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ABSTRACE

THE PROSODY OF TSONGA CHILDREN'S ORAL POEFRY

BILL, Macy Cameron. MA, Uni of the
1988

The dipoortation, teking a performance based approach, exploves the
prosady of the oral genre Of chiliren‘s traditional poetry in Teonga, a
Bantu lanjuage of Southern Africa.

The raw data is drawn from video recordings Of the performance of
Suissin‘wama swa Vana (children's little songs). Based on the
abuervar:s porcaptions of rhythw in tho pacforned language, <he

h1p batween a hypotheslacd abstract rhythmically patterned
serice of pulses ani 70 suprasegmental featurem of tone, pitch and
ducat:on 14 explored. The smalysis is in part supported by obeesvation
bady raverents of the pezicrmers. An iconic syatem of description ia
inooperated within the toxtual transcription of the material. This
ohatlca the concealed data of rhythmical body movements to be included
46 taxaral oiements.

© proasiis oystem 1a deacribed as a periodic phonological shychmical
ay5tam within which aperiodic morphological rhythma act as reinfo
Tho suudy Smoes that rimary (lengeh) strens as well ap sscandary
fiatenoity) atrese are rhythmical organisers within the syllabic tier.
i performers allovate syllables according to performance conditions,
and pomontic and byntactic constrainta, o the pulses making up the
apstract rhythmical patsern,
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PREFACE

Thera is a iong personal history bohind the writing of this work, a
history which started when I, 9 a young and insxperisnced misalonary
wife first started learning Teonga in 1958. The pariod spent at the
mizslen astations of Lowsna and Blim, near Loule Trichardt in the
Northern Trangvaal, wam my firet exposure to n African language.

Weekdays were apent Ln visiting parishionors, in attending social and
other gatherings end on Sundays, many hours were spent in chuxch
services, either en the mipsion station or out ‘'in the bush’ ~ and
bafore long I was asking why the hymne ’scunded wrong’. The rbythma of
the hymn tunes, imported either from the Swies Reformed traditiom, or
from the American revivallstlc era, contvadicted what I had come o
percalve as the rhythms of spoken Taonga, By translating the orlginal
hymn words into Tsonga, and then setting the Teonga words to the
original tunes, the early missionaries had produced an oral religicus
ganre, the rhythmical natuxe of which wae in many ways a contradiction
of that of any other poetic genre of the oral literature of the Tsonga
pecple.

As the years passed, the relationship of words to mugic remained a
puzzle to me, and I determined to find out more about thls aspeat of
language - what it Ls that makes language rhythmical, and why acme
rhythms sound right and others sound wrong. During my post-graduste
studies for the BA Honours Degres in 1974, I wrote an awsignment on
the topic "Meter a & component of the Bantu poem”, and I declared
that "when a poem Le read aloud, it seems that the stressed syllables
are spoken with a regularly recurring beat, The intervening unetrassed
syllables are either slower or faster to ELE in botween thls regular
beat® - and although my analysls was based on written poetry, my
inclination whs alraady towards the spoken postlc word. Like Gerard
Hanley Hopkine, I felt that poetry was to ba heard, not read.

In preparing the material for Ehis dissertation, I have been
influenced by the performance approach to the study of oral
literatuse, and hy the work of Richard Baumen, Obarles Bird, Andre
Coupez and Th Kamanzl, and Dennis Tedlock in particular. The initlal

pooexy in extra-linguistic feabures like musical accompaniment and/or

ody shich are lated with My tnitial
ambitious aim was to deacribe the prusody of Teonga oral postsy 20 3
whole, but the mora I listensd, snd tha more I read, tha more it
bscama obvious that 5o many differant elements of kaying ®ans
patterning are in operation in thie corpus, that apeclalisatiun was
both dea{rable and neceseary.

v




The focus of the prasent work is thus on ohildren’s postry, on the
Tsonga equivalent of the Bnglish ‘nurdery xhyme', or the Fremch
‘compting’. Thers are two Yeomga squivalent terms for thle Western
cultural concopt, and the swinsin‘wana swa vana (ohildren‘s littls
songs) O Switlhokovetsalo swa vama (children’s posms) as they are
also known, fulfill all the functions of the Western genre, Whether
these posms axe sung or chanted makes no difference to the Teonga. The
poems are performed as the children play during the day, aither &t
home or at school, or ae they amise themaelves in the evening befors
going to slesp. Sometimes the posma are taught to them by thelr
mothers, sometimes they learn them from their peera, sometimes they
leazn them in the early school years, The purpose of the research la
to inveatigate and describe the rhythmical nature of the poatle
Language of the genre - to try to capture thim elusive thing called
‘prosody’, and to deecribe the 'slippery bits’ of language which make
1t up.

One of the advantages of having learat not only Teonga, »ut also
French as a young wife, ls that I have had access to the rich and many
faceted ork of scholars yorking in Frsncphons Africa. Ths University
of the W; has on two granted me study leava to
enable me to consult with colleagues overseas and to spend time in
thelr instibutions. I trust that the resulte of these study periods
wil) provide anriohment to this work, and that the idead found hers
which are not wsll known In our country, will ba of benefit to my
colleagues Ln African Language Departments in other South African
universities. We €0 often forget that we 1ive and work on the tip of
Africa, and our intellectual loss, compounded by the political
is0lation of the prament time, can anly be regrstted. How much richer
our rasesrch output would be 1f echolars, black and white, Ln South
Africa, were ablo to access publications in French, Gexman and
Portuguems, and Lf knowladge of these languageds «as ang of our
intellectual tools.

The work would not have been poesible without the cooparatlon ang
ausietance of many vecple, and to them all, T sey simply "Thank youl”

“Ka dya L ku engeta”
(To wat ia to ask for mowel)

- to the of. iclals of the Gazankulu napazcment of Educntion, and Ln
particular to Hr Lybon Nesetwani, Benaon Hasebanza, and
Robert Htuetweni for tneir kind and el.ﬂ.cier\t organtaation of my
visito to sohosle

- to the principais and teachers of Mphureni, Klaketo and Sukanj
Sehoals, Mr W B Mpiza, Mr ¥ J Haluleke, Mre G Muhlohlonyi and tha
late Mrs T Khosa and thair staffs fer thelr interest in
ehildren‘s postry and for the care with which they prepared for
resording sesslons with me

{vi)
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to Mr Freddie Rikhoteo of Radic Taonga for the way in which his
interest in the recordlng and preservatlon of Tsonga oral
1ttorature was tranalated into practlcal help

to ¥r D % Mtebule end his family of Burgersdorp Villags for their
hospitality ang cheecful arrangement of recording sessions

to all the Taonga children who took part in recording their
games, thelr songs, and thelr poems

to my pra-forma suparvisor, Tony Traill, who has surely never had
such a long and patient walt for a diseertation, and yet who was
always ready to discuss, counsel and help

to my Head of Department and friand, Jumes muuu:i. Khumalo, for
his unfallingly courtesus halp and gen:-oug BUPpOY!

to the Central Television Unit, which togather with ASDEC, thy
Academic Staff Davelopment Centre of the University of the
Witwaterarand, allowed ms to make use of thelr recording
squipment and facilicles

to the Central Graphiza Unit and the Central Printing Unit of the
Univerelty of the Witwatersrand for help with the produstion of
the dissertation

to Wym Sarah Masunga, of the University of the North {Giyani
Branch} for help with the trapmlation of what were often unclear
tapes

to Hr Vysi Mabizels, of the Centyal Televialon Unit at the

of the 3 d sditing
of the video and audio tapes which are a part of this
dispertation

o M Lt for in the L
and transposition of the musical accompaniment to some of the
poems

and to my husband, Francois, and to sur children, Charled, Janine
and Denine, who for more years than they or I caxe to remember
have 1ived vith a 'atadent: wife and mothar. To them, & special
thanks for their patient leve and support through times which
have bean more trylng for all of ue than thoge raced by moat
families llving through tha preparation and production of 2
disaortation.

ary il
Johanuesbuzg
20 soptonber 1988
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Formal and grateful thanks for finanvial aseistance ave hereby
rendered to

- The Senate Resarch Committ@e of .he Univeraity of the
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This enabled me tao cover gomts connacted with the
vegsarch, for instanve Information Retrieval through the
on-Line bata Search by the Library of the University,
photocopying and Inter~Library Loan costs.
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Research Council towards the costs of data collaction, in
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CcHAPTER ONE INTRODUCTION

1.0 Rbandoning the guest for Mater

Rycroft, in a paper read to the Third African Languages Congress of the
Unlversity of South Africa, entitled "The Question of Metrs ° in Southern
Afrtcan Praise Postry”, came to the conclusion that the search for meter

should be altogether abandoned, especially if it meant a

further combing of sbatracted textual tramscripta Ln seazch of
famillar types of intrinsic metre such as are found eléswhers in the
world.
{Rycroft, 1980:298)
He challenged scholare to rather focus thelr attention on the study of
actual oral performances of this essentially oral art form" (Rycroft’s
emphases). The time had come for consideration to be given to the totality
of the performance event, includlng all the fastors
such as bodily movememts, or gestures or hand-clapping; besause, in
sowe cases at least, I belisve we shall find that these actions
provide a kind of extrinsic metre, against which the oral delivery is
timed and regulated.
(Rycroft's emphasis)
Although this statement rafers to praise poetry, it was the scimulus for the
present resesrch into the prosody of Teonga ohildren’s oral postry. The
quest for the merer of this simple poetic typs was undertaken in the belief
that an extra-linguistic timlng factor would be found to explain why these
poems were perceived as rhytlmlcal, and that this timing factor is lteelf &

"kind of extrinsic metze'.

The problem is, however, not as simple as this. One undérstanding of the

*  The american spelling ‘meter’ has been adopted throughout this work,
with the exception of direct quotes contalning the English vexalon
“metre’
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term ‘meter<im

the "ideal” patterns which postic rhythme approximate. If "meter" is
regarded as the idea)l rhythmical pattern, then “rhythm* becomes
"meter” the closer it approaches toward maetrical regularity and
predictability.

{Preminger, 1986:141)

It rapldly becomes apparent that meier cannot be coneidered as ‘extrinsic’
to language, It is an abstraction, but not an abstraction esparate from the
baslc human -sparience or from human conceptualisation of rhythm. This is
sxpresssed ln the same passage from Preminger in rather basic terma as
the pleasure universally resulting from foot-tapping and musical time-
beating eeems £o suggest that the plessures of meter are definitely
physical ard that they are as intimately connected with the rhythmic

quality of mar's total experience as are the mimilar +ltsrnating and
of walking, and g

For this reason, it was decided at an early stage in the research to avold
the word ‘meter’ and to rather refer to 'rhythmical patterns’ for the simple
genra which had been chosen as the subject of the etudy. Should ou
investigationa eventually lead to the discovary of a metrical system, this

would be a topic for further research.

A second reagon for abandoning the search for meter Ls that the concept iz
so closely tied to traditional understanding of meter and metrical patterns

a8 inherently and 1y beautiful® i 143), that it

ie difficult to rid curselves of concepts closely associsted with meter lLike
‘foot’, ‘tension’, and others like ‘lambic pentamster' which are derived
from them, and in particular with the connotation of numerical contzol of
the number of syllables making up a4 ‘foot!, and of patterns of dlfferent
types of syllables, arranged in feet, making up the ‘versa line’. It waw
inmediately apparent that there was no such control or patterning cbservable
in the Tsonga children’s poems, which were characterlsed by what appeared to

be quite random ordering of both these featurea. The area of metrical and




prosadic theory is fully explored in Chapter Two.

Thus it was decided to use the term ‘prosody’ for the key element in ths
study, and to explore the associations betwsan rhythmical patterning and
language.

Prosody 1s the most gensral term used to refer to the elements and
atructures involved in the rhythmic or dynamic aspect of spesch (...}

a8 a part of traditional study [...] prosody was the study of
“accant” [...} of phonetic properties (chiefly temporal) of syllables
and words as relevant to the i isure (Gx. mek¥on) of rhythm especially
in verse.

(Preminger:213)
That bodily movements are associated with speech is undeniable, slnce much
of communication in the everyday context i paralinguistic, and equally
undenlable is the fact that, as cextain elements of language are highlightes
in the oral (as in the written) production of postlc language, 8o the
accompanying body movemente are more abvious and more emphatic. Preminger
continues,
the act of speech may be conjoined with other action and $a further
complicated rhythmically, by the etylized movements of ceremonial
activities or by the elaborated rhythws of muskc or the dance. The
rbythm of song or of cuant diffars from that of worde only spoken or
recited.
Indeed, he warne that it Le ‘an error to analyze verbal rhythms only lin
terms of their aorrespondence with other rhythm, notably the musicalw. The
key word would appear to he ‘conjoined: - the bodily movements are but one
anpect of the rhythm of speach, and the limbs or parts of tha body involved
in the movements are controlled by the same nervous system which is
cantrolling the upesch organs in the production of rhythmical language. What
ia more iwportant for “he present work is the description and analysis of
the aseociatlon of language with rhythmical pulses, and in particulaz, a
determination of those elements of the Taongs language which are considered

by its speakers to be potential locl of prominence.

e




The other aide of this question is that of the perception of rhythm. And
hers the cbearver places herself in a very valnerable poaition. By saying °T

she is saging that these cbservations are her perceptions of

percelve.
immeasursble quantities, and another observer's may be different. She can
say that her obeervations are in part substantiated by the obaervation of
the body movements of the performera of poetry, but ln the end, perception

can only be subjective, and must be evalusted accordingly.

1.1 Scape of the Research and the Methods of Investigation and Analysis
Respondlng to Rycroft’s challenge to focus an the totality of the
performance evant, it was decided to record performancee of children’s
poatry. The decision was taken to record, mot just the words, but all the
textural elements whlch accompany performance, melody, and body movement of
whatever gor. Modern techuology hae made the realisation of tuis ideal

ttainabla, and eguipment for video ding on makes fleld work

not only plessureable, but immeasurably more efflclent.

once the data was avallable, the work of of tranelation and

of analyala would be undertaken. Tha first two stages of these processes are
doscribed in Chaptor Two, and the third in Chapter Three, within which a
prosodlc argument which attempts te account for the faats revealsd by tha
aata, ie developad.
113 Transcription and translation
The attempt to describe the data fully was complicated by the fact
that no taxoromy cxlsts for the description of body movementa which
was sultable for our purposes. A simplified system based on
Lebanotation, a highly complex description of dance movements was

adopted - and adaptad - to enable the data ta ba handled in =




comprehenaive yet economical manner. The result s not one unifiad
transcription which contains all tha aspects percaived and observed,
vlz. worde, movements, rhythmical language elementy and the underlying
*hythmical syatem, but rather two transcriptions. The first of these

supplies the text, ite translatlon, the symbolic of body

wovements, and its poetic structure in verse lines and in mtanzas. The
sacond, a rhythmical transcription, sttempts to capture the rhythmical
patterning of the words as well as to indicate thosa eyllables which
are accompanled by bedy movements, An abtempt to include all thage
alements fa one transoribed version would have resulted in an ovar=

loaded and impenetrable text.

1.1.2 Analysis

In the original research proposal which initiated the presant wock, we
apoke of "tha battle fleld of metrical analysia” =~ and indeed thie is
what the theoretical area most closely resembles. On the one side
atand those Echolars who balleve that the performancs of poetry Ls
irrelevant to its metrical analysis, those for whom meter ia an

on which is distinguished both from the orthographia

representation of tha poem, and from its phonetic realisation in
performance, On the other side, stad those for whom the parception of
the sounds Of the postic language, or at least thelr manifestation
within the ‘mind‘s ear, are assentlal Lo an understanding and
analyais of the poem’s prosody and meter. This questlon is further
developed in Chapter Two, but it will be evident that the standpoint
taken in the present research is within the sacond of these two
pomitions, We sre convinced that the prosodic system which is tha

eubject of our research is not one within which a classical prosodic
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analysis can ba applied, but that we are deallng with a system in
which the organizing principle is rhythm, and that the proscdy of
Taonga can be demcribed by leolating and describing those linguiatic
prododic elements of notmal spesch which Lnteract with rhythmical

Featuras,

1.2 Basic Hypothesis to be Tested

We have not attempted to test Rycroft’s hypothesls that bodily actions
functlon as an extrinsic mater, which regulate the oral delivery in
performance. Au explained above, we have come to see that physical actiens
may be conjoinad synchronously with the production of language as markera of
emphasis, whether this be rhythmic oc semantic, but we do not belleve tnat

they cancrol the oral production.

our hypothesin is that, underlying the verbal material of the poem, there
e, in performance, an abutract rhythmical series of temporal pulmes. Thesa
are a representation, within time, of the alternating prominent/non-
prominent elements which osem o mymbolize all rhythuical actlvity. Tha
puloes are perceived auw belng patterned by stronger and wasker prominence.
buring performance, the allocation of syllables from the syllabic tisr to
pasitione of tressed ar unstrossed pulses is not a mechanletlc, one to one
process, Indeed, given the random number of syllables witich appesr to belong
to one ’verss line’, Auch a ons to one allocatlon would not ba possible.
Rather the apeakers of the lanquage tend to show prefersnce for allocaking
certaln types of syllables to curtain pesitions. At this point, it should be
notod that we are not referring to phoneloglual criteria, but rasther to the
semantic and eyntactic conditions which govern the allocation of ayllahles
to positlons of prominenca or non-prominence in normal speech. Thus the

natural prosodie linguistic features of normal epeech are highlighted during




porformance. The undarlylng rhy<nwc:i eerles of patterned pules not only
acts as a rhythmical organieer of the verse line, but tends to function also

as the iz 4 for atanzaic

1.3 of the

Chapter Two provides the thecratlcal background to his atudy, within which
both Wastern and African mppronchen to and thinking on the topic of metor
and rhythm ara explored and described. The apprapriacy of these approaches
is lnvestlgated, and ocertaln basic desisions which underlie the further

development of the argument are outlined.

Within Chapter Thres, the apprcach is descriptive, and focusen on the
procens of collection of the date and the way in which the poems were
traneoribed and tranalated. The guestlon of transoription ia not
atralghtforward, and even if, as Tedlock ulaims, we consider everything that
is en the taps as the "primazy text® , this otill needs the work of
interprotation, and one of the vital aroas of Concern “llea in the temporal
dimension" (Tedlock, 198314}, This loads ua inte a discussion of the ways in ¥
which the totality of the parformance events can ba captursd, and
transcribed in an efficient yet economical way. Body wovamants in
particular, demand attention, and we prosent a taxonamy of thame, as well as
& nymbolic represantation which onablos us to Lntegrate these as textural
elemants, within both tho toxtual transoription, and the rhythmical
transoription. The labtor is an aktempt to reprasent the percalved temporal
dimension of the parformances, within tha opatial dimenslons of black marks

on white papor.

chapter Four presants tha thoorotical argument, within which va develap a

.o syetem of conventions which will ropresent the way in whioh syllables from




tha vorbal materlal of the poam are sllocated during performance to

Lelona of or within the myllablo tier. We do

this by examination of the data, its ocourrence Ln terms of rhythmical

language; we determine the typea of nyllables which are chosen in

to be potential bearers of we define two types of
lingulstic atress, not only one as has previcusly been the aace in

description of Teonga, and we digouss the nature of these types of otrass.

The final chapter, Chapter Five, oummarisca briefly the expositlon and
argument of tnls dimsertation and ralees questinnd 2s to possible linee of

future rasearch. It i followed by three appendixes. -~

Appendix I contalne tha textual and rhythmical transeriptions of the
recorded materiai, thirty throa peame in all. dach poem is accomp nied by

to translation difficulties and terms of cultural

aignificance; comment Lo further given on the cantaxt of the poam‘s
porformance; the nature of the parformance ia described Ln tazma of the mode
of dalivery, participstion of parformere, anc body movements are desoribed
In cases whare the symbollc descriptlon baded on the taxonomy developed Ls .

tnadaquatae, .

Appondix II eontaina « tranmcription of any melody which accompanies the
performance of the poem. Of %ne 33 poems, 15 have muslcal aceompanimant.
Thase are presentad without gommont &t this stage, but it s hoped that
in ongoing rosoarch, we will bo able to make use of thase for oomparisons of

Linguletic tone and musieal pitch,

Appendix II contains photocopied roproductions of publishad verslons ot the

poamn. Theme ave provided, without comment, as comparative materisl.
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detailed textusl dimcuseion and commant on etyilatic featurez of the poema
wero deomad to be beyond the scope of thia prement pudy, Of the 33 poems

recorded, publivhcd versions of 17 were traced in the llterature.

Tho dissertatlon Le ac wmpanied by a sat of two tapes. The first of these lg
an B=60 video cassette tape which presents, in tha alphabetical order in
which the peams are glven Ln Appendis I, the recorded performances of the
poams. This taps lasts for just over 45 m.outes. The seoond bape presents
tho recoxded volces only, on & G-60 tape. This recerding lasts for about 50
minutes. There wore two reasens for providing both versione: the firet was
that geveral poems are avallable only in thia form, slnce the recordings
were made befere tho video recording equipment was availabla, and the eacond
ia that for ease of analyols and comparison, working with audic tapes is

moze rapid.

The dingertation coicludes with a complate reference Jist, and a selectad

bibliography.
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CHAPTER THO THEGRIES OF METER AND RHEYTHM
2,0 Introductiont Western and African Cencepts of Meter and Rhythm
Nketla, weiting on the linguistic aspost of style in African langusgem
(Nketia:1972), hes loeued a clear warnlng agninst an  uneritical
application of European or weatorn criteria to the analysis of African
veras forms,
the prosedy of unwritten traditional African verse is differsnt from
convanticnal European forma and must, therefore, not be apalysad in
terme of such metrea but in terme of other proscdic devices which mark
it off as a Lliterary form from prose. In addition, analysis of sung-
poetry should taie into account the mutual expectancies betwsen verse
and melody, particularly in respect of tone aml rhythm. One of the
controlling principles is symmetry. This may be in the time apan of
linear units, or in the use of stylistic markers.
(Nketla:74d)
Nketia givea an example of symmetrical contral of tha length of linsar
unite (for which we use the term ‘verse line’) from the herolo recitations
of the Bahima of hnkole. Wlthin thim poetry, linsar units sorrespond to a
grammatical entity and cvcupy the eame time span in the recital. Syllablc
control e mirict, as e morpheloglcal and tonal control and patterning, In
African oral peetry, stylitic devices which tend to ba eymmetrically
employed are alliteratlon, balance of form and ideas through paralleliem,
chianmus, llnking and/or ropetition as well as the deliberate usa of tenal
rhyme. Nketia undarlines tha cloee link between the rhythms of song and
poetry, "one may analyse verse in terms of the distribution of regulative
beats par llnear unit" (1746}, which ite of couree a quite diffarent
procedure from that of the classical and westexn metrical eystoms as
daseribed belew. In general, howaver, Nketls concedes that since so little
inveatlgativa work hao been dona in the area, ne generalisation can be

dr.wn for the whole of Sub-Saharan Africa, but
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the indicatlons seem to be that unwritten verse is somswhat fres metri~
cally. There is a general abeence of guantity or strees &s the eols
daterminant of the apoken or sung linesr unit.

(Nkatia1742). .

In this, Nketia’s conclumion partly bears out the carlier, but startling

conclusien of Greenberg that

the vaat majority of Afrlcan peoples south of the gabara, including
(+.] all the Bantu psoples except the Ielamislsed Swahili, do not -

possess provedic systems,
(Grasnbaxg, 1960:928)

Greenberg comes Burprisingly rapidly to this depresalng comclusion, and

apart from anly two lndigenous Afrlcan forme, viz, the tone riddles found
among the EEik and the alliterative davices employed in Somali poetry, ha
ascribes all the proscdic systems which had been described thus far in the

Literature to Arable influence in Afxica.

Sefore contextualising the statements of Nkatia and Greenberg within the

findlnge of other vesearchers working in Africa, it seems essential to

survey briefly the basic concepts involved in any discuseion on prosedy and
meter, This will enable us o arrive at & sat of uniform dafinitions of the

concapts which are often used smbiguously in the llterabure.

2.1 Briaf Survey of Metrical Theories

In his work The Ruykthms of Bnglish Postry , Attridge (1982} provides a

useful oytline of the main approaches to and theories of meter. We shall

follow his framework (making vse of bold print toc highlight the kay

He distlnguishes botwean "traditisnal

concepta) in the “alow,

approaches* and "linguistic approaches".

11
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2.1.1 Traditional appraschos:

a) The Classical approach

“takes Ap iLs fundawentul unit the foot [...] & group of syllables,
each of which is defined asm otresded or unutrepsed, matching the
'leng’ and ‘short’ of the olagsical originals. Maters "then conmlat
of the sane foot. repested a fixed number of times and the traditional

names of the motors derive from the type of foot and the number of its

oceurrsnces in the line". Thug the ‘lLambic pentametor’ of English.

Other terms derived from clagsicsl analyais are caesura "a paume

within the line ereated by the myntax"; end stopped “a lline which enda

with a syntactlc break” and runwon (c = enjambed) "where the eyntax -
runs on to the naxt Line”. Within this approsch, two lavele are repra~ -
sented, the simple mater, and a lavel, being &

complex pattern veprasenting the pronunciation of the words. Between

thene levals is “interplay, or or tenaion®

9). {Ses Malof (1970); Shapiro & Beum (1965); Fussel (1979))

bB) The Temporal approach B

offars "an analegy with musical form". Within this mpprosch, use is .
often made of musical notatien, which although it offors very little
inaight into the metrical structure of the line” glvea “an
impressienistic record of ona possible reading of L&, Another
characteristic of this approsch is tha use of bars, or measuras of
equal duraticn, thus implying ehat

strepses function in the same way as muslcal beats, and that the

Lina, when read, in divided into tumporally equal intervals {...]

Inaividual syllables (do) bese simplo durational ratics to one

another ...]. Hensurable intervals of silencs function as an

-\-ntagrﬂl part of the rhythmical structure .

(Attzidger1o-21)




Most authors adopting thiam approach are careful to polat out, g did
for inatance Patmore, one of the leading early writers (1857), khat
"iaochrony 18 not an exack and abaclute phenomenon, but an appro:iimate
equality towards which spesch tends, and that its rhythmical beats may

occur mentally rather than materially” (as e Lzed by .

©One is reminded in this connaction of the remark of Lehiste, based on

actual measurements, that for Fnglish

many actual differences in the duration of interstress intervals
may be below the percaptual threshold (..} listeners tend to
impose a rhythmic structure on stretches of gound and thus
subjectively to perceive lmochrony even in sequences where the
durational differences should be above the perceptual threshold
[...] speakers also have a tendemcy to aim at leochrony in
Production.

