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ABSTRACT

The Lobamba Interpretation Centre 

of the Oral Arts and Landscape.

There is a rich inventory of the oral arts within Swazi culture. In a culture that 

relies heavily on annual events saturated with song, dance and praise poetry 

lies the opportunity for people to express themselves more freely than within 

more conservative dialogue. Swaziland has a lack of freedom of expression in 

casual conversation and media. Many people fear for the harm that might come 

to them if they speak out of turn. But there is a new generation full of burning 

questions towards culture, a youth that has access to most international informa-

tion through the internet, cellphones and television and yet struggles to get the 

answers they need from Swazi culture.

Many boundaries within Swazi culture are caused through respect for powers 

of a spiritual nature and love of King. However there are few opportunities for 

the youth of Swaziland to voice their concerns and ask the questions that would 

help them affi  liate more closely to Swazi tradition. The Lobamba Interpretation 

Centre of the Oral Arts and Landscape explores the possible solution of a forum 

that enables the youth to interact with their culture, to unearth the ghosts of the 

past on a more regular basis through the medium of the arts, a medium they 

have become familiar with due to technology. 

The oral arts of storytelling, poetry and song are a neutralized means of com-

munication and an opportunity for dialogue in a respectful and entertaining way 

that can still bring forth a message without disrespecting the cultural element 

of speech, essentially using culture to answer cultural issues. Politics is always 

controversial but the arts allows for the disparity and a layering of opinion.

This thesis is in no way a critique of Swazi culture, it merely aims to source solu-

tions from Swazi culture to accommodates dialogue and freedom of speech in a 

growing Swazi society. It aims to understand the importance of performance, a 

language familiar to the people of Swaziland. It unearths examples of traditional 

Swazi methods of communication that have been used for centuries, in order to 

include a younger generation that is very heavily reliant on international cus-

toms due to their accessibility to the media, a media that embraces global news  

but shies away from the bigger issues behind culture.

Swazi culture and landscape form a tight bond .The Swazi are a people of their 

land who listen and base many of their cultural decisions on natural vegetation, 

weather, river sources and topography. In order to fully embrace Swazi culture 

and expression, one must also begin to understand the dialogue between Swazi 

culture and landscape.

My building is an interpretation centre of the oral arts in Lobamba, Swaziland, 

the heart of Swazi culture. My building suggests the opportunity of a site that al-

lows for a freedom of expression in the very heart of these tensions, without dis-

rupting /disrespecting the cultural norms of its context. This will be programmed 

with a series of platforms for expression, stages and exhibition spaces that can 

allow for connection points between the youth and culture.The building will 

house an exhibition space for the oral arts as well as accommodation for the 

infl ux  and subsequent dispersal of people that take part in cultural ceremonies 

through pilgrimages 4 times a year.



indent

My thesis allows for a discovery of this complex and layered landscape, an un-

packing of time, landscape and space and refl ects back its impact on Swazi cul-

ture and the oral arts namely: storytelling, song and praise poetry. It also docu-

ments the existing built form and topography and begins to make sense of the 

area’s patterning. It builds an understanding of the oral arts and its importance 

in Swazi context in order to sustain the notion of tradition. 

In this book, I will be taking you on a journey through my thought process to-

wards the interpretation center of the oral arts and landscape.

All quoted poetry within this book is my own work that I have marked with “in-

verted commas”.
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“
most feelings can only be 

shared,

through communication.

buildings can’t always, 

solve problems,

but if there is a problem…

someone needs,

somewhere, 

to talk about it.

               ”
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INTRODUCTION

The Lobamba Interpretation Centre 

of the Oral Arts and Landscape

This volume has grown from my experience and background in performance 

poetry. At a very early age, I have been able to use performance poetry as a form 

of release, communication and refl ection. Performance is my way of expressing 

my thoughts in the most tactful and fully descriptive version of myself possible. 

Oral performance has also been, to me, an appeal for recognition, affi  rmation 

and an opportunity to reincarnate myself from that of inversion to an expanse 

that far exceeded everything I have believed myself to be. That is what this thesis 

is centred on, that of oral communication and its importance to retain that of 

truth in the Swazi society that is desperately looking for an answer, This topic has 

introduced me to the works of Walter Ong (Ong W. J.,1967), and Ruth Finnegan 

(Finnegan, 1970) and the importance of orality and the oral arts in the sustain-

ability of oral histories worldwide.

I grew up in the capital of Swaziland, Mbabane, swelling with luscious rolling 

green hills, friendly faces, a tight knit community and a nation with fi rm beliefs , 

systems of culture, a love of King and nation. The biggest challenge I have faced

throughout my childhood in Swaziland was the contradiction between my fam-

ily values and that of Swaziland’s values. As a female, growing up in the country, 

certain things are expected of you from the general public that I have for the lon

gest time been opposed to, parts of the culture that I never understood, like why

my childhood friends from the royal family had to be followed by body guards, 

and why all police women had to wear skirts. I believed there was a great oppres-

sion on women in the country and had never made the eff ort to learn about the

messages behind these customs. I then decided to confront these demons, delve 

into the depth of Swazi tradition, in Lobamba, and immerse myself in a culture 

that was all along present in my life but not understood. I began to discover the 

beautiful nuances of the country embedded in regalia, perormance, landscape 

and respect of the spiritual and mortal realm.

The Swazi culture is at a pivotal point in its existence, the existing condition be-

ing, that the cultural and spiritual heartland of Swaziland is being littered by 

franchises, town houses, hotels, and modernization, growing closer and closer 

towards its traditional epicentre, the location that is the core foundation of Swazi 

tradition. The book explores the essence of Swazi culture and its oral arts, a topic 

I chose to research due to my interest and experience in the subject, as well as its

vital role in Swazi culture. 

The oral arts are an attempt to bridge the divide between the youth culture of 

Swaziland and that of traditional Swazi culture. Due to technology the youth 

have access to a freedom of speech on an international scale, but not within 

Swazi boarders. This poses a threat on the eff ectiveness of Swazi tradition for 

generations to come. This thesis aims to explore solutions for a sustainable pro-

cess of adaptation of this culture, prioritizing a freedom of speech that is cur-

rently non existant. 

“There is no free media coverage,  although Mswati III has deemed the Swazi Govern-

ing body that of a “Monarchical Democracy” (Shongwe 2013)
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Cultural ceremonies, the centre stage of the Swazi culture, swell with the abundance of 

oral literature and art. These ceremonies are sculpted through various clues revealed by 

nature, topographical conditions, astrology and vegetation, and therefore I have chosen 

to research the oral arts and landscape as a focal point in my study. This is not to nullify 

the importance of other aspects of Swazi culture such as dance, spirituality and regalia. 

These have merely acted as supplementary substantiation of the topic. 

The sequence of the book begins with the essence of Swazi culture, the background, the 

importance of the monarchy, spiritual connection to the ancestors, and current Swazi-

land political system. It elaborates on the 4 ceremonies that take place within Lobamba 

throughout the year and then explores the notion of Swazi place making, the spaces 

which are typical of Swazi culture, and ceremonies.

After understanding the basic principles of the culture we move into the mentality of 

Swazi people and their language, the connection to divine entities and the culture of 

secrecy. Swaziland is a country fi lled with secrecy due to the nature of its people and 

political system. The notion of a Monarchical Democracy is unprecedented and thus 

lends question to the freedom of the Swazi people. This idea of Freedom of Speech is 

thereafter off set by the rich inventory of the oral arts in Swaziland, and the question is 

posed. If there are so many forms of oral communication and opportunities for dialogue 

within cultural ceremonies and oral art forms ,why are people so unsure of where they 

stand? There is the ambiguity of allowing people to think they have a freedom of speech, 

without giving them a platform to do so?

How can one utilize the existing framework of performance to allow for freedom of ex-

pression in order to promote positive change in a nation? During interviews with various 

political representatives, I have reason to believe that the monarchical system is more 

vulnerable than ever before. This thesis is in no way going against the monarchy or the 

monarchical system, it is simply an investigation about the nature of communication 

within Swazi society and a possible envisioning of a Swazi society that is more accessible 

to its people and the world.

I will then be focusing on praise poetry, song and storytelling as mediums of the oral 

arts, eff ectively bridging communication of a growing, more diverse Swazi culture. I will 

be investigating the existing spaces where these performances take place and research 

more eff ective uses of space and architecture that could possibly house the oral arts that 

showcase the existing landscape of Lobamba through case studies of traditional village 

confi gurations and buildings within Swaziland.

 I will be using the notion of performance and landscape to sculpt a space that is befi t-

ting to its climate, fi nally resulting in chapter 11, the Lobamba Interpretation Centre of 

the Oral Arts and Landscape. 
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PART 1: 
Background of the Swazi Nation

Part 1 of this book speaks of the cultures that exist within the Swazi way of life 

through history, spirit, cultural rituals and ceremonies in order to understand the 

dominance of performance within the culture. We start to understand the con-

nections between the history of Swaziland and how it has formed that of Swazi 

society and begin to unpack the mystery and secrecy that exists within Swazi 

culture, mannerisms that prevail throughout the language and general commu-

nication. I explore the secretive nature that stems from either political pressures 

or signs of respect within the culture. This secretive nature, in contrast to the rich 

expression that takes place in the oral arts, forms an interesting discussion of the 

notion of freedom of speech in Swazi society today.
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1. SPOKEN TRUTH
The historical importance of orality in Swazi culture and rituals

1.1. Christian Potholm has explored through extensive research the history and 

development of the Swazi nation. According to Christian Potholm in 1972, there 

have been 9 Kings of the Swazi nation, taking into account that of the reigning 

King Mswati III. How the nation itself came into being has been described as: 

“The….Swazis therefor can only be understood in the context of other Ngunis. It is 

claimed that as Swazis were wandering and moving about, they grew in strength 

and ended up developing their own norms and cultural beliefs that have made them 

distinct and indeed unique” (Kuper , 1947)

The following passage is an introduction to the relative homogeneity of the Swazi 

nation. This strong sense of pride and culture stems from the isolation of the 

Swazi tribe after its separation from the Zulu Clan. (Potholm, 1972) . This isolation 

could be a prerequisite to the persisting dominance of the monarchical system in 

Swaziland, as it has allowed for a distilled protocol of culture.

The Swazis fi nally faced and defeated ... soon after the Boer trekkers had already 

defeated them in 1838. (Kuper , 1947) This allowed the Swazis to settle in the 

Ezulwini valley, an area where they have remained for the past 200 years nestled 

between executioner’s rock and the Mdzimba Mountain range. The Swazis re-

mained protected from the Zulus with their alliance with the British and the Boers, 

who agreed to protect them under 

the agreement that the Swazis would help them conquer the land of the Bapedi 

and Mabhoko respectively . (Potholm, 1972)

From this time “Europeans began to settle permanently and to ask for a variety of 

concessions concerning land, mining opportunities and commercial monopolies” 

(Potholm, 1972) This, partnered with the monarchical instability at the time, re-

sulted in a large portion of Swazi land being sold off . With reference to Potholm, 

the philosophy towards the King’s agreement to the concessions of that time 

can be explained through a dream of Sobhuza I, the fi rst King to partake in these 

agreements.

“I know the concessions are bad, but I have white men all around me. By force they 

will have taken the countries of all my neighbours. If I do not give them the rights 

here they will take them. Therefore I give them, and they pay. Why should we not eat 

before we die?” (Potholm, 1972)

A large proportion of Swaziland was owned by the British from this time until 
independence. The Swazis decided they would rather allow for this land to be 
accessible to the British than have it taken from them forcefully.



indent

1.2. Political Organization

Although Swaziland had not yet gained total independence from the British, 

movements were made in the direction of leadership and politics for the future 

of the country ,and  for the possibility of gaining Independence. In 1960, Swazi-

land’s fi rst political party, the Swaziland Progressive Party (SPP) was funded by 

Mr. John June Nquku. The party was dissolved and in its place two diff erent par-

ties where created. The Ngwane National Liberatory Congress (NNLC) and the 

Swaziland Democratic Party (SDP) in 1963.

Under the Advice of Van Vyk de Vries, King Sobhuza II’s legal advisor, there was a 

prescribed need for the monarchy to create a political party and run at the elec-

tions. He commented that this was a fi ght of culture versus the adoption of an-

other culture, and how “no one in his sound senses can deny that this constitution 

is a decisive step towards the extermination [sic] of the Ngwenyama, the Swazi 

Nation as an organic entity, the Swazi language, culture, law and custom.” (Swa-

ziland: Report of the Year, 1962) Subsequently in 1964, where the British edged 

on for elections to take place, and the “Imbokodvo National Movement”(INM) 

was introduced into the running by the king and his political associates, in order 

to maintain a fi ghting chance against the suggestive pull towards a democratic 

political system.

The INM gained popularity, and its opposing parties suff ered due to the masses 

of Swazilands population residing in rural, more culturalist areas.

“Of the total working age population of 138000 in 1962, there was a total labour force 

of 37400, consisting of 24000 workers in rural areas, 5400 workers in proclaimed ur-

ban and peri-urban areas and 8000 in industrial settlements. During the year a total 

of 8838 workers were recruited for the gold mines and 400 for the coal mines in South 

Africa. White paper: Swaziland Constitution, undated mimeo See also (Levin, 1997)

According to the Figure 1.1, it is an accurate speculation, to suggest that the un-

employed of Swaziland’ resided in rural areas made up the majority of the Swazi 

nation, and thus were not really exposed to information pertaining to that of 

political parties. (Levin, 1996)Generally people in the rural areas, until today, are Figure1.1: Swaziland Political exposure 1962.
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practising culturists as their families have always been, and therefore would feel 

uncomfortable to pledge allegiance to any other political system that they were 

not familiar with, especially if they had not been educated about the notion of a 

democratic system.

“Kingship and the abundance of Swazi culturalists proved to be the decisive 

building block as of the kings emergent national strategy” (Levin, 1997). The 

Swazi love and kinship for King Sobhuza II will also be elaborated within the idea 

behind praise poetry further on in this essay. Sobhuza II took full reign over the 

newly independent Swaziland in 1968 and decreed the country to be “a non-

party state, party politics… banned by royal decree on 12 April 1973.” (Mzizi J. , 

2005). Even though this is true there were still parties operating in secret, within 

and outside of Swaziland. Despite the death of Sobhuza II and the crowning 

of King Mswati III, this ban on political parties is still relevant to Swaziland to-

day. The remaining political parties are namely the People’s United Democratic 

Movement (PUDEMO) also known as the Swazi peoples pillar of Freedom, as well 

as the Swaziland Solidarity Network (SSN). They are currently operating illegally 

with the aim of creating a democratic Swaziland. In 2012 the SSN voiced their 

opinion through chairperson Lucky Lukhele critiquing a song recited at Umh-

langa reed dance. The song was composed in 2012 and contained the following 

lyrical content:

“Emaphathi Ngwenyama 

acabanisa bantfu asiwafuni emaphathi.

Sive sakho ngwenyama singacabana sodvwa,” 

(You’re Majesty,

 Political parties set people against each other.

 Your people could start fi ghting each other”.) (Lukhele, 2012)

This contemporary example of oral literature embodies that of the political ten-

sion currently faced within Swaziland. Lukhele elaborates on a publication of 

SSN that 

“the girls have been ordered to teach the controversial song to their colleagues in 

their various chiefdoms so that they can sing it together during the main ceremony 

in a few days’ time…” (L.Lukhele, 2012)

He speaks about how he believes this action is an infringement of the maidens 

rights, that traditional authorities are free to express their opinions in the me-

dia but instead choose to enforce their political beliefs of the maidens”. Lukhele 

spoke of how this was a means of brainwashing the nation through cultural cer-

emonies (Lukhele, 2012)

This example shows the power of oral tradition within Swaziland and how po-

litical struggles are documented within oral literature in Swaziland. Umhlanga 

reed dance is one of the highest profi ling ceremonies in Swaziland, and by the 

traditional elders creating an allegiance with the youth that partakes in it, they 

strengthen the youth’s allegence to the monarchy and the current traditional 

and political structure and encourage the nation to do the same. The prevalence 

of tradition in Swazi culture in politics is due to the Structure of the political sys-

tem of Swaziland. 

 It was Swazi traditional way of life which lead to the INMs victory, an opportunity 

for the Swazis to pledge allegiance to their king and a political party that had an 

understanding of the traditions of the Swazis elaborated by Levin mentioning 

how Sobhuza II maximized his popularity through the traditionalists of this time, 

how cultural divides between non-traditionalist and traditionalists were played 

on to create a victory for the INM. The campaign made people believe it was no 

longer a battle of the parties as any other democratic election would be, as it was 

an opportunity for Swazis to pledge allegiance to their King and culture.  (Levin, 

1997) This strength, and cultural pride could been seen as stemming from the 

relative homogeneity of the Swazi society. This strength of culture and pride has 

allowed for culture to be so dominant within society until today.
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1.3. Social Organization

The Royal Family

Swazi culture often emphasizes the link between the Royal family and the very 

highly respected spiritual realm,

“For example, a Swazi king should never be referred to as dying (kingship is immor-

tal, and so is he who occupies it)” (Beidelman, 1993)

This section of the book looks at respect and its prevalence in Swazi society that could 

possibly create the boundaries around freedom of speech, cultural boundaries that 

associate with certain forms of speech as being disrespectful. It speaks of the hierar-

chy of clans and therefore the boundaries that currently exist within Swazi culture.

