.
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um—yeyezelo e o =+ « the '"Praise song!'
for initiated youths, traditionally performed by
married women who accompany their singing by
beating the inggonggo'drum'.

uvku-yeyezela e + =« « 1o sing, dance and
beat the 'drum' at boys' initiation celebrations,
e.g. at umphumo ( 'coming out' ) ceremonies
nowadayét__—__—

ndi-zenzele e ¢« « o lit. ' I made it
myself ', i.e. self-composed music.

um—zi ( pl. imi-zi ) . . . . a homestead.

i-zinki ( pl. ii-zinki ) . . . a piece of zinc,
used as a substitute for the ingqongqo'drum'.

isi—zwana ( pl 4izi-zwana ) . . a chiefdom cluster .
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Plates 1, 2 and 3:

Three Cape Nguni musicians:
1.
No—-orange Lizo and

uhadi gourd bow

2.
Nomisile Dungulu and

vhadi

3.
Nombhobho Sandile and

umrhubhe mouth bow
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Plates 4 and 5:

A musical evening at the homestead of
Mehloekati Lizo, Nggokoto administrative

area, Engcobo district, Transkei

4-
Nombhobho Sandile and

uhadi gourd bow

5.
Noxolo Dingiswayo and

uhadi




Plates 6, 7 and 8:
At the Great Place of
Khotso Sethuntsa
(5 = 10 ~ 70)

6, and T:
Mr Sethuntsa and his

wives

8.
Fourboys ( 'Four o'clock' )
Sethuntsa singing with his

father's band




Plates 9, 10 and 11:

Dance steps and postures

9.

uku—ndinditha

( as done by children,

"Cape Tribes Proper" )

10.
Woman performing

tsolo!' umxhentso

11.

Posture assumed by women

when dancing umngqunggo

778
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Plates 12, 13 and 14:

Three Cape Nguni musicians

2.

James Mthamo

1.3,
Barnabas Mhleli

14.
Tsutsu Ndokala
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Plates 15, 16 and 17:

Cape Nguni women:

155

Mpondo married woman

16,

Two Thembu married
women, and one
idikazi (with wide

turban)

I
Young Xesibe

married woman
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Plates 18 and 19:

Xesibe unmarried men who attend

intlombe/ iguburha dance parties

18.
Men singing in

-gwabq/—tshotsha

vocal style

190

Intlombe/ iguburha

group of Xesibe

young men
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Plates 20, 21 and 22:
Cape Nguni

instrumentalists

20.

Novabuh lungu Monco
(isiduko ngﬁnu)

and umrhubhe mouth bow

(Gealeka young woman)

21.

Sitshebela Gawulana
(isiduko Mangwane)
and jew's harp
(isitolotolo)

(Xesibe woman)

22.

Nozimbo Xuza
(isiduko Zongozi)
and umrhubhe;

Her mother,
Nowiniti Xusza,
stands next to
her

(Thembu/Hala

chiefdom)




Plates 23 and 24:

Umtshotsho groups

P R e TP T

(Thembu/Hala chiefdom)

23.

Younger group
(9 = 12 years
_of age)

24.7

Older group
(13 - 17 years
of age)




Plates 25, 26 and 27:

Xesibe children

25.

A very young
'iindlavinif
group

(The leader is the
small boy in the

front row, centre)

26.

Xesibe teenagers
who attend 'ipati!
or 'go to -—sina'
(equivalent of
umtshotsho of the
older chiefdom

clusters)

27

Xesibe teenagers
living near the
Eastern Mpondo,
MaXesibeni,

at a wedding
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Plates 28, and 29:

Group of boys en route

to umtshotsho

28.

Boy performing
—tyityimba
while the rest
of the group
sing and play
(whistlés and

harmonica)

29.

Boys

'playing sticks'
(stick-fighting) '
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Plates 30 and 31

Bhaca iindlavini en route

umtshotsho dance party

30.

Bugler calls the group
members to join the
marching men and

girls

31l.

The group march to
the umtshotsho
hu‘t ’ '
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Plates 32 and 33:
Bhaca iindlavini young men
and their girls singing

a Marching song en route

to umtshotsho

32.

33.
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Plates 34 and 35:

Two winter scenes in Transkei

o <o S e g e————

34.

Cacadu district

35.