(Lehiste, 1977b:259) .

e agree howaver with Attrldge that

this does not mean that wa can lgnore the temporal dimension in
discussing metre; it merely emphagises tha: the life of poetic
rhythm resides not in phyeical patterns that a machine can
ragister, but in the reader's subjective reaponse to tha totality
of the text, a responec which blends the perception of sheer
sound [...] with the intellectval and emotional apprehension of
the structuree of language embodied in that sound .

(Attridga:26)
Attridge makes another remark in diecussing tne tempural approach,
which refers us back to the challenge of Rycroft whioh was quoted in
Chapter One {:1),

the cardinal differencs betwsen the rhythme of song and thosa of
verse ls that in the former it is the note-values which oonsti-
tute the metrical structure, and the words are pronounced in
socordance with thas external authority, whersas in tha latter
the rhythmical proyesties of the words themselves provide the
determining impulse [...] to chant poetry is to convert it from
verse into a kind of song, in which the temporal values suggested
by the words are allowed to become a determining grid acting upon
them .

(Attridge:24-5)




can Ateridge’s “external authority” be equated to Rycroft’s "extrineic
metre"? Rycroft’'s conclusiona based on his analysis of Zulu bow songs
led him to stata that there, the melodic constralnts act as a "well
conceived and eystematic metrical discipline” (Rycroft,1975bi67). He
goes further, and suggests in a footnoted comment on the claim of
Jones that African lyrice are "metrical” (Jones,1964:7), that

1t would aeem more reasonable to consider such texts to be inhe-

rently unmetrical in themeslves, and to regard thair metrical

organization as something imposed upon them,

(Rycroft,19752180) .

For thia genre of Zulu songs, the determing element is the musical
rhythm, and this over-rides what Attridge called “the rhythmical

properties of the words thamsalve The difference between the

temporal approach and the classical approach has been encapsulated by
Lehiste, who remarks that
in poetry, rhythm ls one of mcveral possibla organizing
principles; in many languages, a poetic line is structured in
terms of rhythm, while in others, a poetic line may be structured

in terms of, for example, number and type of syllables.

(Lehiste,19851145)

Foremost among writers baslng their analyses of children‘s verse upon
the temporal approach have been Brailoiu (1954) and Burling (1986).
Brallolu‘s article Le rythme enfantin ranges widely over traditional
childeen's posms and songs of Burope {from Norway to Turkey) and
includes examples from Tuaregs, Senegal, Dabomey, Sudan and Formosa.
His analysis lm strictly isochronle, and is a totally autonomous
syatem, -obéissant 4 d’autres lois que celle do la rythmigue
classigue® (obuying other laws than that of clasaical rhythm) (Brai-

lolui64}, It ls & vocal rhythm, within which the
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scansion absolumant inflexible, de ces vers ferait croire & wae
versification quantitative, ou 1'on perceverait des longues ot
dos bréves valant le double ou 1 moitis les umes des aut
L’examen prouve cepandant gue les durées ne decoulent en aucuue
mesure de la nature des syllab Leur bridveté en leur langueu:
n’'a d’autre ralson gque l’emplacement occoupé p-r o8 lyll-bel dlnl
un dispositif rythmique, gue l'on diyait préetabli et auquel la
pacole s ajurts salon des modslicés scabrewsas ot sarisnias

g

(Brailoiuses)

absolutely inflexible scansion of these verses would lead one to
belisva in a quantitative rhythm, within which one perceives long
and short (syllables} of double or half value of each other.
owever, examinatlon reveals that the length in no way devives
from the nature of the eyllables. Tholr length or shortnesa
dependa only on their position within what we might ¢all = mres
rhythmical framework to which the wards accomodate
thsmnelvw according to numarous and variable conditions.

{Brailoiu’s emphanie)
Brailolu is as astoniahed ae we are that this positioning of accente
appears unchangeable within much a wide variety of languages, but he
attributes this to the unlversrlity of the five basic principles which
he enunciates. These are, in summary,
L) the binary nature of alternation of long-short ayllables
i1) each varee llne is initiated by a prominent syllable
i11) the basic unit Ls that of the langth of a ahort myllable,

(which he represents by a musical guaver nate}

vy 1 may be
v} a eequence may be initiated by an anscrusls (‘up-beat'’),
but this in fact Le drawn from a 'silent heat’' in the
procading verse line. (Brailoiusiés)
bralloiu's analysis is detailed and comprehensive, attempting to cover
the wide varisty of languagss and examples of children’s verse which
he has demcribed. We shall raturn to him clalm for the unlversality

of rhythmical patterning in children's poetry. He concludes that
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3a symetrie rigoureuse qui y regue prouve que Ce aystime procdde
sinon do la danse, du moins d'un mouvement ordonné, qui &'y
apparente

(Brailoius96)

tha rigld symmetry which governa (children’s rhythms) ie derived,
Lf not from dance, then from regulated movement which ls related
to L.

Burling in a crosa-linguistic comparison of the metrica of children‘s
verse makes & simllarly universal claim in that he attributed the many
rhythmical similarities ta "our common humanity’ (Burling,l966:1418).
comparing children's verse from English, Chinese and Bengkulu he comes
to the conclusion that “the metrical pattera is obviously closely
related to the rhythm of music”. However
it would go too far to dismizs the rhythm of poetry as rothing
but the penetratlon of music into language (...] The more
reasonable attitude would eeem to be that we have general rules
of rhythm, which are neither pradominantly muslcal aor
predominantly poetic, but stand squally behind hoth music and
spoken verae, and to which we must adapt both melody and language .
(Buxling:1425)
surling describes the obligatory nature of the rests ln postzry and
thalr emsential presence in any reading of verse, “they merve to
maintaln the sequence of four beats' (11421) within the "fouzr-boat

iine [.-

The pattern’s persistence ought to raise the question of
the extent to which it i uniquely Engllgh, and the extent to which it
18 generally human" (:1426). He concludes that Lf it Ls univarsal,
then
the comparative study of metrics would then be the study of the
diverse ways in which dlfferent postic traditions depart from the

common basis of simple verss [...] the study of the humble
sursery rhyme mlght amount £o more than just a pleasant game .

(Burling1436)




Zn recent work, Selkirk presents a similar argument for the upiversa-

lity of the of rhythmic isation, whether these be of

music or of spesch.

speech - ke music [...]- i# a rhythmically organized activity.
Just ss the shythnlc schenes of the different musical traditlons
ara a codification ting both unl L proper-
ties of rhythmic organisati and the lized choices
about particulare made by the culture [...] 80 too [...] do the

diverse rhythnic patterns of prominance found in langusge reflact
both univereal and particular aspects of rhythmic organization.
(+++) a successful theory of rhythmic structure in language will
involve sorting out what ie language-particular and what ie
universal in that code (...] There is arguably a universal
chythmic ideal, one that favors a strict alternation of strong

and weak beate
(Selkirk,19841367)
Selkirk’'s own analysi®s im based on that of Liberman (1975) and
Liberman and Prince (1977) "which embodies the ¢laim that the rhythmic
oroanization of speech is gulte analogous to that of music®
{Selkirk:9; cf. Jackendoff and Lerdahl,1980 for an example of this

approach) .

While the Temporal Approach as described by Atteridge offers many
posaibilities for our analysis, we ehall taka care to avold the
strict applicatlon of lsochronicity to verse lines. Wa shall be aware
of Nketia's approach which lnvestigates the distributlon of regulative
beats in the verse lines, but we shall apply his ideas with flexibili-
ty, as indeed, thle would appear to hbe the diraction in which our
Teonga data will take the prododic argument. That the argument appears
partly to substantiate the theory oOf universallty of rhythmical
organisation will be a rewarding outcome, but the binary nature of

this organization will not be presumed & prieri.
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2.1.2 isguistic approachss

a} The Phonemle approach

made uge of Bloomfialdian analyeis and the work of the Prague School.
This was extendod by scholars Like Trager and Smith (1957) when in
their discuseion of English structure they were led to a consideration
of the nuprasoguental phonemes, which they defined am pitch, juncture
and stress (+'loudnass‘). They postulated four degress of strase for
Snglish (primacy, secondary, tertiary and weak) (Abtridgar3l). Ameng
the works of the structuralists, Jakobsonean metrice im not strictly
phonemic, but falls within this school. He desgribes wix aspacte of
languaga, each of which determines a function of language, one of
thess being the poetic function, “the Aet towarda the message ad
such", The indiaponsibla feature of any postey is, for Jakobson,
equivalence, l.e. syllables, word streeees, word boundaries, syntactic
pauser in tho aame sequence are equallzad, or asauned to be equal.

“Syllables are converted into units of meaure, and 80 Axe moraa or

otranses* {Jakobwon,1967:302-4). Eleewhere, Jakobaon describ
paralloliem, which is 6uch & racurrent featura of Afrisan oral poatry,
within which "contlguous metrical unita are more or less consistently
combingd through a grammatical parallelism inte palrs, or optionaily,
triplata® (Jakobson,l968:599-600). Theoe *flgures of grammar® aze as
important am the "figures of msund" for Jakobson.

b) The Gener:.ive approach

in which the basie unit v the verse lino. Basing their semimal work
on Chomekyan concopts, Hallo and Keyser for example, davelored a
motrical grommar based on twe components, an ‘“abatract metrical
puttaxn” ef alternating woakly and mtrongly etronsed ayllables, and

"corcompondonce rules", which relate this pattern to the Rtress

18




R e LR and

contourn of particul of language

stoln and GL1 (1980) have developed a gensrative grammar which is
hierarchical, from the syllabic te the stanzale level, They examine
simple four-beat verse, FOr example nursery rhymss and sports cheers
in Englich, Hebrow and other languages, and conclude that whether the
verss is poken, chanted or pung, thers are procedic strudtures and
promodic markers which characterise all such speech utterances. Thay
how how Burlings’ deseriptions can be etylised within a hierarohy of
(*resta’). Basing their

verse types which accounts for final paumes

typology on Buriings® statement, that

while reste may ccour at the laet beat of any line [...] they are
most common in the fourth line, but thoy are almost as common in
the second. The first line has & veat far less frequently, but
roste in the third line are the most unususl of all,

(Burlings:1421)

they schomarize thelr hlierarchy as tollows:=

a) b} c}

~———
~———
~——
~———
~———
~——
~——~
o~~~
~———
~——
~———
o~o~
~———
e~oco
~———
caco

/
/
’
/

~———

whera / represents a strossed ayllable, and O a rest (stein & Gi1:202)

They maintaln that

prossdic markara portaining to tha ‘text’ of an utterance (e.g.
SYLLABIC DISTRIBUTION) reflect deep proscdic structure [...]
whereas prosodic markere governing the performance of an
utterance {e.g. MELODY and STRESS) roflect dorived stages of

derivation
(Stein & G111231)

(Their emphasen)

they arguo for “an underlying lamsiokty intrinalo to ordinary lan-

tactic and semantic

guage, of
of lanquage” (1224). Thip claim, we shall disoups further in Chapter
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Five, While thelr work woui: »r.ix to offer a promising framework for
future theoretical analysis of aimpla verse forme like those
encountered in Teonga childran’s oral poetry, for the poesent, our
analysis will focus on an emplrical argument which will enable us to

develop a pravodic statement for this poetry.
Aocording to Attridge,

one of the unsatisfactory features of the gyenerative approach le
that, for all the valuable insights it hae thrown up about the
permissible or forbldden arrangements of syllable typem, it has
lost touch with the material out of which verse i fashioned: the
saunds Of the language moving through tlme, oF, ko be more Accu-
rate, the reader’s pergeption of that rhythmical activity

(Attridge:s3) ~
we concluda this overview by giving an lndlcation of the framawerk within
which our analysis will be ocarrled out. We ochall adopt a performance
appreach. This implies that the data, ¢athered wlthin the context of N
performance, will he dlscunsed and described according to the way in which
ite rhythmical patterns have haen perceived. From this baeis, we shall
endeavour to develop a system of conventione which will llnk the phonatic "

realisatione of verse lines n performance, with an abstract rhythmical
pattern, Wa will analyse the data principally on the basis of the
“rogulative boata" {Nketia:746), but we will endeavour to aveld the righdity
of phyaleal leochrony. We shall be guided by the remark Of Welah, whose work
will be further discunsed in Chapter Threo, that
pootry ie not a aimpla pattorn {...] ite organizing powara of rhythm
are not derived from mong only, from spaech only, or from incantation

only, but from all the doep chythns in Language,
(Welsh, 1978:241)
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2.2 versification Systems

Lotz, emphasises that & atudy of veralfisation systems should inolude & .
consideration of both the linguistle constituents of the tetor as wall ar
the metric superstructure (Lotz,1972:8). For Lotz, "vexs: is a subeget of
all language phenamena; "prossdic® refers to pitch, stress and duration, but
excludes syllabification, while "meter” i the “nuwerical requlation of

certain properties of the linguistlc form alone” (Lotz:2-4). Within his

ds ion of metria Lotz glves & useful typology of the
various systems of versification encountered within difforent ecultures.

Baeing his on the linguistio featura of eyllablficstion, end the N

thros prosodic foatures of duxation, pitch (or tone), and stress, he
diatinguishes metric types ae baing aither eimple or complex.
sinple) pure syllabic meter in which only the number of oyllablas lm
regulated within the varioua syntectic framen of word, celon
or santenca. An example of this meter is Hungarian folk
poatry, which is isosyllabic, aach phrase containing 6
ayllables. ) .
comploxt in sddition to eyllabic control {waich is not as rigld as in
almple meter) certain types of or combinations of types of

prododio featureo must cccur. According to their kind, three

A aub-claznes are found:

L) Duvetlenal meter, in which the length of the eyllabico is

contrelled, and cccasionally, tha complexity of a
8 following conscnantal oluster. Por example, Classical

. Greck and Latin verse,

14) Dynamic metor, in which heavier and lighter pulses aze

zoqulrad within certain positions in the verse line. Fer

‘ J 21
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example, Engllsh and German versma.

L14) Tonal meter, in which within certain pomitlons specific

well defined tonal classee are required. For example,

even and nan-even tome in Classical Chiness verue.

{Lotzi12-16)

One iz reminded at this point in the discussion of Jakobuens terma,
"syllabie®; “chronemic", “accentual" and “lsotonie" to refer ta the
ahove concepts (Jakebson, 1967:305-6). We note further that Lotz
spacifically excludes the possibility of verse being organized by a
temporal referent, “music cannot ba the basis for metrie analysie
(Letzi4), neither lg it possible to talk of a versificatlon system in
» poetic corpus within whioh there 1ia neither “regulation® nor

"gontrol" of the number of pyllables.

Our reasarch will attempt to determine whether indeed any of thocn
versification systems iz adequately able tc captizn the prosody, mewsr
and verse systems of Teonga children’s poetry, °T wiother we shall .n X
the end have to agres with the copclualon of Groonberg, gquoted ia the

introduction to this chapter, that no such system ailmes.

Hetrical and Prosodic Ressarch in Africa

2.3.1  Genoral overview
Within the African language field, and in the Bantu Ianquaga Family in
particular, tho publishod worke dealing with metcz and prosody are
ninimal in comparigen with the crtput doaling with lasguage and

Linguleti and are d, ae faxr o8 shythm ie concorned,

By "une gonstatation dp oarencp ({a Rtatement of lts abmento)

(Coupoz,1983:31). Wo aro rominded of tho warming of Nkotia which
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initiated the discussion in this chapter, but it eeems to um that the
problom may have arleen, not o much because metrical organization
does not exist in Bantu languages, but because researchers have haen
looking for Lt in tha wrong place, in transeriptions of postry. If
Rycroft and Lehiste are right that there is an extra-linguistic beat
agalnst which the performance of neveral poetlc typas s timed, then
it 4s only in performance that the rhythmical, Lif not tha metrical
basie of Bantu language poetry will bo dissovered. It ia our

wontantion that, for Tsonga children‘s postry at least, the external
rhythm Le not imposed mochanistically upon the verse lines in
porformanca, but it interacts in the context of performance with
intrinelc linguistic prosodlc elements to praduce a ooherent and

expllcabla prosodic system,

Finnegan’o work on oral in Africa (1970) and
the latest work, in African of 3 ot
al. {1985) give adeguate demcriptlone of the many stylistie, . R
soclolegical, functlional and lingulstlo works which have appeared

dealing with the oral litevatures and
majority of writors has sought to

pertiouiar language under discuseion,

the oral postry of Afriea. Tha
determine the prosody of the

on the basls of transeriptions

of oral poetry, or on mora recently compomed written postry. Ameng

these, some have adopted & purely seyllstio approach to this msterial,
describing the pootlc grammar and highlighting the astyllstis,
syntactic or morphological foaturas which appear to highlight, or for
come, even oreata,

rhythm, Other writers have atiemptad to uee the

olassical tools of the truditional approach outlined above, and have
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takan syllabla ceunts, langth of verse line, feet and mtanzalc
atructure ipta account in their analyees. Hany authors sltuate their
descrlptive and funvtlonal work, within historical and soclal
contexta, There doss not appear to have been any avtempt to establish

generative metrical theorles for a language of tha Bantu family.

The emphasie in folklora research in genaral has movad towards the
study of verbal art forma in orformance (Rbrahams (1971), Dauman
(195,1977), Bauman and Sherzer (1974}, Ben-Auos and Goldstein (1979},
Gumperz and Hymes (1972), Paredes and Bauman (1972), Okpewho
(1979,1983}, Seital (1%80), Tedlock {1377,1383)), Tha influence of the
work of Parry and Lord, and Lord'da The Singer of Tales (19603, in
particular, has heen profound. However, a few of the marlier writers
on African oral art foxms did precede thin recant develapment i their
descriptive work, which is found most uswally in single analytioal
articles published in the lesser known journals. It is hexe that are
found the worko of those who attempt to analysa prosody in texma of

the author’s perception of rhythmical pattarns. These range from

purely tio and tioised to more sericus
analyses. For Senghor "C'est le Verbe de Dieu, o'ast-d-dire la parole
rythmée, qui créa le monde* (Senghor, 1956:61) (It ie the Word of God,
that 1o the rhythnical word (epeach act) which oreated the worid),
Barller, Senghor deacribad the essential rhythm of Afrlean poetry am
being

non celui de lu pavole, mnis des iastruments & percusslon qui

accompagnent ln voix humaine, plus exactemsnt de ceux d ra eux
qui marquent o rythme de base

(Senghox, 19511118)



not that of the word (speech act) but that of the percussion
instruments which accompany the human voice, and mors precisely
of those among them which mark out the basic zhythm .
For Jahn
Puisque 1'homme possede la maitrive dos chases graca & son poa-
voir de leur commander par le verbe, le rythme est indispensable
4 ce dernier, c'est lui qui le rend actif
{Jahn, 1961:186)
Since man controls things thanke to his ability to direct them by
the verb, rhythm is ndispensable for this activity which it
empowera.
on a more prosaic level, there im the work of Boelart (1952), who
claims that for Nkundo prosody, the grammatical and the rhythmical
ayllables are not necessarily coincidental {Hoslart:353). He clatws
that there is not necessarily any relation between tone and chybhm
(1361); there is never dynamic accent on the last tons of a word;
Aelther on the first tone of a word; and that of the two dynamic

accents, (the radical accent, falling on bthe first syllable of

radicala and stems, and the linguisticall Ltimat
accent, which he calls the ‘mechanical’ accent), +he radical accent iz
of greater importance in Nkundo poetry (:362-5). Heuenstein {1969/70)
finde evidance of rhythm in the conversation, divination formulae and
folklore of the Vimbundu, Tehokwa and Humbi people of South-wast
Angola. (wide van Avermast (19%6)). Jones (1964) foouses on the

perceptlon of rhythm during actual performances, He, im particular,

the of the extra-linguistic basis provided by
body-novements as the requlator af postic rhybhm, Rycroft has polnted
out that many contradictions mar Jones’ analysis (Rycroft,1970:307,

footnote 19).

More recently, Bird (1972), in describing the prosody of the West
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African Manding language underlines the constraining lnfluence of the
chythn of the murical accompaniment on poetic language. In a later
article Blrd demcribes how in & Handing performance of mana, a

hunter’s apic poem, by the bard Adama Diabete,

a high of the ulth the rhythmic
measure (...) clearly, these units of @peech divided into
regularly recurring rhythmic pattarns were definable as linas
[...] there ceemed to be no grammatical or .phonalegical
constraints defining the linguistic shape of the line [...] it
eemed that any number of cyllables could be uttered within the
time epace provided by the rhythmic measure.

(Bird,1576:90)

The most important feature of this performance wae that it wam without

accompaniment of the nkoni “"a banjo-like inetrument", which Dlabete
rad used the day hefore for the mame posm. In his research, Eird
recordad the poema of Kele Monson, and demcribes how rhythmical

traints operate in an i ing way in his

in the least constrained form [...] line formstion is governed
only by the external chythm of his accompaniment. He wmay then
switch to a form where the external rhythm coincides with
stressed and unatrasued syllables internal to the line. He may
move inta a mode whers melodic constraints ave placed on the line
[.++] In the most highly constrained form, hoth the rhythmic and
melodic properties of the line colncide with the stress and
intonation pattern of the language.

(BLrd, 1976:95)

Bird deacribes how it would be neuessary .o derive a “poetic
compotence® based on “poetic formulae" which govern the poet’sm
performance, but his development of <hie argument 1s not carried
through within this article, beyond & very rudimentary stage. We shall

howaver, be awara of Bird’s analyais in our own axgument.

Kublk, developing an argument for the Inter-relatlonehip betwsen

¥ - wueioal patterning and verbal rhythme, gives a useful definition of
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the concept ‘pulee’ which we ehall use in our own argurant .

the elementary pulses are the emallest time unite or
ehortest distances between strokes in a musical plece. They
are & primasy unit of timing in Africen muslc [...] an
foe] they donot

£ltut for metri (ree1
further important dimension is the rnllt:iun ot the musical
patterns to larger units of reference , combining two, three
or four slemestary pulses. This is the gross-pulse or Beat

(Kublk, 19843330)
"each syllabic unit represents in the time dimension one elementary
pulse® (1328). Similarly, Avom, states that *the pulse (ia) a sequence
of equal standard units serving as temporal points Of refsrence and

excluding a regular strong beat" (Arom, 1384135 .

2.3.2 Coupes and Rawausi
The work of Coupez and Kamanzi {1970) has been very influentlal in the
methodological approsch to the present study, and a brief outline of

4l fon in chapters

its features will {lluminate our
Three and Four. Their descriptlon of the poetry of the royal court of
Ruanda ia socially and functionally orientated, describing the Wazrior
Poetry, the Pastoral Postzy and the Dynastic Poatry. They include a
useful analyals of the rhythmical basis of all these postic varieties,
©Of Which the most mystematically patternsd s the Paatoral Poatry. In
Kinyarwanda, the language of Rwanda, both tone and vocalls length are

phonemic, Within the Pastoral Poetry,

lo rythme est constamt et régulior [...] la base des matres ost
conatituée par units de qlunti.!:i vncquu- valant uge

voyelle brave ou une demi longue

{Coupez & Kemanzi:120)

tha rhythm is constant end regular [...] the basls of the meters
5 the mora, a unit of vouallc length representing a short or a
half-long vowel .
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The Pagtoral Postry in conmtituted of verss lines made up of, wost
usually, 12 movas, although occasionally verse lines of 9 and 10 morae
occur, but within any one poem, the verse lines will be of one type
only. The 'mora’ of Coupsz and Kamanzi corzesponds to what we,
following Kubik and Arom, have called a ‘pulse’. The authors procesd

to a hythmd

of the morae in each verse

line of a poem as followss

verae

Line

1 R oo = e e e e -
2 - W e e e e e e .
3 a e e e e e e -
4 o mmeme e e m e — e e =
s - - - .- - -
M U [, -

etc.
Position of a b o a e £ g n 4 § %

long vowals

Number of 15 2 023 0 3 & 9 112 0
long vowels

In this representation, D indicates initial veela of tha verss

-~ indicates a short vcwel, and
---~- indicates a long vowel

(Coupez & Kamansi,1970:121)
The table cancludes by giving an indication of tha positioning of long
vowels, indloated by lower case letters a,b,c to k, and finally the

nunber of long vowels in @ach pomltion i given.

Coupez and Kamanzl then emtablish overall fraquencies of oqcurrence of
long vowals for each Of their defined positions within the verse
linem, and in eubsaquent disouselon, they ahow how certain positions

ave favoured for the placing of long vowels. Tha reaulte are plotted




on a graph. (:228), In order of signifisant
which, although they do not dafine Lt, would appear to be graater than

0%, €avoured are d, a, 3. in which tha pl "

of lony vowsls is avoided, are k "ou la longus et exclua par le
langage* (where a long vowal is excluded in the language)s b, o, &, £

and 1 {:123)

We have adopted ~ and adapted - their method in our discuseion and
analysis of the data from Teonga children‘s poatry. The maln
dlfferance betwesn Kinyarwanda and Teonga phonologival systems is that
voecallc length La phomemic in the former and govesmed by phrasal
pomition in the labsar, with the exceptlon of certaln inherently long

ideophonen. This subject is further discussed in Chapter Feur.