The Dlamini clan is a ruling dynasty, with support from senior clans including the 

Mambas, Simelane’s, Magagula’s and Maseko’s. Together they contribute a fair 

percentage of the country’s total population. The Swazi monarchy is supported 

by a network of chiefdoms as a management strategy for the nation, many of 

whom are governed by these senior clans. This forms the foundation for the 

management of the Swazi nation, as smaller chiefdoms are managed by their 

chiefs and any overlying squabbles that are too large an order for these chief-

doms are directly dealt with by the King and his advisory council  (Mzizi J. , 2005)

Many have said that the reasoning behind the abundance of support for the 

Kings and monarchical political system is due to his the King’s family ties with 

the nation. Levin speaks of how previous kings used the marriage strategy to 

create alliances with other clans and families, and how polygamy was a tool to 

bring more than just two families together.  (Levin, 1997) 

Through this process of marriage, a kingdom develops into a closer knit society, 

and  most of the population of Swaziland claim to have family ties with the King. 

Due to the polygamist nature of Swazi kings, these marriage ties have resulted in 

approximately a quarter of the nation having the surname

Dlamini. Other surnames such as the Simelane’s also make reference to the roy-

al family.Traditionally the royal family of Swaziland is involved in the decision 

making at the traditional court, and share the wealth of the King. The Tinkundla 

system is involved in allocating nation land, whereby a chief will give you land 

according to your lineage. In this case, being of royal lineage will also be useful 

in attaining desired land rights. (Kuper H. , The Swazi). This begins to reveal the 

politics between land, space and culture within Swaziland in order to defi ne the 

type of space that one would be allocated according to which family one came 

from. The notion of nation land also allows for the inclusion of families, and by 

including all Swazis in this process, we begin to see the elements of Nietschean 

individualism- emotivism, and neotraditionalism encouraging community par-

ticipation. (Bess, 1996) For a better livelihood of a nation. 

We then begin to understand how and why traditional architecture and urban 

design in Swazi culture are designed from a communitarian point of view.

1.4. Traditional Homestead Spatial Confi guration

This next section looks at spatial confi guration in Traditional Swazi architecture 

and its major meeting spaces, the spaces of communication and dialogue in or-

der to begin to visualize a structure that is based around these meeting spaces, 

spaces of vocalizing oneself through formal meetings as well as casual conversa-

tion.

Using an analysis of Dlangeni Village in fi gure 1.4.1, Lobamba Village fi gure 1.4.2 

and that of Ludzidzini fi gure 1.4.3, we will explore the characteristics of Swazi 

homesteads and planning, and we will eventually be looking further into the ac-

tual Swazi Bee hive hut, its characteristics and design decisions. (Kuper ,1947). It 

is important to note that Lobamba Village as well as Ludzidzini village lie within 

a kilometre radius to the proposed site of this thesis. Looking at Chief Dinabantu 

Gama’s Homestead, we begin the see patterns emerging through the nature 

of Settlement of the Swazis at Dlangeni Village with outer grain platforms. The 

chapter proceeds to explain the urban design of these areas including the his-

torical  Lobamba site.
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Figure1.4.1: Cheif Dinabantu Gama’s Homestead  settlement pattern. Not to scale.Adapted from (Kuper H. , The Swazi)
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Figure 1.4.1 is an image of a Swazi homestead of Dlangeni Village as documented

by Kuper, and the spatial decisions that have been made. The whole of this vil-

lage and its structures are made up of Chief Dinabantu Gamas family, namely his 

wives and children. Organization of these huts is in the order of marriage.

Chief Dinabantu is located in a more modern rectangular homestead to the 

north east of the site, and his wives scattered around the village. To the west of 

his hut, and directly north of the Sibaya , is the chief hut (indlunkulu) whereby 

Chief Dinabantu’s mother used to live, as well as the location of umsamo where 

sacrifi cial off erings where given to emadloti(ancestors) The Chief would call his 

wives to visit as he so desired, his base would be this particular residence to avoid 

jealosy among his wives. The settlement is largely radiating around the central 

cattle kraal which, according to Patricks, is the primary structure that is erected 

before a village is built (Patricks, 2004),  that would be used for family meetings 

or gatherings if needed. The spaces are articulated through a series of outdoor 

rooms, the kitchen huts being further north than the residential huts and the hut 

door openings facing east as according to Swazi tradition dating back to when 

the Swazis came from the east. 

These huts are surrounded by kraal like enclosures to create privacy and ranking 

of the families, viewed more in the gesture of architecture that in a set planning 

of the location on site. Chief Dinabantu’s father’s widows stay in the only double 

hut residence, an assumption that the two males can live together more easily 

than the wives of Chief Dinabantu. But this also highlights just how important 

the Swazi tradition feels it is important to allow for the wives of a polygamous 

marriage to have their own space. The allotments or agricultural land for each of 

the wives are located further north of the site to allow for the growing of their 

own produce. This village is an example of some of the typical rural develop-

ments in Swazi culture. In a polygamous family, each wife has her own home-

stead where she stays with each of her children. The male quarters are generally 

also kept separate in these residential confi gurations, with a general living and 

meeting area within the Sibaya (cattle kraal).

In the case of fi gure 1.4.2, the Lobamba royal residence of King Sobhuza II. The  

Kings residence and out buildings are fl anked to the south by the Queen Moth-

er’s residence and outbuildings. The regiment to the north  and east of the

Figure1.4.2: Lobamba Royal Settlement established early 1930s
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Figure1.4.3: Ludzidzini Royal Settlement established early 1990s
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King’s residence, with an additional impenetrable area of surrounding residenc-

es of prices princesses and commoners to the west of the homestead, are ad-

ditional protective layer. To the north of the regiment lies the queens’ residences 

and their associated outbuildings. These are all surrounding the Sibaya to the 

east of the site.

In fi gure1.4.3 we see the image of the current royal residence at Ludzidzini, some 

600metres south of the Lobamba residence. This Sibaya is the national Sibaya 

where the majority of traditional ceremonies and national meetings take place. It 

is approximately 150m in diameter, about 10 times larger than any smaller scale 

residential Sibaya. Within the Sibaya lies a further circular enclosure that is used 

by the King during the annual Incwala ceremony. The Sibaya is strategically pro-

tected by 3 regiments- the Kings warriors, that are classed according to their age 

group (Patricks, 2004). To the north of the Sibaya sits the Queen Mother’s resi-

dence, as well as the residences of the Queens to the east of the Sibaya. Within 

this Sibaya also lies a modern addition of an abattoir that is used for the slaugh-

tering of cattle during the Incwala and Umhlanga ceremonies. 

The ground Plan of Swazi hut in fi gure 1.4.4 looks at the spatial organization 

of the Swazi hut as shown by Hilder Kuper. The fi re is in a central position in a 

hut, located on a slight plinth up from the ground plane, Kuper also speaks of 

the umsamo to the north of the hut that is a small semi-circular raised part of 

the ground that is used for sacrifi cial off erings to the ancestors (amadloti) .Grass 

rope loops are used for mats, clothing and any other need for storage. The man is 

based on the left hand side of the hut (indzawo yenvodza), and the woman and 

children on the right hand side (indzawo yomfati). When the woman and man 

sleep together, they traditionally sleep on the left side of the hut. There is thus a 

large amount of symbolism within the homestead (and when referring to an un-

derstanding of space and its meaning, and how space is created to make sense 

of existence.)(Sharr A. , 2007). In this domestic realm the symbolism sits within 

the fi re separating the couple suggesting the diff erent roles each of the partners 

play in hte family. They both have direct access to amadloti (ancestors) and the 

spiritual realm, as according to their position ing of this sacrifi cial alter raised

above the ground could be seen as a sign of great respect for amadloti. These 

homesteads are generally quite dark as there is only one opening to the ele-

ments, being the door itself. That is why the more social aspects of family life are 

spent outside the homestead in the open air, the hut being used primarily for 

sleep rather than living space.

Using these villages and the Swazi hut as a template we can recognize certain 

characteristics that are commonly associated with traditional Swazi settlements. 

These being:

1. Radial grids  and  infrastructural growth around the central Sibaya(meeting 

place)

2. Separation of wives and their children in polygamous situations to maintain 

that each wife and her children has her own homestead. These separations are 

typically created with kraal like enclosures of vertically stacked branches.

3. Gender and age separation- the prevalence of males and females not resid-

ing in the same place, but a separation between wives, grandmother and the 

husband, as well as his older male children .In the case of royalty there is another 

separation of regiment classed according to age,  positioned strategically to pro-

tect the royal family. 
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4. Kitchen spaces being separated from residential huts, allowing for an inbe 

tween micro scaled meeting and eating place between sleeping quarters and 

kitchen.

These points can loosely summarize the Swazi homestead and village as a com-

plex entity of regulations in gender and age. However it would be fair to assume 

that these restrictions have been created to maintain an order and harmony be-

tween inhabitants.

1.5. Traditional Ceremonies

The following research was done in order to create a greater understanding of 

Swazi traditional ceremonies that take place In Lobamba, as seen in fi gure 1.5.1, 

in order to reemphasize the Swazi belief system in Spirit, ancestors, Kingship and 

performance.  The table of events briefl y explain when these events take place. 

Most of these events are announced according to the timing of the moon. The 

Easter Weekend National Church Meeting takes place in April, the Umhlanga 

reed dance generally takes place in late August/ early September, the Little In-

cwala generally takes place in late November/ early December and the Big Inc-

wala ceremony generally takes place in late December /early January. Another 

relevant study will be made by studying circulation patterns of these ceremonies 

in order to implement them spatially into a performance space of oral arts.

1.5.1. National church Easter meeting

The Easter Weekend in Lobamba is a very busy one. Up to ten thousand people 

take part in the ceremony, coming from all over Swaziland as well as South Afri-

ca. These are composed of various Zionist and Jericho churches. The uniqueness 

of these churches are elaborated by Turner as:

 “A new religious movement refers to a new development arising in the course of the 

interaction of a tribal or primal society and its religion with one of the more powerful 

and substantial departure from the classical religious traditions of both the cultures 

concerned, in order to fi nd renewal by reworking the contributing traditions into a 

diff erent religious system.” (Turner, 1979)

 Figure1.5.1.2: Movement Patterns during National Church Easter meeting

National Church
of Swaziland
Day1

Somhlolo 
Stadium
Day 3

Lobamba High 
School Temporary
Residence

Ludzidzini
Traditional 
Parliment
Day2

Emahulumbeni
Temporary 
Residence

Lobamba Primary
School Temporary 
Residence

Lobamba 
Community 
Court

Previous 
Traditional 
Parliment



indent

 It is also important to note, according to Mzizi (Mzizi J. , 1994) that the main char-

acteristic that sets the Swazi Zionist apart from the rest of the Christian churches 

is their relationship to the King and the Royal Family. This is an interesting take on 

the notion of culture and, although it might be seen as set in stone, culture can 

adapt to become more relevant to its time. This National Church Easter Meeting 

is made up of 3 days as seen in fi gure 1.5.1.2:

Day 1: The fi rst day (Good Friday) where the congregation meet at the National 

Church as seen in fi gure c1.

Day2: Saturday the congregation moves to the traditional capital to receive 

blessings from the King at Ludzidzini. 

Day3: A massive Sunday Service at the Somhlolo Stadium. 

These Zionist Churches are formed from a form of Penticostal church but also 

manage to incorporate their cultural beliefs with Christianity, hence the impor-

tance of receiving blessings from the present King and Queen Mother. Hilder 

Kuper (Kuper ,1986) notes how  Swazis traded goods and land for the bible, 

how  “through ancestral veneration and the respect for Kings’ pronouncements, 

Swazis embraced the message of the book because their former Kings had im-

planted in their minds the vision of King Somhlolo, who was a ‘big ancestor’. His 

orders are being carried out to the letter as they did not die a natural death and 

become mere history” (Mabuza, 2007) Thus remains this unusual relationship 

between Swazi traditional culture and Christianity. In the merging of Christianity 

and traditional beliefs through the ancestors, Mzizi speaks of how, “in such situ-

ations, religion and culture are not distinguishable, nor are they in confl ict with 

each other” (Mzizi J. , 1994) He likens this to Judaism as a religion and the culture 

that is associated with it although contrary to Mzizi’s statement there are many 

grey areas surrounding this, mainly around marriage and traditional medicines.

Before we begin to explore the patterns that emerge from this pilgrimage, there 

is merit in understanding the diversity of the people and colours during this

spectacular event. Mzizi (Mzizi J. , 1994) breaks down the diff erent churches ac-

cording to their uniform as seen in fi gure 1.5.3.

Zionists

i. Various attire variations according to specifi c churches. Generally 

using the combination of the colours white, blue and green. 

ii. Monogamous and polygamous

iii. Wooden crosses

iv. Do not take bibles to church

v. Preacher preaches with regard to context

vi. Prayers for the sick predominant

vii. Diff erent variations of this church exist within the church 

and connect across the border to South Africa.

Emajerico

i. Variations of attire according to various churches. Uniforms are generally more 

elaborate than that of the Zionists, with decorative items such as tassels, deco-

rative ropes and embellishments. The colour scheme for these uniforms range 

from yellow, red, orange, blue, cheetah print, white, black and gold, with every-

thing having purpose and meaning similar to traditional Swazi attire.

ii. Lead in the preservation of Swazi nationalism

iii. Founder Bishop Eliyas Melika Vilakati believes he derives the group’s theologi-

cal stance from that of visitations from old Hebrew ancestors, nature, and that of 

Swazi traditional religion.

iv. According to Mzizi, the First meeting and consolidation of the Zionist church 

took place in 1937 under the gum trees jut opposite the site, reinforcing the re-

lationship between the church, spirit and nature, and is there for the spiritual 

home of the beginning of Swazi Zionism. (Mzizi J. , 1994)

The ceremonies that take place over the three days  and become a beautiful 

spectacle to watch, a landscape fi lled with colours and wooden crosses with an 

underlying tone of song and praise. It is apparent that the National Church of 
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Figure1.5.1.1: Annual Cultural Ceremony Timetable
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Figure1.5.3: Regalia worn during the National Church Easter Weekend
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up part of the traditional regalia of the Zionist
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has a much closer allegiance to the Royal family and Swazi culture than any other 

form of Christianity, this making the ceremonies more unique than conventional 

churches due to the heavy reliance on traditional and cultural forms of leader-

ship and guidance within spirituality.

1.5.2. Umhlanga Ceremony

According to the Swazi times, Out of a total population of 1.1 million people in 

Swaziland , 120 000 maidens took place in the Umhlanga reed dance ceremo-

ny 2013 (Dhlahla, 2013), the ceremony largely associated with the time of year 

where the maidens go and collect reeds All of these ceremonies as according to 

Richard Levin are a “systematic process of the creation and resuscitation of tradi-

tion” (Levin, 1997) The abundance and number of participants that took part in 

Umhlanga reed dance 2013 creates an insight into the abundance of Kinship 

within the female youth population of Swaziland.

According to the offi  cial handbook of Umhlanga, Princess Sikhanyiso (Pr.Sikh-

anyiso, 2013) explains how the Reed Dance came about due to the time of the 

year where the reeds are ready to harvest. Masango speaks of how the ceremo-

ny is a rich performance fi lled with song and dance and praise poetry, another 

showcase of Kingship and love for the Royal family and nation. (L.Masango)

There are 3 aims of the ceremony according to Princess Sikhanyiso (Inkhosatana) 

are to:

1. Firstly preserve the maiden’s virginity, 

2. Provide “tribute labour” to the Queen Mother, the reeds that are collected 

throughout the ceremony are used as a windbreak to her royal residence and 

are replaced annually. 

3. To encourage unity and a solidarity to all maidens.

(Pr.Sikhanyiso, 2013)

The 8 day ceremony according to Princess (Pr.Sikhanyiso, 2013) goes as follows:

Day 1: Day of registration

Day 2: March to Engabezweni/Mphisi farm

Day 3: Cutting of reeds

Day4: Travelling back to Engabezweni Royal Residence.

Day 5: Day of Rest

Day6: Delivery of Reeds to Queen Mother-Ludzidzini

Day 7: Main ceremony

Day 8: Slaughtering of cows for girls to eat and take home to their families to 

say thank you.

(Pr.Sikhanyiso, 2013)

Looking at Day 7, the day of the ceremony, it is a real spectacle of song, dance 

and praise poetry . The girls march around the fi eld in the following formation, 

all dressed according to the parts of Swaziland/South Africa that their clan name 

is based. The audience itself is also separated according to Royal family, Royal 

guests and commoners according to fi gure 1.5.2.1. Figure 1.5.2.2. looks at the cir-

culation movements that take place in the ceremony. There is again a separation 

of age groups, allowing for the younger girls to enter the fi eld fi rst, as well as the 

separation of family names and location, all dressing in diff erent attire according 

to their location.  The procession begins with the young girls and the rest follow, 

beginning with an introductory march on the back of the large fi eld.