Tsomo district,
near the
'dust bowl! '

area




789

Plates 36 and 37T:

Winter in Xhorha district:

36%
Bomvana / Tshezi women

en route to etxwaleni

("place of beer" i.e.

a beer drink )

37.

The countryside
was literally
dotted with

beer drinks




38.

40.

Plates 38, 39 and 40:

Xesibe amaTshawe
(Tshawe people)
i.e. older married
men and unattached
women who have

born children

The occasion was

a wedding in
MaXesibeni district,
attended by 'Red!
and ' dressed '

Cape Nguni

190
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Plates 41 and 42:
Xesibe women at the wedding
41,

Xesibe married women
(Woman in white on
extreme right is of

the Tshawe class)

42.

Xesibe women
performing an
isitshongo
dance song;
one woman
dances 'solo’

(uku-ndinditha)




Plates 43 and 44:

Thembu Tshawe people
at their ibhasi

beer drink

43.

44.

192




Plates 45 and 46:

Mpondo women singing an
isibuliso for Chief
Mpondobini Sigcau, at
the installation of a

headman

45.

93
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Plates 47 and 48:

47- .

Thembu people
gathering for a
pre—circumcision ceremony

and feast (umgubho)

48.

Initiate
(umkhwetha)

and writer
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Plates 49, 50 and 51:
490

Initiation !lodge’
near the main road
between Engcobo and
Cofimvaba

(Thembu)

50.

Initiate
(umkhwetha)

51'
Bomvana/Tshezi
'lodge' in

Xhorha district




Plates 52 and 53:

Women assembling for a performance
of umngqunggo, to mark the
commencement of _he seclusion
period of girls undergoing

initiation

52

53.

v

796
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Plates 54, 55 and 56:

Girls' initiation (ukuthombisa)

4.

Young mother undergoing
initiation, in the

seclusion hut

55

Three initiates
and writer;

initiate is called

intonjane

56- :

Guests gathering
for the 'coming out!

ceremony (umghumo)

of the initiates
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Plates 57,58  and 59:

Umphumo of girl initiates

5T.

Women about to
perform the

circle dance,

amngqunggo

58.

Performance of
umngqungqo
Yellow ochre is
used for
decorative

purposes

59.
Umngqunggo in
full swing -
These women belong

to the Thembu cluster,
but some Xesibe
relations were

taking part
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Plates 60, 61 and 62:

Umphumo of girl initiates

60,

Interlude:

Two women singing
an intonjane song
supported by a
chorus;

the song refers to
the disgrace of
having twins
(Ndahlazeka,
bantwana bam
babini)

(ef. p. 55)

61,

'Full of ihlombe!

" "V ®
: '# Wfﬂqk

/ ;ﬂf

/

62.

The mens' role
at ukuthombisg

ceremonies
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Plate 63:

Thembu/Hala woman in full dancing dress, about
to participate in a performance of umn ngaqo,

at the installdtion of a very popular headman
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Plates 64, 65 and 66:

Ingilana :
Performed by girls

of the intlombe youth
group, Cacadu district,

Transkei
64.

Girls dancing in

a circle

65.

¢irls dance
ingilana near
Christmas time,

in order to

collect money for a

big Christmas party

66.

Intlombe songs are
performed

in this context
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Plates 67 and 68:

Umphumo ( 'coming out' )

ceremony of an initiate
diviner as a fully-fledged

diviner (iggirha/isangoma)

67.

Chief diviner
Marhadebe Miriam
Mayeza

(Mfengu)

AL

ween
i

-~
.

.

68.

Chief diviner
Mayeza and
visiting Xhosa
diviner from

Ciskei




Plates 69 and T70:

Umphumo ceremony

69.

Drummers
(ababethi)

and onlookers;
man in white
dress is an
umkhwetha

(novice diviner)

T0e

Initiate
'confessing

dreams'
(Nodoli Lantoni)

\\‘ ‘ f }13"":\?
i '}».'.’A‘l

803
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Plates 71 and T2:

Umphumo ceremony

TLs
Initiate
tconfessing

dreams!

T2
Visiting
diviner
Nonishini
Sonyoka
(Mpondo)
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Plates 73 and T4

'Diviners' seance! )

(

Intlombe yamaggirha

e

T3

Chief diviner

Sithonana Gcorha

(Mpondo)

T4.

Diviner

Mbundana Gcorha

(Mpondo)
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