2,3.3 Coupez’s typology

Coupe: (1903) has recently written an overview of African poetlic
rhythms which he synthesises intc a typology. Such presodic systems as

have been in the 1 to date are within

the typelogy. It s necessary to olarify Coupez’s use of terminology,

as this doas not alwaya coincide with its usage elsowhece in

literature {(as for example Attridga's usage of the terms as described

in 2.1 above}. For Coupaz, "prosedy” la “l'utillsation rythaigue des

phonduen {ths 1 use of 1

phonemes); as for "mete

¢ it “6tudic lea rybhmas périodiques qu’ils

solont ou non par des faits (atudies periodic

rhythms, whether these are, or are mot, genurated by prosodic

featuren)) “rhythn” is "la stfou

3 ) mo hologigues sous une forme quelcongue* (the recurrencs of
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phonological and/or morphological wiements in any form whatecaver);

and “"periodicity® le “le typa de récurzence qui na lai:

o dafindr pox
des nombres stablos* {the type of recurrence which can be defined by
invariable numbers) {:134-5). It should be noted that for Coupez, an

speriodic rhythm cannot be metrical. “Pericdic rhythm® could howsver

e by that s 1 elemente. He makes
the further useful point that

les rythaea sonblent du
sens, du moine pour l'essentiel. On n'y trouve dona pas la notion
drn6carts qui parait fondamentals en Europe et par laquelle
certains auteurs, tel Do Groot, entendent les oxceptions qu’un
podme fait & o propre rythue pour mettre le senm en relief ;

(Coupez:35)

African rhythms seem to function indepsndently of meaning, at

least ag far as the essentials are concermad, Thus we do not find

there tho concept of ‘tension’ which appears fundamental in

Furopa and by which certaln authors llka De Groot refer to

axcoptions which & posm makes to ita own rhythm Lin order to

foroground the meaning ,
The rhythmical bases of Coupaz's typology are thus phonalogloal and/or
morphological eclements. Morphologlcal rhythm will ineclude tha .
phonological elements, while phonological rhythm may, but not of *
neceasity, ineclude worphologloal elements, A rhythm is defined as

"phonclogical” Lf st loast one of its aspects can be defined inda-

pondently of morphology. By combinlng these two bases with the conoapt
of periodiclty, Couper deduges four rhythmical categories:-
iy reriodic Fhonological Rhythmr
Porlodie sylloblo rhythm le relatively unattested in Africa.
The Byllable ( "a group of phonames” (i57)), is tha only
phonolegical group sapsbla of generating perlodic rhythms.

of tho suprasegmental phonemes, only quantity and intenaity

appear ta functlon as generators of periodic rhythm.
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Coupez’a examples of thie rhythmic type are a) the intensity
accent vhythm of Monge {Hulstaert (1950) Boelart {1952))s b}
the quantltative rhythm of Rwanda (Coupez and Kamanzi {19577
1970))) and ©) the quantitative rhythn of Somali (Coupez
gives no reference, but vide Andrzejewskl (1985:338) who
glvem the named of Maxamed Xhaashi Dhamac and Cabdullashi
Dilzriye Guulesd, with reference to their articles in xiddig-

ta Oxtoobar with the dates, 1976 and 1978).

Aperionic Phonological Rhythmt
Theda rhythms make uee of the same unita a» pericdic
rhythms, but less consistently. More characteristic of such
rhythms are aseenance, alliteration and rhyme. Examples

quoted are a) Somali, ln which alllteration reinforces the

i i rhythm  ( 3 and Lewis{1964}}; b}
tonal rhythm of Mongo, in which tonal xhyme relnforces the
intensity rhythw (Hulstaert (1950)}; o) tonal rhyme in Luba=
Kamayi (Stappers (1952), Moreis (1951). One could add to
Coupez’s it tha work of Uzochukwu {1$81) who dencribes en
isotonic verse systom with distinctive tonal patterning in
Igbe. Coupoz emphasiees the frequem: oocurzancs of partial
or irregular rhythms baged on assonance and sllitexation,
genarated by certain aspecte of the phonology and morphology

of African 1 Repotitlon of

noquencen and vowele plays an mportant role n the craatlon
of rhythmical patterns, howevor fragmentary thoge may bo
(146-9). Uoupoz, ppesking of tho mmazisa, tha pastoral

pootry of Rwanda, notes that these phonological recurzencen
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se a t tout au long

des versets’ (they Link up, are euperimposed and crosy

through each other right through the verees) (15L),

Perindie Morphological Rhythm:

Coupaz claime that these ara very rudimentary and tend to be
mochanical. Ha cites for example Latin verse in which the
numbar of worda is controlled, and also Hebrew biblical
veraos made up of two squally long syntagmatic unite (:38),
However, partially or irregularly periodic rhythms are found
in Africa which are based on morphemic, word or eyntactic
rapetitfons, and these arlsa largely from the particular
structure of African languages. Coupez atates that unlesa
thesa are reinforced by phonological rhythm or patterns of
maaning, they tend to be dull and lacking in postic quality

1138-9) .

Apariodic Merphelogical Rhythm

and in the form of lin~

king, paralleliom, chiaomua or osose-parallaliem act as

orestors or reinforcers of apericdic partial and irregular

rhythm, however Evagmenkary this may be. There are many
attestations to thase aspacts in the llbersture (:36-56).
Coupez theso 2 aa

) (184) and that they

boleng mere properly to the domain of "jeux ot chansonsttce”

(gamas and little somgs) than to that of literature propar.

Tho most innovative aspect of Coupes’s work appears to be his
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amphasls on the ganeral tendency in African postry to sxhibit
rhythm which is not linked to meaning, which i not &
characteristic of bhe Western postic tradition. This leaves one
free to explore and discuss Rycxoft's ohallenge to Search for
extra-textual sources of meter. Wa shall attempt in Chapter Five
to place the prosodic mystem of Tsonga children’'s oral peetry

within one of Coupez’s zategorisa.
2.3.4 South-Past Bantu Zoue

Within the Scuth-Bast Bantu fone, no complete theoretlcal metrieal or ;
prosedle deecription of oral literature has as yet been attempted,
although sporadic references are mads in the literature to the key
concapte outlined above. Saricun analyses of writtan postry ueually
appear only ap unpublished academic theses and dismertations, and only
two of these, Ntull's The Postry of B W Vilakasi (1984) and Tanake's
The Poatry of B K Ntsane (i%84) have been published. In Opland’s Zhosa
oOral Postry (1983), the only porformance hamad approach to oral
Literature to have appeared thus far, the question of prosody end metra
10 left unanewarnd {Opland,1983:1159). In viaw of the fragmentary
nature of tha materisl available, to ba found often in singla journal
artloles, it hao besn decided to deseribe thia work, nelther in
ehronological order, nor In the usual categorization of languags, or
language groups, but rather (n tarmo of koy comcopts. It i felt that
thic approadl will highlight the froguont confusion and lack of olarity
ourrcunding the usage of thase concepta a6 well as, hopefully, the
occasionally helpful comvents in this area. It ghould be amp’.asized
that apart from Blacking’s Venda Children’s Songs (1967), parts of

Johnsten'a ffhe Music of the Shangana-Tmonga (1871), Welnbergrs thesis
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Zulu Children’w Saugs {1979), and her aubsequent collectivn of Zulu
children’s songe Hlabelela Mntwamamil (1984), no complete work dealing
with children's postry has appesred, thus our approach will invelve a
oifting through of the avallable material, with the selection of
sesmingly rolevant remaxks being our objective. Thare are two furthex
restrictiva conditions which will have a bearing upon our approach. The
£iret of these is that muny of the worke consulted have aa their main
focus, pralse postry, which *are regarded by the Bantu themsslves am
the hlghest products of their literary art” (Legtrade,1937:295), but
within thess, the authors acoasionally make interesting remarke about
the mimpler oral art forma like songs, chlldren’s poetry and games. The
second restrictive condition is that in almost all cases, the authora’
analyses are based upon transcriptions of postry, and apart again from
the works of Blacklng, Johnston and Welnberg, which are
athnomusloolegical in approsch, and Opland’s work, performance analyses

ara totally lacklng in the literature of this Zona.

Attention will be fooused on the key concepte of

A1 Verse line, which will inoclude discussion on ’breath group’,
‘cagmura’, and the myntactlc and semantic nature of the
llnguistic matarial within the versa line

B: Tost and ‘nodea”

C:  Rhythm, which wlll include discusolon on
‘rhythmic(al) unite’ and rhythn(ic) segmenta’

D:  suprasagmontal foaturos, prosody and matra.

{The definitions of terms onclossd within quobation marks will ba

provided within the enauing discuseion).

a4
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A+ VERSE LINE

One of the earllest attempts to define the verse line, and linking it
with the concept of 'breath group’, wao that of Grant, who describing
the fulu royal izibongo (‘Praises’), stated that

apart from the clear emphasis on the panultimate syllsble of each
word, additional emphasis fell perisdically on the penultimates
of ceortain words, sach of which would be followed by a
parceptible pause. Thus the posm wauld ba broken up into short
phrases, each of which appeared to be uttered in one Drosth [...]
an effort haa been made to preserve thim in the *line €he

praises as hera recorded.

{Grant, 19291202}

Grant was one of the faw of the madern schaol

n that his transcriptions were hased on actual performance events.

In an article in 1935, entitled ‘Bantu Pralss Foems’, Lestrada gave a
dofinition of varse Line based on syllable groups
each line of verse is made up of a number of groups of ayllables,
which we shall here call nodes, usually three or four, aach node
containing one stressed syllabls and a varying mamber, usually
two, thres or four, of unstressed syllables grouped arownd the
streesed syllable [...] wa have a three-ncde lina [...] a four-
nade line,
(Lestrade,193514)
This quotation has been of seminal importance in subsequent proscdic
dinoumaion for over £lfty yrars. In 1937, Lostrada modifiod hic dafini-
tion only slightly by stating that “each llne containing a varying
aumber of words, with however a more regular number of strong stresses
[...providad...] the balanced metrical foxrm' of praise postry (Las=
trade,1937:295), For Lestrads, tho concept of ‘verse line’ was linked
to the strong stvesses which make certain syllables more prominent than

others. Byoroft (1980) hos levelled navere oriticiem against tha Les~

tradean definition, showing first of all that “exactly the same kind of

R pattarnad strens-grouping 4o aleo to ba heard in ordinary spoken fulu®)

s
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secondly that, based on of both and

praise postry, “Lestrade’s claim about there being ‘usually’ thrse or
four nodes per line (la) totally unaceeptable”; and, finally, "he telln
un nothing at all about what he means by a 'line’" (Rycroft, 1980:296).
It is Rycroft’s description of the vain search for metre in South
African praiss poetry which eventually lesds him to make a claim for &n
extrinelc metra againet which the oral delivery is timed and

vegulated” (1298). We shall consider this olaim in Further diseusaion.

Blacking {1957), describing Venda childven’s =ongs, gives us the
timely reminder that

the concept of a 'line’ of versa or music obviously cennot exist
where there 48 no tradltion of writing

{Blacking: 18}
and his own use of our literate conception of 'line’ im determined by
what he calla the "basic metro of the song”. This ia

established Ln the first word pattern, or 'line, tha ramaindsx
of tha text gonerally conforme to this pattarn, and the number of
syllables is controlled acaordingly
Zach ‘line’ of a song ls in lteelf a total pattexn [...] &
syllable or two may li. outside the ‘endpillare’ of the metrical
pattern either at tha beginning or the ending of a ‘iine’ [...]
provided that the metrical pattern is not affsoted .
(Blackingt186 & 139)
For Blacking, tho concept ‘varas line’ ie bound up with the rhythmical
patteralng of tho melody, and indeod he expromses explicit agreament
with von Hornbostal, that thara ia no such thing a8 spoken verao, *only
cveryday language and song” (von Hownbostel,l928:155), and in Venda,
spokan verse and song "are united fn tha sama catagory by virtue of

thelr metrical difforonco from ordinary apeash®  (Blacklngriss.

Blacking's omphasis).
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the term "songs of the Venda® nyimbo dza Vhavenda Lnl:ludaa au
tunes that "sre sung™ or *played on instruments’, sa
patterna of worda that are recihed to a regular metre.
{Blacking:18)
Blacking‘s data lead him to conclude however that

the rhythms Of the Venda ohildren‘'s songs are not children's
rhythme o much a8 falrly elementary Venda rhythms.

{8lacking:160. Blacking‘s smphasas)
He thus doss not eupport the universalistic claime of Brailoiu
that rhythmic patterns based on eight short beats are most
characteristic of children‘s poetry, with the use of triplets being
aberrations (8railolu:7). Of the 58 songs collected and analyzed by

Blacking, 28 are based on dotted crotchet (l.e. triplet) beats.

Marolen makes an ambiguous link between 'verss line’, 'breath group'
and ‘semantic unit‘ for Tecngs, when in him description of the Teonga
folktala tachnique he states that

Tinxaxa leti landzelaka masungulo lawa ti hlayiwa bi ku longoloka
hi tiscexa-saxa te seitibokovetzelc kuste xuxpn.m. Rixaxe
rin‘wana i rin‘wama Ti fika ri hela 3 a fikaka &
hatemulaka kona, kumbe laha mhaka yi. he o e 85 mhaka yaleyo,
tigxaxa ta utsheketo ta hambama-hambanz hi ku leba ka toust
tin‘wana ti lehila, kasi tin‘wana ti komile

(Marolen, 19661 15-16)

The lines following this introducticn are told in the same way ae
tha lines of postry or praiess. Bach Line ends st the point where
the narrator draws a breath, or where che tople For this
reaeon, the lines of the tala ara of different length, some are
long, while othere are short

Harolen's conflation of the technigues of folktale narration

(folktales in Tsonga are poetic in structure and style), general

postic and the of pralses leads to
an unclear definition, and him further explanation does not clarify

hle vee of the congepta.
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Kunene’s aescription of the verse line of Sesotho Lithoko ‘pralse
b '{ poetry’ is slmilar to that of Damane and Sanders for this genre. For
) Kunene the guiding principle Ls "that of the phrase for the deter-
mination of the verse line* {Kunene,1371:53), while for Damane and
sanders "the lines (...} are units of meanlng” (Pamans and
sacdera,1974:62), with the result that

most lines can stand as complete pentences in themselves, for the

relations betweon them are seldom made explicit ([...] sach
{.+4] may be inconsistent with the iines around it.

{Damane & Sanderss57)
They make a strong statement as to the presence of
& marked caesura in the middle of a line (which) may occasionally
be @c lengthened that it hecomes in effect a division between
Lines .
(Damans & Sanders:53)
This would appear to imply that a ‘line’ may be eithar made up of two
‘unite of meaning’, or that two 'linas’ make up one ‘unit of meaning’,
in praise poems, The ambiguity is not resolved by cowsent by the
authors, and we recall that in the claesical definlbion of the
caesura, it is linked to a "paue within the line created by the

Byntax” (see Attridge:8, our emphasia).

Rycroft's into the rel between linguiastlc bext

and musical accompaniment of the %ulu bow-mongs led him to the

that of vocal and 1 phrases are

! . characteristic of this genre.
" / . the two parts are in an overlapplng arrangement [...} the vocal
N e entry polnt alsc has a fixed position provided that the lines are
. " of equal length {...] tha langer tha line of text, the eaxller

. ite commencement

(Rycroft,1975b163, Ryoroft's emphasis)




%hile this explanation shede some light on the inter-relavionship
between linguistic text and aelodic line, it is not particularly
helpful for our purposss of definition of the concept of ‘verse line’.
We note however, in the same article, but in the context of metre,
that Rycroft remarka that

the lines are mostly 'unmetrical’ by Western standards, baving

varying numbers of syllables , and no regularly recurrent pattern

of long and short, or of strong and wesk eyllables. Taxte of this

kind are very common in most categories of Zulu Eong, though

imilolozelo (’children’s songs’) are usually mare metrically

sterectyped .

(Rycroft, 1975h166)

In a footnote comment on Jonas' claim that “"any song which Gan be sung |
during dancing muet, ipsa facto, be metrical® (Jones,1964:7), Rycroft
concludes that

it would seem more zeuaonnb}.o to consider euch texts to

Lnhs 1 and to regard their metrical
organization as -umezmng imposed upon them »

(Rycrott, 1875a:80)
The whole thrust of Rycroft's lnvestigationa has thue lsd him to a
definition of ‘verse line‘ which differs radically from the classical
underatanding of the term, and which ia closer to the analyses of Bird R
(1972,1976}. While we ehall follow certaln of Rycroft's amjvmonts, the .
nature of our data will not necessarily lead us ta ldentloal

conelusions.

Shole hae A different approach to the concept of a Tewana 'versge line’
which he associates with rhythm, with ‘thought unit’, with rbreath
span, and even, usually, with syntax, unlese this le run-on, or

enjenbed to the following verse line

the most relisble unit of rhytlw in & line, whioh may conalst of
any number of syllables, but which forms a complete unit of
thought. Excupt in cases of enjamboment, a line forms a phrasal

a9
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unlt {....its...]) lengbh is not baded on the numbar of eyllables

only, but algo on breath-gpan: lines are of equal length Lf they

can ke uttered within equal breath epans

(shale, 1981:116~9)

Thia omnibus deflnition attempts to capture all the emsential elements
of the concept of ‘varse line’, but it weakneas, in our opinion, iies
in two aspects. Firstly, the eguation of ‘unit of rhythm' = 'line’ =
’unit of thought' = ’phrasal unit’ would appear to bag saveral
queations. Is a ‘line’ made up of only one ‘unit of rhythm’? Does thim
imply thet only one prominent s llable is paxceived in each ‘line’? Is
a ‘unit of thought' always phrasal? Secondly, the concept of ‘equal
breath spana iatroduces a physlological element into the discusaion,
one which ias proved extremely difficult to define, Thism was poinvad
out as long ago as 1938 by one of tha earlliest African commentators on
7ulu verse, Vilakazl, when in a diacuseion on the developuent of Zulu
postry he stated that

2 unit of paetry or verse in Zulu ls & breath group of words.

Allow the post to recite slowly, and he will always breathe at :

certain intarvals and inhals before startling on another veree.

But Lf you allow the poet to be carried away with ecetasy, he may *

take two verses in one breath {...] you will detect in the middle

of tho verde a very short break, which I would mark with a

caesura. Then the verse ie composed of two rhythmical parts, each

of whicn may have cne or move etressed sounds, accompanied by
unetressed ones,

(Vilakazl,1938:112)
{Tt should be noted that for Vilskazl, "verse’ id the squivalent

of ‘verse line’ in madern umage)
Neuld, commerting on Vilakaai's written postry, shows how Vilakazl hae
laterpreted this caesura, as baing dictated not only by a rhythmic

break, but also by a gense break (Ntuli,1984:228).

Wa conclude this brief discussion Of the concept of 'verse lina’, by &
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& fow quotations from Dhlomo, whose series of articles in the Native
Weachars’ Journal in 1947-8 on ‘Zulu Folk Poetry’ contalne saveral

helpfui i

ights on the naturs and characteristics of what he ealls

‘folk’ or ‘tribal’ postry:

{in] the poetry of our forefathers, of the soil and the eoul of
the countrv (... (thay}..) observe w! :h sure and artistlc instinct
this universal law of rhythm

{Phloms, 194715}

[+.+} depended on rhythm and stress (...) it employed a lina
divided into twe or three rhythmie parte with stresnsd and
unstressad measures, divided by a caesura or pausa. Stress [...]
did not depend on the number of syllables (...] The irragularity
of the cassura was ...joot to haphazard and illogical
methode,, but to the musical nature and origin of some of thems
folk compositions. The words, it seems to me, sometimee followed
rather & nusical than a purely poatic foot.

(Whiomo, 1948:47)

Lt would appear that some of the folk poems aprang from or with

the dance. The dance s rhythmical, and rhythm lu the essence of

poetry (...] tha poatic compomitiona have outlived the ritual and

the dance. But the point is that in tribal socisty postry and the

dance played a living part and were inseparable twins f{or
triplets, 4f we include music).

(Dhlona, 1948148}

W#e have seen that for the vends, "epoken verse and scng ara united in

the game catagory” (Blacking:185), and that for the Zulu, “poatry and

dance are Lnseparable twine”. It will become evident in our argumens

in Chapter Four that we share these understandings, aud for the simple

postry we are conaldering, epoken verse, sony, poetry and dance are

often indistinguishable rhythmically, Our dufinition of verse Line

will have mora ko do with rhythm than with bredth group or syntax or

meaning.

Bt FEEY AND NODES

These terms have baen used in the 1

on the South-Rsst Bantu gons, and lt would appear advisably to
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initlate our dlpcussion by reetating the definitionn that we have
given above. We accepted, with Attridge, thab the foot im ‘“group of
syllables, each of which is defiped ae stressed Or ungtressad”
(Attridgei6) and this io a suitable polnt at which to define the
different types of classical feet, uince many subsequent analyses

refer to them by thelr classical namest

blayliable feat  x  / Lanbic foot or Lamb
/ x trochals foot or trochea
x x pyrrhio foot or Byrrhic
/ / spondale faot or spondsa
trisyllabic feet x ® 7 anapaestic foot ox anapaest

/ = =  dactyllc foot or dactyl
A further classical foot, not described at this point by Abtridgs, is
the enghibrach, whieh can 5o dencted in hin convention By
x /=
Using the tranmcription of Attridge, and without prejudice to our
further argument, X represents an unetressed byllable, and / a
stresead syllable (Attridge:si.
e have glven (:135) LoBtrade’s definition of tha "node* as
a group of oyllables [...] upually three or four, each node
contsining one stressed ayllable and & varying numbar, ueually
two, three or four nf unstressed oyllablos grouped around the
atraseed svllable.
The only common elements in Lhese definitions are that the unlt in
question e made up of a group of syllsbles, and that some of thene
are stromsed while otbere aro unstresved. In the foot as defined,
thare {s mo limit on tho number of syllables, or on the number of
cbrasead or unstrauced oyllables. The Glaseival tradition, however,

does place rentrictions upon the number, the lower limlt being twa

a2
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syliablen and the upper limit being three ayllablgs. The palnt to be
emphasived iz that in the foot, by definition, more than one syllable
may be a oarrier of stress, the type of stress boir determined by the
partioular lingulotlc oode. On the other hand, in the Lestradean
node, only ane syllsble will ba stressed, and it will be "eurrounded
by" two te four unstramsed syllablam, thus from a minimum of three to
a maximum of £ive eyllables per noda. It La clear from Lestrade’s
diseuseion (1935) that his "strasded” syllable corresponded to the
word panultimate syllable, but he does not desoribe the nature of thig
stress, and its ayntactlcslly determinwl position is disguised by the
faot that his examples are takan from /alu, written conjunctivaly, and
from sesokho, written disjunctively.

ag  Ytheku / lwabafazi / hakwaNomgabl
‘the play of the women of Nomgabi’

Xxomo / d4 kena / ka yons / di ma ile
‘the cattle entor Lnto Lt on their way'

Thedo are examplea of & 'three-node Line' and a ’four-node line’
renpaotively {Lestrada,1938:4), By 3937, Lestrada la talking of
otrongly merked dynamic utremees, occurring in more or lesa
rogular positlons in all words of the same language, and Ghe
fairly regular incidonce of long syllablea aleo usually in the
aame positions .
(194713033
Theas "dynamic atressss® dre the “basis of Bantu prosody (193514) for

Leatrade, and the 1ltlng terminologleal in the 1

may largely, we foel, be tracnd back to his aquation of “dynamic
orress® with "leng syllables also usually in the same posltiona®. One
oould aloo raise quertions as to the dynamic nature of a stxess which

oacura in "mere or lems rogular posktions in all words. Does Lestrade

W moan by this, 'penultimate pomition’? The nature of strecs in the
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South-Eagt Bantu languagas will be further discuseed undex the xubrle

of buprasagmental fasturem.

Barly commentators on the status of the postle fost in Santy oval
pootry omphasiged for instance that "zulu hal nome Of thesa outward
decorationa® (vilakaxi,19381111); for Tewana, it "hac %o prosotyr
(Thama, 1%39:44); for Northern Sotho, “the rhythm Le somewhat
irregular(...) thera is always a dominaving foot throughout® (van zZyl,
1942:119); for fulu, "folk postry id not of coursa use the gastic
foot based on gach ayllahle Of the word® (Dhlemo,1948147); for Rycraft
*in the izibongo [...] euch things ad vegular feet are not to be
#found, but rather the natural rhythms of spsech® (Rycroft,1962:831. In

apite of these and the influ

of the ldea of the Lostradesn node, one finds a hankering in the
writere of thif era to find some reflesction, howsver pale, of the

alassical 7ietle feet,

Thus, we find Vilakazi stating that
the metrical baale of riythw in Tulu will mavurally be dactylie.
But there are so many derivative words with added nyllables to
which thiy doss not apply twat fulu will range between dectylle
and trochsle motrew («..] the paet will alwaye use A& deotylio
verse to begin hia narrative, and in thig break the law of
penultimate atresn,
(Vilakazli19381112)
phlomo considorod that
our paetry cun use the trochee in disyllabic, and the amphibrach
in the trinyllaslc words, I think we can alea amploy the spendes
and (...] the dactyl, Lf wa break the rulo of penultinate etrems,
(Dhleas, 1947148)
The fact that the application of the plassical concept of the postis

foot ohoula load te the 'broaking’ of a phonological rule of the Zulu
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linguistic code ehould have been a warnlng sign to thoms whose

literary was misleading them fnto an

uncritigal acceptance of ite presepta.

Holots accepts the Lest:adean node, "with tha word ‘length' (mutatis
mutandis) wherever Lestrads employe the term ‘strass’'» (Molo-
£0,1970130) . He eontinues
‘nodes’ are the embryo of the 'verse-faok’, O are in fact to the
Towana versy what the Engllah verse-foot i te the nglish verss.
words or ’‘nodes’ or versa~sogments or ‘verse-fast’ bear the
duretis pattern short-long-short, which may, in written practice,
develop in the same ralstion to Tswana verse, as the amphibeach
foot to Bnglish vexsa,
(131 and 33)

{The ‘words’ to which Moloto refers ara pralse namee)

Holoto was oven prepared to argue for a “shiselling or polishing” of
nodes in Tewana postzy, which could thus be “developad inte ‘varso-

fest’ Ln the popular eense” (Nolotordl).

Melota's argument for a basis trisyllahic metrical fook has net besn
unchallengad, ag wa ghall discover whan dasoribing Shole‘s wart, but
we tuen briefly to an earlier writer who aloo put forward the idoa of
a trisyliabic amphibrach root being the basis of South Sotho oxal

poatzy.

Kheketla, in hio introdustien te Lipshamathe (1954), dodoribes the
rhythm of Secotho aa bolng basod an
llnoko tsa mnntsoe tse nang le kima, ha 1i archantuon ke 55 lo
song kapa AL lo poli, tse se nang kisa (...] ‘me ha motho & bula
wmolana ena, ho hlaha monate o mong, © kang ou pere ha e kiolopa o
iketlile, ¢ ve koatluka {...] e bolokile nake

{Khaketla,19541viil)




the myllablus of the worde which have stress, are not divided by
oo, but by two from those without stress [...] thuy when one
saye thema lines, in order to show their essence, it is lika o
horse galloping quickly, smaying koatiaka [...] Lt is keeping time

{koatlaka - an Ldeoph the galloping of a horse)

Kunene has sumvarily rejscted these idess, oz what he calls
the galloping horse postry...how da you get & gallaping-harse
rhythm out of a language wk o main-stressed syllables are
separated by widely varying numbers of syllables carrying
secondary and tertiary strosses?

(Kunene, 19711xiLL)

Kunene, as we have oeen above, hases his concept of verse line, not on

poetic feet, but on paragraphs.