All girls are accompanied by members of the royal regiment that are used as a 

form of protection of the girls. The girls walk behind the fi eld and wait for a pile 

up. After the pile up when all the maidens are stationed behind the fi eld, the 

youngest girls again start the procession forward to the front part of the fi eld, 

where the youngest girls will stop in the centre of the fi eld and the older girls will 

fi ll in behind them in a semi-circular formation. Once this is done, the King and 

his regiment will methodologically weave through the lines of maidens to thank 

them for their eff orts, starting with his daughters at the front of the line-up and 

moving into the rest of the lines. (Maidens, 2013)The royal princesses are also 

thanked by their mothers and brothers during the process which forms a diver-

sity of colourful regalia zig-zagging the event as seen in fi gure 1.5.2.3. adapted 

from the attire worn at the Umhlanga reed dance 2013.
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Figure1.5.2.2: Circulation mapping of procession and performance during Umhlanga 
Reed Dance Ceremony

Figure1.5.2.1: Status seperation within audience stands at Umhlanga Reed Dance Ceremony
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Figure1.5.2.3: Atmospheric Collage of Regalia worn during the Umhlanga ceremony
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The girls have been known to sing of political happenings that pertain to their 

time. In 2013 they sung the following song:

“Live lakho Ngwenmyama libusa nge-Tinkhundla, sitawuncoba sibusa 

ngeTinkhundla.

“Your Majesty Swaziland is well governed through the Tinkhundla System of 

Democracy and will be victorious through it.” (Dhlahla, 2013)

This song expressing the maidens view of the ‘democratic system’ that the King 

has put in place is a form of approval of his decisions. This shows how the oral 

art of song forms a large component for political propaganda in the nation. 

Throughout this whole process the maidens will sing and dance ,making the 

event a joyful, melodious, and high spirited ceremony.

1.5.3. Incwala Ceremony 

The Incwala ceremony is an annual event whereby Swazi men who pledge al-

legiance to the king sing, dance and take part in various rituals that build the 

strength of the king and subsequently the nation. Mabuza speaks of how dur-

ing this ceremony the King “is connected to the ancestors and God, so that he 

may acquire wisdom and strength to lead the nation.” (Mabuza, 2007) Gluckman 

speaks of how the Incwala ceremony could only take place within an established 

and unchallenged social order” (Gluckman, 1954) , and how the presence of the 

Incwala Kinship ceremony is again a showcase of the love for the King and na-

tion from the Swazi people as seen in fi gure 1.8, and adaptation of photographs 

taken at Incwala in 1999.

The Incwala ceremony is the last of four traditional ceremonies that take place 

annually and has a huge response. About 100 000 young men take part, the 

mere numbers of attendance show the amount of young men dedicated to the 

wellbeing of the King and what they feel is the wellbeing of the nation. Accord-

ing to Mabuza and Shark (Mabuza, 2007) (Shark P, 1999) the Incwala ceremony 

starts when the Bemanti (water party people) are sent out to collect water for 

the ceremony. In order for Incwala to take place, 3 pilgrimages from the Mgo-

mezulu and Mnyeni clans need to be taken for their respective family clans to 
Sketch of spatial arrangement of temporary housing for maidens during
Umhlanga Reed Dance Ceremony

Atmospheric sketch of audience awaiting the maidens whilst admiring
the  view of the Mdzimba mountains
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perform their duties. These pilgrimages have been mapped in fi gure 1.5.3.1.

1. Bemanti (water party people) will collect water in Sigujana or Inkhosatane (cal-

abash) (Mabuza, 2007)at both the intersection of the Komati and Mbuluzi river-

Mozambique (Matsebula, 1987) or in other texts kaTembe (Shark P. , Swaziland 

Shared Secrets, 1999).This water is supposed to be from the sea.

2.  Another group of Bemanti(water party people) will collect water from the 

northern rivers of  Swaziland (Mabuza, 2007)

3. A third group are to collect Luselwa (a sacred type of gourd) from Delgoa Bay.

‘Little Incwala’

It is not very clear between what the diff erence between ‘little Incwala’ and ‘big 

Incwala’ is, according to Matsebula, Shark and Mabuza, the little Incwala is done

in preparation for the ‘big Incwala’ that takes place approximately two weeks 

after the ‘little Incwala’ . The Little Incwala is a ceremony whereby young boys 

collect Lusekwane, and even younger boys collect the black Imbondvo bush for 

the making of the Kings hut (Inhlambelo). (Shark P, 1999).

‘Big Incwala’

The actual Incwala ceremony consists of a throwing of the gourd (Kujika Kwe-

luselwa) a ritual enacted in order to prove the King as the head of the Dlamini 

clan. There is a further ritual between King and Black Bull- a symbol of strength 

and a ward against bad omens, as well as other rituals that cannot be disclosed 

to the public. On the 6th and last day of the ceremony various members of the 

royal family led by the Queen Mother take part in a ritualistic movement and 

chant to bring rain.

According to Shark and Mabuza the timetable is as follows:

Day1: Fetching of Lusekwane

Day 3: Fetching of Black Imbondvo

Day 4: Throwing of the Gourd

Day5: Day of Abstinence

Day6: Day of Queen mother requesting rain and  a bonfi re

The King remains in seclusion in his Inhlambelo until the next full moon, when 

the Lusekwane bush is ultimately burnt to signify the end of Incwala. This Inhlam-

belo raises the idea of ineff able space as it is a space for connection between the 

King and the supreme God. 

According to Matsebula, the lack of literature and documentation of songs dur-

ing the Incwala process is to ensure that the songs are only conducted during 

the Incwala process. These songs are not to be repeated outside the Incwala cer-

emony. (Matsebula, 1987) However one song was published, written in the early 

19th century by King Sobhuza I’s wife:

Alas for your fate, Lord,

They reject thee, Lord,

They hate thee, Lord.

(Kuper H. , A Ritual of Kingship among the Swazi, 1944)

The Incwala ceremony is one of a sombre atmosphere, it is a ceremony to prove 

the love of the nation towards the King as well as a time when the King attains his 

power from the spirits that chose him. It is a highly spiritual event engulfed with 

the lingering presence of smoke, silences and cloud. The oral arts that take place 

here are of a diff erent nature to that of the Umhlanga ceremony, the ceremony 

that connects Swaziland and its Royal family to their God and ancestors.

1.6. Fieldwork constraints

It is important to note that the Lobamba site studied falls in a very cultural part of 

Swaziland. It proved diffi  cult to take photographs and make interviews, as people 

were very suspicious. In order to get permission, I had to speak to Mr.Khumalo, 

the director of the Lobamba Inkundla(community court) , who approached me 

as he said residents were afraid of the work that I was doing. Even though Mr. 

Khumalo gave me permission to photograph in and around the high street , he 

could not give me permission to take photographs of  the dormitories for
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Figure 1.5.3.1. Migration mapping of  Bemanti and the collection of Luselwa

cultural ceremonies(emahulumbeni), the Previous King’s Sibaya and certainly 

not the traditional parliament (eLudzidzini) as all property of the King and Royal 

family are off  limits. As a female I had to wear a skirt and men could not wear hats 

whilst visiting these royal grounds as a sign of respect. In my attempts to pho-

tograph other forms of Royal estate for analysis, I was turned away due to what 

was said to be a ‘fragile time’. Apparently the Royal family had recieved numerous 

types of bomb threats and it was not safe for any sort of penetration of these 

royal residences by anyone other than authorized personnel. Even a local cell 

phone provider requested architectural plans for these residences as they were 

required to improve the cellular networks of the estate but were denied due to 

the sensitivity of the request. It is evident that security in Royal Estates has been 

hiked up to ensure the safety of the Royal family. This unfortunately also limited 

my study of royal spatial confi gurations to previously published works and my 

own experiential sketches.

Pause

The 4 annual ceremonies of the year lie at the heart of sustaining Swazi culture. 

There is an evident separation of age and gender according to culture, but a sys-

tem of recognition and unity within the nation nevertheless. There are various 

spatial confi gurations and separations that take place within these ceremonies. 

But in all, a general ordered process, protocol and reasoning lie behind these 

rituals. There lies a close relationship with their God and ancestors and overall a 

sense of Kinship. The stories that are told through these ceremonies play a role in 

political propaganda and creating a sense of community, as a crowd of 120000 

maidens singing the same song will always be persuasive. The stories that are 

told throughout these ceremonies bring together King, nation and spirit, though 

they have also adapted through time and history. This raises the question of 

the adaptability of culture and how it can create further relevance to its time 

through this adaptation.
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Figure 15.3.2. Atmospheric Collage of Regalia worn during the Incwala ceremony (Shark 
1999)
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2. SILENT SUGGESTION
Secrecy, metaphor and the unspeakable in 

Swazi culture and architecture

“The Swazi nation is also largely associated with a very quiet, peaceful, and se-

cretive nature.“ Matsebula provides an interesting case from the colonial period, 

epitomizing the close identity between the private and the public spheres of pre 

capitalist Swazi life. Following the death of an important Indvuna, the colonizers 

held an enquiry which centred on the king, who as head of the nation, was held 

responsible. Swazi witnesses were questioned:

Questioner: Where is B(name of the deceased)?

Swazi: He is dead.

Questioner: Who killed him?

Swazi: Sive(nation).

Questioner: Who is nation?

Swazi: Bakangwane(People of Swaziland)

Questioner: Who are the Bakangwane?

Swazi: The Swazis

Questioner: I want to know the name of the person who killed B

Swazi:  have told you. It is the nation. That’s all            (Matsebula, 1987)

This dialogue envelops the culture of secrecy in Swaziland, be it due to people’s 

allegiance to the king, a form of respect, a mannerism embedded in culture or 

an opportunity for power. It “also pertains to the creative, destructive and ulti-

mately unknowable power of the sacred, whose mystery is protected by those 

with ritual knowledge.” (Gilbert, 1993)This idea feeds into all areas of this essay:

in politics, the monarchy, and royalty of Swaziland, as well as in the connection 

to the spiritual realm through ancestral worship. If there is a secret to be kept, it 

will be kept in the nation of Swaziland, be it due to fear of prosecution, a hunger 

for power or an ineff able connection with spirits of the living dead, which have 

a need to be kept sacred .There have been many reasons to keep opinions and 

happenings secret in the Kingdom of Swaziland. Mzizi speaks of how “the in-

ternal functioning of a party becomes a guarded secret.” (Mzizi J. , 2005) when 

referring to the illegal political parties of Swaziland. But what does this mean 

for the future of Swaziland? How can people learn from these secrets if they are 

kept secret, and which secrets should be kept by all means possible? In the fol-

lowing quote Beidelman expresses the power within the oral art of speech and 

its place in African culture. The complexity of conversation within these realms 

far exceeds that of casual conversation. It is tactful and mysterious. It speaks of 

respect and the unrevealed, an element of the SiSwati language and Swazi man-

nerisms that create a poetic atmosphere within conversation and performance.

“the secrets that we encounter in African artistic expressions-plastic and oral arts, in 

architecture in drama and masquerades-are…simply social conventions, acknowl-

edging the areas of silence and absence that create and maintain social diff erences 

and relations…sometimes they imply something nearer to mystery, to the dense, 

opaque, polysemous complexities of the universe, which relevant persons should … 

respect .These kinds of secrets epitomize ; life’s totalities as manifest in leaders…They 

are not so much hidden out of social convention as they are recognized to be inevi-

tably unknown in their inexpressibility and inchoate complexity” (Beidelman, 1993)
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But this element of secrecy surpasses that of just mere secrets, it is embedded 

in the Swazi culture so much so that the creative suggestion, metaphor and the 

poetic have played a large role in the SiSwati language and hence the Swazi oral 

arts. Some examples of this creativity can be seen in the following Swazi Prov-

erbs:

“umlomo longacali manga” -the mouth that never lies; A reference to the King

“umuntfu ulala agucuka” -A clever man changes his mind

“ungayibambi inhlwa ngenhloko isaphuma “-Do not catch an ant before it comes 

out of its hole by by itself

(Shalkwyk, 2006)

Although these are complex sayings, there is a subtlety and creativity within 

the culture of the Swazi language and its people. “The voice of thought must 

be poetic because poetry is the saying of truth, the saying of unconcealedness 

of beings (Heidegger , 1971) This unconcealdness also goes hand in hand with 

the strong belief system in spirituality, a wisdom that seems to emulate that of 

a spirit, as a verse is to a Bible. The vast inventory of Swazi proverbs suggests a

sense of enlightenment. The Swazis and their connection to tradition has al-

lowed for a poetic stance in their tradition and speech. When referring to the 

annual Incwala ceremony), Mabuza exposes the importance of the Incwala cer-

emony, how it is fundamental to the lives of the Swazi people and how ”It can be 

viewed as an attempt to get approval and sanction to lead the nation, thereby 

getting connected to the world of the ancestors. After all the dead are said to be 

alive and closer to Mvelinchanti, the Supreme God.” (Mabuza, 2007)

Pause

There is a very powerful connectionbetween Swazi culture and spirituality. This 

also pertains to an investigation into possible public gathering spaces within 

Swaziland that will be explored within chapter 8. This sense of spirituality has 

been translated through the Swazi sensitivity towards landscape, vegetation 

and even  the interior umsamo that sit to the north of every traditional hut. The 

palimpsest of Swazi spirituality and tradition form a mist and sense of metaphor 

over the oral art of speech and mannerisms which elevates traditional song, po-

etry and storytelling telling the story of everyday life, but also telling the story of 

the supernatural.

Experimental sketches of form touching the sky. The relationship between earth and 
mortality and how it can be expressed through variations of form and negative space

mounds....the positive and negative space between sky and earth, soft organic. Sky 
embraces earth

A steady dialogue between sky and earth 

Cut away of sky... a piece of spirit

equilibrium

Segmented, fl oating...
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PART 2:
Oral Arts

In this chapter I research into the meaning of oral arts, and how the oral arts have 

been historically manifested through architectural confi gurations. I have re-

searched about the notion of Oral as well as exploring what exactly the oral arts 

are, specifi cally studying storytelling, song and praise poetry, as well as architec-

tural typologies that can allow for successful execution of these performances 

in the context of Lobamba.  All three forms have played, and still do play, a large 

role in the documentation of history, education, as well as providing a sense of 

expression for the performer. This part will explore the nature of these art forms 

but also begin to imagine the possibility of spaces that specifi cally pertain to 

these art forms and subsequently creating a possibility of a new architectural ty-

pology that is based on movement patterns and sequences suggested through 

the acting out of these artforms.

The reference of Izenour, 1977 theatre confi gurations have been used as the 

starting points of the following theatres. These have not been used as according 

to their Greek context,as this context is vastly diff erent from Swazi context, but 

more importantly for their stages in humanities evolution, and what phase of 

evolution they where apparent in. They have been used for their various degrees 

of interaction with audience and actors in terms of space.



indent
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3. THE VOICE
Exploring the notion of the oral and oral arts

Throughout history oral literature has been marginalized due to the assumption 

of its failure to accurately document history until the Greek Homeric literary de-

vice was used. (White & Vail, 1992) Belief systems begin to validate the impor-

tance of oral art forms within Swazi society, a form of historical documentation 

that was overlooked for many centuries until the Homeric poem came along (a 

poem of narrative composition) as a form of oral documentation, which began 

to affi  rm the importance of the oral arts within the documentation process of 

histories, particularly of histories who at the time had no form of written litera-

ture. This chapter will highlight the importance of the oral arts. 

Walter Ong has done extensive word on the topic of Orality. He states that “pri-

mary orality fosters personality. Ong speaks of primary and secondary-telephone 

structures that in certain ways are more communal and externalized, how a con-

versation with two voices can create a larger impact on a human being than 

a written verse. Oral communication unites people in groups.” (Ong W. , 1982) 

Ong then moves on to speak about the interiors and how spoken word forms a 

connection as opposed to the disconnection that is implied by that of writing. 

Orality also has the means of bringing people together, as typically seen at the

annual celebrations in Swaziland. It is important to acknowledge that the lan-

guage and culture of Swaziland is solely based on an oral culture. Writing of 

these customs and languages only started to take place a mere century ago. 

Prior to this, all information was kept through oral literature.

According to Roland Barthes in “Music-image-text”, writing plays the demolish-

ing role of the soul and is the medium where “where all identity is lost” (Barthes 

R. , 1977) writing seems to create a sort of autonomy in this sense and can cause 

certain misinterpretations due to its lack of tone, a tone that is generally impos-

sible to create due to the purely visual aspect of the writing, as opposed to the 

tone of an oral verbalization which appeals to both the visual and audio senses. 

This according to Ferdinand Saussure “the father of all linguistics according to 

Ong, can form shortcomings and dangers…Ong elaborates that “writing tyran-

nically locks them into a visual fi eld forever.” (Ong W. , 1982)

Thr written word has been written for the individual and that of oral literature 

composed for audience. (Canonici N. , 1990)So as much as these stories are truly 

compelling on paper, it is the oral enactments of these stories that allow them 

to be such compelling performances. It is also important to note the strength of 

oral literature comes through its delivery, a delivery that is much more personal 

than writing, as the immediate presence of a speaker, expression and body lan-

guage allows for a more engaging education.
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Words are locked within writing and oral speech can free these words  ,”good 

poetry in itself should be living and alive, something that just written text can-

not achieve”, (Ong W. J., , 1967)Ong as well as Nagler speak about primary orality 

’fostering personality’ , and how it brings people together, how oral communica-

tion speaks of the spontaneity of the oral poet. With the spontaneity of the oral, a 

sense of freedom and informality is created as opposed to the extensive editing 

of written text.