Nkondo is the only modern Tsonga poet to have made any comment upon
the nature of the poetic fust. In his Lntrodustion to his collection
of posms Nthavels ya Mishleketo (‘'The Sp.ng of Thoughts'), Nkendo
discusnes poetle form
Xitlhokovetsalo xi nu xivumbsko xa xoma. A xi fani na leswl
mehungu man‘wani, ma ngs tsarisiwa wwosa, xikombiso, ke ‘Nkosi
wa Bomuza’, Languts lemwl va nge i milenge va xitlhokovetsalo
: T
Laba mi vous milpnge mighaxiy na xiphemu xin‘we xa neuge
(Nkonde, 1971(7) 1viil)
Postry hes ito oun form, It Ls not the @ame as other litorakure
in the way it is written, for example, consider, from (tho posm)
Nkomi wa Bamuza, what are called postia foet
‘It L0 a wintor afterncon’
Hers we hava Bhzea foat and one part of a foot
{Undariine words aze in heavy print in the original Taonga.}
Nkondo has mackee the unsbrosed syllables by the usual convention (=}

and the ponultlatoly longehonad syllable by o hyphen sign within the
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text. His interpretation of this lina of text as iambic appears unna~
tural however, olnve tha wa (pospasalve concord) weuld net carry
atress in elther natural or poetle diction, unlass it wag in phrass
penultimaco position. Nkondo makes no further attempt to elusidate the
prosody of his postry, but Lt la certalnly pot charactarisad by lamblc

feet.

An altogether difforent opproach to che concept of ‘verme foot’, im
that adoptet by Groomewald, in his discusaion of a eimple song whioh
opens tho action of Masheroue, a Northern Sot' play by Franz (1949).
Groenewald desaribes the metriess maststaf (metrical weasure) of this

poem am being based on a pentasyllabic group which ie

Le06 bepaal by tha 1 word

group}. It consists Of a vitmios-dinamiese sillaba x en [,..dis

sillabe - (a 11y dynamlo syllable x, and &

zhythmically passive syllable - ). Theao are pattrnad as (=)---x» The

rhyehmically active ayllable corrasponds to length and/or immadiately

following tenal level WOlft (G 1d, + He the
Bong an being bullt up of vorse llnes made of two ‘membra‘. In
baginsal &8 elka vyfde sillabe ‘n wambvumgrens (in principle, evary
fifth aylleblo ropretents a membrum boundary). This syllable ia
rhythmically activa and has a demarcative function; every temth sylla-

Bie 18 a pericd boundary (ox, to usa our terminology, 'Xeprasante the

onet of a verss line'}, which O 14 also as a
sicpunt (cvordination point}; and the mombra making up each ‘period’

are by 8 a point) (126},

Thin would not appear to be relsted to the concept of ocassura, pinca

in Oroonowald’s analysis it represents n break betwsen ‘matricel
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measyres’ rather than a memantic or syntactic break, Unfortunataely,
Grosnewald does not indicate syllabic tones, and his determination of
the pomtasyllabic group appesxs to be a mechanistic and artifioial
manipulation of the Linguistic material,

for eg. Ge ke le kuwa Tukatole (9 eyll-sles)
Whila T was vhare at Tukatole

La aplir up into

Gu ke le kuwa (8 sylisbles)
Tukatole (4 syllables)

for no other reason than that it should follow the
segnontealfonologiese reaks and the woorgrospfonologlese recks {:24)
(tha phonologieal segmental series and the phonological woxdgroup
seriea) which led him to an acceptance of the 'watrical measure'.
Syntactically and semantically Ge ke Ln kuwa Tukatole would appear to

be one unit.

Our dimcusplon of ‘feet' and ‘modes’ hag not led ug to arv helpful
decisions for the analysis of the Tsonga children’s postry which make
up cur data, and we continue our overview of prosodlc work im the
Soutn-East Bantu %one by a consideratlon of the writing of Shole,

Ntull and Lanake.

L1 REYTHK

Thesa throe writers appear to have made a datermined aeffort to brsak
with attempts to ldontify verse Llnes based on fest or nodad, and have
zather fooussed on ‘rhythm’ as the dominant conoept. In this, they
andeaveur to systematize previous writera’ refarences to the feature
of rhythm an organizing prinokgie, sinde woot of thess were of a very

genoral nature (Grant (1929), Vilakazi (1938); Dhlomo [1947+8}
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Lestrade (1937:294); Schapera (1565): Cope (1968:140); Hakuya (1971137
Damane and Sanders (1974:52)). Finnegan, after an encyclopuedic
sunmary uf the evidence concludes thst in Africa,

rhyme and regular metra are uncormon Of non-existent {...] in
other cases again, it sesma that either the wuaical matting, or
Buch features as repetition, linking, or parallelism perform
certain of the functions we normally associate with metre or
rhyme. But the whole question is a ALEficult one (...] relatively
little study has apparently yet been made of thia ampect of
African literature.

(Finnegan, 1970:74-5}

Finnegan has in later work polated out that poetic rhythm ia "not a

Shyeiczl but a cultural and relative® concept; it may grow on musical
roots, but theme are not unlversal , yet (quoting idmomson), “the
simplest, most: fuidamental end most widespread feature of poetry is

rhythmic structuze” (Finnegan,1977:91-2).

shole, Ntull and Lenake have, each in their own way, attempted to
define this rhythmic feature for Tswana, Zulu and Southern Sotho,
reepectively and we shall describe thair analyses and draw concluaions

applicable for Tsonga children‘s postry from them.

shale emphasises the oral nature of rhythm which is

a gound device which must be judged with the ear rather than the

eya [...] it refera to the arrangement of eound units like
syllables into patterns that give a particular movement to the
em {..and...] regulate the pauses batween groups Of worud or

syllables forming rhythmic segments .
(Shole:112-3)

He warne however agalnst a blind acceptance of Westexn concapts live
‘strems’, as a regulator of rhythm - it is "foreign to the saund
syatem of Setowana" (:114), Ha equally refcdte tonal patterning as
regulator of Tswana poetic rhythm, am well as numerical eyliabic

contrel, though “in some children {sic) poetry we do find an equal
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nuber of syllables to corresponding lines of a poems (3115). For
shole
rhythm at its best is lrregular and flexible as we find in most
English free verse and in our own oral postry.
{Shole:116-9)
In ongalng discussion, focusaing on modern (hy which he means
‘weibten') Tawana postry, be comee to the conclusion that
a rhytinic pattern can therefore be regarded as the organization
or arrangement of linem of a poem Lnto varicus lengths and furme
(--.] length is not based on the number of syllables only, but
aleo on breath-span
By this, one presuses that he is referring to the rerital of written
poetry - or else that the ot composes 'orally’, and then commits hia
work to writing, (see for instance his reference to the Tewana poat R
Molefe, Shale:113). Shole equally rejects penultimate syllabic length
as rhythmical organiser, "mince not all rhythn segments ave marked off
by itv (:117)
the most reliable tools for attaining rhythm in Setewanan postry
[...{aze)..] tha kind of rhythm expressing what the poet desires,
and following the rhythmic quality of natural spesch. We do not

come across any regulated acaentuation or patterning of
°stresses’ and "nodes® .

(3126)
For §hole thus, rhythm in poatry cannot ka concelved of apart from ite
aesthetic function, and its nature i that of "natural speech®. We
f£ind dLfficulty in following some of his argument, since he has rejec-
ted “etrese" (by this does he mean ‘intenaity'?}, which he saya "would
surely Laterfere with the tonal patterns of wordu® { 17\, ag wall as
tone and length as regulators of rhythm. One w . wxe what other
feature of natural speech could parform tha poatic organising

function.
In  Ntuli‘s analysis of the poetry of Vilakszi he comments on the
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naturs of rhythn and on the role of the auprasegmental feature of
lengen in particular as chythmical organiser in Zulu. Although he is
discussing Vilakazi's written poetry, his definition of rhytho is

performance basad:

y rhythn in a poem we generally mean a more or lasa regular
recurrance of time patterns and patterns of successive and
positional aasociation of emphatic elements to less emphatic
ones. These patterns include a combination of the various degrees
of strems, duration or length and tome (...} languages like Zulu
uea patterns of tone snd length.

(NEuld, 19841220, our emphasia)
The most important rhythmical organiser in his opinion is length

thie means that wa shall have cases where a whole lins is =2
‘verse-foot’ because it only has one langth (...] we suggest the
term ‘rhythn megment’ when we refer to the interval hetwsen these
lengtha. The occurrence of these lengths at well-regulated
intervals, therefore, gives a rhythmic pattern to the poewm .

However, mince syllabic length dstermined by systactlic position does
not alwaya ocour in 2uly, Neull finally decides that the

pavee, rather than the length, [...] iB a better criterion for
determining the boundary of a rhythm We get such a pause
wherever senae dictates that we mu!ﬁ havn a break ox caesura
batwean Ltems (...] if we use the pause as our key concapt we
ghali have more agreament because wa can use Lt to mark the end
of & rhythm segment irrespective of the presence or position of
length in the preceding syllables.

{Neuli224-225)
Ntuli thue makes the rhythm segment dependent on meaning, the memse
break resulting in a pause, but this does not defina ‘verse line’, nor
is it, seemingly, related to 'breath gvoup’. However, cademtial fall
in voica pitch at the end of sentencas, especlally if the sentences

are “of mors ox lems equal length® (:225) will, he olaims, reinforce

rhythmical patterns.

Lenake's discusaion of the postry of  Ntsane touches briafly on

rhythm, and he concurs with Neull’s snalysis, although Lenake prefers
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tha term crhythmic ssgment" (Lenake,1984:153) to Ntuli‘s "rhythm

sagment*. Diacuseing Ntsana's poem Lemo ma 1939, which Lenake shows to
have many features of [raige poetry, he remarks that B

we have rhythmic eequents demarcated by pauses. The pauses
indicate (3) either a brief delay between the firat and mecond
membars of a couplat [...] or (b) & longer or full break at the
and of a couplet [...] The segments coincide with verse lines
[+.+) but there {...] are pauees within the lines. Thus thers is
sore than one rhythnic segment in [soms) lines.

(Lenake:162)

After attempting to capture patterning within segments, however,

Lenske conaludes that rhythm is very complex -"a& special study of this

aspect im etill to ba tnder¢aken by scholars of African postry™ '

(Lanake:163-165)

The work of these thres writers, Shole, Ntull and Lenake, has however
ahown that some progrese has been made towards more previse definition

of rhythm. Pomsibly the least successful amalysis has been that of .
shole. We shall make use of come of their analyeos and ideas in
ongoing discussion in Chapter Four.

Dt SUPRASHGMENTAL FEATURES, PROSODY AND HETER .
% conclude this overviaw of studies dealing with theories of metsr

and rhythm Ln the South-Bastern Zone by a brief consldexation of the

descriptions of tha rolas of the suprassgmental featuras of tome,

length and intensity in poetic language. We have made passing

refarence to these in the discussion above (in particular in

considering the remacks made by Shole, Btull and Lenake) and our aim

here will be to mummarize, as far as pamsible, the disparate views

exprossed.

Typiosl of many of the early whoae
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understanding of the features of poetry effectivels prevented them
from 'hearing’ Bentu poatry, ware bleterlan and Kohler, who remarked
that for Southern Sotho

in these eulogies, there im nelther rhythm, metre nor rhyme, in
other words nothing that ooistitutes Droper verse as we wee it

{as quoted by Kunens,18713i3.
In partial sugport of theme ideas, we find Ryaroft’s olaim thab for
the Zulu how-song "it is the acoompsniment that in fact supplies

metrical regularity’ {Rycrofe,1975a:81. Rycroft’s emphasia)

What both arq effectively saying ls that these poetlc forma are not
controlled by any known system of proscdy or meter, The woret
interpretation that could ba put on the remerks is that the languages
are intrinelcally non-rhythmical; that thay have ne inharent
linguletio fastures which are capable of rhythnioally organising them
as poetic languages. We would wish howaver, to arguo that while we
find soma sympathy with Rycroft's positlon, wa cannot accept that
miugical rhythm, or, in ite absence, rhythmical body movemants, are the

Bale controlling olements in poetic language.

r3roft'y etates
furthar that
Bow-gongs and leading parts, choruses in dance-songs, and
enlldran‘e jingles thus demonabrate threw differant degrees of
metrical organisation yor the text: flrstly, apparent rhythnio
fresdom, with overall timing control supplied by the sxtrinelc
metre of the accompsniment; secondly, imposed metwe, causing
textual dlatortlons and thirdly, inherently metrioal texts (which
appear to be only fit for ohildren),
{Ryarott 19752183}
A fourth type of metrical organisation decribsd by Ryoroft is that
found in the praiee poskry, for which »such things ap regular 'foek’

ara not to be found, but rathar the natural rhythms of spesch*

(Ryeroft, 1962:181). By vinherently metrical text:

Ryoroft implies
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“metrical lines with regularly reourring fewt" (log,eik.) as found in
the imiiclozelo, traditional children’s jingles. Our discuselon of
Teenga childven's postry will show that even texts which do not have

“regularly recurring feet?, are rhythnically organised by an

interaction between the rhythmically patterned pulses and the
iptrinaic supvasegmental featurse of length and intenaity. Thia

argument will be developed Ln Chapter Four.

The underlying cause of the gonfuafm surreunding the definitions of
¥hythm, metrs, and proscdy has been the lack Of olarity about the

nature of stress in Bantu We shall

inttially olarify our own tnderstanding of ‘stress’, which iz basad on
the analysls of Hyman (2977}, Phonstically, a “stressed syllable is
frequently characterised by pitch change, by greator duration, and by
graater intensity" (Bymsn140), In terms of llnguistic function, trass
may be ‘fixed’, l.n, ite position can be prodicted from a worde
boundary, thus it has a damarvabive funotion a.g. in Polish; or else
it may be ‘frea’, non-pradictable, thue lexisal, in which onse *ii
will fall on the mame stem syllable throughout the declension", for
a.g. in Russian. Ite funotion will in bhin case be morphological,

Wa therofore distinguish betwsen lexloal and grammatical stress,

with the latter belng further diffeventiated into morphologlcal
va. demarcatlva sub-functicns .

1339)

We take note of Hyman's fooknots 39 {177) “that in a tone language,
pitch will tend not to be the primacy perceptual cus of atrase”. Our

oupirical argument will lead us to propose that duratlon and intensity
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are the ohief strems cues for Teonga, but we will alse bear in mind
Rycroft’s warning (with veference to the fatlure of instrumental
afforts to messurs Lntensity stress) that

where tha Lnvestigator {or even the oheaker himeelf) Bubjectively

feals dynamiu strese [...] it seams feamlble to ouggest that = in

9anty languuges geerally - the lletenar may tend to projest,

conceptually, a kind of ‘lexical prominence’ on to root syllablas

by reason Of their semantic importance, whether or not Rhey

happen to be actually leuder «

{Rycroft, 19701308, footnote 23

e rnote however. khat Rycroft has Ln the imtroduction to his Concise
2iswati Dictiouavy made a claim iiat

dynamic stresa is potentially associated with the first syllshle

of each root or stem, Spaech rhythm, based on lgochionous stress

timing in eiSwati, may condition sdditional stresses in words of

more than thrae syllahles,

(Ryezott 1981 rxL)

Rycroft Prasants no reference for reseavch which would back up these
claimo. With this cavast in mind however, our argument can only alaim
%o be based on our nubjoctiva parceptions, whather thepe be conceptual

projections or not.

ALl of the L features, in isolation, or in varicus combi-

nations havo at one staga or other baan propomed as rhythmical organi-
sere for the Sintu languages of South Afrima. We give a selection of

thepe belowt

L) stroms' (= intenaity?)

the initial myllable of the Elrst varse in Zulu poams Lo
trugsed. Thic polnt reminds one of pusical beate, whers the
£Lrst note must bo emphasiced

(Vilakas., 193811021

14) 'etrope’ er ‘dynomic accont’ (= length?/intenaley?)
by wnich syllablos are made move prominent (...} avery complete

Bantu word has a main stress on one of its syllables, secondary
streps falling at intervals on other uyllables of polysyllabic
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words. The m.in stress ls then & grest factor Ln word-
bullding {...and falle..] typleally on the penuit eyllable

{Poke, 1954543}
Doke dafines twe other prosedic elemente which he calls ‘length’
and ‘tona’.
‘prominence’ (= langth?/intensi y?}
it on the syllables of

Lane]
many cases presexvad in the meter of the bonga by xanucheni.ng
thope syllables, Lf not accenking tham

{8lackling: 168}
‘tona’ together with ‘length’

geep to play an important part in the detarminatlon of {Venda)
rhythm
(Makaya, 1971138}

We nots however, that Makuya provides no proof for Bhis statement.
‘length’ and/or ‘tonal level changes’

dis ritmlese kern (d.w.s X) word woordgrocpfonclogles bepaal em
ken io  Noord-Sotho sasmbang met leugte en/of ’‘n toomviaks-
verandering direk daarna

(Grosnwald, 1972:25)

The rhythmical nucleus ({.e. xj is detesminad on the basis of the
phonological wordgroup and can  be congomibant in North Sotho
with length and/or directly following tonal level changes

"intensity’ and ‘langth’

depite much alterations of the leagth patterning in song, the
position of inteneity strems in each word appears to remain
wnaltered [...] syllables bearing ’'prominence’, elther by length
or wtrees, need naot necessarily fall on a metrical down beat

Syllables with an °'inerent’ length featurs (...} appesr to be
iseq aubjaat to alteration in gong, on tho other hand ‘imposed’
length (...] la very frequently elther dieplaced or ‘lifted off’

(Rycroft, 197013089,
wida alec Lanham,1960:146 £f)

‘tong' and ‘lenpth’
in the African languages, accent or stress are enly &d heg

provodic festurss, their primary prosodic features being high or
low tone on syllables and various degresa of langth on the
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penultimate eyliables of spacific syntactic unite

(Lenaka:152)

vili) ‘tona’ and ‘length’ and ‘streas’ {=intenaity?)

languages like Zuls use patterns of tona and length. In Zulu
cevtain syllablee are somerimep articulstsd with a measure of
erphaals. We regard this enphasis as stress, and it vormally goes
together with length, espacially the length of the penultimate
ayllable

(8euLL220)
We noted above that Nbull mentions "the varioun degrees of
sbross" (3220) which are used in different languagas , and We
have sama difflculty in raconclling this present statement, which
appears to underline the emphatlc role of strems and fta explicit
Link with the length of the pemultimate syllable. Lasham (1960}

has described tiu role and nature of emphatic strees in Zulu.

For Teonga, very little has appeared in the literature on tha nature or
funcelon of stress, and these fow reforences are notad, withauk undus

conmont, in chronological ordar of publication.

1) Barthoud (1908) in his posthumous Ghangaan Qramsar
deneribos the flve vowels
pronounced as in Ihalian or @ rman. They are eometimes long,
oometimas short, Bx.1 fambd, t 4o, the firet myllable is long,
the vacond Le chort

{Berthoud, 190811} .
Barthoud wag also tha first to recugnize the fact that all sylla~
bles in 'Shangaan' &re "gpen, viz. *hey all end by {sio) & vowal"
{r4)

44) Jumed {19323 Ln tho firot complete grimmatical desoriptlon of

Taonga, Grammar of the Language undex

tha hosding ‘Syllabic gysten and accentuation’ ptatea
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The ggcent i well marked, It zlls on the ponultimate, when the
word L polysyllable {...) Monosyllablie words hava generally no
accent

(Juned,1932:12, Junocd‘e smphasis)
1i1) Ouwehand in Everyday Paonga otates quite olmply "usually
the accent in the word is on the last syllabla but one (the

ponultimate} (Ouwaband, 1965¢11)

iv) Juned's Vevulsvurl bya Xitsongs, which (o a revised verslon
writtan ln Tscnga for sohool usa of the 1932 work refered to
above, refines his initlal definition as follows:
Ru ni maws wa wbikelo, hi leuwsku xitwari lexi nga peletwanoni
leri rhengelakn ra sakume xi tildmiwn, xi lehiuiwa

{guncd, 196716)

There ip an acoentuation rule by which the vews) in the penuiti-
mate eyllable is accentuatad, it is lengthened

¥} The UNISA Hondbook of the Spaech Sownds and Saund Chunges of

tho Bantu languages of South Africa, dietingulshes olearly fer

‘Toonga betwean

a) long vowold (which) oocur in the penultimute syllaiie of a
word in ioolation, o of a word &t tha ond of a phrage or
aantonse e.g. ku vornn ‘to sea’; ku voma wansaitl ‘to gee 4
woman') b) hule-long vewels (which) ocour in the penultimate
syliablo inaide a mentenca or phrase wvosa.tl va vo.ua vainhu
‘tho women ses tho people’s and o] shoxt vowels which docur in
certain ideophones, and ab tho ond of invarrogative alauses

(zlorvegel gt al,1967156-7).
We note aluo thair conclusions regerd.ny stresst

strosa Lo not an inhorent or ewseiial characteriptic of tha
douthorn Bantu languages, Xt 46 Of.y 4 OORCOMALARE OCOUXLENCS
appoaring cometimes te indicate nlescsly A diffarence in tone or
length, Whon a speakar wiches %o lm,ceto uleerly that a syllabls
hao high tona ox length, ho aleo o 48 that mylloble

{2iervogel g al.188)
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In this context ‘otrese’ woull appear to be the sguivalent of
‘intonsitys, but one finds difficulty in imagining the mocial or
commnicative dentext in which a speaker would have the desire or
necossity to indicate the prerence within the utterance of a
Byllable with higher tome or langth.
2.4 Concivsion: Linguletic mndfor Musical Rhythu?
“No ona doubtm that spoken language has rhythm” (Allen,)978:75) and
squally, ao we have already seen, "the most fundamental, and moat
widespread foaturs of postry i rhythmic structure’ (as guoted by
Finnegan, ar meter. Our discusaion in this chapter has attempted to shed
soma light on the nature of rhythm, in oral postry in Africa in gensral snd
in the South Sastern Bantu Zona ln partlsular. AG Pinnegan has remarked,
sven whare strict metre has not been disoovered, it is striking how
often ohggrvers have commented on the ‘rhythmic’ neture of the
uttorance ,
(Finnegan,1977:93, aur emghasis)
Thia ralses the question of what sort of rhythm it is thet the cbservers
are percelving In these non-m.trical texts - is lt linguistic chyhm? or
rusical rhythm? I this expressed by the muslcal accompaniment or by the
rhytimical body movements of the participanta? Or im there a universal
rhythmical prinelple ln operation in poetry to which the obsssvers axe
rospondLag? We ropeat what appears to ue to be a cruaial remark of Selkirk:

the diverge rhythmic patterns of prominence found in language reflect
both univoreal and particular aapecta of rhythmio organlsation

{Selkirki36)
Porouasive orguments in favour of universal rhythmloal patterning of
language, and indesd of many linguletic and moter aspecte of human
bohaviour have bosn advanced (for e.g. Allan (1975). Mest of these theories
are based on the premine of altornation of eome form of promiment ve. non~

prominont sloments. However, these arguments ocannot ba carried eo far as to
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state that Minguis.le rhythn, whethor prodvced or percelved, s rooted in
pustcal rhythm alone. While Brailolu (1964), Burling (1966), Calvet (1979),
Stel:r and Gl (1990) have bean abla to make cut a case for olmple forme
like children‘a verse, chaors, sports songs, shants and political slogems
having a universal rhythmic base, wa find diffioulhy in etretching theae
arquments tn oral postry in genersl, Calvet has distinguished threo
potentisl conflict sones in the relationship botwoen language and musia,
themo baing melodique {..,] durstif [...) et accentusl {melodic, durational
and acosntual) (Calvet,1379:85). Refersing spocifically to the potensial
cenflict between different rhythms, ho olaimg that
il eu va do meime de toute: les productions poétiques, puisque toutes
ont existé avamt Liecriture ot ont b6 sspociés, A llorigin, & un
rythne, 1a dense ou le chamt, Plus tard, lorsgue 1'acrituve a 4té
utiligde ot que la pobsio o 6td transorite, cette influence du rythme
non-linguistigue sur la lingulstigue & du etre trodulte & Liaide do

formulea variées: lo metrs, la longuour, l/alternance de uyllables
sotentudes ot noa-acoentues, seloa les langues, en consarvant biem sux
109 propres A la

LY arala rimes,
ot Lo 22 " 1n langue, est
done bochnigque ou corporelle: lom imstrumenta utilisds, les
o main, len du pled, la marche, is danse, Bt

cetts conjomction de 1a langue et 4'une rythmique nom-linguistigue
unifie dos productions do types divarsi slogams, coupbines, chandons,
épopden da griots \(mais)..] d’sutre part olle tendrait a nier ia
prévonas du rythme dans la lunguel le rythwe viendrait drailleurs. Or
L la langus e plis volontiors aur ispdratifs rythmiques dn slognn ou
de la chiauson, ©’est peut-etre parca gu'slle porte dé&jd le xythme an
elie ot gro mous la reduieons induwent en la romomant au systeme
digital oysbolisé par lo transoripbion orthagraphique et entorind
dtune aartaine manidyo por L'analyse phonologique traditiomelle.

(Calvetia3-8)

ho oamo phonomanon Lo observable in all pootle produstions, slnce
thuy all oxiatod before writing and wice assoclated, originally, with
zhythm, danee or song. Later, whon writlng wad uoed and tha postry was
transeribod, tho influonce of tho nop-lingulstic rhythm had to be

invorproted in difforent ways, by moter, by length, by the alternatisn
ot acoontod and ayllables, ta the 1
all tha while p tha 4 {oul tion of oral

traditions rhymon, allltoration and apsonance. Tha original
conotraint, cutaido of languago, was thus toohnical or phyaiceli tho
toolo used, hand-clapplng, foot tapping, walking, or dancing. And this
unien of language and non-lingulatic rhyehm typifies various kinds of
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production, elogans, nursery rhymes, songe, Aarratives of the
griots [....but ] on the other hand, this (argument) may taud to deny
the presence of Linguistic chythm: alnce the rbythm comes frow else-
where. Now Lf language eubmits easily to the rhythmical impsratives of
the slogan or of the ong, it is perhaps bacause it already posaesses
its own rhythm which we have inappropriately reduced by demoting it to
& digital system eymbolised by orthographic transcription and ratified
by & certain method of traditional phonological analysis .

This e a long, and & strong, guotation from a scholar who has forcefully

argued in the same work for tha axist of "rhy 1 , and

in the

*poetlc competence” as well as "l
senge. "Clest aussi que le rythme qui préside & La profération de certains
toxtes oraux (...] @st (...] en meme temps constitutif de la langue” {:50)
(Thus the rhythm which rules the utterance of ceztain oral texts [...] s

[...] at the same time constitutive of the language).

In the final analysis, we can but agree with Calvet. We nate in
conclusion a statement of Lehiste for whom
the eseence of the suprasegmental structure of a language Lo
crystallised in the meter of its oral poetry [....] rhythm is ona of
aeveral organizing principles.
Bven though poetic form euperimposes a set of rhythmic conatralnte on
spoken language, these constraints oparate with the powsibilities
provided by the suprasegmental structure of the language.
{Lehiste,1985:145 and 150}
Thue cur anewer to the guestion "Linguistic and/or musical rhythms® is that

it is in the interaction between these two organizing principles that

poetic rhythm Le manifest.
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CHAPTER FHREE TEE anp OF wHE DATA

3.0 Introduction .

Within thie chapter, the data collection process will firstly be outlined.

Since thers was no pre-existing body of material available in recorded form,

in either the aural or the visual medium, a period of fieldwork pracedad

that of analysis and research. The geographical and mocial aituations within .
which data were collected will be outlined, Attention will be given to

describing the performance events, their organization, the characteristice

of the performers, and the presence of other participants or audience. A

further factor coneidered in thie initlal section will be that of any -

posalble blas introduced into the data by reason of the mathodology chosen -

or by inadvertent ovaralght.

Although the approsch to the argument is performance-based and the recorded

material is submitted as the primary text and as an integral part of the
disaertation, the data collected during fieldwork has to be prasented in a
written form as wall, for the purposes of descriptlion and analysis. The
sacond part of the chaptar tharefore, dsala with the process of

and ion of the data,  The taxomomy

developsd for the description of body movements which accompany the poetic

will be lained and The body
represent ‘concealed’ data in that they are not normally reprasented within |
textual tranccriptions. Tha solutions adopted for reflecting these within ‘

both the textual

and the 1 analysis will be

lained and illustrated is made to melodic accompaniment which

is transczibed within Appendix II of this dissertation. Additiopal input
referring to children's postry obtained through an interview with a mother

tongue mpeaker will be discussed within this section.
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Pinally, «ttention ie glven tu a general description of the nature of the
data. Thie involves discussion of the types of children’s poetry recorded,
the children‘s parformance styles, as well as a brief outline of the varioua
structural characterisbics of the postry. Reference is made to publlished

versions of the poems, which are presented in Appendix IT7.

3.1 The Collection of Data

3.1.1 Geographical and social loci

Pieldwork was carried out in the period 1982-83 during three trips to
the Teonga 'Homeland’ of Gazankulu. Schools and villages in the
Giyani and Ritavi areas wers the loci of the data collection exercise.
Giyani {6 the capital of Gazankulu and Ls situated in the Hlavi area.
Within this area the Xihlavi dialect, upon which the standardised form
of Teonga is baeed, is spoken. Data were recorded at three schools,
Mbhureni Higher Primary School in Khanart village (approximately 20
Km west of Glyani); Hlaketo Primary School, in Basani village (about
15 Km wast of Glyani); and Sukani Primary School in Giyani iteeif.
Further recording took place in the village of Hosi (Chief) Ngove,
about B Km mouth Of Glyani, across the Kiein Letaba River. In the
Ritavi area, where the Xinkuna dialect ia spoken, data were recorded
at Burgersdorp, a Taonga village approximately 25 Kkm S-East of
Tzaneen. (The location of all these areas is indicatad on tha map

facing this page).

The theorstical framework within which the data collection was under-
takan has been dsscribed in Chapter Two. Once the decision to facus on
performance had been taken, a search for sultabla data was made, It

wae realised that very little eximted in the way of audlo recordings
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of the genre, apart from a few children‘s songs in the reel-to-real
material collected by Johuston (Johnston, 1971), and no videe
recordings of postry performances existad at all. The decleion to
focus on mchools was & pragmatic ona, since in the rural area, vil-
lages tend to be scattersd throughout the bush, and the schcol play~
ground te the regular and natural mesting ground for children. With
the cocparation of lacul school principalu and class taachers, the

Lzation of Bsezaione very few problems. The

children’s ages ranged from about six to thirtesn yuare, Within the
Bchool eetting, the children tended to perform in class groups, thus
the age groups sorreeponded roughly to the average fox that class
level. Within the twn village settinge where recordings were made, tha
children were not groupad by age, but by the sccial oircumstance of

living in the same village.

3.1.2 Period and duration of recording tripa

The original plan for tha ecollection of data had envisaged one
exploratory trlp to Gasankulu, followed by at least thres tripa for
the purpones of recording, during 1982-83. In the event, after the

exploratory visit, only two further visits ware male.

(a) Exploratory Trip, 15th to 17¢h April, 1982

Thin wam a contart viait during which ground plana were mada for later
racarding sssalonss parmiseion was acught and ohtalned from the
Officas of tha Dapartments of tha Intecior and of Education for the
purposs of vislting schools within Gazankulu and initial vislts were
mads to Mbhureni, to Hlaketo and to Sukani Schools. At Mbhurenk, some

audio recordings were made, but at that stage, the video equipment was




not aveilable. During this time, interviews were held, both with
offiatals of the Dapartment of Education and with Tsonga speakers

interested in oral postry.

() First Racording Trip, 3rd to 16th July 1982

with tha Scheol

Folluwing on made by

Prinoipal video of of children's

postry were made at Mbhureni, Hlaketo, and Sukani schools. A visit was
made to the village of Hosl Ngove, where further performances ware
recorded. At Glyani, video recordings wara mada of oral poatry perfor-
mances of sowe of the Mama poems by two adult women. These unrehearsed
performances at Ngove and Giyani were to prove of great value for
later work of verification and comparison during the period of tran-
seription.

(o) Second Recording Trip, 16th to 19th December 1983

Thio trip focussed on the area near Tzaneen, and recordinge wers made
in the village of Burgersdorp. Here & group of children llving in and

ly. n oontrast,

around the village, thetr postry
during the firet recording trip, the mchool teachers had, for the most
part, arranged a cholce of poems, and had chosen particular classes to
racite them, The olasses, we mumpect, were made to rehearse before
the racording sesaions. These spontanscus recordings, from the Xinkuna
dialectal area, were thus of considerable value for the subsaquent
work of tranesriptfon and compardson.

33,3 Tho recording process

{a} Equipment used.

A Sony TCM=-787 tape recorder was used both for interviews and during

plece of equl

the recording seseions. This relativel
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which has & built-in microphone proved adequate for the purposes.

standard G-90 recording cassettes wre used.

Tuo possibilitles are available for the making of vides recordings,
alther to make use of sound film equipment, or to uge a video czsgetta
recorder (VCR). For the firet of these, the Initial capltal cutlay may
he less by a fagtor of several thousand rand. The disadventages howe-
ver rapldly sutwelgh this seeming advantage, There are no monitoring
facilities for the operator; it is almost impossible to separate the
sound track frem the visual track for analytical purposes; tha eeund
track is often of inferior gualitys frequently the reprodustivae pro-
caan leads o unsatisfactory or unusable resulte; thers ie frequently
difficulty in the editing process becauso of time-lag between the
vioual and the bound tracks. There are many advantagos to the use of
VCR equipmont, and it was dooided to employ it because of itn sasa of
oparatien, itc portability, the poosibility of re-use of cascettes
and, mosot especially, because of the imotant play-back and sase of
monitoring the £llm. The camers used wad a National WV=3200 N with the
tiold monitor, The equipment carrica ita own batteries, which are
rachargeablo overnight off etandard eleotricity supply, but in the
ovont, thagse batterios wore found to be of insufficient duratlen for
flold work. Use was then made of a car battery, Thia aquipment ham
many advantages in wse, the only dissdvantogas encountered were with
the microphono, which would have givon batter quality recordings with
& windohiold; and with the trolloy upon which the agquipmant was
installed for ‘easy' bransport - the whoaln were too amall to cope

with the rough terrain encountexed in some of the nchool grounds and

villages. Aleo an ovorall plastle cover would have obviatad tha entry
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af the fine dust whlch sebtled on and inside everything. fhe presence

of ipwant, lights and ia should,

Ln our opivion, be avoided as mueh as pomsibla in field werk,

aspeclally when the performars are ahildren,

Subsequent replay facilities wers provided by the Cantral Television
Unit of the University of the Witwatersrand, and use was made of the
Panasonic VOR NV 8200 machine, This oquipment facllitated analytical
work, an playbagk of the tapas could ba slowad down considerably s¢
that the lnter-relationship of bpoken syllables, body mevemanta, and
moledic accompaniment cowld be eatablished, Obviously this wae only a
few etops better than a purely ivpre@slonistlc approsch to the
question of synchronicity, but it was felt to be adequate for the
purpose. Flnely graded ecegmentation of the visual record wag not
doamed naceseary st this stage of the re: arch {yida. Conden & Ogstonm,
1966, 1967; RKendon, 1980). The sound tracks of tha video cagssttes
ware traneforzed to audio tapee for sepldity and ease of trangorip~
tton,
{b) Recording Prooedure
#Bhlg has recantly (1981) warnod agalnst the fatal error of celylng
on ana's oun pereeptions in language analyeis, particularly Lf one ls
not a mother tongue speaker, no matter how praflclent one has becoms
a5 & foreign language learnor of the target language. Discussing
pronodologhoal anslysis, Hohllg statos as hin *Plrat analybical prine
ciple’ that

un corpus do réaligations lingulstiques doit 8tre collectionud,

Ca corpuy doit conbenir des textes libres aldai que das textes

systénatiquomont conditionnés
(M8h1ig,1.81:36)

a body of linguistic mu3t ba colleated. This body
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must contr . Ire exto s well as systematically controlled onas
He aloo underlines Low important it ia to have recordings from many
mether tongue vpeskera. Bvan at the ealy stage of data collection,
tha bullding up of a body of material which can be used for compara-
tive purposes is & goal not to be lost oight of. Thuo the need for
multiple racordingn of the same free texts and by apaakers from diffe~
rent geographical areas was a guiding principle during the project. Tt
is a well-documentsd fact that no two performences of an ftem of cral
literature ave ‘ldentical’s there is no one ‘correst’ btext (vide.
Scheub,1970) and 1t is with thle underotanding that muiilple recor~
dinge of the 'same’ poem were coneidered in the recording Process to
be "freo texta’. ‘Systematicaliy contralled toxts’ way hecome the ob-

ject of further data collecting , vith different objectives at &

futura date. One could envisage for instance, a comparative study in

wiich dislectal differances within a spacifloally sslected number of

tra nama poema might ba fraced on a geographical basis.

si:

the aim wao the ecollection of a body of Eree texts, vory few
restxadnte wers put upon the performers. Upon arrival at a peheol, in
a village, oome tlme wad epent talking to the children and adults
present, about the songe and poems that they knew. Before long, tha
ahildren would offer to sing some dongs or recite Some poetry. Onaa
thoy started performing, and ao they began o gef into the meod of the
cecanlon, the sguipment would ke set up. At this etaga, questions
would be anawerad about what each plece of spparatus was for. In all
cnons, recording took place outdoors, usually in the shade of a large
tree in the achool playground, or in the umual village meeting place.

Specific poemo wore not requested, oXcept on the third trip, whan
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analytical and comparative work was belng planned. It was of interest
for inatance to dlscover whethar a poem like Xikhongolotana, of which
four different recordings had been mado near Glyani, was equally well~
known at Burgersdorp near Tzaneen. In gome cados, as mentisned above,
school teachers had prepared a ‘Programme’ of poems and this led to a
regretted lack of spontaneity. However, the teachers usually allowed
the children to add other items to the programme. Once recording had
atarted, the children ware asked o repest a poem, whare the words in
the first rendition had baen unclear, or a lorry had paswed by, or the
children had bean distracted by bigger children laughing at them. Tho
usual procedura was to allow the ohildren to praduce poems in group
reoitation until they reached the end of thelr programme, or if thay
began to find it difficult to think of othar poems, At that stage,
Bome sweete would be offerad to the parformers, and attentlon moved to
the audiance. The audiance was usually made up of other children,
mothers, wemen from the nearby villages and some old men. Ganaral
conversation on the quallty of the parformance, with expressions of
interest and enjoyment in the event were the usual topied disaussed.
Ogoasional comment on langusge use would ba made, but the audiencas
were not over critical. Tha childran would ba asked if they had
thought of any other songs ox poema, or 4f they had any games that
they would like to play which contained mongs or pooms. Recording
saszions lasted usuatly for about one and & half to two houra.

(9) Factors which may have blaged the data

In the early stages of the projeck, the gathoring of ae much material
an posmible congtltutod the main goal. The focus acon shifted from

quantity te gquallty, and the later video and audio material ie

cartainly an imp) s technizall ket on the earlier




material. The Bchool-based locus of the racording sesaions wes
introducing several factors which gould influence the data and lte
subdequent interpretablon. The firat of thess was the most obvicus
cone, that many posma which were being performed had been learnad from
the sawe published postry collectlons. Thuo we were no lomger dealing
with 'free texta’', but with texts ‘fixed’ by the process of
publication. A type of textual contzol was thus intraduced which had
not bean snticipated at the initlal stages of the recording prosess.
The advantage of thie howaver was the provialon of material whioh was
comparable in terms of tha chythmical interpratatlion of the same texts
in different performance cantexts. Tha sacond factor whigh w.s
initially perceivad as a negative ono wam that the classcd had been
ovar-drilled by enthuslastic teachers. This resulted in & reclting
style which ovor-emphaoised the rhythmical patterns, often lad to a
falslfication of intonation pattarns, 4 sing-geng typa of delivery

which waa slow, and tos fast, in

comparigon with what could be called ‘normal spesch rate. On the
other hand, over-emphasised rhythmival patterns are not falme
pattorns, and sinde the maln intercst in analysing the material was
the relationahip between intrinoic linguletic otresses and the
underlying rhythmlcal patterned temporal pulses, the cboarver's task

wae mada that much easier. Ovar-emphasised lntenatien patterns, and

variable spoach rates can be an 4 Lables, The

shility of adult an wall a8 in two out-of

uohool looi was therofors wolcomad, as this provided the opportunity
of acaane to matarial which was not pre-rehearsed, was removad from
tha diroct coatrol of a teacher and was opontanecusly cffered. This

material Ln affect can be conaldered &8 ‘montrol’ matorial in mo far
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a8 it was not affocted by the above mchool-bamed fagtors.

3.2 and of Data

The data collected has been tramsgribed, translsted and annotated, and is
pregonted in Appendix I1203£f. Tha corpus consists of thirty-three posms. It
must be cappasised that this collection does nok aspire ta offering &
complete representatian of Teonga children’s cral poatry. No altempt Ls made
te classlf, the poetry according to itd type (s.g. countlng poem, game poem,
‘tursery vhyme'); according to ite temporal wsetting le.g. relatlonshlp to
seasonal or cultural activities); according te performance atyls (s.g. sung

or chanted; unison, 1 or antiphonal voice usage}

according to setructur 1 characterietica {e.g. with or without ntanzalc
séructure) (for examples Of such clausificatory prusentation, see Opie
(3969}, Blacking (1967), Beart (1395), Johnston (1971)). Our colleetion is
we believa, s represontative sample of Teonga childran'd oral poetry and it
is used as the basic data far rhythmical anslysis. sinea whildven's poetry
in all cultures very eeldom has a ‘bitle’, but i knewn by tha words of the
sirst line, tho pootry is presented here in tho alphabetical order of tha
flrst word of the first lino, and the first line ie given 88 the 'title’, It
Lo by thin convention that the ohildran referred to their postry, with the
one oxception Of tha posm Mina ximanga xa shova (' am tha cat of the
bush‘}, which wae proceded by the declaration of the titla *N‘wampfundla®
(*Mr. Hage’) (of, Poem Mumber 17}, The poems azre numberad ascordlng %O the
alphabotisod order, wich difforent verslons of the ‘eama’ poem boing

indicated by 'vecalen a', ‘vagpian B, eto.

1y will ba rooalled from the disgusuion in Chapter Two that one of Lhe main

euncapte areund which contzoversy has arlsen ls that of ‘verse lina’, and




its relationship to ‘breath group’. Without anticipating the detail of the -
prosadic argument which is prasented in Chapter Pour, it ia necessary at
this stage to clarify our usage of this concept. We define a ‘verse line’ as
being 'that linguistic material within the ov (3yllabic) tler which is
rhythmically organised by the underlying seriss of pulaea’ (:110). The
thrust of our argument i8 that there exists for this simple art form, an

abatract rhythmical scheme which can be represented by a series of temporal .

pulsss. Thesa are pe: 28 being by pulses or

‘beata’. These Interact with the syllables of the eyllabic tier within the

cuntext of performance to produce 3 verse line, which in it phonetic

realisation, ia rhythmically patternsd. Ry aesigning syllables to dtrong ar

weak positiona in the echema, the performers produce ‘rhythmical languaga’, .
i.e. language which ie rhythmically patterned, and which is perceived as

8uch by the obmerver. We recall Blacking’s use of the phrase “patterns of

words that are recited to a regular metre" (Blacking:16) as a sub-set of the

Venda concapt of ‘song‘. Hor :sr, we would prefar to state this as ‘patterns

of worda that are recited to a regular rhythm'. The atrong puises, by being B
asigned to syllables ln the linguistic string, produce prominence which
may, or may mot coincide with the prominence which Ls praduced and pexceived
during natural speech. We believe, with Liborman and Prince thak "patterns

of etress are a phonetically real and linguistically eignificant aspect of

speech” (Liberman and Prince,1977:331). Within the performance of poetry,

these "patterna of stress" are foregrounded, The ohjective of the prosodic
arnument is to Lnvestigate the relationship between what 8ixd ham called the
two types of prosedic conatralnte

the first type [...] lu one gtated in terms of the linguistic unita of
the language. For example, a line might be defined as a  sequance of
ten syllables, or it might be dafinad as four accented or atremsed .
yllables [...] we call prosodic constrainté stated in terms of
linguietic units, internal gonstraints. Exgernal constrainte deflaing
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the line are those stated in terms Of extra=linguistic factors [...]

for example [...] an iostrumental accompaniment
{Bird,1972:207-8; Bird‘e emphases)
It Le worth atating at this point that we conslder the term ‘constraint’ to
ba too restricting, and we prafer to refer to tha rhythmical pattern as a
‘foundatlon’ upon which the poetic structure is bullt. It ie evident thot we
make no distinction batween recited, chanted and sung poems, since they can
all be analysed within the same methodological framework. (This last point

ia discusesd further under 3.3 below).

Our data show that In the majority of cases, versa llne coincides with

breath group. Where intra-linear breath is drawn, this le indicated by the

®ign # in the transcription of tha rhythmical analymis. We hava demeribed

verse lines which ars patterned by 6, 12 and 16 pulsam, the latter being a

sub-set of the 8-pulse verse lines, Within the corpus of 789 verse lines,
483 ars dofined by an 8-pulse pattern; 209 by a 12-pulae pattern, and 97 by

a 16-pulse pattern. We shall illustrate our transcription, tranelation and

annotation process by reference to ome Foem, number 28, Timyimpfu hi leti

('Here are the sheep’) {Appendix I:264ff; Video 290; Tapa Z-§7]

3.2.1 Transcription of the text

This poem im parformed in a chanted unison monctona, &8 an

accompaniment to a simple gama in which tha children move around in a
circle, each ahild holding onto the ehirt or skirt of the child in
dollowing each other.

front, presumably ss sheep walk raund

Structurally, the poem conslets of two Atanzas, each made ap of &

repeated couplet, thus we have sight verse lines, each of which is

performed to the B-pulss rhythmical pattern.

=1=

Tinyimpfu hi letd
Sere are the sheep
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2 T4 lava wafurha
They are laoking for fat

3/4 ....a8 172

=5+ Ti karhels, ti ksrhels
They are tired, they are tired

6  Ti khomans hi minc{la
They hold each other by the tail

7/8 ....as 5/6
Verse lines are numbered, and the equal sign bracksting a number
indicates the commeniement of a mtanza,
132 Textual translatien
The second stage in the transoription process wae that of tranalation,
Bt thim stage, a cholce had to ba made between three alternative
presentations of tha Bnglish text. The firet would be a haslc one-to-

one formally equivalent version, or what one might call "Tsonga-

Englis

6., Tioyimpsu i lets
Sheap they-are these

The secand alternstive would be to proset a linguistically congruant
veralon, i.e. a reproduction in recognisable English of the formal
tranylatlon, or what one might call "Bngllah-Teonga®

viz. “Mere are the shoep’
The third alternatlve ls that of the presentation of a dynamlcally
equivalent verslon, or whet we could call English-English"

viz, 'We're gheept’
{For dlscussion of these translation terms, eee Bill,1982. Sub-linear
tranelations are not presented within quotation marks in our

analysis).
The second alternative was chosen as havimg the advantages of being
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falthfull to the original Tsonga; of being readable Bnglish; and of
avolding the probloms of searching for {diomatic Englisk exprasslons
which might result in the loss of the idiomatic flavour of the Teonga

toxt.

Ao a final step in tha translation process, comment was addad, below
the transcribed text and following the verse line numbsring, on diffi-
oult expressions, on idiomatlc eignificance, on words of unknown
meaning ur arigin, on ideophones, or on culturally significant lexical
items.
e.g. 21 The children were unable to explain why the sheep wera
"looking for fat! {Appendix 1:268)
In multiple version poems, only ons version ie ghven in full. Textual
comment on other versiona, which often differ by only & few words, or

in the orderlng of verse 1inss, ls then given.

3.2.3  oraphic represemtation of textural and textusl body movewents
By slowing down the replay of the video ca@ssttas, the obssrver is
able to determine the relationship between the performers’ body
movements and thelr spesch., The obuarvable eynohronlcity between
gesture and uttered ayllable has been well documented for many types
of mpeech bahaviours and interactions (vide Coudon and Ogaton

(1968,1967)). They have deacribed how, in observing very fine

segmentation (ona forty-sighth of & second) of cine f£ilm of socisl

interaction

the body of the apesker was found to ‘dance’ synchromously with
his speach,

(Condon and Ogeton, 1967:1234)

B Other werk in thim avea foouses on the ocategerisatien, demcription,
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and umage of non-verbal behaviours, gestures in particular being the
focus of the work of Sandor (1967), Cresswell (1968), Ekman and Frie-
sen {1969), Horris (1978) and Kendon {1980). Kendon has emphasiced hiow

gesture is not mo muel ommon aocompaniment to speech but
f...] it is an lncegral part of the whole act of uttering [...]
it may encode the most cantral and abatract ideas alea being
encoded in speach .

(Rendons355)

In hie work, he definem a “gesticular unit" which is made up of one or

more "gesticul . The geaticula

phrases” or phrase

le dimtingulshed for every phase in the excuralonary movement in
which the limb, or part of it, shows & dietinct peaking of effort
[+++] such an effoxt pesk [...] ia termed the strpke of the G-
Phrase, It is usually preceded by a prgparation, le a phase in
which the limb moves away from ite rest position to a position at
which the stroke begins, Tha atroke is then sudceded by a
recoverv or raturn phese in which the limb lm elther moved back
to ite rest posltion or In which it is readied for another stroke

{Xendon:342; Kendon’s emphaais)

G-Phrames are manifestations of the "idea unit utterance is
qgiving axpresaion to [...(they)...] may be Gietingulshed in torne
of nuclel of kinesic euphaois, much as Tona unlts, o
distingulshed in terms of nuclel of vocal prominenc.

(1348-9)

(1t should be noted that the baris of the definition of "Tons
Unite ie intonational and not eegmental (Cryetal,1980:386-7)

We ehall, in sevaral poems, £ind evidence of G-Phrases, as well as

aany examplos of eimultaneity of G-Phrasal stxokes with tha usterance

of significant syllables.

In oxder to avold the ambiguity surrounding the tarms "gesture™ (“ob-

served action®, Morrimi24} amd ®gesticulation® ("a manual action”,

Morrim:27), which are too often used im thn literaturs te mean only

"manual gesture", we have uged tha term *movement® in our desoxiption,

and this movemant Lo always quallfiod by the concomitant use of the
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hame of tha body part involved, i.e. arm, foot, torso. We have

developed a simplified descriptive taxonomy which satisfactorily

handles the data. Ite outiine ie ae follows:

1. 7extural Novements
a)  Baton movaments "which time out, acoent or emphasiss a
particular word or phrase’ (Ekman and Frlesen:68) N
b)  Affectlve movemants, which indieate the emotions of the
performers, or their feslings or attitudes towards the
events, actions, persons, animals or objects being
demoribed within the poetic text
2. Textusl Movements .
Thess are illustrative movements, which may be
a) Imitative movements, by which the parformers attempt to
mimic the action of a pereon or animal described within
the poetle text. (This item reprasents a conflation of
Morria® *mimio gestures" (128) and “schematic gesturoa® .
whion axe "gestural shorthand” (:29})
b) Symbolic wovementa, by which the punformars attempt to
animsl or objact

express the nature of a person,

daoribed by the pastic text. A "symbolic ges-
ture [...] indlcates an abstract quality that has na
simple equivalent in the world of objests and
movenents® (Morzis:30}

o)  Descriptive movemants, by which the performors attempt
ta indicato the elze, shape or characteristicn of a

porson, animal, objagt in the postic text

17



o

Bxpresuive movements, by which the performers attempt
to deseribe the fealings or attitudes of persona or
animale in the poetlc text, towards other persons,

animals, objsots, actions or svents within the taxt.

) in which point to
their own bodles, indloating body parts mentionad in
the text,

our divislon of movements inte taxtural movements and textual

novements owes momething to Opland’s usage of bundes’ terme

textual goncerns are opening and aloming formulas and khe inter-
nal structure; textural concerns are rhythm of dalivery er vocal
affacte that would not be apparent from an oxamination of tha

vorbal text of tha perfermance.

{opiand, 19831238)

opland conflatem both of those into one, viz, the “expreasive"
alement, and he udes “textural® to mean *nonverbal aspects audible and
visible to audiences* (1239). Those are tho hidden data which we

attompt to describe by our of "textural .

fauman, di Lng the of oral has clatmed that

there i an "Lndiesoluble unlty of text, narrated evant, and narxative
event” {Bounan, 1986:2), and cur textual apd textural desorlption is
an attempt to exprese this unity of text, textual movement and
textural movemont within tho context of postic perfarmanca. The
movements are all what Bkman and Friasen hava called
"illuntrators...movomonts which are directly tied to npeech” (Ekman
and Friesen:68), but the baton movements are the only ones which

have no independent moaning or connstatlon when viewed without
hoaring the words [...] they ave forms of rythnic (ale) Leonlo
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encoding. They teld no message [...{but)...] thay are still
iconieally coded, but in tarms of rhythm,

(Bkman and Friesen:69-70)
We have also drawn on the work of Desmond Morris (1978), and have
taken from him tha usage of "imitative" and "eymbolic" as descriptive
categories for movement (vide also Sandor (1967} for a blmilar

descriptive syetem for story telling).

To return to our exampla, the children’s movements round the olrole
are described as imitative textual movements in that thay attempt to

mimic the head-to-tail movement of shesp following each othar.