Now that we have established why Oral literature is useful, the notion of sustain-

ability surfaces. How have the Swazis managed to retain this oral history for so 

many years? The science of how the Swazi people used the oral arts to remember 

history can be revealed in Ong and Goody’s (Goody, 1987)philosophy of pneu-

matics.

Ong refers to oral stories that have been remembered over the years and how 

the “9  methods of pneumonics” are used for the oral arts but for the purpose of 

this essay, we will look at two, one method being that of repetition, and the other 

being the human lifeworld. (Ong W. , 1982)

Ong’s philosophy encapsulates one method of memorization used by primary 

oral speakers/users using the ‘situational rather than the abstract’ and the ‘hu-

man life world ‘ in order to create a closer link to that of the ‘memorizers’ or the 

oral speakers. He mentions that it is easier for them to remember things that 

are easily relatable to them, e.g. a tree/ hill, family relationships .A narrative of a 

story can also help organize these thoughts according to Havelock. (Havelock E. 

, 1963) This shows how memory is used and how the memory of the oral can in 

some ways be ‘learnt more easily’ than that of written text due to circumstantial 

understanding and being able to relate to certain topics. (Ong W. , 1982)

”knowledge cannot be managed in elaborate, more or less scientifi cally abstract 

categories. Oral cultures cannot generate such categories, and so they use stories 

of human action to store, organize, and communicate much of what they know.” 

(Havelock E. , 1963)

Figure 1.2. Plan view of sound direction (Cavanaugh, Tocc, & Wilkes, 2009)

Figure 1.1.Section of sound direction (Cavanaugh, Tocc, & Wilkes, 2009)
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Ong also then speaks of the importance of repetition in pneumonics, sharing 

with the Ideas of Havelock, speaking about primary oral culture, “thought must 

come into being “heavily rhythmic, balanced patterns, in repetitions … in stan-

dard thematic settings. Pmnemonic needs determine even syntax (Havelock E. 

, 1963)this is all confi rmed by Finnegan’s realization of how Oral literature has 

been used as method of historical documentation. (Finnegan R. , 1970) So in all, 

oral literature is a very important aspect of Swazi History. It is more eff ective in 

delivering a message than that of writing. It is more entertaining and a method 

of uniting people, it creates a feeling of inclusivity (Pneumonic devices have 

been used to create a form of archival means through word of mouth.)

Both repetition and ‘human life world’ stances have been techniques used by the 

Swazi to maintain and remember their narratives and will be elaborated in chap-

ters 4-6. It is important to note that even though these oral renditions appear to 

be impromptu and spontaneous, there is a high level of composition that takes 

place within these performances.

Now we have understood the importance of the oral as a form of communica-

tion, historical documentation, entertainment and education, we begin to ex 

plore how  this can be translated spatially. The oral sound and acoustic devices 

used in architecture has been successfully described through

Cavanaugh et al (Cavanaugh, Tocc, & Wilkes, 2009)explaining how materiality 

and form of space allow for better acoustics in rooms. Cavanaugh speaks of de-

sired and undesired sounds and how these can be avoided. It is therefore im-

portant to soundproof the desired spaces with creation of certain articulations 

of the roof plain to allow for the bounce off  eff ect into the audience as seen in 

the fi gure 1.1. According to Cross and Watson these characteristics can also be 

applied through a plan diagram (Cross & Waston, 2006) as seen in fi gure 1.2.An 

architectural response to that of orality and an emphasis on the importance of 

orality, is a space that allows for the amplifi cation of the voice. This amplifi ca-

tion will also change according to number of people and size of venue. Praise 

poetry, song and storytelling will all require a variety of acoustic architectural 

techniques in order to be heard, and their narrators stories told. 

3.1. Pause

The oral arts consists of an array of very well thought out and structured perfor-

mances that allow for a message to be shared, as well as a form of entertainment. 

A structure that houses these art forms needs to be sensitive towards the form 

and space of its interior to allow for maximum amplifi cation of the voice.



indent
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4. PACE
The singer and development of cultural Swazi songs

In order to understand the nature of a successful space to sing the songs usually 

associated with the area of Lobamba/Ludzidzini. The singer and development of 

cultural Swazi songs ,we touch on Koljevics response to oral epic singing, how: 

“its best was both a way of coming to terms with history and a means of getting 

out of it…an attempt to grasp in language not only their historical but also their 

moral. ” (Koljevic, 1980)

Song is one of the most powerful tools of the oral arts in Swaziland. It is used 

frequently throughout the annual ceremonies in order to send out certain mes-

sages. Some may be quite impartial, whilst others are directly attempting to get 

a serious political message across. Finnegan speaks of how “African political par-

ties use song as a vehicle for communication, propaganda, political pressure, 

and political education.” (Finnegan 1970) She speaks of its” innocuous nature”. 

(Finnegan 1970) and how this allows for greater empowerment than most forms 

of propaganda. The innocent nature of a song suggests, that people may asso-

ciate song as a powerful tool of propaganda however this has often posed an 

opportunity for freedom of speech in many tribes, and political parties in Africa 

such as the Mau Mau, the Kikuyu, the ANC, and UNIP so their voice can be heard 

where ordinarily they would have no voice. (Finnegan 1970) “It has been said 

that oral poetry takes the place of newspapers among non-literate peoples. 

Songs can be used to report and comment on current aff airs, for political pres-

sure, for propaganda and to refl ect and mould public opinion” (Finnegan 1970) 

Ong speaks of the “…dialectical relationship between art and nature, play and 

work-terms which defi ne each other.” (Ong W. , 1977) In terms of poetry, due to 

the various dances , body language ,the  facial expressions of the performers, the 

joy and sense of satisfaction that resonates through the maidens at Umhlanga 

(Maidens, 2013)Song also has a playful nature in Swaziland particularly during 

the Umhlanga ceremony. The Incwala ceremony songs are more solemn, but 

also make reference to a kaleidoscope of metaphor and emotion. Singing as an 

oral art in Swaziland fi nds merit in connecting people. A group of people who 

can sing the same song gives that group an instant connection. Traditional Swazi 

songs have been created for these traditional ceremonies and are therefore typi-

cally of a choral nature. Many of the songs that are sung at Umhlanga are new 

and relevant to their time and therefore another form of propaganda. The Song 

by L.Masango quoted as follows refers to the historical nature, as well as the oral 

archive of song within Swazi culture, as the song was composed at a time of the 

incoming of European concessionaires, and is a reminder throughout History of 

the triumph of the Swazi in managing to take back their land. 

Repetition is a method of composing stories in order to remember them more 
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accurately ,as discussed in Walter Ong’s repetitive theory. This is seen in the fol-

lowing example of Swazi oral literature. The song both documents the happen-

ings of their time, and consoles the King for his loss singing, “It will eventually 

come back, the Ngwane-land!”

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) The country is yours Mswati, they are just bothering you! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) It is for the King of the Swazis! For the King of the Swazis! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) Mswati is the King at Hhohho at Hhohho! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) The country is for the King, the King of the Swazis! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) It is for the King of the Swazis! For the King of the Swazis! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) They have spoiled it, spoilt it! 

(Chorus) Watch, watch, land concessionaires! 

(Lead singer) It will eventually come back, the Ngwane-land! 

(Chorus) Watch, watch, land concessionaires!

Umhlanga Communal Song

(Masango)

This song holds great merit in its level of composition, typical of Traditional 

Swazi songs. It is a good example of how oral literature can be true to its origi-

nal context and an accurate documentation of history. Through the insight from 

J.Goody and the techniques used by the Hindus to remember their Vedas(sacred 

text of the Hindus)Goody speaks about “Standardized oral poems” and how cer-

tain constructs within a poem allow for it to ‘learned’ (Goody, 1987) by a listener 

and be reproduced in a ‘parrot like’ (Goody, 1987) manor. This gives insight into 

the sustainability of oral literature of this nature, through deliberate constructs 

of language that allow for an ease in memorization. The chorus is placed after 

every ‘verse’, and creates a rhythm which feeds its ability to be memorized. The 

lead singer or ‘verse’ also chants a systematic story which is interrupted by chants 

of the chorus. At the beginning of the fi rst stanza for example, she sings: 

Figure 4.1.Theatre typologies as according to (Izenour, 1977)

Figure 4.2. Ratio Audience to Choir

Figure 4.3.Greek Archaic theatre formation (Izenour, 1977)
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“The country is yours Mswati, they are just bothering you!”

Then, at the beginning of the second stanza:

“It is for the King of the Swazis, the King of the Swazis” (Lukhele, 2012)

The song continues through a pattern, the lead singer having two parts to her 

‘verse’, the fi rst part of each verse becoming the cue to the next verse. A tech-

nique that allows for a quick review of the former verse to the next, an overlap 

in content that allows for a smooth transition of vocalized re-enactment and a 

domino eff ect within the lyrics of the lead singer, ensuring accurate rehearsals, 

true to that of its original composition.

4.1. Designing a theatre for song

Relating these performances to space, they are currently performed in open 

fi elds/ areas in the national Sibaya. Large amplifi cation equipment is used to al-

low for the consolidation of sound. If this scale of singing were taken towards a 

more theatrical standpoint, and in an enclosure designed to capture the voices 

of the choir more eff ectively, the typology of theatre would need to be well 

thought out. When looking at “principle western theatre form outline plans and 

chronology” (Izenour, 1977) a large performance space is essential, to accomi-

date the number of performers involved, space for rehearsal and costume stor-

age, therefore moving towards the Greek archaic formation of theatre in fi gure 

4.1. Following analysis of the movement of the Umhlanga ceremony, it is impor-

tant to create enough room for the performers. To allow for interaction during 

the performances, it is also important to defi ne diff erent thresholds for singers to 

move in and out of the stage., as seen in fi gure 4.2.

Figure 4.3 looks at the closest typological form of theatre for the performance 

of song which is the Greek Archaic form, allowing both for enough movement 

space 

for performers and storage space for costumes. The idea of changing rooms is 

also questionable in this typology due to the performance proceedings of Umh-

langa Reed dance. The performers will walk behind the stage already dressed in 

regalia to fl aunt the beauty of their traditional gear. They then return to the stage 

to perform. This raises the need for a changing room within the theatre which 

will be addressed in chapter 11. 

4.2. Pause 

The signifi cance of Song in Swazi culture is as follows:

1. To create a unity of the people of Swaziland

2. Oral archive

3. Tool for Propaganda

4. A form of entertainment

5. A form of education for audience and performer

These points together with an adapted form of the Greek archaic formation of 

a theatre would work well as for to the programme associated with choral sing-

ing. These songs form a part of Swazi oral history and should be exalted through 

their own forms of architecture that would articulate the diff erence of these per-

formances in relation to any other performance type.



indent
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5.PLACED
The story teller, oral histories and their 

manifestation through space

Figure 1.1 and fi gure 1.2. depict stories sourced from the Nguni clans and are 

great examples of life lessons, compelling physical gestures and interactive per-

formances. Canonici explores the notion of Oral literature with regards to story-

telling and how it “is also a communal act that involves both a performer and an 

audience.” (Canonici N. , 1990) He also speaks of the performer generally being 

an elder-a grandmother and the audience being children in relation to story-

telling. The general theme of these stories also follow a type of methodology: 

a protagonist and antagonist and sometimes someone who plays the mediator 

between the two. These are always based on an underlying theme or meaning 

which often poses questions to encourage the preservation of cultural heritage. 

(Canonici N. , 1990)

Various techniques are used to make these stories particularly gripping. 

i. Narration in the present tense (Morris, 1964)

ii. Emphasis on performance

 This can generally be seen by the amount of spoken speech. It is composed with 

performance in mind.

iii.Vocal performance skills

“Even when he does not choose to elaborate any extremes of dramatization, the 

narrator can and does create vivid eff ects by variations and exaggerations

of speed, volume, and tone. He can use abrupt breaks, pregnant pauses, and 

parentheses, rhetorical questions as he watches the audience’s reactions and ex-

ploits his freedom to choose his words as well as his mode of delivery.” (Finnegan 

R. , 1970)These variations of tone and sound allow for even the most repeti-

tive, long-drawn stories to remain exciting, creating various facial expressions 

throughout the narrative.

iv.Onomatopoeia (Finnegan R. , 1970)

Although these are not in the texts, many story tellers use additional onomato-

poeia spontaneously in their performances.

v.Reference to nature and animals (Finnegan R. ,1970) 

Finnegan speaks of the story teller’s use of animals as representations of various 

people in society. In the above texts, certain creatures have been used and are 

quite suggestive of diff erent personality traits of various people:

As according to fi gure 5.1 an d Figure 5.2 these characters are  used for the fol-

lowing steriotypes:

Chameleon-lazy and slow,

Lizard-hard working and fast,

Hyena-a tell-tale,

Jackal- clever and cunning,

Lion- a vision of authority.
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These characters allow for a quick stereotype to be created, and are generally 

based on how the relationships between various characters interact on a daily 

basis, the tensions, relationships and consequences of their decisions. This in-

ternal code allows for familiar visual icons and landscapes that appeal to that of 

children.

vi. Participation of audience. 

Finnegan explains how spontaneous exclamations, and questions are posed to 

the audience to gain reactions and thus retain the audience’s attention. Steere 

and Werner also speak of how sing along songs are repeated through the pro-

cess so as to constantly include the audience within the story. “Frequently the 

skeleton of a story seems to be contained in these snatches of singing, which the 

story- teller connects by an extemporized account of the intervening history” 

(Steere & Werner, 1922)

vii. Props

The use of props has been largely integrated into performances and allow for 

more dramatic choreography for example props such as drinking gourds and 

sticks have been used for amplifi cation. (Mdlalose, 2013) Story telling goes much 

further than the story itself. It is a way of retaining morality within society by 

teaching the youth lessons learnt. It is passed on through generations and there-

for creates an oral archive. As mentioned earlier the performance of the story 

teller is extremely complex, most of the time these stories are aimed at children 

so it is important to regain the audience’s attention at regular intervals. The more 

colourful and dramatic the performance, the easier it is to do so. Familiar refer-

ences are also used within in depth scene settings, characters, landscape, ani-

mals and people become very much a part of these picturesque enactments.

5.1. Designing a theatre for story telling

Once again we will be referring to the precedent of the “principle western the-

atre form outline plans and chronology” (Izenour, 1977) as a guideline for design. 

(Figure 5.3.)

Figure 5.3.Theatre typologies as according to (Izenour, 1977)
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The interaction of audience is very important for the role of the storyteller. Ref-

erence to the natural landscape could evoke more dramatic reactions from the 

audience. In terms of architecture this calls for storage space, possible costume 

rooms and an outside performance space that will allow for the greatest integra-

tion of audience and story teller. In the case of an outside performance space, 

organization of form and acoustics is paramount, and therefore a form adapted 

from the Greek classical theatre and primitive stage seem more relevant for this 

function. These spaces will also be typically smaller than most performance ar-

eas with minimal/ no need for technology or amplifi cation as seen in fi gure f5.4 

and 5.5.

5.2. Pause

Story telling is a complex art form that embraces and includes narration, oral 

techniques such as onomatopoeia, props and an art form that really embraces 

the participation of the audience. It is also an art form relying on an oral set-

ting of the scene and a connection to landscape and animals. The Greek Classical 

theatre appears to have a number of connecting features with this art form, and 

can be adapted so as to enrich the experience of a story told. This theatre could 

also be an openair theatre to reinforce the connections with the landscape and 

ignite visual clues that would not be accessible with if the theatre were enclosed.

One beautiful day Umveli Ngqanga, the Eternal One, creator of the world went up 

into the hills. There were many reeds growing by the river, and he spoke to a reed 

and said :Bring forth male creatures!” then he put all the males together in one 

place and spoke again to the reed and said, “Bring forth female creatures!” Then he 

went home. And he said to himself, “These that I have made shall live forever and 

never die.”

He called Unwa’ba, the Chameleon, one of the creatures that he had created, and 

said to him, :Go up to the top of the hill-top where I stood when I spoke to the reed, 

and cry aloud to the people and tell them that they shall live forever and never die.” 

So the Chameleon started. After he had been gone a long time the Creator changed 

his mind and said to himself,” I will have people live a long time until they are old, 

and then die. “So he called Intu’lo, the Lizard, to him and said, 

“Go and stand where I stood when I was creating the people, and tell them that I 

say: ‘You shall live until you are old and then die’”

The Lizard went quickly and reached the hilltop before the Chameleon, who had 

been stopping all along the wayside, enjoying himself eating red berries.

When the Lizard came to the place where the Creator had stood, he cried out and 

said, “The Creator says you shall all live until you grow old and then die.”

Then the Lizard went back.

Long, long after the Chameleon arrived and cried aloud to the people, and said, 

“The Creator says that you shall live always and never die.” But the people an-

swered: “The Creator has sent us the word by the Lizard, who told us that we shall 

live until we are old and then die. So we believe the Lizard. You go back; to you we 

will not reply”

And so the Zulus believe that no one should die in youth. When a young person 

dies, it is not as it should be, but because he has been conjured or bewitched.” 