We turn now to a of how the of body

wovements ie symbolised, and to the graphlc representation of these

within the textual tranacriptions.

The taxonomy e hased on Labanotation, a aydtem which 1 usad in
choracgraphy. The baaic elements of thia system are

The PARY OF THE BODY that moves (or several parta)

The use of SPACE

The TIMING of the movement (fast or alow)

The DYNAMICS, the textuxe of the movement {stxong or Lighe,

The pattern or FLOW in the movement (bound or free)

(Butchinaon, 19541111 Hutchinson’s smphasks)

We have not taken over thin eystem in its entirety, as it ie extramely
complex, bub we have attempted to axtrast its essence, ta adapt it to
our data. We had also to aim at produaing & system of ioonle symboln
which would be computor compatible. Apart from the baale elemants
outlined above, dirackion eymbols  (up,down)  loft,right)
forward,backward)s body parta (hands, amms, shoulders) feat, lege,

pelvis; head, chest, hips, whole torso); and the diffarent uatogorien

> of movement (tilting, wotating, ohifting, faoing) were needed within
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the taxomomy. Labanctation is based on a stylised representation of
the human body, viewed from the back, so that movoments made by body
party on the left hand side of the body are mean rapresented on the
laft hand mide of the printed page. Our simplified taxonomy is shown
on the fasing page, togethar with the "Bady Signe® of Lebanotatien
(Hutchingons263)

The following will be noted:

DIREGTION SYNEOLS (Hutchinson:i3)

umel upwards -

4 el Bign indicat

full stop aign indicates downwards movement: .

41) hyphen sign preceding body part indicates movement to the left

o.g. -/ left leg movas laft;
hyphen sign follewing body part indicates movement to tha right
e, )= right arm maves right
(Forward and backward movemants arz not indicated iz the

graphic represontatlion of movement)

BODY

4

1y

PARTS (Hutchinsonilsl)
Gurly bracketa identify handa:

{ left hand, } right hand, {} both hands
curved brackets identify armss

( left arm, ) right arm, {3 beth am

{shoulders are not indioatod in the taxonsmy)

44L) “lsec than’ and 'more than' oigne ldont.fy foot:
< loft faor, > right fooe, <» both fmet
iv) alash aigna identify legs:

/ left log, \ zight lug, /\ both logn

uppor case O identifies tho pelvis; lower case o identifien the
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haad and the figure B identifies the whole toreo
chest, shoulders and hips ars not Indicated within the taxonomy, o6
auch body parts seemed not to play « majoxr rola in accompanying
movement, but one could for inatance use |, the vertical detted line
for chest) square brackets { | for shouldsrs; and th variant vign ~
for the hips.

OF HOVEMENT 151)

L} “tilting® refers vo

nelining, bowlng or bending" and we hava
equated these terms with up and down movement, thus our * and .
are used for thim category

i1} “rotating® refers to "twists in the body’, which we {ndicate by
the rat’ sign @

111} "shiftlng* is “tho dioplacement in space...usually en a herizon-
tal plane”, We have aquated thtd ta cight and laft movemants, and
the hyphen eign i used as explalnad above

iv) “faclng" mesns “turning towards the direction atated", which

agatn we have interpretod as right and left movement by using the

hyphen oign.

OTHER MOVBHENTS

1) olapping is a froquent accompaning movement which we have Lndi-
oated by tho usual musicological convention of the plus sign +
44) etopping and nkipping are common movementy in games, and we mhow

those by upper cana § and lowor case 8 reapectively. In combina-

tion, atep-skip, these are shown 8s, proceded by the indication
of the leg, viz right or loft

1i1) any othor body movement, not covered by these iconie mymbals ls

A indicated by *m==~=-®, and tho movement ie desoribad Ln tha toxt.
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We return to tha posm shosmen, in order to illustrate the taxonomy in
use. The lconic symbolu are placed in the line immediately skova the
toxtusl transoription, and correspond in spatial position as cloEely
as possibla to the porcelved temporal relationship between observod
movament and heard syllable. Omly the stroks of tha G-Phrass is mar-
ked, pinee to indleate preparatory and recovery phasen would result in
overlcading of the text .l transoripticn with unnecessary detail,
which is not of any value for our analyeis, Tha complets graphic
rapresentation of the textural and textual transcriptien Le thus
8 5 \s s
=1= Tiayimpfu hi leti
Hore are the sheep
/5 s\8s
2 Ti lavae mafurin
Locking for fat
3/4 L..8e 172
/s \s /s \s
=S= T4 kerhols ti karhele
They ave tired, they are tired
153 s \8
6 mi khomana hi minoila
They hold each other by the tail
/8 ...a0 5/8
This is to be read, vexrse line by verse line, aa
=l= ‘'left leg step-ukip, right leg mtep-skip®
2/3/4 (an above)
5= “left leg - right leg step, two times”

6/7/8 (an above) (Appendix 11265)

one ia 1ly placed in a dilema wban

- N with auch deta - are these *textural baton log movements" or are bhey

to be intarpreted as "textual lmitative movements'? A decisien was
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taken to consider these as “textural baton lag movements® am they were

perceived as "timing cut* (Ekman ana Friesen:68) the utterance of the

verse lines by a hefty thump of the feet on the ground. The children's 3
action in holding on to tha skirt or shirk of the child in front are
however described as “textual imitative" movements as they 'mimic the
action of a peraon or animal described within the poetic text”. Our

descript. ua of both textural and textual movemente can be verifled by

reference to the vieual material submitted as an integral camponent of 4
this disgertation (Video 1290}, but in tha f£inal snslysis, the
decision taken in favour of one category rather than another is often

subjective,

A further textural elememt § . hat of melody, Of the thirty thzes

poems recordsd, fifteen are sung, while eighteen are chanted. (Thig

aspect of delivery style in further discuseed under 2.3.2 below).

Since our primary interest is in trosody, and in particular in its .
rhythmical basie, we oshall not pureve in this dissertstion tha

quemtion of the relationship betwsen melody and linguletic tone. It

was decided however to include che transcriptions of the melodies

within the present work. They will be found in Appandix II:1295 ££.

These poeme are numbers 2, 6, 11, 12, 14, 16, 19, 20, 22, 24, 2§, 27,

29, 31 ana 32,

3.2.4 Rhythmical transcription

The parceived rhythmical pattern of this poem is one of tha three 8-

pulse patterns, which we ropresent as .
x X x x x x x x

in which x is to be read as an unatremsed, and X ag a stressad pulse,
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There ie no variation in this pattern within the performance of the
posn, each verse line commencing with an unetraased pulse followed ny
a stressed pulse. Basing our tranecription on the analytical method
followed by Coupsz and Kamanzl (1970}, we make use of elght columng
which correspond to the eight pulses, Within thesa columns, the
eyllables of the verse lina which are parformed to the abstract rhy-
thmical pattern which thesa pulees reprasent, are transcribed in lower
case letters, word boundaries being indicated by a space, and syllabic
junctures by a hyphen sign. Perceived vowel lengthening is indicated
by tranacribing the vowel twica, aeparated by a hyphen via, e = 8. In
the majority of cases, the varse line corresponds to a braath group,
and the tranacription should be understood ae conveying this
information. The end of the atanza (“verse” in popular terme) is
indicated by ## and thin may co-occur with extra long syllables. The
concealed data, 1.8. textural movements, are mhown within the rhythmi-
cal tranecription by making wee of upper case letters, In all cases,
these capitalised ayllables will have been Gbserved to be those which
correspond to the stroke of the G-Phrass. At the right hand side of
the rhythmical tranacription is a column markad "S:P". "S* rapresments
the numbar of syllables within the verse line, while "P* rapracents
the number of pulses. This poem La made up of two repeated couplets,
which accounts for the highly regular nature of the §:P relationahip.
It will be rapidly acparent from & perusal of the data in Appandix I
that such ragularity is ths exception rather than the rule ln Tsenga
children’s poatry. The $:P relationahip will be found to be a useful
analytical teol in the prosodic argument which ia presented in detall

in Chapter Four.

84




X x x x X x = £
varns

iine

1 ti - NYI- mpfu HY ~ i 1B -e =TI 6:8
2 t LA-va MA@ -FU-u ~ RiA 6:8
3 €1« NYI- ppfu BI =1 I - e - TX 618
4 L IA - va ~@n -FU-u - REMW  6:8
5 €L KA - rhe- LE  ti KA ~ rhe- 1B 7:8
& ti KO- ma - NA Bl NI - nei- %A 7:8
7 ti KA - rhe- LB ti KA - rhe- LE 718 ‘
8 ti  KHO- ma - NA  hi  MI - moi~ 1AM 718

This rhythmical transcription is an avbempt to capture, in print, the

observer’s perception of the phonetic realluwation of varme lines in

performance, The presence of tha concealed data, whith ls textural in

naturs, is also indicated within this tranecription. Neither the -
textual-textural transcription nox the rhythmical transcription im a

-performable text® iIn the Eense Ln which Tedlock uses this temm
(Tedlock,1983:6) L.e. a script from which one could deduce all the

'stage instructions’ necesmary for a paseabla reproduction of the

original performance. Both transcriptions however, do nffer a vimual N
representation within the written medium of the significant textural .

foatures of tha oral performance. 5ince our focus 48 an prosody, we

decided o maintain the of the rhy 1

as shown, rather than attewpbing to use the elemante employed by
Tedlock to indicate the temporal and other mcoustla features, viz. by
the use of diffavent type facas, long strings of repeated vowels, aa
well ae vowele transcribed in falllng or rising linea of type to
indicate falling or rising giides in speech. The rhythmical transcrip-

tion we have developed aervas as the bagls of our analytical argument,

and this tabulation rapresents the final step in the process of trane-

v f cription, translation and annotation of the data. (For discussion on
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m ‘tiple transoription texts vida Fine (1984) Ch.4189ff)

once the 68 recordings of posms had been transcribed, they were

grouped into poems with the same "title" {i.s. the "same" first line).
Poema which had melois

baged on rather than 1

pentatomic scales {Johnston, 15711112}, and which were warked by

Westexn or ‘township’ rhythme wers rejected. Por instance a very
popular children's song ie performed to the tune of "Auld Lang syme",
and the rhythm of the Taanga worda id quite Western (e.g. ieng final
vowals). Simllarly rejected were two Sipedi @omgs which the chlldren
sang at Burgersdorp. This procese of selection finally resulted in a
corpus of 33 posma, varying An length from 2 to 78 verse linea, glving
a total of 789 verse lines in all, This total of 789 versa llnew

consiste of 483 B-pulse veram lines, 209 12-pulsa verse lines and 97

16~pulae verse lines.

In order to reduce this data for analytical purposes, and 8o that
results would not be skewed by a preponderance of certain types of
verse lines, it was decided +° adopt the convention that repeated
verse lines in the same performance would only be counted once.
However, if the eame verce line was performed by another group of
children, or by the same group of childrem on ancther occasion, it
would be ba counted twice. Thie procedura reeulted in the preduction
of a body of 365 B-pulse versa lines, 112 12-pulde verse lines and 97

16-pulse verss lines. {There wexa no repeated 16-pulse verse lines).

3.2.5 Interview with Mr Lybou Meaetweni

We conclude thim section with a conaideration of the commants end the
postic performance of Mr Lybon Htsetweni,

a Tsonga post. Theee ware
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amcertained during an interview held in his office on tho st of April
1982, in which the guestion ©f tha rhythmical basia of Taonga
childron’s poetry wae discuesed. It wae felt that his views added
waight to the obeerver’s perceptlons and reinforcad what ware
initlally our very tantative intultions. Hr Mtsetweni exposed his

understanding of the topic by performing four examples of the genre,

a) The f£irst of these wae the initial two stanzas of
Xikhongolotana ({poem 32, Appendix 11272 ff) whieh he sang to tlia

accompaniment of hand clapa as follows

+
Xikbongolotana o @
Listle millipede m

+
Xikhongolotana
Little millipede

+
%4 kondletela ndzilo
It pokes up the fire

* P
X4 kendlstela ndxilo
It pokes up tha fire

an
nn
+

LE}
mm

+ *
X1 kondletels ndzila
It pokes up the fire

+ + +
Ruavhi wa ku wa ta m®
Your father s coming m m

He desoribed hia parformance by saying

B ndlela leyi hi nga ku ku na ‘rhythw' eka swinsin'wana ng
mintlangu loyi vana ve Vatsonga va yi yimbelelakn

1in this way we can say that there ip rhythm in the mongs and
games which Teonga children sing.

We have analysed our recorded versions of this poam within the

v a7




corpua in Luzme of & regular wnderlylng rhythmical serles of 12-
8-32 pulses per verss line) these pulsew being pattarnmed by 3-2-3

beata psx serles (Appendix 7:283 £5).

b) Hig second example was preceded by a brief desoription of the
game action in what he called Bawachuchubsnya (poam 18, Appendix
11340 ££). The performance was accompanied by four hand elaps per
verse line. (Ae shown in our disausdien of this aong, the warde

are untransiatable),
[
wamachuchubangs

.+

Banga mangololi

PR
Mangololi yname
In our analysis, we ahow this song to be organised by tha most
frequently recurring 8-pulse putters X x % x X x x x,
@) The third seng was sems tmemd nhonya yd nga (poem 29,
Appendix 11266 ££), which ho cald "yo kota leyi” (‘is like thie’,
i.e. the praceding one} and which he accompanied in performance

by eight claps per verse line

+
Tsoma tsema nhomga yl ngl nhong- ya nga

cut  out my stiok, my et

L PRI
veka voka mdleleni ndielens
Put [L6) put (46} Ln the road, in the road

+ + L

¥a to hindzo va teka  va tek:
Thoy will go past and take u:,\, take {ik)

+ +
Un lumbota Mubitani Msbihani
They agcuse Mahihani, Mabihani
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Ho followsd this performance by counting out ite rhythm as
"1234, 1234

and this referred to the sight claps tapped out in his

performance. However, he added

loke mi ringeta ku pimanisa na loawi udal nga i
yizbalerisa swona eku sunguleni, leswi a swi ri i 2 3¢

if you try to compare :m- with what I eung for you in the
beginning, that was "1 2

by which he was referring to the first and third lines within
sach stanza, which he had accompanied with three claps as they

wera sung.

d} Hr Mtmetweni‘e final performance was of a mhort antiphonal
poem, called Beba, which he desorlbed as being performed by a
solo caller and with group rempopse, This he performed without

olaps, as follows, aftar explaining that he did not know what

beba meant. {No porformancas of this ware offered by children |

¢:  Deba bebo * Re: Beba

Nolla wa maugovo # Beba
The tall of ths mongoose * Beba

Loko u kumkls * Beba
Whan you have found (it) * Beba

Loko u chelile * Boba

whon you have dug (it out) * Beba
Mo uimun‘wana ¥ Doba
With a littlo calt * Boba

Swn puikhegana * Boba
of the little 7 * Beba




Swo tsoko-taoko * Beba

It is just sweet, gweet * Buba
'’ indicates the Call, weparated from ‘Re’ tha Remponse hy
the asterlsk sign) the apostrophe lndicates what are per-
selved as stressed eyllabies. This posm would thus .appear %o
be rhythmically organived by a pattern of thrae strong bests
with twelve pulses por versa line (for disoussion on the

nature of 11-pulee varse lines see Chapter Pour:181 f£f).

3.3 Nature of the Data
Within this seotion ke various types of children's poetry xecorded will ke
dlsaussed. Abtention will bo paid to the vtrustural characteristica of the
postry and to the various porformance styles used by the children. Pinaily.

a brisf desoription of tha llterature search which conoluded the porlod of

time epent on data eollectlon, & iptd will ba given.

3.3.1  Types of pootry and number of pooms
No citempt hos beon made to classify tha poamd into difforant types.
Ona cowld for axemple divide thom Btructurslly into pooms with or
without stansale stsuotura; or functionally, an counting poema, of
geme poome; or toxturally, as thooo with or without body movements, of
with or without melody. No corrolatien waa found hotweon any of thaoo
categerien and the difforent parceivod rhythmical patterns, thus euch
“ktamptn at olasolfication were conoidored to be suporfluous to the
purpesa of this study. We shall briafly disouos the various typoes of

poans within ouch pogeible claspifiontory sohemes balow.
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Poss  Rhythain
‘Numbier Pattern

1 8
2 8
3 18
4 18
s 18
s 18
7 12
2 112
s 18
10 18
1 )8
12 8
13 8
LSRN
15 1
16
17 187112
18 )
1 116
20 116
2 18
22 58
23 128
¢ 18
28 8
6 8
21 18
28 18
23 18
0 116
W e
a2 12/40
33 18

coTALS 22{18)

2{112)
§(138)

TABLE T4

ummuzc PARTHANS, STRUCFURAL

MEANIMENT IN 33 TSONGA CHILDREN'S POEMS

(5)
116
18 (sms)i\p/(4)Rp/(6)ﬂp/<5)

CHARACTERISTICS, AND HELODIC

Won-Etanzade Stanzaia Chanted suug

(-5t} t4st] -4}

(214914) /(2148 (4] *
3(414(61

{22} *
12)rp *
15)/48) »
{12{21)+[2(1) ) )Ry
[1(C*Re) [+4(3{CRE))  *
{3{C¥Ra} IRp *
1(C¥*Re)+2 (C¥RE} *
6((CI+(Ra}) *
141+8(3)
3421
9

(4irp *
{12) /(1317 (24}
2(2]
{(4(CrRa} 1+{2(2) 1pmp
2(2(2))/212(2)]
6(crRs)
6(4]
2(2+2(14]
70217712} *
m
1240))+52(2)) *
(10)/{9)/120)

{2{cHR) 14[2(CFREY} ¥
2[214(6)

22(34(23/219031+2/93(3)/283)
(A1461314 (26131 H12)43(3142 ¥

1 20 18

123)

15

eyt {) enolese verse iinon; {] enalone atanzas; numbora bofure brackete
indioste tha number of ropetltions, Lhuo G{C*Re) reprements &
ropatitions of Cnll-Raspanco veroe linee; Rp indicates sowntivse
repetitions, ond ie plagad bohind braokotu, thus {41Rp reprosentn
countloss mopotitlona of u abansa of four verse liuas

¢Ru indicatn Call and Responoe respectively) (O¥ia)
call-Regponse within veroo linoj (G+Rej indisabes Guil-Nonpopse in

altoxnste vorsa linee;

structure, porformed in unison

/ indioaten

difforing versions of tho samo poom

indloatas

% indicstes vowse llied of Oali~Respenta



a) Structural oriteria
©f the 3) posms recorded, 20 have a dlpoernible stanzaic
structure, which we indleato by [+8t], the remaining balng [-5¢]

{see TABLE I on facing pade).

1) Nan-ptanzaic paems could possivly be considared as posma
with one stanza, but it wae felt that the concopt *stanza®
implies more than & simple sewies of verse lines, For
Frominger, a stanza is

a strugtural unlt in verse composition, a sequence of

1ines arrangad in a definlte pattern of meter ani rhyme

scheme which is rapeatad throughout the work .

(Praminger:267)

“Thews nom-stanzalc poams range in lemgth from 5 varee lines
(poem 5}, through countleds repetitions of 4, 5 or & varse
lines {poem 16}, to 22 varse line {poem 3). Within the
vorse linew, antiphonal structure ia oomebims apparent and
performed ae¢ such (poeme 9, 14 and 23); in another pvem,
however, the antiphony is expressed ln alternatlng verse
lines (poem 10}) in one cass, while antiphonal structurs is
evidont within the vexse lines, they are performed in sung
unison {poem 14}.
1i) Btanzalo poems range from two atanzas of 2 verse lines
each {poam 20) to the longest posm in the whole corpus mads
wp ©f 33 stanzam of three verse linem aach, It should he
noted that stanzaic structures withim one poem may not be
identical, e.g. poam 1 conalsts of an initial stanza of 2
verss llines, followed by 9 (vorsion 4} and 8 (version b)

stanzag of four verne 1lines each. Antiphonal structura
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aacure within theme Gtanzalc poema a# described above, but
in &l the rocorded versions, none was found In which
antiphony swbends avross verse line endingn. Poems 24 and
31, whlle balng antiphonal in structure, are performed in
sung unison.

11i) Rhythmical structure of the poems way ba based on
saries of 8, 12 or 16 pulaes, and this ia indicatad within
TABLE I by the figure 18, 112 or 116 foilowing the goem
number, 22 of the poems are based on 8-pulma patterns) 2 on
12-pules patterns; and & on 16-pulme patteras. Poam 17 ls
unique in that it Ls the only poow with an irregular
pattarn, the initlal and fourth verse lines heing based an a
16-pulpe pattern whila the remaining six verse lines ara
based on a 12-pulse pattern. Poam 32, Tikhongolotana, as
discupeed above (187) has a regularly recurzing 12-8-12

pulse pattarn in each stanza.

b)  syntactic Structura of Verse Lines
A brief consideration of the syntax of the language of tha veree
Mnes may be carried out by a compazative Consideratlon of
the strustures in 8~ and l6-pulse veras lines, grouped undor tha
following headings:
Noun Phraces - consloting of at least & noun or its
substitute, but lacking the Subjoct-
Predicate wstrusture of & clause
(cryatali24d & 270)
simple Sentonces - whether Dealarative, Intorsogative,

Imperative or Exglamatory. The main

B PR
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TARLE T1) IXAMPLES OF SYNIACTYC STRUCTURCS IN 8-PULSE VERSR LINES

NOUN PHRASES

chela chels  ‘frog frog’ (Sa-1)
*Lfuve Khuirit milenge ‘chest mtomash lega® {22a~2)
xikhongolotana little millipede: (32a~3)
swinyanysna swa ntlhanu flve m:ue blrds’ (26b~-1)
Xwals lenkoveni ‘over there in the vallay’ (2-1y
enhlorukweni ‘at the drift’ {320-77)
swoswi, vane ‘now, children’ 128-3)
xipens xa mananga 'the steenbok of the dosert’ {320-68)
kasi gomu lari ‘but thia bulging forehead’ . (1a=3)
xa ku tohwaka ngopfu 'the very ved one’ (322-53)

SUBORDINATE CLAUSES

x4 tohama enhickweni ‘sitting on the head' (2-2)
ndlela va nga gondli ‘not stamplng the rosd (3-17)
ioka ri ndyl vona ‘whon it sean me’ (Sa~2j
& veks spotweni ‘putting it in the pot’ {13-7)

SINPLE SENTENCES

isaoga xa ku luma  ‘Tha cat Lo biting you' (4-2)
A hi tsutsumeni ‘Let’s run mwayl (268-26)
Rharhi wa ku wa ta ‘vour father Ln coming’ {32a~11)

Nenge wu ku bara! ol ‘The leg goas uprawling out! um'(sb-a)
1 tipipi loti 'These ave pipes’

B hi mavoya lawa ‘Thiu isn‘t fur’ 1.—35;
R« na N'wadachela 'There ig the daughtor of the frog’(13-3)
Nranga yi ua ntlhewbi ‘The herbalist has & hera’ (320-38)
Chava nkondle ‘Look dut, mousal’ t4=1)
Engeta kambe ‘Do it againi® (10-i1)

COMPOUND BENTENCES
Ha khoma? Khomanil ‘Should we catch you? Satoh)'  (8-6)
COMPLEX SENTENCES
¥i vuya x4 ku tuhena penge ‘Then it outs your leg’ (1§b-18)

U ta sala u ku tlhwkwat Gas! ’You will just jump up
and £aMl backl* 22+6)



criterion is that the santence has one
subject-Predicate unit (Crymtali320-1)
subordinate Clausss - clsusee which are dapendent upan or
constitutive of other clauses
{Crystalsi3g)
Compound Sentences - gentences with two or mose main
Glauses (CrystaliTr)
comgles Sentences - sentences with a maln clause and at
least one  subordinste  clause
(Ceystali75), by which we undesstand
with either deficlent or auxillliary
verbs, verbs in the Partlcipial or

subjunctive Hood, sad Relstive verbs.

The fraquancy of octurrence of thase typea within a corpua of 317
6-pulse verse lines and 96 le-pulse verse lines, (omitting versa
lines whioh conslet solely of nonsenes syllables. euphonic

#1llers or ldeophones from the total), is

8-pulee 16-pulse
Nunber of % Number of 3

w317 =95
Noun Phrases 93 31,23 12 12,50
simple Sentances 56 17,66 4 4,27
Subordinate Clauses 148 46,69 23 23,86
Compound Seutencen 5 1,58 a2 33,33
Complex Sentences 9 2,84 25 26,04

PREQUENCY OF OCCURRENCE OF SYNTACKIC SERUCTURES IN
Lo 3~ ond 15-PULSE JERSE LINES
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Barmern v v

Examples of each type of styucture ave given In TAELES II and

III {facing pages 93 and 95),

Por the 8-pulse verse limea, Simple Sentencen predeminate
{46,69%), but Noun Phrases and Subordinate Clauges togethor maxe
up Almoat half of the material (31,23 + 17,66 = 48,89%). This
impllien that tha systax of the Zentences is eoither extremaly
rudinentary, and is end-stopped, or alse that it {s zun-on, using
this latter term here with its traditional meaning (vide page 12,
abovel. Examination of the data hown that a syntactical mentance
may in performance extend over two or thres verse lines, that is
to say ite rhythmical orgaitsation ie pattarned by more than one
rhythmical unit. The language is centrea on Noune with aimple
descriptive elanents and it will be obvicus from all the examplas
used for illustrative purposes in Table IT, that the poems
reflect the Shjacts, actions and childlike pleasures of childran

brought up in a suxal setting.

For the l6-~pulse verse linea, we are considering & corpua of 96
varge lines, It ie obvicus that with tie larger numbers of
syliables per verse line possible in the 1G-pulss verse lines,
increased structurcl complexity ocours. We note that more than
half the maberisl congists of Compound and Complex Semtances.
However, the i&-pulse verse lines are characterised by frequent
repetition of wordg and phrabes or classes, (This ls furthar
discussed in Chapter Pour, 1161 ££.)., Thi- ncresslng syntactic
complexity does not naveeasrily enteil = grester semantic load.

The words ueed remaln those of tha everyday world of the Tennga
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TRBLE I1I: EXAMPLES OF SYNTACTIC STRUCTURES XN 16-PULSE TERSE LINES
HOUN PHRASES

murhi wo tsbvuka, delengwa dalengwa delangwa (23-4)
red medicine, delengwa delengwa delengwa .

xingomana tundundul tusdundul (272-6)
tha doctor s Little drum fundundu tundundw

wina xisange xa mhova nblo @1
I, the cat of the bush mtlot
SUBORDINATE CLAUSES

wo dlays wens, delengwa deleugua delengwa (23+5)
which kL1le you, deleagws delengws delsngwa

va nga bell hi mintlhaubi, valaaga (30~2)
they camnot ba finished in great numbers, vulanga
SIMPLE SENTENCES

Ndal rhandsa tiys na xilayixi xa ximkwa (20-1)
T 1ike tea with & slice of bread

va ka MaXavela va ta lungha m-u (190-8)
The people of Ha%avela will be disappointed w-u

Nd2i lava vamachschulels -z (198-7)
I want thome (people) of Hachachulela m~m

COMPOUND SENTENCES

L ya koka yol X4 ya koka (155-23) .
It (tho train) pulle yo! It pulls .