(Curtis, 1920)

Figure 5.1. The story of the beggining of the world. (Curtis, 1920)
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Lion, it is said, was ill, and they all went to see him in his suff ering. But Jackal did not 

go, because the traces of the people who went to see him did not turn back. There-

upon, he was accused by Hyena, who said, “Though I go to look, yet Jackal does not 

want to come and look at the man’s suff erings.”

Then Lion let Hyena go, in order that she might catch Jackal; and she did so, and 

brought him.

Lion asked Jackal: “Why did you not come here to see me?”

Jackal said, “Oh, no! when I heard that my uncle was so very ill, I went to the witch 

(doctor) to consult him, whether and what medicine would be good for my uncle 

against the pain. The doctor said to me, ‘Go and tell your uncle to take hold of Hy-

ena and draw off  her skin, and put it on while it is still warm. Then he will recover.’ 

Hyena is one who does not care for my uncle’s suff erings.”

Lion followed his advice, got hold of Hyena, drew the skin over her cars, whilst she 

howled with all her might, and put it on.

(Honey, 1910)

Figure 5.2. The  story of Lion and hyena (Honey, 1910)
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6. PRAISE
The praise poet, performance, spirit and performance in 
space

“Poetry was in fact taught academically not for itself but as an ancillary subject, or 

semi subject, to develop the linguistic skills and the sensibility required for an orator 

or man of public aff airs…Poetry was supposed to teach, to move, and to delight, 

with a heavy emphasis on the fi rst two (Ong W. J., 1977)

Ong’s theory of poetry lays a good foundation for the function of praise poetry, 

Mafeje also refers to praise poets as “political commentators.” (Mafeje, 1967) Oth-

ers have referred to praise poets as a “ the type for court poetry” (Finnegan ,1970) 

Both Finnegan and Hondza agree on the Nguni form of praise poetry being the 

most developed of poetic genres in Africa because of its emphasis on “royal 

aristocratic power and admiration for military achievement” (Finnegan R. , Oral 

Literature in Africa, 1970) Although this has always been seen in a positive light 

White and Vail (White & Vail, 1992)explore how the role of a praise poet has also 

been used to retain the power of the monarchy,

 “They promulgate a royalist view of Swazi History and culture and were a key com-

ponent in securing the kings eventual triumph as supreme ruler” (White & Vail, 1992)

Finnegan and Hondza have done extensive research on the topic. Hondza speaks 

of how praise poetry is a widespread custom throughout Africa and comments 

on how it is a phenomenon that is disappearing due to urbanization in relation 

to the Tembo and Soko clan he praises “the replacement of traditional

methods of education by schools” (Hondza, 1979)The nature of praise poetry 

stays true to its customary heritage, thus being an oral composition, a composi-

tion that is created through speech and not through writing. Finnegan expresses 

how oral poetry in the 1960s was described as “poetry composed in oral per-

formance”. She then moves on to explain the notion of oral composition being 

exactly that, a composition that is created through the act of speech.

In order to produce an ideal spatial stage confi guration for a praise poet, an in-

vestigation into the nature of the performance of a praise poet has to be under-

gone. This performance has been further investigated through an interview with 

Sandile Nxumalo, one of the King’s Praise poets, where the following questions 

about praise poetry were answered:

Q:”What is your Profession”

A:”I am a royal archivist, praise poet/singer and cultural activist”

Q:”What is a cultural activist?”

A:”A person who fi ghts for the rights and implementation of his culture in his 

society.”

Q:”What do you enjoy about being a praise poet/singer?

A: It brings me closer to where I come from”

Q: “What is praise poetry/singing?”

A: “praise singing is a divine and spiritual gift, it is a ‘calling’ it is something you are 

born with, and cannot learn, and is done for the king, and his lineage.
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It is a calling, a talent, the same way some people are better teachers than others. It 

does improve with practice.  Praise singing can also be done for other Kings, not just 

the present Kin. But as the King is his lineage, I can be a praise singer  for one of his 

ancestors, this message being told through him as the present King, to speak to his 

ancestors. The merit of a praise singer depends on how he arranges his words, “the 

way he spices them…that is how you know he is a praise singer” (Nxumalo, 2013).”

Q:”What is the relationship between the King and his praise poet/singer?”

A:”Everywhere the King goes, there must be a praise singer to introduce him before 

he enters the room, and before he leaves the room.”

Q:”Are there any particular characteristics of a good space for praise singing?”

A:”Praise singing can happen in any venue.”

Q:”How do you prepare for your performance?”

A:”You cannot prepare, it just fl ows” (Nxumalo, 2013).

The interview reveled an indubitable connection between praise poetry/sing-

ing, kingship and spirituality, a connection that claimed to be supernatural. The 

question thus surfaced…how could a human being have an insatiable urge to 

sing praises for another human being? Was the King a human being? According 

to Kuper’s response to this question, the Swazi King is seen as a ‘demi-God’, “It 

is his relationship with his ancestors and subsequently God himself that Swazis 

believe will be a prerequisite of victory or failure for the country. ““ (Kuper H. , An 

African Aristocracy: Rank amongst the Swazis, 1947). This then affi  rms the im-

portance of the King in Swazi culture and why it was important to have someone 

to constantly remind the Swazi Nation of his power. A good example of one of 

these poems was beautifully articulated to a large audience on the eve of inde-

pendence in 1987 by Mabutane Mdluli for King Somhlolo II.

“It is he, Bhuza among the high who overshadows all.

Thunderous Dancer,

Dancer on black shields of jojo,

You played on the shield of shikane… 

They say Sobhuza would not clasp the hand of George King of 

England

But he clasped the hand with the lightning of heaven 

Twice the heavens fl ashed

Within the palace of the English

They praised you with wonder

 ‘This manhood, so great whence did it come?’

Rock-thrush of Ngwane, of Mahlokohla,

You said, you inherited it from the navel, 

Here from Ndvungunye,

Here from Somhlolo…

You of the inner circle

Male elephant of the Swazi!

Old one whom age does not diminish!

Old one from the country of Ngwane!

Bayete your Majesty!

(Kuper H. , An African Aristocracy: Rank amongst the Swazis, 1947)14-16

(Levin, 1997)111)

Mdluli speaks of Sobhuza IIs talent of being a “thunderous dancer”, as well his 

maturity. The “old one whom age does not diminish” Sobhuza II ruled Swaziland 

for 60 years. This line is a line of fl attery showing how well the nation feels the 

King has done to live so long, and also a documentation of Sobhuza living a 

long life. Within his praise poem Mduli also refers to Sobhuza II as an elephant as 

well as referring to natural phenomena of thunder and rock-thrush symbolizing 

strength (Finnegan, 1970)

This poem is a clear indication of how its speaker imbongi(praise poet) voices the 

nation’s love of the monarchy. Opland speaks of the presence of Imbongi that 

plays a very evident part of Swazi tradition, and how the recitations of praise po-

etry of past kings make reference to “his lineage or clan ancestry.” (Opland, 1983) 

Sandile Nxumalo also spoke of the importance of the Kings lineages, confi rmed 

by Honza’s research on clan praises of the Shona, and how these praises are a 

way of communicating with the ancestors, and therefore a spiritual anointing. 

This reference to the ancestors reveals the sincerity of his words, as he is mak-

ing reference to sacred beings. The poem speaks of Sobhuza IIs victory over the 

British,marking the day of Independence:
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“But he clasped the hand with the lightning of heaven 

Twice the heavens fl ashed

Within the palace of the English” (Levin, 1997)

Praise poetry plays an important role in Swazi tradition as it allows for an oral 

reminder of Swazi heritage for its audience. It also becomes a form of oral history 

and a sustainable means of preserving that history. It is an art form in itself, the 

idea of an impromptu performance inspired by an ancestral orchestra of knowl-

edgeable truths, a testimony to the prevalence of spirit in Swazi culture, a form 

of education, and a livelihood for those who are blessed with the talent. The na-

ture of the performance tends to take precedence over its lyrical composition, 

“praise poets are concerned with the performance more than the composition” 

(Finnegan, 2007)

6.1. Designing a theatre for praise poetry

This brings us to the investigation of the ideal space for praise poetry, a space 

that encompasses the idea of spontaneity, spirituality and reverence for the 

metaphysical realm whilst retaining the function of visual and acoustic connec-

tions.

6.1. Design clues arising from praise poetry:

i. Importance arising from performance (Finnegan ,2007)

ii. Rhythm

Hondza speaks of the rhythm “Formal praise poems appear to be spoken in 

lines of equal duration and spaced at what is felt to be equal intervals of time. 

A consequence of this rule is that lines which consist of a greater number of 

words are spoken more quickly than those which consist of fewer.” (Hondza, 

1979)

iii. Connection to the supernatural (Kuper ,1947)

vi.  Political Persuasion (White & Vail, 1992)

vii. Social Commentary (White & Vail, 1992)

viii. Kingship (Kuper H. , An African Aristocracy: Rank amongst the Swazis, 1947)

(George.C.Izenour, 1977)Figure 6.1.Theatre typologies according to Izenour, 1977

primitive stage Greek archaic 
stage

Greek classical 
stage

greco-hellenis-
tic stage

roman stage gre co - ro m a n 
odeum

grande salle theatre of 
restoraton
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Figure 6.2. Movement dialogue between Praise singer and King

Figure 6.3. Sketch ideas for poet contemplation room

Figure 6.4. Sketch plan for praise singer theatre

In terms of Architectural typologies,  exploration of the ineff able-Greek temples, 

royal amusement performance spaces, theatres as well as an architecture that 

allows for interaction with the ‘passer byer’ and spontaneity due to the simplicity 

of its plan and the opportunity to change and rearrange spaces within the the-

atre  are important elements for a theatre of praise poetry. Looking at precedent 

in the “principle western theatre form outline plans and chronology” (Izenour, 

1977) as seen in fi gure 6.1.  Izenour moves through the realms of the past to 

expose the changes of theatre through the years. The evolution of form is very 

evident in these examples, from having a non-existent backstage, to the back-

stage taking up about 50% of the area of the theatre, due to backstage costume 

rooms, changing rooms, sound and lighting facilities becoming more back of 

house than front of house. 

Another important element of the praise poet’s stage is the paths of movement  

that takes place between the praise poet and the King. as depicted in the fi g-

ure 6.2, the King moves alongside the praise singer. The protocol of this process 

however is an introduction by imbongi (praise poet) and then the entrance of 

the King, and on the Kings exit, the imbongi sings his praises and then leaves 

after him. This connection is very important in praise singing, the acknowledge-

ment of the other, a temporary joining of the two, and unjoining exit.

Another important part of the imbongi’s(praise poet) performance is his regalia, 

signifying that he is the praise poet.  Costume therefore holds an important role 

for the performer. The dialogue of movement between King and praise singer 

is expressed in fi gure 6.2.The nature of the performance is also impromptu and 

therefore a rehearsal room is not necessary. However, according to Sandile Nx-

umalo (Nxumalo, 2013), the connection of Spirit for the praise poet is important, 

so perhaps a room that enables him to connect with higher powers and ances-

tors will enhance his performance. Praise poetry is a skill that is highly recog-

nized in Swazi tradition, it is spoken straight from the mouth, heart and spirit 

of imbongi. This architecture needs to include a space that will channel the en-

ergies needed for imbongi as preparation before his performance. This idea is 

expressed through the sketch in fi gure 6.3.

Due to these prerequisites, the form of theatre that is most likely successful for 

this type of theatre is the Greco-roman odium, expressed in fi gure 6.4.

higher power

ancestors

higher power

ancestors

costume
room

open air
praise poet 
preperation 
room

stage

theatre

lighting and sound

electrical 
equiptment 
storage below

wc

Praise poet

King
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“
A poem should not mean

But be.

A poem should not pretend but sing to the highest level

of unconscious,

Not against the grain

parallel

existance

parallel.

                                     ”
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6.2.Pause

In conclusion, the various oral arts of storytelling, praise poetry, and song all 

have their various forms of composition and methods of performance. It is im-

portant to note this in order to design spaces that are particularly eff ective for 

the amplifi cation of that particular art form, the compositional methods, the re-

lationship with costume or regalia, the political stance, if any, that the art form 

might suggest and its connection to the supernatural.
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PART 3:
Precedent and Site Analysis

This part is an architectural investigation of the proposed site, made up of vari-

ous mappings and observations. It will also look at the various typologies of ar-

chitecture in Swaziland related to public and private space of an orally commu-

nicative nature as well as looking at international precedent in theatre, museum 

and public space. 



indent
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7.WALKING ON VOIDS
Lobamba: Site analysis and mapping

The following chapter explores an analysis of Lobamba and the proposed site. It 

investigates the spatial pattern of the existing context according to formal infra-

structure, topography, vegetation, historical development, spatial relationships 

and the temporality of the site, as well as the presence of Spirit or ghosts in the 

landscape.

Site selection: In order to start mapping in this area, a site selection had to be 

made. There are tensions in Swaziland between culture and modernity, espe-

cially due to the current political unrest which has challenged that of cultural-

ism and the Monarchy. Lobamba was selected due to its close association with 

culture. This has been the apex of Swazi culture for the last 90 years and it was 

therfore selected due to the interweaving of culture and politics. Three sites 

were initially selected but the fi nal choice lay in the site’s proximity to numerous 

programmes of a very diverse nature. 
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Figure 7.1. Location map of Lobamba 

Mbabane
Lobamba

SWAZILAND

My Site is located to the north east of Swaziland, about 20 minutes south from 

the capital of Mbabane. It lies within Lobamba which is the legislative and tradi-

tional capital of Swaziland, and is home to the national cattle byre (Sibaya). This 

is generally the meeting place of the entire country, where all major traditional 

ceremonies take place as well as where national meetings are held. It is also 

home to the previous King Sobhuza II’s traditional parliament.

This map highlights the various nodes that are situated around the existing site. 

The existing site is formally known as emahulumbeni, a form of dormitory for the 

infl ux of 1000 people,4 times annually during the 4 annual ceremonies that take 

place throughout the year. To the far north east of the site lies the Somhlolo Sta-

dium, named after King Somhlolo, and a venue for mass events such as the Eas-

ter Weekend National Church meeting, major soccer events and concerts. To the 

west lies the National Archives, the Legislative Parliament as well as the National 

Museum. Just south of the National Museum lies the Sobhuza II memorial park, 

where the body of Sobhuza II was left to rest for his country to say their good-

byes to him before he was buried in the royal caves in the south of Swaziland. 

To access these areas via public transport, one would be dropped of at the Lo-

bamba taxi rank, which is an informal extension of road on the Lobamba high 

Street. Surrounding the taxi rank is the Lobamba high street, made up of numer-

ous convenience stores, butcheries, hair dressers and shebeens. The Community 

Court and Lobamba primary school lie just north east of the high street. Just 

opposite the site is a forest dominated by 30 metre tall gumtrees which was the 

birthplace of the National church.  To the west of the site lies the royal residence 

of some of the more politically vocal siblings of the King, as well as the old home-

stead of King Sobhuza II to the south and his Sibaya which is fi lled with ghosts 

of its past.

It should also be noted that less than 2km north east of the site is a budding re-

tail outlet. The shopping centre has grown in size to accommodate the growing 

residential area in the valley.
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Figure 7.2. Hierarchy of spaces

High priority spaces are usually associated with royalty or parliament. Medium 

priority spaces are associated with social amenities such as schools/churches. 

The map also shows the walking distance between the capital, museums and the 

walking distance towards the Lobamba region. This is interesting as the tradi-

tional capital was in Lobamba when parliament was built and a conscious eff ort 

was made to separate the traditional parliament from the legislative parliament. 

If the legislative parliament was moved to Lobamba, as well as the museums and 

archive, it would reduce the island eff ect that currently exists around parliament 

and encourage job creation in Lobamba. 

Figure 7.3: Grid

The grid begins to determine the spatial organization of Lobamba town. The 

town is anchored to the previous Sibaya and royal homestead, forming a radi-

al axis outward, and highlights the importance of the royal family to the area. 

The more structured rectilinear grids represent formalized institutions such as 

schools and police headquarters. The current royal confi guration also follows the 

patterns surrounding the central Sibaya.

Figure 7.4: Topography and landscape

The northern most circle (previous traditional parliament) has been located close 

to the highest point of the land, thus allowing views onto its outlying borders, 

and perhaps acting as a means of surveillance. The royal residence, just east of 

the site, also uses topography as a device to create a larger boundary between 

the royalty and commoners. The residence is fl anked by the manmade hill on 

one side and a marsh on the other side, ensuring a secure forte. The slope of the 

land also allows for minimal views into the previous royal residence. The current 

traditional court is bordered by the river to the south, and is distanced from the 

main road as well as the previous traditional court, to ensure it’s hidden, visually 

protecting the sacred ground.

Figure 7.5: Internal street pattern

The main road was the original entrance to the Lobamba area before the Manzini 

road.

Figure 7.6: Figure Ground

The typology of the spaces within the fi gure ground shows a sporadic type of 

built form. Apart from the radial patterning, generally most houses are quite 

small, being rooms more that full houses. The development of these houses 

uses an additional process of built form. A bedroom will be built, with external 

kitchen and toilet, and the house will gradually grow into more and more rooms 

through time and additional capital, hence the fi ne grain nature of the develop-

ments which take over large land plots populated with a series of housing.

Figure 7.7: Vegetation

The Ezulwini valley falls between the Swaziland Sour Bushveld and the Granite 

Lowveld bushveld , as well as having natural forests (Loffl  er & Loffl  er, 2005)Table 

one documents the type of vegetation that is found in Lobamba and the biomes 

that may have some sort of medicinal properties, emotionally healing proper-

ties, various solutions for fi nding love, giving courage and strength as well as 

other materials for weaving and necklace making. There are also examples of 

Sangoma inventory and vegetation that have symbolic uses in cultural ceremo-

nies. Some people say that the Swazis decided to stop in this particular location 

of the valley due to the vegetation that was there. 

The circle that is created further south of the mapping encompasses the previ-

ous community court. The marsh area on the North West corner separates the 

royal residence from that of the common residences. Trees have also been used 

as a security device to reduce visibility into royal residences 

Figure 7.8: Historical development

Lobamba village was created as the homestead of the late Sobhuza II. All infra-

structure was created as supporting structures to this homestead. The King had a 

large following and his followers built their homesteads around his. This resulted 

in a need for municipal support and infrastructure. Hence the Lobamba primary 

School, the Lobamba High school, Saint Mary’s high School and primary school 

were built. The St Marys Clinic and Lobamba were also built, as well as an addi-

tional chapel at St Marys. In the 1970s an agricultural technicon was also estab-

lished but is no longer in existence due to internal squabbles. The
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infrastructure of various abattoirs, chicken coops, pig pens, milling facilities and 

other agricultural land and infrastructure are all still intact.

In its day- from the early 1930s to when Sobhuza II passed in 1982, Lobamba was 

the epicentre of Swazi tradition. All major traditional ceremonies that currently 

take place 600m south of the site in Ludzidzini took place here. The Sibaya at 

Lobamba was the primary Sibaya of the land. After Sobhuza II died, according to 

customary tradition, the new King, King Mswati II needed build his own village 

on another site, and Sobhuza II Sibaya was left derelict after a 60 year period 

of being the most important space in Swaziland. The historical development 

maps show that the dormitories were present in 1991.Although the location of 

the royal cattle byre has moved, the majority of temporary residents stay within 

Lobamba for the ceremonies, thus there has been a need for more retail. It is 

evident in the comparison of the maps that more shops have been erected. A 

fence has been erected around the dormitories, where paths of circulation were 

evident in the photograph in 1991. Trees have grown ,the forest has decreased 

in size and the road to the royal residence has changed and there is more com-

mercial development to the north of the site.

Figure 7.9: Land Use

The site is mainly surrounded by a commercial strip made up of many eateries, 

convenience stores, butcheries as well as hair salons, a tailor, carpenter, mechan-

ic, internet cafe, markets and shebeens. Close by are royal residences created 

by siblings of the King, and to the north east churches and a community court.

Figure 7.10: Temporality

Temporary stalls have been set up in high traffi  c areas of the pilgrimage. The 

high street has the most traffi  c as with traffi  c also coming from the bus stop and 

taxi rank. People enter Lobamba from the accommodation around the rank, the 

dormitories, Lobamba high school and go to ceremony venues at the national 

church, stadium or traditional parliament. These routes are mapped out by the 

trail of informal traders that setup for the ceremonies that can last anything from 

3-8 days.

-
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Figure 7.2. Map of the hierarchy of spaces in Lobamba
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Grid
Figure 7.3. Map of the building grid of spaces in Lobamba

site
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Topography and landscape
Figure 7.4. Map of the topography and landscape in Lobamba

site
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Internal street pattern
Figure 7.5. Map of the road networks in Lobamba
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Figure ground
Figure 7. 6 Map of the fi gure ground of Lobamba

site

scale 1:1000
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Vegetation
Figure 7.7. Map of the vegitation in Lobamba

site

scale 1:1000
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Vegetation
Documentation of vegitation in Lobamba used for cultural,emotional and medical use
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Vegetation
Documentation of vegitation in Lobamba used for cultural,emotional and medical use
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Figure 1.8. Map of the historical change that has taken place
scale 1:1000

20Figure 7.8. Change through history mapping
Historical development
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Figure 7.9. Map of the historical change that has taken place scale 1:1000
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Temporality
Figure 7.10. Map of the historical change that has taken place
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7.1. Spatial confi gurations of Lobamba

Looking at the confi gurations of the residential area seen in image 7.1.1, it is evi-

dent that the in-between spaces of the residential homesteads are used as pub-

lic living areas. The Lobamba primary school in image 7.1.2 also has created an 

inner courtyard for the duel function of an open air assembly hall, thus another 

example of public space 7.1.3. Looks at Lobamba high street’s primary public 

space which takes place on the edge of the market due to the low lying walls, the 

large tree and the open space between buildings. This area is also very popular 

due to its on-the-way location, being in the middle of the path towards the Lo-

bamba Primary school, parliament and the community court. 

The remaining images look at the site and its context, various textures and archi-

tectural gestures within the landscape as well as a mapping of the unseen pres-

ences of the landscape. This will begin to inform the nature of spaces around the 

site for the formulation of an interpretation center.

7.2. Atmospheric Sketches

These images capture the majestic nature of the site and its surrounding spaces. 

The presence of unseen forces are suggestive speech and a landscape fi lled of 

caged memory.

7.3. Pause

In conclusion looking at the spirit of the land, its temporality, its public spacing, 

and its location, it is apparent that there is a large gap between the forgotten 

Lobamba residential area, and the luxurious infrastructure in and around parlia-

ment. It is interesting that the decision was made to separate the traditional and 

legislative capital spaces, which in turn reduced the development of infrastruc-

ture within Lobamba that would have been created had the spaces been closer 

together. There is also a prevalence of Kinship within Lobamba and Ludzidzini, 

due to the fact that many of the King’s followers have located themselves around 

the royal residences. Vegetation, manipulation of land forms, and temporality 

are also important elements of the culture within Lobamba.
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“
And pedestals that sit

On lose ground.

Ground disrupted by shuffl  ing feet,

Red air

Kisses red walls,

To greet the dark interior…

To dwell,

World keep me warm,

I am present,

I linger in thought,

Of this very moment,

I sleep under the skies blanket….

Toes sunk deep into sedimentary foundations,

Eyes stare into the sky,

Horizontal ,vertical,

Connection.

                                     ”
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Figure 7.1.1. Residential confi guration of space

Figure 7.1.2. Educational confi guration of space

Figure 7.1.3.Commercial confi guration of space

Spatial Confi gurations of Lobamba

Figure 7.1.1.

This fi gure emphasizes the internal space as a meeting place, a public place, 

where people gather…the sitting room, as expressed within the photograph, 

residential developments typically grow in terms of rooms, people build in stag-

es, and as they receive more income, they can then build more and more dwell-

ings of which they can use for renting. Toilets are generally outside as well as the 

kitchen.

Figure 7.1.2.

These images express how the internal space is one of the social gathering space, 

all children dwell in class during teaching hours, but the social space becomes 

the big courtyard in the centre of Lobamba High school.

Figure 7.1.3.

This commercial fi guration of space shows how the market wall and its external 

spaces become a public meeting area due to the convenience of seating and 

shade.
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Lobamba High Street
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Figure 7.2.1 Atmospheric Sketch depicting the existing sheds on site
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-and the sky wanted to 
bee seen but it was too blue,
   today is a mystical day...
   its beauty can be undone.

-oh well , I am 
  bigger  than a tree
    branch

-dead tree

-alive  tree

wattle tree, good source of 
fi rewood, in the Kingdom it is used 
for farming and crusifi xes

-horizontally placed 
corrugated iron
rusted...
swept by the storms whispers,
wrinkles

-more refi ned episode of
‘dignity’ tailored
sweet,
          handled...
but not your average
princess handle

-and the grass was 
tickled by the winds
charm,bypassing the chicken
hut just to touch its
noses...but to take then
smell after all they stole
it...

-and the plants 
crept...
they had no other
     place to go

wooden door with ‘air vent’
basics...
door handle less of that
of which we imagine,
but more than nothing

wattle post ,had better
days

bick base on
-foundations creates 
form smothered by
iron creaks...
fell to pieces
of bricks

  3 pigeons 
 sitting on 
a ledge
 feeling like...
 chicken
 mesch

-electric cables from 
Mbabane to Lobamba
    residents after them

copper ,auburn ,dust-

fl oating in its patterns

of attonement

feathered branches-
speak to the
feathered eff ect
in the
clouds-
but didn’t make the grade
once did,
before clouds were
 invented

  too far from
-mountain behind
Lozitha where
royal rituals take place

higher 
street
once 
was the
highest but
was eaten by
his bigger littler
brother
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Figure 7.2.2. Atmospheric Sketch depicting King Sobhuza IIs homestead
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- and nothing can 
   see it, because its
 hiding...

-I am more than 
        you can imagine
 -as you are

-and this is everything 
you ever dreamed of...
 
 -and I
    am quasi-mystical

-and energy burnt through
       the blades of grass

-I am much more than 
you can see...close
your eyes

__but this is the be
  all and end all,
  it is not a game...
  it is the rigfht way...
  and before you speak, look at
  how happy they are...

__imagine what 
      this would be?

__and bob sheep
      in the day

__ but I didn’t say it,
        I dont need to, I love
        you too
        and even in  my stature,
         I am humbled...

__ and dance
         amuse me, tell
         ,me a story, write
         me a love song,
         tell me I am 
         beautiful

-we all want to be
beautiful

-why can’t you
   see how?

-I keep my
  dragons in the
  back...
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Figure 7.2.3 Atmospheric Sketch depicting  Sobhuza II’s wives homestead
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-and even bigger 
  paw paw at the 
      top of the tree

-and mystical
creations and still
fl ying and breathe
sunlight on your
cheeck...

-and any
way how, you will
           see me come 
                     to life...I already
                  am. and who needs 

a root when fruit
  were dropped,
       just use the trees 
     to keep us cool
      in sunshine my
     so over skin
        shrivelled off ...

____ground level

-and don’t comment
I am...that is
enough...

-but sing to 
       me...I love 
        songs and poetry
         and tell me a story.

-and sometimes i feel the leaks
from her eyes

don’t step on my
toes...they are 
very important

-and walls breathing with 
SILENCE

and gaping 
holes taht lead
somewhere deeper,
look into my heart...it fi lls
the room...

and plains

-plains of families
collide& sit inside in 
the baths of their glory,
regal but nobody needs 
to see behind closed doors

and who needs one when 
I have room for many more...
rooms... 

-there are plenty
of rooms here, giving
birth to many more...

-and more acceptable 
entrances where ghosts
cannot walk through...

-and their 
hearts aren’t
as big,
they use 
fenestration as 
a way out
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Figure 7.2.4 Atmospheric Sketch depicting existing light rods in Old Sibaya
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___like plains of 
                  refl ection

-the colesseum
of dreams
waiting for 
the stars to
erupt

-and trees 
know nothing 
of your
magnitude

-make the 
sky you shelter
I promise I won’t
hurt you...

I will be awakened, by ghosts
& majestic things, on days like this,
you will see my power...energy...
it all proves to be,quite
syntactiously ambiguous...

-just because 
you can’t see me...
doesn’t mean I am not
there...you can still hear
me in the grass violin and
 crickets orchestra

-warrior ,soldier, protector
of teh Kings round table
waken me in my sleep...

-just because you cannot see me,
doesn’t mean I am not there
patterns of my power fi ll the 
sky.

-dance with 
me
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Figure 7.2.6.Atmospheric depiction of  shops on high street
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-energy that radios
     for my entertainment of
          what I aspired to...
              the big city of hollow thoughts...

-and birds look
       like dragons from
        afar

-and then she spoke, the
mountain to the tree, and princesses are
more than just in between,they laugh
and sing poetry...and eat biscuits too!

-and fi x shoes
of shepards

-social gathering 
space,stage,
meeting place
of yesteryear
and still could
hear us
entrance its simplicity

-open my
gates

-and I gently see & then 
walk onto your shaky ground
tin roof tops and peak through
the holes of decay to fi nd
what could be beauty...

buckets of 
potential
was once, but
was lost catching
leaks from the 
sky...

-and vast lands, span as far as the 
eye can see,leveled by the soles of their feet
pinched by time, and settled with water droplets

-open way
ground clears
enter and
see a paradise
beneath the 
trees,beneath the cracks,
beneath it 
all there 
was once

-and 
advertizing
blank 
spaces

-one ,two,succesions of
sequences lick of
its grainy skin
and laugh at the 
memories of its
origin
    
       for many people ,  
         in too little time...
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Figure 7.2.7. Atmospheric depiction of old market shed
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and I am taller then
I look, my feet just
spent too long in
the water
        and shrunk

and the grain of
 a tree can
speak to
that desired 
eff ect,
that
rough-smooth
kind of feel-
-the rythm
of artistic 
creation

-and he knows 
the culture
protocols and advce
he even
mingles with

royalty
sometimes ...

and nothing 
        is

 FOREVER

-and its  structure
 is strong  & it
     works

and hairy tongues
don’t feel the
fuzziness/of linguistic
 sticky
 feelings

and she 
leaves in
the sunlight
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Figure 7.2.8. Atmospheric depiction of residential structures
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-terracing for
that dramatic
eff ect

‘__natural landscaping’
in itself relating its self
to be created by the
air,wind,water and sunlight
how dare you humans try
to reiterate God’s greatness
with your agriculture,let us
wait for the bushes to grow

-hole in the wall,
breaks the wall
of your
concrete
souls...

beautiful 
white marble
             eff ecting
        infecting
                aff ections...

creeping 
on 
what my
dad did

and a bucket to
catch water before it
falls on gold

-and more landscape

and the 
mou ntains
   coughed

-ad then
paint...
what we 
never wanted
to arrange
at all

with a 
brown gradient
not found in 
the plascon
pamphlet

and unseen 
reduction
creates
opportunites
for 
growth

--sidelight with
timber detail

-thoughtful/afterthought
weights weigh heavy
to keep our lives humbled
to the ground
abstract but profound

mixed media
juxtaposition between 
old andnew
suggests evolution
of a great love
of diff erent types
of sounds
 only I can speak
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Figure 7.2.9. Atmospheric depiction of  Parliament 1 km away from site
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and I can
be anything you
want me to be
just close your
eyes and
imagine

-and don’t comment
I am...that is
enough...

-but sing to 
       me...I love 
        songs and poetry
         and tell me a story.

-and you never
know where you are
going until you
       get there



indent

Figure 7.2. 10 Atmospheric depiction of St Mary’s Chapel 2 km from site



the lobamba interpretation centre

101

and sun
shone down &
made patterns on
a quilted canvas

-warrior ,soldier, protector
of teh Kings round table
waken me in my sleep...

-just because you cannot see me,
doesn’t mean I am not there
patterns of my power fi ll the 
sky.

-dark places
aren’t always that 
scary

and I can
be anything you
want me to be
just close your
eyes and
imagine

-and any
way how, you will
           see me come 
                     to life...I already
                  am.

I will be awakened, by ghosts
& majestic things, on days like this,
you will see my power...energy...
it all proves to be,quite
syntactiously ambiguous...

and trees
know nothing
of your
  magnitude

make the
sky your shelter
I promise I won’t
hurt you...
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Figure 7.2.12.  Atmospheric depiction of old grain store 
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-and the nights
are just as 
jelous as the blues
black cool couldn’t
dilute the muted
          candifl oss

and sun
shone down &
made patterns on
a quilted canvas

and overhangs
onto your head,and embrace
your phobia of water...
sunhats sing yellow...
                             paw paw trees...

and who needs bricks
when sticks and stones
spit sand blasted lounges
elongated...uniform&
consistant details of forever
and resonate...
   beauty...

moments like this
need wattle and daub
don’t you think?s

-and a post that stopped
the electricity
and divided it
for free

   ...this is paradise

I speak
of private
thoughts that
fail to allienate
quantify this
praxis ofsleepy
daytime songs and it glimmered like

the knights armour on a 
hot summer day

and strawberries
through my toes
make a pink drink
and I drink it
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Pause

In conclusion, looking at the spirit of the land, its temporality, its public spacing 

and its location, it is apparent that there is a large gap between the forgotten 

Lobamba residential area and the luxurious infrastructure in and around parlia-

ment. It is interesting that the decision was made to separate the traditional and 

legislative capital spaces, which in turn reduced the development of infrastruc-

ture within Lobamba that would have been created had the spaces been closer 

together. There is also a prevalence of Kinship within Lobamba and Ludzidzini, 

due to the fact that many of the king’s followers have located themselves around 

the royal residences. Vegetation, manipulation of land forms, and temporality 

are also important elements of the culture within Lobamba.
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8.FILLING HOLES
Precedent Studies that catalyse the ineff able oral spaces

This chapter aims to understand both domestic and public architecture within 

Swaziland, to gain an understanding of the typologies and the conversations 

that are facilitated through this architecture. This journey was taken with myself 

and the Swazi Artist Thabo Lukhele, who I collaborated with in order to try and 

create a more universal idea of these 10 buildings. The methodology went as 

follows:

The identifi cation of 5 public buildings within the Hhohho region and how 

they facilitate the oral arts, being conference venues, theatres, and other public 

buildings and landscapes. Another 5 domestic buildings were identifi ed due to 

the importance of memory within my site. The idea of ghosts was emphasized 

through domestic realms. The other criteria for these buildings was the indubita-

ble presence of identity between these houses and their centering around their 

living areas, which I felt verifi ed their oral connection, oral conversations and 

the public realm within private spaces. Thabo and myself expressed our ideas 

through sketching and poetry. We felt it is was important to represent these 

buildings in a fully responsive, sensory manor. We therefore took the journey 

and with each building, documented its spatial atmosphere, through sketch, col-

lection of building plans where possible, and poetry 

There are also several international precedent studies that were helpful predom-

inantly as programmatic and structural examples.
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Malkerns Research Station 1995
Swaziland Building Design Group
“Well -coming”
Programme: kitchen, canteen , board room, auditaurium, bathrooms, inner 

courtyard, classrooms, offi  ces, and boarding fasclilities

Conversational spaces: Auditaurium, inner courtyard, typically used for wedding 

ceremonies. The inner courtyard, creates a grandure to the entrance of the build-

ing, and an axis of a celebratory procession within and between buildings. The 

auditaurium is fl ooded with natural light , as are the classroomn, having natural 

light sources from the internal courtyard as well as the external landscape

Conversation with Landscape: the campus sits on the apex of its hill, and can be 

viewed by its surrounding main roads, generally identifi ed by its large red roof.