Town i mombo-nkulu, lows i mombo-nkulu (15b-3)
This s & big forphesd, thism is a big forehead

va ta lungha & ndzi va lavi w-m (196-8)
They will be disappointed, I don’t want them mem

COMPLEX SENTENCES

V6 vuga va adzi hava mpma wew (195-4)
Then they hit me m-w

Va ta bindza, va teka va teka (28¢-3)
They will go past, they taka (it), they take (it]

I wann o voyska a vayaka (290-9)
It is mother whe is coming back, coming ! ack

vt
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e ahild, referring to familiar animsls, birds, people and acticns
in the natural and home enviromment ae im shown by cur examples .

{n YABLE III, facing thiw page.

CE o} Punckional oriteria
E . anly one oriterion emerqed as having functionsl significance in
Vi .
AN the corpus, and that is that some poams accompany childrens

games. Of ths 33 poems, 11 wera performed with this function, and

within this category, only one .culd be called a "oounting out”

posm, viz. poem 16, The call Mbhalels Mbhale, amd the two ahort i
poene Pocilo and Amavhuchubsnga are all part of the process of :
aliminating membern from the group, thia Being dome by the caller
tapping out the rhythm of the song on the cutstrotched lege af
the children seated on the grownd (Video:73 £f.). The other

poens are often By bady e, these .

being either taxtural or textual in nature. Posme performad as
qame apcompsnimgnt are mumbers 4,6,7,8,9,10,12,16,21,28 and 30,
and demcription of the gumas is included with the transcriptions .
in Appendix 1. The other posmes wera all performed by the chilidren

An what we call a “concert* mede, L.s. %he children, either with

the initlation coming from the claes teachier, or apontapscusly,

affared s vprogrammer of posme, which they chanted or pang,
atanding in a more or lear formsl group. Tha dlffarent modss of
el parformanc can beat be appreclatad by viewing the visual
T ™ materie) which sccompanien thie study. We could deseribe them as

. weing arranged along a vomtinuum fxom "frozem” to “free”, these

modal terms reflecting the children’s behaviour register which

LU .




ranged frem the fived conacious awarences of kha presence of the
teacher, the watching audience and the recorder, to the ralsxed
natuzal behaviour of children st play.

Thesa contexts and madey san be illustrated as follows:

CONTEXT: Concert - Separvised play - Spontancous concert - Play

HODEY Prozen - Controlied - Relaxed - Frea

4 Malodie criteria are indicated by the fasture [+d) or [~4)
in TABLE I, 15 poem¢ are accompanied by melody, while the
remaining 18 are performed as ochanta. The dichotomy betwaen
gung® and “spoken® poetry would not esem to be a relevant factor
in poatzy performances in Africa, and is in faoh explicitly
rojested by Andezejewski and Innes. They claim that "whather e
trest a partioulsr oral gomposition as A wung posm or 39 a Bong
with a poatic text iu a matter of emphamis® and they make use

only of the term “posm” in tholr descriptions (Andrzejewski and

Innes, 197519). Nkatia also talke of “poetry - suny or spoken”
(Nketia,1972:742). Finnegan describes the thrae parformance modes
as bainy expressed through the

singing, intoning und epoken volce [...] but & regitative
type of delivery is aluo comman

TR T -

{Finnegan,19771118-9)

It iy not clear from this deacription whethex Finnsgan's

"gntoning® or “recltative® mode oorremponds to ocur use of the

e —

term "chant” (se¢ algo Rouget (1986)). We shall follow

Andrzajeveks und Innes, and Nketis in referring vo all cur data
ap "poamn®, hut for further olarificatjon of our usw of the term

e
"ehant", we turn to the work of Welsh (1970},

-
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Rccording to Welsh, the three dlevinct roots of ‘melopolea’ ~ the
muaical property of wordd - sre "charm melos”, "dance melo" and
spasch melen”, which he desaribes rempectively as

the rhythma and sounde of primitive charms [...] the rhythma
of dance-gongs [...) and the rhythms of [...) man speaking
€0 man.

(Waleh122)
In "charm melos”

the external rhythue of music organize sad diract the words

of u song. A regular rather than an irregular rhythm, it is

based on pure, physical pulmation [...} humen art expresses

puch shythn firet Jvith dance and drum. And han e n
£

o
1anguage, we mwe ong (.‘.1 Primitiva aungu sung primatuy
for pleasurs and entertainment aeem mainly to use

ordinary language of everyday speech, hut the language !.l
always eubgervient to tha musieal rhythm (...) we £ind in
the songs of many culturam worde and Ayilablaa that are
truly “nongenss" Bounds, or rather sounds which maka only
rhythmlcal sense (...) they sre sounds usad as time-makers,
a8 part of the rhythmical pules.

{Welehi 162-3)

In “chant® howavex, the "poetry (is) organized by both tho
nternal rhythms of language and the external rhythme of musicr
11166}, In chante, the "speach rhythm gives way to chant rhythm,
yleiding a special ohant language charactarised by strong
patterns of repetition in sound, word and verse-line (il72).
Among the chunsy which Welsh desaribes, he includes “the game-
songa of ohildren. and the monge and chants of football gemes or
pratent marshes™ (1175, wide also Stein and GlL (1980}, and
calvet {1979)}. It 46 with those insights that we shall uoe the
terms “ohant* and "chanted”. Our poome are thue cstegoriad ag
boing "sung" or “chented® by whaich we imply that they are

porformad either with or without melody. Our data indicate thas
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the n

is the mame for hoth
moded, and the presence or absence nf melody is not a mignificant
feature, as la shown by the following matrix which shows the

relatlonabiy betwesn stantals form, (+8b) or |-St), and melody

{+4) and [~K.
[+st) [-5¢1 Totals
1) 10 5 15
(-8 1 8 18
Totals 20 13 EH]

@) A further aspect of \a that of The

poems in our corpus are further desoribed as helng sung or
hanted "gola”, *in unisen®, “responsorially® or "antiphomally".
Ovly the latter &two ocategorisations need definitlon:
"rosponsorially is uoed £o mean that a call/responge pattern Lo
evidont in the poom, and thin Ls effacted in porfoymunce by twe
groups, for exanple, boya and glrls; while antiphonally* maans

that the oall-rosponde mtructure ie ef“acted by 2 solo call with

a greup rogponse.

The relationship batween stanzaic form and

participatazy modn s shown by the following matrix:

Sole

unisen

Renpongorially

Antiphenally
Totaln

Tha large number of
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48t} -8t} Totals
o 1 1
16 B 25
[ 1 1
4 2 6
20 13 5]

songo which g avident in thie breaku 'm as
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belng performod it uniacn, is probably a reflastion of the
recording mituation in which what we have termad above as tho
“eoncert” onsext, predominated. Purther fialdwork would pa
necessary to substantiste or refuta unison performence as &

typical cheracteristic of Teonga childran‘s postry.

£) The relat{onship between ostanzalc form and chyehmical
wtruoture, which we have byiofly daseribed above as balng
organizad by either 8-, 16-, or i2-pulse patterns, Ly mhown by

the data extracted from TABLE !, and givem in the metrix helow:

[+58) [-5t} Totals

&-pulse 15 7 22
22-pulee 2 1 3
16~pulea 2 4 5
Irrogular
12447 - alse 1 ] B
Regutar
12-/8-pulae 1 o 1

Totals 20 12 3

b8 rhythmical structura with the highest froquency of ooturrenco
in that of posws with H-pulse vorse lines, with stonzals
gtructure; while the same rhythmical structure, but without
ntanzaic structure, is oL the next bhlghest fequensy of
ooourvances tho l6-pules rhythmical Dtructure (whith we show in
Ghapter Pour to be 4 oub-set of tho B-pulse rhythmical structure)
ccours in 6 poom in the corpus, whth nop-otanzaic pootic

bolng more Brio, If we combine tha figurem

for tha 8- and 1G-puloo patterns, we have 38 of tha 31 posus

acurring with this form, and those pulse merian are patternad
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with four beats. Brallolu’s argument tharefor for & “universal”
rhythmioal pattorming in ohildren's poetry le thus ln part
Aubgtanstiated by our data, We do have however, poem 33, in which
the stanzas ars ragularly made up of thres verse lines,
rhythmically pattarneqd by a regular 12-8-12 pulse Berles,
with 3-2-3 beats. Then we have throe poams, 7 and B, and 14,
with 12-puleo series, rhythmically patterned by 3 or 2 beats (for
theoretical discusalion on thic point, Bee Chapter Four:lf4 f£iy
and the Lndividual posws in Appendlix 1)220, 222 and 235), For tha
lerge part however, our data would appear to support Brailolu’s

oatement .

g9) Blacking makes a comment on Venda children’s seng
porfornances, describing the ago and sex differsnces in
Parformance atyles, which is fully ecubetantiated by our
experiance in Gazankulu:

6 mey be sald that Vonda childron's songs are perfommod as
aro childron'a songs anywhors alse in th worlds thay are

sung haltingly, broathiessly and huskily by tiny ohidren, .
brashly by growing boys, ané ohyly and Golf-congoiously by .
young girlgs thoy may be rattled off at top mpoad, ox ysllad

by a group of giggling girls ae thoy run away, aftor uaying

that they do not know any soncs. Snall children enunclate

the toxto and musie vory deliberatoly, while oldar children

ofton elur tholr melodias and elide from one pltch to

anothar ,

(Blrcking:35)
Those varyiny stylee of vooalisation and the affective factors
which are ago and mex rolated may b olearly parcelved in tho
vigual material which adeompanlos thia dlsvartation. They do not
agfoot oithor pooti or rhythmleal akruoture howover, and have
not bean taken iate comsidoration within our theoretical

argument .
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3.3 Literary Verslona
whe final atage in the research process was to undartake & litarature
seavch which involved attempting to trade published versions of the
recorded poeme. Of our 33 posms, 17 verslons were found in the
literaturs, mainly ocourring in oolloctions of postry for school
children, Many of these collections, dating mainly from the early
years of what we have called the ara o1 “Teonga Creative Writing”
(BL11, 1983), were written for the first achoel yaara, snd cantaln
tranacriptions of traditional oral poetry, ae well as the early
writings of Toonga poets lika Nohambi, Marolen, Nesan‘wiei, and the

vanda poet, R n personal Rasengatie has

explained th~t he daliborately orested the word mitlhokovetselo
(recitationa} for hie sollection, in favoar of switlhokovatsels
(moems) favoured by other posts, for his title, Both Nouns are derived
from the verb ku tlhokovetssls (to racite clan praisad (€)). The

for hig deliberate choice of a ism wag that he wanted

4 “new tarminology quite diffevent from the current tarminology (of)

awiphato (praise pooma). ...) but only the current popular ones {i.e.

ohildrents rhymop) wore included in tha voluwe” (Rasengane, 1985,
personal communication) The oocurrenco of the pooms in the litarary
oollactions is indicated balow:
Poom Numbor and Titla  Collectsn
1t A hi mina mfenbe  Nkana (1979416)

21 Akuxim
xinyanyana Ragongane (1963115)

91 Hoyl skolumuni Marolen (1954730-1%)
Neoan‘wisd (196017-8)

10: Wi wona meni vema  Rapongane {1963:32)

11y ltuve, hure, Fare  Rocengane (1963:16)
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121 Khnngl].l, Hhangala
hanga. Ntean'wiel (1960:47-8)
Rasengana (1963115)

18: Lexi i xikosikosl Ntsan'wiel (1960:48-9)
Ragengans (1963119]

161 Mbhalele mbhale KLdd (1906:101-2)
Barthy (1933193-4)
Hesan'wisi (196019)
Rasengane (1963114
Blacking (1967:52-4;56~961-2)
Rikhotso (1985:74-5)

18: MpFula mpfula Nahambi (1950180}
Negan'wisi (1960127-8)
Rasengans (1963:20-3)

19: Naai blangeme na
ntlbsnu wa majaha

na rin‘we rasengane (1963:20)
221 Nhloko, mukatis Nkuna (1979114)
23: N'wosa manaua Rasangane (1963118)
241 W weNBlaxhu Ntean'wial (1960:50-1) .

Rasengane (1963:18)

25¢  Sweawl vana Rasangana (196317}

291 Teoma tsems nhonga
o ngn

Ntsan‘wisi (1960:45-6}
Ragengans (1963:20)

311 vonani n'wana Rasengana (196318)
wa aga Nkuna (1979112}
32: Xikhangolotans Reasn’wisl (1960143-4)

Rasengane (1963:21-2)

These publishad veraions (with the oxception of those Ln Johneton's
unpublighed thesla) are reproduged in Appandix IXI:300 ££. Since the
f£ocus of this pregent atudy ls on performance, we have not attempted a
progodla analysis of those published posme; indesd, the thrust of our
argument in Chaptor Two was thab euch tvaditlonal anulysen have
failod, preaiasly because the poema have often besn, to quote Coupoz,

trangorits de manidre AéFiclent: 32y (u ibed  in an
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unsatisfagtory manner). Detailed comparison of published versions and
performance-based prosodic analysis s conaldersd to be beyond the
scopa of the premcnt study, but for lllustratlve purposes, two
publishad veralons of poam 31 are given helow, writtan ln veres linea

and otanzas which follow exactly the printed versions Thase are

followed by our rhythmical analysls
a)  Vonsni n'wena wanga

(Rasengane, 1963:9) (Appendix IITi311)

Vonani n'wana wanga,

sekurendze, kurondza, kurends
¥ ala na ku dya ha)

Sekurandzs, kurendze, kurendze, kurendxa..

N'wona wanga, hieho, hicho, hichot
Wa mandleve, hicho, hicho, hichol

5i ya dledlo, hicho, hicke, hiche!

b)  Nwana wongs  (Nkuna, 1978:112) (Appendix YIZi3il)

Vonani n’wana wanga
Sakurendze, kurendze, kurendse
Sokurendze, kurandze

¥ ala na ku dya

Sekurendze, kurendzo

Kurondze kuvendze.

Na tindleve

24nj00, 21300, winjoe ===t




©)  Vonani n'waca wangs (Appemdix 1:272)
) x x x X x x (x .
ve -ma -al atws ~a wa  -mam O ff 2t
%6 KRS -nde K'RE -uda K'RE -nde 0 ## 1018
w & -la al ku dra -a 0 // 618
s WEE -ute R‘RE -nde K'RE -nda O 4P 10:8 .
avs -na -wa aga Bi  wmce —o O // 618
bi -neo-s o ki -nce ~o O ## 418
wwa -us -dle —ve ki -nce -o 0 // 6:8
Bl -nco -o <o ki oo o O 4% 4:8 -
si ya 4o ~dlobi -nco -o 0 // &8 .
hi  -nce -o Bl omoe w0 -0 48
We note that it ie pracisely in tha tramscription of the rhythmical
mackers made up by the nonsense syllables of (se)kurendse that both .
the Rasengane and the Nkuna versions fall short of gliving an
indication of the rhythmical nature - and henca of the organising .
principle - of the poom. The Rasengane veraion has three and four w .
rapetitions of the word in 1ines 2 and 4 respectivaly, whils the Nkunz
varaion has three, two, two snd two repetitions in lines 2,3 and 5,6 :
. & scholar a 1 prosodic analyala af
this poem, and facad with these two varsloms would surely f£ind the

task very daunting, 1f not impossibla.

3.5 conciusion: the “Mistakes that Confound and Pursle us*
We are reminded of Dhlomo‘e remark concorning the form and rhythm of
the pralse poame of the Zuluy that

furthier reaearch will prove that it is those who put them down to
writing who mada the mistakes that confound and puzzle us

(Bhlomo, 1948147)
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It ie our contentlon that oral literature ham traditionally been
handled #e though it wae weitten literature; that tha snalytical tools
employed have been those used it {written) literary analyals, be these
the metrical oystems as defined and rafined in classical prosodic

analysis, the stylistic of literary

or the
formal and fuactional of

snalyses. ALl of
these are but functions of what Tedlock has called the ‘seeing oya’
while performance based analysis, such aa i attempted in the present
work, needa to rely on the ‘listening ear’ (vide for Lnstamce the
introduction by Tedlock,1983:3-13). The collection of a corpus of
visual data; its tranecription according to what lo heard, ssen and

its analysis ding to the felt pulaationa of

song and chant - these, we claim are the procedures to ke followed in
an effort to corract what we conaider to have been the "mimtakes that
confound and puzzle us®, the errora that possibly led Greenberg ta
conclude that "all the Bantu peoples [...) do not possess prosodic

systems" (Greenberg,1960:920).

The thrust of the search for a relevant oral poetics, of which the
present work la but a first hesitant step for Taonga oral postry ie ko
ilaten, and to feel, and to participate. As Tadlock has said

we mhall never develop an effective oral poetica if wa hagln by
reading the texte taken down from dictation (...] if wa begin

with the 1 analysis of ) 1 written texts
(eazo] by Athempting to incorparate the full dimenalo. ' of the
live performance in a pew and enlargad lt:uetunu - reme
{...zather...] postry must be listened to with an ear ti: .. not

1

bent solely on alphabetic reduction to familiar eeitun, some.
{...] The critical texts of én oral poe:h:u must be detailed
libratt graphically of aral
performance.

(Tedlock, 1977:507-517. tadlock’s emphasis)




CHAPTER FOUR PROSODIC ARGUMENT

4.0 Intreductiomi the Structure of the Chaptes

Undarlying our argument la the hypotheais that within the context of the
performanca of the specific genre of chlldren‘s postry, there exists an
abstract but parceptible underlylng rhythmical system, which consists of
serias of temporal pulaes pattarned by alternating strony and weak acdents.
These pulsen are allocated during performance to the linguirtic material of
the poem, with the result that during the process of thelr phometlc
reallmation, the syilablen become rhythmically patterned, The rhythmical
systam not only tends to exert a kemporal influence upon the syllabic tier,
but alea patberns the linguletlc material into verss lines. The word
‘meter’ (Rycroft (19803) ls not waed within thim sxgument, einve it impliss
a theorstical sonstruct which ia, at this stage, not yet available as
dascriptive or analytical tool. We malutain that while the rhythmical aystem
may be a peychological abstraction, 5r even a paydhologlcal universal, its
particular patterning is genre apecific. The allovation of pulses o
performed syllablea is not an automatic, mechanistic process, but le the
remult of & dynamic inter-relationship between the abstract rhythmical
pattern and the reality of language specific suprasegmental featurss of
natural Toonga speech. In some cases, these features msy be given additlonal
prominence, or they may be perceived as ‘normal’. In other cases, they may
be nectralissd or even distorted. The poetic rhythm of performance speech
for this genre mas thug he porceived as baing & manifestation of oither

highlighted, nowmal, neutcalised or distorted spseah rhythm.

The thruat of the argument will ba to alaporate, by approximation, a Bet of
conventions which will enable ua to desoribe how the linguistio materisl is

associsted with the rhythmical pattern. Our empivical argument will show how
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the allocation of pulees %o vyllables {e determined by performance
conetralnts, linguletic criteris which are mainly suprasegmental, parsing

and memantic

The ia ived 3 4 by tha obgarver. Slowed
down replay of the visual record enables the obsarver to establiish which
asyllables within the utterance are heing physically highlighted by the
performers, alther by emphatio bston movements, or by other gestured. The
atatistical relationship between the number of perceived stressed ayllables

and those by 18 4

A significant
relationahlp between theee would contirm the validity of the observer's

pexcaptions.

The recorded material was described briefly as being patterned by three
different pulae series, the S-pulae, the 12-pulss and the Ié-pulsa saries
(Chaptar 3 above), The argument will be davelopsd for the S~pulse pattern,
fooussing intially on the prominent pulses; initial definitiona are followed

by the of five Prosodic which take

account hoth of the rhythmlcal nature of the data and ite semantloc and
syntactic festures. The existonce Of secondary Gtress oucurring on root
oyllables in Teonga s hypothesised. This leads to the formalation of &

Ganeral Progedic Statement, whose appiication to the other pulse patterns is

then discussed.

4,1 8-pulse Pattern
4.2.1 Pulses, pulse petkevning, degress of stvess, and positions

The pulses are pereelyad sz ocourring in series of eight. Thesy are

indloated by
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x x x x x x x X
in which lewer case x indicates & pulse. Sach pulfe represents in tha
syllabla tier, a slok, l.e. a pasition to which a syllable may bhe
allocatad during performance. Fach tempcral pulse thus rupresents 2
syllahic slot, which may bo filled by one, more or o @yLlablas. Thia
infers that a silent pulse may be phonetically cepresented by an empty
slot, and this, we claim, is an integral part of tha rhythmical

patterning of postic spesch in performasice.

The pulses are not perceived as being of egual prominance. Two ave

percelved am strongly stressed, indicated by upper-case X, and two as
waakly stressed, indicated by underlined lower-cass x. Tha remalning
pulosn are percelved as belng without streee., We shail indicate the
two strongly strassed pulses by X' and 22 respectively. Wa enall refer
to the twa streng stremsly pulses as rhythuleal pillars (ef,
Blacking’s tezm “end Pillara” (Blacking:159)). Tha S-pulse meries iz
thus patterned by two dagrees of strems, which alternate with
unetressed ayllables x to produce & binary abstract rhythmical
pattorn, which we reprament as

2 x o x & X2 x x x

This an abatract ropresentation of the pexcaived rhythmical pattarn

and it yialds & four beat vecse lina, the beats themaelves baing

pattorned s . 9 . Our ai don will ehow that

this, although it is the most fraquently cocurring 3-pulse pathern, le
not the only pattern. Our data show that the verbal material of tha

posm may, in perforpance, conmist of versa lines initisted by one or

two syllables. We these phonetis




to be manifeatations of two variutions of the basic B-pulas pattarna.
For the make of completeness, & note these patterns here, delaying
the diecuseion of their naturs to 4.1.4. Wa shall call the firat
pattern bhe Type T 8-pulse pstbern while the obher patterns we shall
call Type II and Typs III 8-pulse patteras, and they are represented,

togather with the Type @ pattern &s

Tyye It X x

Type 11t x X' x x x X2 x x

Tpe ttia x x X' x x x %%«
(Tha reason for the columnax lay-out will hecome evident in our
dlsouseion). For the moment we note simply that sach is basad on 8-
pulees, patterned in a different way, When ve wish to refer to tha Be
pulme pattarna in general terms, wa shall use the representation

x o x x ox ox x % (x (x
where x), is to be read am unstressed pulse(e) which initiate(s) Type
I and II patterns; (x, (x ére to be read as unetressed and weakly
stressed pulzes which conclude Type IIT and I patterns. We note that
acoording to our daflnition, a series Lnitiated by a strong pulse X
will be conoluded by an unstrassad, a weakly atressed and an
unatressed pulse respectively. A serien initiated by one unstressed
pulse will be concluded by ai unstressed and a weakly straseed pules,
while & pe. ies initlated by two unmtremsed pulses will ba conaluded by

one unutrer sad pulse.

A congept which undarpinu our argument is that of position which we
define as 4 slot boundary. The inclusion of this concept becomes
necasssry to allow us to conslder instances in tha data in which vowel

langthoning 1s perceived in performanca, These lengthoned vowals are
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porceived as being assigned to twe or more temporal slots, and wa
hall upask of them s belng lengthened acress slot boundaries in
positions whioh we shall (following Coupez and Ramanwiil20ff),
indioate by the lekters a,b,q,d,e,#,9. Our data require the additlon
©f positions a’ and b' which precode Typa II and III pattsrns. fhese

oocur ag shown below

Type T xt x5 x x? x z x
a b e 4 PR S 9
Type X x X x &z x S x
a & ow . e e ot
Type 13T x % x 0z % 1 =
. . w °  a o

The general represantation of the rhythmical patterns for the B-pulme
serias whizh includes an indication f positions ia

W w xR x oz ox P x (x (x
By ah & b ¢ 4 e (£ (g

inwhich '), '), (£ and (g ase to be read as opticnal positiona.
For a Type IT pasters, the posiions avallable axa fram a &9 £, while

For a Type I1% pattern, the positiane available are frem b’ to o.

4,1.2  The syllabic tior, verse line, breath group, enjambament,

ooupensation, sllont pulaos and $:P relationship

The 8-pulme patterns are considerad to underlis, during performanve,
he verbsl natesial of the poem. We will xofer to the verbal materdal,
or linguistic string, a8 tho syllabic tier or OV tiex. We thus define
& verse lina au boing that liuguistic material within the OV tisy

wnieh ia 2y ised by tho

series of pulses
(e, Bird,1976:90), Thio may, or may net, sorraspand o a breath
group. In somo cases, a breath may be taken within the verse llne, at

what may, or moy not appaar to ba s suitablo syntactic or semsnbic
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brask, This oocurs only in 12-and 1-pulse patterns, but Ls noted hers
for completensss’ sake. Thaue intralinear breaks are indicated by #.
Where # doss not appear within the writbon reprasentation of &
perforned verse linc, Lt ls to be understosd that the verse line and
breath growp coincida, Intralinoar breath breaks often lead to verse

lines baing run-on or enjambed, and th & ls lindlosted by //. Bn
exampla of this is to ba found in poem 18, varefon b, linns 2 and 4
{whick wa indicate by the parenthesis {15b-3/4))

Lexi i mowhoenknlu lown, i mombo-nkulu,
This ig the big forehead, [t ig the big forehead,

¥ Losw ¥
These are the syes, they are the oyen
Cstes

1In porformance thass 16-pulse verse iines become

zg-ael 4 10-0w # L MO "
Ti-ouxi ¢ vi LE-ESH' # ¢ y vi /)
caurata,

Duplicated vowels e.g. @ - e indicate vowel lengthening; capitalised

ayliables e.g. 1B~ are a

of these By

body the

¢ indicates vowal alislon.
Enjambement oocura, accarding to our definition, when the serles of
temporal pulmes are parceived aa boing continuous, 1.8, without break
or pavee for broath ab the end of the verse line. It should ba nated
that when enjambement ogcurs, the seriey of pulses in aach

GorreEponding verde line is a complete series. Whda either of these is

the of is observad. According to

Premioger, one of the ways in which companEation occurs is
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when an axtra syllable in one foot may be sald to compansate for a
misslng syilable in aucther, or when & missing makrical unlt in
one line may be companeated for by an extra unlt Lo an adjacent

Line
(Preminger:42)
a.g. Ri ys hoxetela
Wa keep on hittlng (Lt)
Xu bels pongo leri
This noize stops
Ku hels pongo eri (13-7/8/9)

Thla nolea stops
hle realises in performance aa

® x5 x ¥ x x x
a b e 4 e £ g

B ys HO -xa -TE -e LA [ku
RE  -la PO -mgo L& -s RIF [ ku
RE  -la ®0 -ngo L¥  -e RE

The flrst veree line corvesponds to enly 7 pulseu, and the initial
syliable from the following line, ls allocated to the slot
ocorrenponcisg to the elghth pulse. Compeneating eyllablee are preceded
by @ square brackst (. Tha writtan ropresentations of performance

apsech mani will be distingnivhed, in on-going dlsoussion,

from textual transcriptions, by the insertlon of >$ preceding the

first word in the line,

Whensver a slot is percoived as contalning no audible material, tha
pulce Ls considerad as boing a silent pulse, and thic is indicatad by
tho zore sign 0 in tho oyllabic tlar. Silen' = sso are porcalved as
nocasuary for the maintanance of the rhyrhmical pattern. Whon a silent
puloo ip socompaniod by an cbasrvable body hoveest, this is indicated

by undoriining, 8.