“Well-coming”

circles, intercepted by,

‘light rays,

silent walkways,

wasps,

breeze through armsof rooted creepers,

nest,

within the suns rays.
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Waterford Creative Arts Centre
Hall Stacey Architects
“Bounce”
Programme: music room, drama room, music store, external amphitheatre

Conversational spaces: music and drama room, as well as external amphitheatre

Conversation with Landscape: playing with levels of steep slops associated with 

the area, a series of stairs.

“Bounce”

and 

I can

can hear

things that hit

hit drums of speach

speaches that sing

singing that shares

sharing that splits

spitting that sits

sits on short walls

walls that bounce.
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Mbabane Club 1958
Tom Bailey
“Chameleon”
Programme: bar,restaurant, changing rooms, costume rooms, 173 seater theatre, 

backstage, lobby ,offi  ces, kitchen, swimming pool, bathrooms

Conversational spaces: Auditaurium, restaurant, and in between lobby areas 173 

Conversation with Landscape: bottom costume room steps down into land-

scape, roof slope mimics gradient direction

“Chameleon”

carols by candlelight,

Othello,

seek me through,

stage settings,

and stagnant everpresence,

expatriots,

smoke,

prop,

set,

and freedom,

imagination,

seek me,

behind curtains,

vertical plane,s

of illusion,

and reinvention.
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House on Fire
Sarah Calburn Architects

“Collage”

Programme: auditaurium, bar, nooks with chairs(vip), backstage, bathrooms, bar, 

sculpture garden

Conversational spaces: Auditaurium in between ‘bar and lounge’

Conversation with Landscape: Contrast to repetition of sugar cane plantation

“Collage”

enchanted,

entrinsic,

angels in stone dens.

and a hear,

and a stone,

and organic whimsical.

whispers if fairy dust,

and opened mirrored,

stages that cause.

conversations to take place,

 through walls,

through fl oors.

through doors,

and collaged capsules,

of contentment.

tickle my little toe, and day and night,

grow into colour and refl ected ecclectic exstacy,

“this is heaven”
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Cuddle Puddle Hot Springs 
forges architects
“tidvuli”
Programme: sauna, massage rooms, oxygen theraphy rooms ,reception, chang-

ing rooms, large naturally heated swimming pool. toilets.

Conversational spaces: Changing rooms are large rounded rooms with seating 

within these circles encouraging interaction between people within changing 

rooms. The pool is known to be a public attraction with many families comming 

to enjoy the heated pool.

Conversation with Landscape: the domes are created as concrete shells, similar 

to mole hills(tidvuli) or the bubbles of the hot springs that exist in this natural 

landscape.

“Tidvuli”

and errupted mounds,

and soil, and round.

recreations,

of damp.

warmth, mounds and bubbles,

and captured emptiness.

water,

refl ection.

embrace,

spring.

dappled light,

embrace.
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Nhlangano House 1952
pancho guedes
“curves”
Programme:bedrooms, kitchen, dining room, living room, bathrooms, study, 

storerrom, pantry, reading room, servants quarters.

Conversational spaces: Mezannine passage onto lounge and dining roomall on 

diff erent levels, enabling 3 living spaces to fl ow into each other and communi-

cate with top bedroom mezzanine. 

Conversation with Landscape: the building was initially designed for a cattle 

farmer on his farm. The building has mimiked these elements of the beast of 

burden into the house as well as its curviture curviture expressing the rolling hills 

of the surrounding landscape.

“Curves”

and contours,

and creases,

and emergent bulbs of organic,

ornate horms that line the horizon,

and light kisses her interior,

and seams that burst,

and line her,

but new rigid and intimate,

and juxtaposition of,

levels and meetings,

and bridges that see it all and curves,

never ending,

phallic notions of organic intimacy,

spouts that ooze passion that,

spews and curves,

nipples create solid spouts,

of a sultry song...
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House Berman
Ray Berman
“lift”
Programme: 3 bedrooms, kitchen, living room and bathrooms

Conversational spaces: Central living room communicates to upstairs lobby and 

kitchen

Conversation with Landscape: the building was built on stilts thus reducing the 

impact on its surrounding landscape . The hyperbolic roof forms e gesture in the 

landscape, its geometry, ofsetting the acacia forest that surrounds it.

“Lift”

and a story,

that knocked onto hollow  shell,

and haptic realm.

and beliefs became true,

and dreams,

and held  the plain,

and love and gain.

and journeys,

hold,hold,hoold onto,

move, move, further into.

hold me,

and cheese sandwiches and, 

juicy red tomatoes.

and ferns,

and movement,

upon a rock.



the lobamba interpretation centre

113

House Hall
Steve Hall
“Pathway”
Programme:  bedrooms, kitchen, living room and bathrooms,tv room, photo-

graphic studio

Conversational spaces: Central living room communicates to to upstairs open 

plan kitchen and dining room

Conversation with Landscape: The building uses its slope to inform the nature of 

its spaces. The central living area can be adapted to the climate and time of year

due to a recess in the back most part of the space

“Pathway”

and light falls and grabs

a hold,

on wavered souls,

and pathways,

passages,

juxtaposed.

premisis,

in,

out,

in,

over...
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House Mamba
Peter Smoor and Cass Mamba
“suprize”
Programme: 3 bedrooms, studio, kitchen, living room ,bathrooms and patio

Conversational spaces: large lounge used to accomidate a large number of peo-

ple, for gatherings, parties and yoga meetings. Larger living spaces ensure the 

focus of the house being a welcomming and entertaining space.

Conversation with Landscape: View faces onto the falling slope and river.

“Suprize”

printed pretty-ink,

fabr-ink,

and the midst of it all.

contrast and bring in,

gather,

eat.

balls of celebration of the ornate,

on its simple shell,

space.

laughs ad giggles,

facing,

stillness.

womb,

opened revealed,

suprize!
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Jeff  Stacey
Peter Smoor and Cass Mamba
“weave”
Programme: bedrooms, study, kitchen, living /dining room ,bathrooms and pan-

try, patio.

Conversational spaces: on entrance one moves down into large living space, 

or can continues into sleeping quarters. There is one main spine of circulation 

which draws into a series of rooms. Timber slats are placed onto western facade 

to ensure a thermal comfort within main living area.

Conversation with Landscape: The steel structure has been erected on stilts to 

minimize the impact on slope.

“Weave”

 

-i-i-i-i-i--i-i-i-i-i-

extensions of the landscape

i-i-i-i-i--i-i-i-i-i-i

extensions of interaction

i-i-i--i-i-i-i-i-i-i-i-

---------

let me see you-----

watch you---

read you

through light wells of clarity

light source

spill into woven ponds of 

presense-------
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Various atmospheric drawings by artist Thabo Lukhele of above precedent studies.
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Wyly Theatre,Dallas
Joshua Prince-Ramus and Rem Koolhaas
Programme: Rehearsal room, performance chamber, Balcony fl y, Patrons lounge, 

rooftop cafe, offi  ces, fl y tower, mechanical spaces, backstage areas , lobby

 

Conversational spaces: The theatre has a close nteraction with the public in 

terms of access and visibility, the building becomes a open box, and allows for 

the public penetration

Conversation with Landscape: The building carves into the landscape to allow 

for the public realm to happen at both ground level and below ground level
Image of Wyly Theatre (Baan)

Image of Centre for Earth Architecture (Baan, http://www.archdaily.com/tag/kere-archi-
tecture/)

Image of Museo Diocesano : (Llinas)

Museo Diocesano,Milan
Joseph Llinas
Programme: Lobby, Gallery space , Laboratories, meeting rooms, bathrooms

 

Conversational spaces: Large exhibition spaces with juxtaposing views

Conversation with Landscape: The building is viewed with a light wieght roof, 

giving it the appearance of weightlessness on a heavy programmatic base.

Centre for Earth Architecture
Francis Kere, Mali
Programme: Lobby, Offi  ces, bathrooms, exhibition area

 

Conversational spaces: Large open external spaces 

Conversation with Landscape: Heavy brick one story building that merges into 

the red landscape, with an airy roof for ventillation.

International Precedent



indent

8.1.Pause

These buildings hold memories for the two of us, some more than others. The 

creativity of these buildings, as well as their relationship to landscape, and em-

phasis on public interaction, really form the basis of the importance of what ar-

chitecture is in Swaziland. The Lobamba scene is very much associated around 

the outbuildings and the in between open areas. These buildings speak of a con-

nection with landscape, vegetation, views and living spaces, spaces of commu-

nication, and in certain instances, performance. 

We have now looked at various typologies, circulation patterns and plans in 

order to begin to stitch together the notion of a building that includes a pro-

gramme of theatre, museum, residential spaces, galleries, catering spaces, as 

well as administration and public performance spaces. We have looked into their 

abilities to create conversational spaces as well as their ability to converse with 

their surrounding landscapes. 

This allows for clues into the next stage of modelling and envisioning an inter-

pretation center of the Oral Arts.
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PART 4:
Building

The following part of the book begins to visualize and set the brief for the Lo-

bamba Interpretation center of the Oral Arts. It discusses the programme that 

was created for this particular building, based on a hybrid model of theatre, mu-

seum and landscape. It will explore the brief, as well as the programming of the 

building, the development process of the building and the fi nal design resolu-

tion of the project.



indent
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9. SPEAKING ROOMS
Programme to accommodate the ineff able 

essence of oral space.

This programme has changed during the year with the amount of in depth un-

derstanding of the site, Some programmes have become more important, whilst 

other programmes have become invalid. It is important to note that this build-

ing required the creation of a programme, as there was no available precedent 

of a building that could speak to the functions of what is needed in Lobamba. It 

therefore became an eclectic mosaic of various programmes taken from from a 

variety of precedent, looking at theatre architecture, museum architecture, ex-

hibition space, public space, and adaptations according to what could create an 

interpretation centre of the oral arts and landscape. This chapter speaks of the 

changes and shifts. In the ideas of programme. It takes us through the journey 

of how to accommodate the brief in conjunction with the buildings form and 

orientation.
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9.1.Brief

The brief of the building is for an interpretation centre for the oral arts and land-

scape that needs to highlight and orientate locals and tourists alike to the vari-

ous nodes in and around Lobamba. The building will need to accommodate per-

formances of the oral arts namely, praise poetry, song, and storytelling, requiring  

separate venues. There is also a need to fulfi l the existing programme on a site 

which is to house 1000 people 4 times periodically throughout the year with 

respective baths and showers. The building needs to be adaptable according 

to the infl ux of people moving in and out of its walls, as well as facilitate work-

shops for teaching of the oral arts and related art forms such as costume design 

and prop design. The building needs to accommodate administration staff , with 

parking for staff . The building also needs to have a form of public space that can 

be utilized as a performance space or a space for informal traders to sell goods. 

There needs to be exhibition space within the building that can be adapted ac-

cording to various exhibitions, as well as storage space for these exhibitions. 

There also needs to be space for a sound library, radio, and recording studios 

within the building. There also needs to be a visual link between the old Sibaya, 

the royal residence and the interpretation centre itself. The building needs to 

display a sense of sensitivity towards its landscape.

9.2. Pause

As has been seen, various shiftings of precedent have eff ected the evolution 

of the buildings programme. There has been a consolidation of various pro-

grammes into larger spaces, as the need was for both smaller and larger venues. 

Through a mapping of the area, it became apparent that a large amount of com-

munal space lies between buildings. The programme therefore began to change 

in terms of its location and whether or not it needed to be enclosed or exposed 

to weathering elements.

Figure 1.2. Sketch depicting basic programmatic layout of building

Figure 1.1. Collage created to comunicate the ideas behind programme visually. 
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Figure 1.3. Chart displaying the ratio of allocates spaces in interpretation centre



indent

Figure 1.4. Programmatic breakdown of Spaces
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indent
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10. EXTRACTION
The understanding of research implementation 

and process work

Up untill now we have discovered various meanings behind Swazi culture, the 

ceremonies that take place in Lobamba, the oral arts and what it means to the 

Swazi, as well as an ineff able analysis of the site of the Lobamba Interpretation 

Centre of the Oral Arts and Landscape. The following chapter allows for a transi-

tion from that of the collective research and spirit of the land into thta of space 

and form. The chapter explores: spatiality, translation, collective behavioural 

patterns, individual vs. architectural complex and sound. It is a journey through 

process, the implementation of the theory related to a building that personifi es 

everything it needs to stand for, a building of dialogue between people, land-

scape, and spirit. Experiments through form, concept, programme and theory. 

The fi rst part of this process was the experimental design charette (1.0.) and the 

second part was that of a developing the building , programme and form(2.0).
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Spaciality

Model 10.1.1

This model is a representation of the site, represented by the radial pattern of 

light, solid wood and Perspex, as well as its surrounding pressure points empha-

sized by the nails that have been hammered into its base. It represents the im-

portance of the site and its relation to its surrounding environment.

Model 10.1.2 and model 10.1.3

Based on the plan dimensions of the existing buildings on site, the models were 

constructed out of pine wood, with holes cut through the length of the models 

to establish the idea of solid and void. By extracting the middle in model 3, and 

inserting a light box, we allow for variations of light, and highlights an inter-

change of the tunnel. These tunnels are reminiscent of both the existing build-

ings but also the nature of echoing of sound in spaces typical to this nature.
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Translation

Model 10.1.4

The stamps highlight the outcomes and consequences, speaking to time and 

chance as according to certain pressures and methodologies within the land-

scape. The landscape has been etched with the palimpsest of stories, and unrav-

els the depth of content of its location.

-erasure

Model 10.1.5

Created by concentric circles becoming progressively smaller in di-

ameter and thus forcing vertical elements to grow progressively clos-

er to each other. This is a play on the existing lightning conductors 

around the old Sibaya and speaks to the ‘caging of a space’.
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Model 10.1.6

The model encompasses the site boundaries as well as establishes the presence 

of ‘ghosts in the landscape’. The 3 stalactites symbolise inverted nodes of power 

in the landscape coupled with the 4 on site buildings caught together in a web 

suspending the unsaid in a cloud of wonder.

Translations

Model 10. 1.7

This model speaks of the connections of the site to the high street, parliament, 

and legislative capital as well as the traditional capital and how it forms the ten-

sion between western and Swazi traditional politics.

Collective behavioral patterns
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Model 10.1.8

This model speaks of the connections of the three primary nodes of 

the area. The two traditional parliaments and the legislative parlia-

ment. Its phallic provications are a commentary on the political pow-

er sources of these sites.

Collective behavioral patterns

Model 10.1.9

This model plays on the ability to change and eff ect ones environ-

ment, an adaptability, and fl exibility in contrast to the structured cus-

toms and protocols that are so evident within Lobamba.

-power
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Model 10.1.10

Playing on the notion of sound waves and inspired by the idea of oral 

literature, the structure allows for views onto various platforms grad-

ually, with several interpretations and variations of slope orientation 

and gradient. An understanding of bridging both the slope of the site 

and the need for certain conversations to take place within the site.

Model 10.1.11

Off cuts and ink, the in-between, a play on light materials, contrast of 

colour and the evocation of feelings.

Individual versus architectural complex
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Model 10.1.12

These objects were created by melting wax onto frozen ice blocks, allowing the 

ice to melt and line the wax shell. This speaks to the quiet fullness of the site .It 

highlights an entity that cannot be seen, but implies its presence. It exists be-

tween the tensions of thought, and the conversations of the unspoken.
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Distortion

Model 10.1.13

The found object in section speaks of the displacement of an object, and how 

these displacements can work as structural components, the glue has leaked 

within the constraints of its bordering Perspex. Its contents leaked and formed 

a landscape beneath, whilst the vessel of glue has contracted. A system of give 

and take solid and void. The temporality of a liquid object versus its solid coun-

terpart. Displacement has become the existing structure of the object.

Model 10.14

The pages of a book are usually associated with a dynamic fl uttering. The book 

has been solidifi ed, and the pages stuck together, causing the very purpose of 

the object to become futile. The misuse of an object, and a vacancy of reasoning 

shows how various structures lie vacant within the landscape, not because they 

cannot be utilized, but because it does not correlate with customary restrictions.
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Sound

Model 10.1.15

The radio speaks of the connectivity of people, of voices, conversations, infor-

mation, and news, spread like wild fi re. The radio still plays an dominant role in 

sharing information in Swaziland, particularly in the rural areas, and pertains to 

the sharing of information for both the literate and illiterate, oral communication 

creating a forum for education.

Stalictites

Figure 10.1.16

There is an apparent connection between the site of the old Sibaya, King Sob-

huza IIs house and its connection to spirit. Although spirit is a very subjective 

concept, it is prevalent to the people of Lobamba. People of the land believe and 

respect the site of the Old King. Women are still obliged to wear skirts around 

the site, and men remove their hats when passing through. The site is merely a 

series of brick walls built in the 1930s penetrated by the enchanted vegetation 

that has engulfed these boundaries. Stalactites refer to the gravitational pull to-

wards the site. The respect and pride of the land from its inhabitants create the 

draw towards a site despite the fact that it has been vacant for almost 3 decades 

bringing light and importance to a site that otherwise would be overlooked and 

disregarded.



indent

10.2. Design Developement

Through the charette in (10.1), we have experimented with the natures of spa-

tiality, translations, collective behavioral patterns, Individual vs architectural 

complexes, distortion, sound and stalactites as well as an understanding of site 

through the mapping process there came the process of translation into archi-

tecture. Stage 2 explains this process with a starting point of experimental mod-

els in 10.2.1. 

Stage 10.2.1. A series of polystyrene models playing with form on the landscape. 

This step also played with scale and how to design a public building that needs 

to allow for large spaces in a context of very fi ne grained houses.

Stage 10.2.2. Identifi ed 3 models and began to organize them through the pro-

gramme of Library, conversing rooms, royal holding, oral teaching rooms, retail, 

feeding rooms, silence rooms, media rooms, sleeping quarters and performance 

spaces. These examples also attempted to connect the site to its surrounding 

landscape, and aid as an orientation device. At this point it was very important to 

maintain the idea of ghosts, and a ghosting of the existing sheds.

Stage 10.2.3. Was an attempt to spatialize the programe, in terms of more than 

just planning, but creating actual walls and circulation spaces, in order to begin 

to understand how these spaces could work together. This stage was also an 

attempt at fi nding the boundaries to where the site lay. Its boundaries where 

not clearly set, but the placing of the site eventually was dictated by the road 

boundary .

Stage 10.2.4. Visualizing a building meant an exploration into the 3 dimensional 

spaces of a chosen composition. This composition focused on large arms that 

connected the site to its surrounding programme as well as well as retaining a 

ghosting of the existing sheds which led to a series of 4 very large courtyards. 

The words agglomerate, intersect, communicate, expose and belief where driv-

ers of these spaces.

Stage 10.2.5.Public building and scale. After the exploration and visualizing of a 

building, there appeared a need for further exploration of a building on site par-

ticularly due to the previous buildings contrast to the small scale of the area.

 

Stage 10.2.6. The importance of Royalty? Was a large turning point in the ideas 

behind the importance of the building, and what statement was more impor-

tant to be made. The brief stood at an interpretation centre for the oral arts and 

landscape, focussing on the importance of Swazi culture and the oral arts, the 

conversations that need to take place between the people of Swaziland. So the 

crossroads of importance, to prioritize the royalty and their infl uence on Swazi 

traditions or not within this building? This proposal was a decision to prioritize 

that of royalty, creating one axial route to connect the royal family and that of the 

people of Swaziland. The decision created the question, is that everything that 

this building is going to be? Is that the most crucial part of the oral conversations 

that need to take place, or is it just the tip of the iceberg?. The most important 

part of this building is the retaining of stories that span over the class divide a 

space that can bridge these divides through the oral arts, the same way these 

ceremonies take place, create and reinforce those bonds.

Stage 10.2.7.A grid has been implemented on the site created by connection 

points of site, the ghosts of Sobhuza II Sibaya, as well as the retail strip and the 

forest. Creating fragments within the grid as the buildings, and emphasizing the 

importance of the landscape and open aired environment in Lobamba as a meet-

ing place, as living space. The building also attempted to play with sound, and 

wall thicknesses to change the mood of the buildings, and journey throughout.
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10.2.8. is a Programmatic collage of the roof above the existing fl oor plan seen in 

image 14. This formed the ideas behind the roof structure.

10.2.9. Further development of form through models

Methodology

The roof was create by initially using an organic grouping sketch of the existing 

plan colour coded to its programme:

Orange: theatres

White: museum

Yellow: administration

Grey: dormitory

These groupings were then placed on top of the existing form of a model, and 

automatically began to take shape from its template, the paper was then further 

manipulated so as the move in accordance to its surrounding topography.
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Stage 10.2.1. experimental models
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“
and existing conditions,

and dripping cow blood,

draining,

hair,

candlesticks ,

drip,

making sense of it...

light,

box,

connect-

  

If the mountains spat shadows onto my lips plain,

Surely I could then see god….

But how can my shadow personifi ed play the same role?

And I cannot connect the doors of fours and twos and mixed -

reviews of programmes,

Of the stench of lost dreams…

And sometimes it is all in our minds,

And the sounds echo in empty spaces,

That once contained ghosts,

connect-

      ”
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Stage 10.2.2 programatic sketches
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10.2.2.Stage 2 programatic sketches
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Stage 10.2.2.programatic sketches
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Stage 10.2.3.spatializing programme

Larger royal holding exhibition, and branch off  site.
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Stage 10.2.3.spatializing programme

An understanding of topography and change in level, creating one central 

courtyard core to orientate and then fi lter into the rest of the building.
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Stage 10.2.3.spatializing programme

Form based exploration of what a building would look like if it was speaking to 

itsself, the idea of a building communicating through its parts., and allowing

for numerous courtyard space, however space was wasted in this example. 
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section

slope

courtyard

street

view from north

view from high street

Stage 10.2.4 Visualizing a building

Section and elevations of building
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“

and roots that creep,

onto the unknown,

unowned,

space,

vast and wild,

with the naitivy of an unborn child,

torn at its part...

I free myself by choosing not to see,

And everything is perfect, 

And it is all right with the world,

And lightning is just, 

a refl ection,

of scarred emotions,

shrivelled onto the backdrop of rippled rivers,

And it isn’t real,

Its heat is merely my own energies exasperated through elements 

of the unknown,

Unknown energy,

Sinews of the sky.

      “
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Stage 10.2.4 Visualizing a building

perspectives of courtyard

agglomerate

static relations of overzealous

pinned together through webs

of intervention

intersect

caught

aligned,

tensions torn
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communicate

communion

collaborate

honour and 

demonstrate

Stage 10.2.4 Visualizing a building

perspectives of courtyard
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expose

cut through

contrast,

balance

belief

caught

aligned,

tensions torn

Stage 10.2.4 Visualizing a building

perspectives of courtyard
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Stage 10.2.4 Public building and scale

looking at an inversion of scale
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Stage 10.2.5 Public building and scale

looking at an inversion of scale
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Stage 10.2.5 Public building and scale

looking at smaller rooms.
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Stage 10.2.5 Public building and scale

partial inversion of scale
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Stage 10.2.5 Public building and scale

partial inversion of scale
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Stage 10.2.6. The importance of Royalty?
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Stage 10.2.6. The importance of Royalty?

inter-view

bump,voyeur

pitter patter on equal standings

and the promise of what could be

tomorrow

collect

communion

collaborate,

voice and

demonstrate
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sub merge

and inter-collected

memories

whispers,

shouts, and revealing of

self.

Stage 10.2.6. The importance of Royalty?
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“
and it was apparent

the living outside of the primitive being

tended to sanity

as he sat in his errupted cave

of measure

and peaks through the window...

how they smile and bathe in the richness of her buttery sunshine!

come outside and join me...

       “
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Stage 10.2.7. Grid and outside space

Model of building created as a series of outside rooms
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Stage 10.2.7. Grid and outside space

Ground Floor plan of building
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Stage 10.2.7. Grid and outside space

Sections of building
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Stage 10.2.7. Grid and outside space

Atmospheric perspectives of building

intensity
and walls shake
too loud to contain,
to tense to refrain,
from screaming...but no one can hear through 
thick walls

others blissfully unaware
of hollow shells,
of waves permeating their

viewpoints
and standing of other sides
of solid secrrets
and peeps...

the moment of truth
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Stage 10.2.10.Programmatic  Collage
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“
circling over time,
space,
place,

hand touch,
cannot,

quiet spaces,

choral notes
of  poulation,

a glimpse of a ghost 
at 4pm 
on a sunday afternoon...

   ”
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Stage 10.2.11.Form experimentation through models
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Final form of model
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3.0. Pause

This chapter speaks of the process that has taken place , the understanding 

and connection of space with the site itself. After mapping, the next step is the 

materialization of the building itself and its process. This chapter has captured 

the development process of the architecture which has resulted in the current 

building. A large amount of time was devoted to creating an unprecedented 

programe. Every shift in programme of circulation developed a new meaning. 

It was important to prioritize the notion of performance and landscape and the 

target market of the youth and ceremony partakers, over politics and obvious 

symbolisms.
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11.BUILDING
An Interpretation centre of the Oral Arts and Landscape

The building now stands as an interpretation centre of the oral arts and land-

scape, with emphasis on performance spaces and views into the surrounding 

nodes.  This building has carved the spaces of its brief into private and public 

spaces, being: museum, 3 theatre spaces that house a venue for praise poetry, 

song, and storytelling, administration, radio facilities, a sound library and work-

shops that encourage the teaching of these art forms to the next generation, 

with an emphasis on a central public space.

The brief was written but its implementation was the most challenging part of 

this process, an understanding of what is needed versus what would ideally be 

needed. The smaller details of ledges of expression, display, sound, and open-

ings. This building is for the residents of Lobamba, it is for tourists, and it is for 

infl ux, for traders, for people and revolves around a complex time table.

Passive ventillation has been used in the building. It is important to note that 

this building is a public building, its fi nishes are largely durable, brick, steel and 

concrete. 

Gravitus of a Public Building

Context of Lobamba

Public Building in the Context of Lobamba
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11.1. Schedule Diagrams

11.1. Building

Monthly Timetable

Weekly Timetable

Theatre

Theatre

Theatre Theatre

Exhibition

Workshops Sound Library

Radio Station

Theatre

Museum
Sound Library

Functions on 
Viewing deck

Exhibition
Dormitory

Dormitory

Museum
Theatre

Programme

Theatre Theatre

MuseumAdministration

Annual Timetable

Dormitory

Dormitory

Market Space

Public Space
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11.1. Level 1 Plan. 

1:1000

11.1. Building
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11.1. Level 2 Plan. 

1:1000

11.1. Building
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11.1. Level 3 and 4

1:1000

11.1. Building
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11.1. Sections

1:1000

11.1. Building

4m 8m 20m

4m 8m 20m
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11.1. Sections

1:1000

11.1. Building

4m 8m 20m

4m 8m 20m

4m 8m 20m
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11.1. Elevations

1:1000

East Elevation

Scale1:1000

11.1. Building

North Elevation

Scale1:1000
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11.2 Technical Resolution

This section fi xates on the fi ner details of the building, particularly the space 

frame structure, Temporary skin details as well as the various applications of 

stairs within the buildings that add to the individuality of the3 main perfor-

mance spaces.

Figure 1.1 Skin Detail. Scale 1:50

150 diam pvc drainage

pipe

course gravel infi ll

480mm concrete retaining

wall

950mm deep planter
surrounding edge of 

retaining wall

gabien wall retaining

higher lying soil

aluminium top hung

window

top hung aluminium 

window

top hung aluminium 
window frame to support
upper window frame

connected to space frame

220mm masonary wall

IBR metal roof
sheeting above space 

frame

DPC

suspensio n node

glass shutters allowing for 

cross ventillation
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11.2 Technical Resolution

Figure 1.4.Temporary Skin Detail of rolller timber shutters

double skinned 
masonary brick 

wall

220 x75mm 

concrete lintel

hand chain

90mm overroll
to reduce certain 
bow of timber 

slats

300mm diameter 
pulley system for 
manual opening 

of screens

standard version 

U channel

25x40mm timber 
slats forming timber 

roller screen
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100mm diameter space frame 

truss bolted to central hub

Threaded stainless steel 

rod connector

200mm diameter 

stainless steel hub

Slide bearing retainer

(chrome plated groove) 

44mm column

base plate

point of concrete 

chamfer

rebar shaped according

to chamfer

300mm diam. 
concrete column
with upper 

chamfer 

Figure 1.2.Column Space frame connection. Scale 1:10

11.2 Technical Resolution

100mm diameter
of space frame 

truss

75x75 square steel 
channel supporting 

fl oating panels

hanging keel hooked 

to steel channel

5mm diameter steel
suspension cable se-

curing acoustic panel

75mm thick fi breglass 

acoustic panel

Figure 1.3.Space frame, acoustic panel connection in theatres

11.2 Technical Resolution
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Model of Lobamba Interpretation Centre of the Oral Arts and Landscpe 1:500
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Model of Lobamba Interpretation Centre of the Oral Arts and Landscpe 1:200
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11.4. Pause

This building has been a journey in understanding Swazi traditions, more espe-

cially those that pertain to the oral arts, namely: song, storytelling and praise 

poetry. This has explored the notion of oral communication and its importance 

in the history of Swaziland, as well as how it is still used today as a form of enter-

tainment, education, political propaganda and connection to the spiritual realm. 

The Swazi culture is rich with the poetics of language, regalia, dance, song and 

most importantly a connection with Mvelincathi and amadloti, so much so that 

the average traditionalist has a sacred sacrifi cial shrine within his home. 

This investigation was initially started to form some sort of clarity as to the rea-

soning behind these ceremonies and traditional protocols. A lot of the time, my 

questions were not fully answered and the opaque answers of various traditional 

personalities led me to begin to understand that sometimes these answers are 

unsaid for very specifi c and tactful reasons. My eyes have been opened to the 

amount of propaganda that is introduced in cultural performance, especially 

that of praise singing and storytelling. Swaziland is currently moving through 

a period of political unrest, various threats have been made the monarchy from 

illegal political parties and vice versa. It is at a fragile stage. My concern is for the 

incoming generation and youth. Due to the inaccessibility of knowledge of these 

traditions, children are being exposed to more and more globalization without a 

fi rm base in their own culture.

Swaziland is becoming a nation that gains information through television and 

cell phones and this exposes it to the growth of an understanding of traditions 

that are not necessarily Swazi. This inaccessibility and lack of adaptation of cul-

tural norms to fi t that of the youth standards of dynamic change and stimulation, 

is eff ective in retaining the purity of the Swazi nation and its culture. However  it 

also alienates the youth that looks for answers behind the reasoning’s of custom-

ary rituals.  Currently song and poetry are contemporary means of expression 

for the youth of Swaziland. This is not to say however that Swazi culture has not 

been adapted over time. It is an intelligent being that has developed through 

the introduction of  religion and political change.

My thesis merely suggests another transition and stage of adaptation of Swa-

zi culture through an existing reservoir of opportunity that is begging to be 

tapped: that is the oral arts, I suggest ways in which this artform can bridge the 

gap between culture and the youth.This sits closely with the traditional art forms 

of song, poetry and storytelling and is something the youth can relate to. 

The interpretation centre for the oral arts and landscape is an attempt to connect 

those who have been disconnected to their culture, and an opportunity for an 

older generation to teach the incoming generation of the importance of cul-

ture and to create a sustainable growth in culture. Currently the site only houses 

1000 people 4 times annually and lies vacant except for one shed on Sundays for 

church. The reasoning behind this building is to try and create a sense of sustain-

ability within the building by utilizing the space more eff ectively through expos 

and school workshops. This venue will also become the formal public space that 

does not currently exist within Lobamba, and will act as a centre for people tak-

ing part in these annual ceremonies during the breaks between happenings of 

the timetables. The location of the building would typically be associated with 

the other legislative side of Lobamba due to its innovative building technolo-

gies. Generally Lobamba high street has been left to very rudimentary forms 

of building, where a kilometre north east is the location of the national church, 

parliament, archives and museums. All of these are located so far from the high 

street that no traders can benefi t from them. The temporality of Lobamba is a 

rare occurrence. It is a town of vacancy dust and longing until it is injected with 

its various sprits of celebration. The landscape glows with the ghostly presences 

of its former glory and is a place of great historical importance. 

This investigation has attempted to make sense of the site of Lobamba and the 

culture it holds so closely, to understand the importance of oral traditions in 

Swazi society and suggest possibilities to move forward as a nation holding onto 

tradition as opposed to falling into the trap of prioritizing a culture of globaliza-

tion.
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