@.g. Bweswi vana
Now children




HL £ hlags swdrho

We shall say (count) our limbs (28-1/2)
* x x 2 o« & ®
a b e a o £ g
>pawe e -awl -1 va -s Da 0
BL  ts hla -ya swi ~i tho O

It is important to emphasise that while the rhythmical series conalnts
of 8 pulpes, the data collacted conslate of verme lines cantalnlng
from 3 to 1l oyllables. Thim nature of the relationship batween
syllables and pulses we indicata by the proportional eign MIF. The
ayllabia content of the vexse linos 4oes not BPPeEr to be controllad
by any known factor, e.g, numarical constraints, regular patterning of

ayllablen (ohort-long; heavy~light; high-low tona), or stanzale

demands, as in classical or other metars (see Chapter I). In poom 3

for inotance, the mumbers of oyllables per verso Line are

and no numerical patterning Lm apparant, yet each of the verse lines

6 rhychmically patterned by 8 pulses.

4.3.3 BSecond strongly ftressad slet X end tha development of the
first tWo approximative prosodic statowsnts

Wo initiate our proasdic diseuswion by a conaidorsgion of tha

situstion represented by the second of the twe shyzhneal pillara,

1.8, the second strongly stressad slot I*,

Of the total number of 79% verse lines, a corpen nf 483 veras lines is
peroeived ap being organioed by the 8=pulso paitarn, ¥e ahall refer to
these as B-pulse verse lines, It will be re.slled that according te
tha convention adoptad for tha transaviphle: of the vecorded dsva,

veroe linam vopeated within one performanct «..w transeribed once
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TABLE IVt VOWEL LENGTHENING ACROSS SLOT BOUNDARIES, 8-PULSK VERSE LINES
pulses / x) x x 3 x e x &=
Positions ey a b o a e ]
sip
318 o 7 12 iz 12 12 12 12 11 o
o 12 K 12 7 12 3
418 o 3 14 14 14 14 1 13 1L o
o 1w ¢ u ERY) 3
5:8 o 1 36 36 36 36 36 36 33 z
o 10 22 4 o 38 o o
6§18 2 37 185 185 185 184 188 185 173 5
] 2 63 1 43 1 141 3 4
18 o 20 71 7" 7% 7n k2) 71 61 7
o 29 ° 6 o 38 o .
B1B 12 19 31 31 3 31 31 3% 23 6
o o 5 o ¢ ° 16 o 3
9:8 1 5 10 10 10 10 10 10 B 4
o o o o L o 3 1 2
1018 ° 1 1 1 1 1 1 1 o o
o o o o o o o
11:8 o o 5 5 5 5 5 5 5 5
o o o o ° o 1 o 3
Totalsy s 93 285 368 365 64 365 384 328 2¢
o 2 129 34 % 9 258 0 1B
A%l 2,3 35,2 9,3 20,8 2,5 70,7 2,7 5,8
$1P  Numboer of syilablos in the verse linetNumbex of pulses (=8)
Piret row for each §tP gives the total number of ocourrences of
verbal antorial in tha slota in the sylinhic tier
Second vow for oach SIF gives the total number of ocourrendes of
vowol longthening across 6lot boundaries, i.e. for each position
N fotalpi for each slot and porition
7 %1 Numbor of of vowol as a of total
M number of coocurrances for each positien
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TABLE IV: VOWHL LEMOTHENING ACROSS SLOT BOUNDARIES, @-PULSE VERSE LINES
Pulses / » %) 2 x % ® 2 x ®
Positions By a'y LS b © a @ o (g
Sip
k1Y o T 12 12 12 12 12 12 11 o
©° 12 1 12 7 12 3
as ° 3 14w i 18 W 13 11 o
o 10 «u PRt 3
518 38 36 3% 36 36 36 33 2
[ TR 4 o 35 @ o
618 2 37 185 185 185 164 88 185 93 5
o 2 6 1w 1o ERR
T8 ° 20 1w om o T 1 on e 7y
o 29 ° L] o 38 o 6
ais 12 0 a1 31 3 s a3 23§
o o 5 - o o 16 o 3
fe8 1 5 10 10 10 10 10 10 a 4
: o ° ° o ° o 3 t 2
8 o 1 1 L 2 1 1 1 ° o
o o o o ° o Q
F27] o ° 5 5 5 5 5 5 5 5
° o ° o © o 1 o a
Tetalss i5 92 353 265 383 364 368 264 328 29
° 2 129 34 16 9 258 1 18
i\t 2,3 33,3 3,3 20,8 2,8 7,7 2,7 L
817 Numbor of ayllables in the varse linoiNumber of pulses (=0)

Pizst row for each §iP givos the total nuaber of ococurrences of
vorbal materlal in tho slots in the syllabic tler

Second row for each SiP gives the kotal wuwsber of ooourranes of
vowel lungthoning across slot boundavies, i.o. for anch position

Totalni for anch slot and position

W

Mumbor of

vawel as o of total
nusber of caourrendes for cach position

Al e




anly. (chagter 2.8G). The 483 verse llnes are thus reduced in number
for analytical purposes to 3¢5. TABLE 1V (opposits) givas the data for
thase verss lines with the data arranged accoxding te the number of
syllables per verse line. The horizontal headings give the ganeral
atatement of the 8-pulse patterns, with positions across slot
boundaries aa deacribed above. %ithin the table, tha harizoatal wowe
show the number of occurrences of verse lines with the Lndicated
numbex of syllables within the corpus of the data. Thus 3:& indicates

verse lines made up of three eyllables, :8 refars to the 8 pulses.

Wa will consider for illustrative purposes, the verse Lines made up of
5 eylizbles. There ars 36 of these in the total corpus of 365 versa
lines. Vowel lengthening across slot boundariea 38 perceivad 10 times
in positlion a, 22 times in position by 4 times in position c; 35 times
in position e; and not at all in positions &', d, f and g. The three
final rows of the table give respectively the total numbex of
occurrences of percelved eyllables in each slot; the total nusber of
vowel lengthening occurrances for each position; and finally, the
nums_r of vowsl lengthening occurrences is calculated as a percentage
of the aumbar of occurrences for each pomition. The highest percentage

70,7% ogeurs In pomition e, where in 258 cases

vowel lengthening

whiah to the lingui 11 phrase

1engthening in normal mpeech would teke place. An example of this typa
o€ cecurrence is

xi famba bi nhova (3-5)
it travels through the bush




our first genaral 1o that within the vowel of

the penultimate syllable in the verse line, and which would
predictably in normal speach be atressed by lengthening, ie asalgned
to the slot corrasponding to tha sscond strongly stradsed pulse, and
lengthened into the next slot, in a large majority of the recorded

occurrenvas.

Tt could be argued that thie conclusion is an over-generalisation,
eince the data in TABLE IV disguises the occurrences of the three
aifferent types of B-pulse patterns. However, the figures balow, which
show the breakdown of the data in TABLE IV, within the catagories of

the three types of 8-pulse patterns, eubstantiate our statement:

®»  m  x x oz ox

x (= (x
By a9 a b B ] e {f I
2ype ¥ 272 212 272 272 272 272 287 29
93 27 s8 o 181 10 18
s 33,4 9,5 21,3 © 66,5 3,7 66
oype 11 8 78 18 18 78 78 77 51
2 37 717 &6 0
1y 2,6 47,4 5,0 21,8 1,5 84,6 -
Tope IIT 15 15 15 35 15 15 15 35 .1
° ° 1 [ 1
3 - - & o &7 o 73,3
15 93 365 365 365 363 355 364 325 29

* these occurrences srise as a remult of the phenomenon of
compensation, which has baen discussed in 1.3 above)

af Vowel for the Zhr
Types of B-Pulse Patimrus

Wa note, that irrespective of tha pattern type, slot boundary X? « x
i.e. position e, is favoured by the performers for the allocatisn of

the linguistically vowe), We ehall

briefly interpret tha situation in each of the pattern types in turn,




leaving detailed and illustrated discussion to 1.3.1 balow.
a) Type T

The syllable carrylng penultimste length is assigned ta X® ~ x in
181 occurrances, i.e. 66,5% of all ocurrencs . The penultivate slet x
in f£i1led in 267 occurrences, while the final slot is f£illad in only
29 cases, and none of thesa are enjamping or Compansating dyllables
for the 8-pulse verds lines, i.e. in 243 occurzences the final alat ls
an eapty slot,

b) Fype 11

The eyllable carrying penultimate length is asaigned to X? - x in 66
out of 78 oeccurrences, i.e. in 84,6% of all occurrences. There are
only §1 occurrences of final vowels in the final slot for this pattera
%, which, as in all cases of £inal vowals is percelved as being
davoiced. Although n the chstract rhythmical pattern, this pulme im
weakly stressed, in the actual data, a syllsble allocated to the
corresponding alot ie wost often inaudible. Final vowel elision would
thus appear to be a feature of Type II B~pulse verse lines.
) Type 11T
The ayllable carrying penultimate length la aseigned to X = x in 11
out of 15 occurrencas, i.e. 73,3% of all occurrences, and the final
vowsl is elided In all cases. The 7 cccurrences in x arise from the
pheronenon of compensation which we discuse more fully in ¢.1.3.1 below,
we note mersly that this represents what would appear to be a ninth
pulse.

4.1.3,1  The final pulse and a first prosedic statement

In only 29 occurrences of the 365 verse linea i.e. 5,5%, Lo thare

any audible materisl perceived within tha final slot x. A brief

g examinstion of the nature of the syllables occurring in thia
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TABLE Vi

1018

e

oF THE 29 oF SYLLaBLES IN
PINAL SKOX x, 8~PULSE VERSE LINES
N x ox
et 3
woro
zero
[£5) ma  ~a  -ka ~ta (22b-1/3)
(1) B a0 (5a-5)
(114 ha  -aga -l (16a~5)
() na  tsa  -me {162-6)
e ms  —te  -nde (16a-8)
o nghu o -we (16a-3)
(vid} B ra o o (8a-4)
{viil) »a -2 o ~o (5b-3/5)
(1x) om0 -ni i (16a-7)
(x) ¥a  yu  Mho  -ondl’  (16a-20)
(x1) ya  ya  kho  -omdl’  {160-20}
(xidy FA -uba PR ~amp’ (37a-5/7)
(xdid) fa  -mba  fa  -aba (32b~5/7)
(xiv) VU oy RI emd (8-1/3)
(xv) USEWO -0 TSENO -0 (12-13/14)
favi) -1 BN A -yx (21-2)
(xvil) . -NR EA v (v 3)
(xviin) PE B0 ER v (21-4)
(xdx} REWIrbi i -LE  vemg” (228-2/4)
(xx) Khwirbl ol ~le  weug' (a2b-2/4)
(xxd) xEA  ~aga A <1 (12-1/3)
(xxidy 2SE -ma  NE  -nge (16b-18)
(xaLil) TLEY  -kwa OR  ~a (222-6/8)
{xxLv) tlhu  -kda  ga < {22b-6/8)
zax0
(xxv) myl  ~ka  x'-ma wnga (16a-18)
(xxvi) dya  «te  -te e’ {18a~19)
(axvil) NI =ik weMA ~ang’  {18d-14)
(xxviil)  myi  -ka  x'-ma ~oga (160-18}
{axdx) aye  -te  ~te  «el’ (160-15)

(Roman numerals are referred to within the discussion)




alot, will shed some light on the subsoguent discussion. The
worde repramented by these 29 occurrencen are shown in TABLE ¥,
tacing

a) s the number of syllables <o be accommodated to the B-pulse
serien rizes from 3 to 11, that im as the parformers aseign more
and more llnguistic materisl to the rhythmioal pattern, the more
they will tend to allocata syllables to the slots corresponding
to pulses near the end of the eerles of aight, l.e. after e, the
favoured posltion for the allocation of the penultimate
lengthaned vowal. This ls shown by the figures below, which give
the number of occurrences of verse limes containing material
allocated to slots %2 - x = x - x, a8 a proportion of all

oceurrences for that S:B.

¥o. of syllables

No. of verse lines
with X?xmg-x full © o 1 s 7 7 4 0 5

7otal no. of verse 12 14 36 185 71 81 10 1 5
inea

Percentage ¢ o 2,7 2,7 9,822,640,0 O 1000
We note the rising percentage with increasing syllablc content.

b) Tn eix cases (iL, vii, viil, xvi, avil, xvill,) final slot x
i6 occupled by the final vowel of an exclamation, viz ol, -yil
(Hayit)

@) In two cases (xxiil, xxiv) Final slots x - x are ocaupled by
the long vowel of the ldoophone gaal {‘falling backwarde in
surprise’) traditionally written with a double vowsl. It would
appear that the performers consider Lt important to presarve this

inherent 1decphonic length,




d) Five verse lines (il to vi, and ix) come from the €irst poam

5 s E Poollo of the oyelic pecformance of poem 16, Mbhslele Mbhale,

g which is extenslvely discuseed in Appendix 1:243. The rhythmical

7 analysls ghows that these lines are performed with fimal vowel
length in position g. This appears to be different from the $
rhythmical patterning established by the rest of our data, and
more closaly resambles the rhythms described for Venda children‘s
mueic, although the words of the song aye neithed Tdonga nor
venda (Blacking(57-59). We note howaver, that the other two varse

lines {x and xi} from the second poem Bmachuchubanga of this :

cyolic poem, penultimate vowel lengthening iz preserved in

performance, and tha final vowel is elided ~
ya y& Mhoudla >§ ys ya kho - ondl!

@} Ten verme llmes are syntactically similar, conalsting of two

content worde, and ere disoussed togather hexe

Redyplicated yarb {(xii, xili and x} .

fanba famba ‘to walk around’. It is worth neticing that two

d4tferant p tes are employed by the

children in these two different vereioms. In the first, .

Lt imat 8 and the final vowel is
elided >8fa-mbn FA-pub‘, In the second, both words are

phonetically realised in full but thie invelves the

a of ble prefinal vowal viz

>§fa -mba fo -oba
T tuhwe tewho >STHEWO-c T8HWO-o la derived from the verxbal
. / radleal tawha 'to burn’, and in & speech form particularly

used by women and children. It has no memantic significance

{ - Y whataoovar, and in formal speech e aimilarly longthenod.
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yerb plug noun {xxil, xxvii, and xaviil}

tooma nengo ’'cut tha lag' >$10F-ma NE-ngw, L.e. four short

ayllablen

nyike ximangs ‘glve it to the cat’ which is realised in two
different veralana as >uyi-ka x'ma-ngn four chort oyllablas
with the alision of wi= of the Noun Prefix xi=s and as
>SNYI-ik’ x’MA-ang’, two long syllables, with the deletion
of word final va and the profixal -i-, respaatively. Thase
examples show how normal apoech patterns are transformed in
diffazent waye in response to the rhythmloal pattern,
Twg poupna (xix snd xx}
khwirhi milenge 'stomach legs’ in which five syllables are
roaliesd phonatically as four short oyllables witn final
vowel elialon, >SKHWIFhi mi -LB -eng'. Tho first two
oyllables are pecelved Lo ccoupy anly one temporal slot.
varh plug adyerh (xiv)
vuya rint ‘come back when?' VU -ya RX -ni, l.e. four
short oyllables
g) khamgala, dyetetela (xxi, xxvi and xix) ave nonsense words,
whieh by analogy with real words, take prefinal vowel lengtho-
ning, In the firot of these, the final vewol io preesrved in
poxtormanca,
khangala >$KMA ~ngs ~-A ~la; while In tha second two incidencen,
from two difforent porformancan of poom 16, tha final vowsl la
alided

ayotatols >$dye ~to -ho -al




T

h) In >6ma ~n ~kn -tia shoulders’ (i), the penultimate length
axpacted on ~ka= is l.fted off and colnoldes with the utterance
of the Noun Prafix gma-a, This 15 an example of what wa call

‘dieplaced penultimate length'.

To aum up the preceding fasts, it Lo olear that
1) the mmcunt of lingulstic materisl avalluble in the o¥
tier of ench verea line ls a factor detarmining its
vealigation in performance.
4i) =econdly, the nature ok the syllable ie also important.
The epeakers of the language do not conelder Lt appropriate
to alide semantlcally significant syllables of content words

which are allocated ko the two final slote.

Taking acecunt of all the factora raimed thus far in the
argument, our first appsiximazion towards A -.osodic statement
in which we attempt to doscribe tha syllabic nature of the verbal
material allocated to the various olets Ls

AP9L  Pirst Approximative Prosodic Statement

o -V o
o ov o °

whers, without projudlce te our further Qrgument, «.....». reprow

sents that linguinsic material within the OV tier whome nature
and aliccation within porformancs has yos to be doscribed,

oV - v indicates a promlnent oyllable within which tho vowsl in
lengthened, ©Or, to eupress this in other words, a syllable

roalioed with longth atraos in parformanco. Wo meke allowanae for
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B tha ocourrénce of & vi'iable withoe: length in X% by oV ov.

- Although the mecond x i8 a reprementation of & weakty stremmad

- ’ pulse, in perfcimance it is most usually perceived as ungtressed,
thus ov indicatee a eyllable within which the vowel im unstres-
sed, or may even bo Otrongly de-volcad, Similarly, in final alot
%, such a syllable may coour, or the alot may be empty,
roprosonting a pilent pulse, and threa alternative possibillties
are allowed for in the lnitlal statement, Wa are using 'cV’ snd
‘ov' ag idealised representations of the concept ‘myllable’, and
are not at this otage concerned with the variant formo of the

Taonga syllable, L.e. ¥, € or VO

4.1.3.2  Degree of tension, ayllabic load and a

spproximative prosodic statement

Thore will bm a varying degree of tansion (DoT) betwesn the
ghythnical poktern, basod on a series of night pulses, and tha
numbar of oyllables (from three to clevan), making up the
linguistic materisl of the verse iine. This tenaion lu resolved
by the use of varinua stustegien during porformence, by means of
which the verhal material ln the OV tler is accommadated to the
anorxact rhythmical pattern. According to our first prosodic
statcment, and for Type I 8~pulce pattorn, thare ave sbill four
avallable olots for the allosation of thie matericl, We define
DoT a3 having zerc value when there i6 exact equivalence between
tho remalning eyllables in the verse line and tha rhychmical
pattarn., For DaTezero, and continuing to acalgn the syllables of

tha OV tier to the pulses of tha rhythmical pattern from right to

laft, cur second approximetive prosodic statement is
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APEIL Sesond Approgimitive Prosodic Statement

x5 o X % = x % x [EY
) my & B e a4 e (£ (&

v~ v v
o av) L

+ev lo to be interpreted as a syllsble whoss nature is as
yet unspecified.
Based on our ergumest thus far, and for the majority of
oceurrences, a "typical” Type I S-pulse verse line will be of the
format
v o
>§roy *ov oV *ov OV - v{uv GV}
© °
representing the verss iine in Lts performance realisation.
It will be noted that thls represente, in tha overwhelming
mejority of easts, a verse line made up of & syllables parformed
in the rhythmical framework of 8 pulses, L.a. SiF la
prototypleally 6:8. Examinstion of TADLE IV reveals that it o
vorse llnes whous nature corresponds ko this prototype 618 Whloh
pecur with the highost rogorded fraquendy of qecurrance in the
observed material. 185 verse linea of § syllables ware recorded,
.0, 50,73, Thore appears to b & tendenoy for verse ines in
this simple type of postry to be structured with zere dagrse of
tension, or, in other worda, that & “typlcal” S~pulse verse lina

ip made up of & ayllablos.

Tho concopt of DoY s dafined in terms of what wa gall the
Byllabic foad of the verse line, Agcopding to cur definitlon, A

Byllabio load of & oyllables repregents DoZ=D withis the B-pulae
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patturn. A typical versa line of zero DoT, and with a ayllablc

load of 6 lu
Loko ri ndsi vena

wben it (tho frog) aees me {8a-2)

>lo ~ko ri ndzi vo ~o -ma QO

The allecation of syllsblos to pulses on & oneione basis is not
automatic, and ongoing discusalen will show how difforant
atratigles, determined by semantie and syntautic considerations,
ara uted during porfermance.

when the number of eyllables in the verse line is groater or less
than &, the syllablo lead introases, elther positively oz megati-
vely, ana thir leads to & change in the degree of tenaion, o

ahown below

syllabjoZoad 3 4 5 6 7 8 9 10 13

Dsgree of
Tension -3 =2 -1 0

Thus, while the eyliabic load is numerically egual to tha number

of myllables in tlhe verae lino, the dagres of tenmion varies and

is of a differont natura whether the syliabic lecad is greater or

losp thon 6, and the parformers cmploy diffsrent strategies in
o
order to allosate the syllablen o the vhythmioal pattemn,

[ Porformanco otratogios for the following 18 versa lines, with in-

arsasing syllablio lcad, are illustrated by the pexformanco

reallisationt given in TABLE VI, faclng 1124.




TABLE VIr PEWFORMANCE REALIGATIONS OF B-PULSE VERSE LINEG OF VARYING DEOHSES
oF TENSTON

X tox x x 2 x I3 >

x) X
byay a b ° a . (t @
Der = ~3; Syliablc Load = 3

) >patho ~o  ~the <o wtho <o~ O
(id) s -khwems o - -e  ~mhe

por @ -2; Syllabic Toad = 4

fyees) swo ~a  swh ~  va = w.ma 0
(i) € fw ~u -ku ew ke we O
DuT = =1} Syliabic Load = §
) % - 4k wva otk -4 <lo O
wi) & -n -hla ke - ~ub O
DOT = 413 Syllbic Loud = 7 -
{vidy xi  <MA -~nga XA T I a—. o .
(viLl) xak! CUE ~la m epho  ~bwa ~&  ~aa
(1x) “ra wn  -ma u e -k’ -le
DoT = +2; Syllabic Load = 8
(xy xi  TSHR -ms o “x'sa -KE ~en’ f/[a
%ty ve ZE  ~ka  x'bok! =ka  w-n - [}
ddy 5 ya vhe -nge <-le -on’ hm -yi
Do = +3; Syliabic Tend » 9
(x4id) ndzi SU  -ka  n'ts  ~ka X'BX ~dn O N
(%iv} ndzk xi  Mhu -l -k'ea wa  ma sl .
(xv) Kibngala  KiAugals WA -age A -2a
(xviy ¢ ta  sA  -l'w  kmEGU-kea GA  -a
Dox = +4) Syllabic Lond & 10

fvidy ta  ~X‘RR-pde K'RE -nde K'RE -nde O

DoT o +5; Syllabic Load & 11

R (aviid) te -ka prko  -k'w oyl <ka  x'mang’
H ixix) x'mang xa  ken' xa  dye ~bs  ~ta  -eif

(Raman numerals are rafered to in discussion)




A e e

DoX = -3; gyllsbic Load 2 3

) Nehontho-thot (18-2)
vrip, drip, drip!

(44, akhwembe (11-8)
euphonic filler, derived from Khwambe ‘pumpkin’

Dot = x2: gyllabjc Load = §

(14d)  Sweswi vanar 1as-1)
Now childrent

vy T4huku-ke? (3-8}
What about the fowle?

DoT £ =it Svllapic Load = §

™) s dliva tile (32c-47)
1t bumps the sky

vty Znhlarukwesi (16a-75)
on the pank

DoT = ¥l; syllahic Load = I

(vil]  Ximauge xa ku lume %-2)

The oat bites you

(viii] Ru chela mghowisa {104y
o pour out » little millet

(1x)  Menama u swekile (-3
Hother has cooked

Baf = #2; Syllabio Load = &

x) T4 tshama exisakeal (2-2)
It lives in a nest

xi) Vo teka xibakatana (3-8)
They just take a littla buckat

(x{i} A ya vhengoleni heyi (21-2)
e goas to the shop bayi!

s DeT = 33i Syllabic load = §

(Riil)  Bazi wvka nazd beke wisibd  (2-9)
T get up and take the moap

(xlv)  Hasi xi Khulukiea na mati (2-13)
N . T rines it out with water




(xv} Khamgaln khssgals Xhasgala  (12-1/3}
suphonio filler, posslbly based on the name of an unkaown
bixd

(xv4}) ¥ ta sala o ku tlhwkua! gea)  (22a-8/8)
You will just jump up tihukwaland fall back gaaf
29% = $44 Syllablo Load 10

(xvil) Sekurende kurends kureada (31~2)
euphonis fiiler

Do? = +5; Svllablc Load 11
(xvili) Teka rikoko u nylka mimanga  [16a~18}
L

ake the crust and give (it) to tbe cat

(xix) fimanga xa kona xa dystetels (162-19)
That cat will dyatetels (7)

The various strateyies usad by the performers may be summed vp 8%
follows:

taj shen the syllabic load < 6; degres of tenslon is negative

- vocalic nuclel are lting in 4l jon of
noymal speech rhythme (L ta v}, For instance
swo.awl in normal epeach, becomes >$rweve-awi -5
tibu.ku in normal speech, bacomes >$ti-hu~u-ku-u
in theae oxamplea of performance speech. We note also that
the prefixal ti~ ip ‘dlelosated’ and lies outaide of the
flrst chythmical pillar . In other words, it is realleed ee
an unstressed myllable in the myllablc tier, which precadss
the firet strongly stressed syllable allocated to Xi. Type r
pattern thus becomes a Typs II pattexn. By analogy, Lt
appeara that the ‘prefixsl’ a- in the suphonlo filler
akhwsmbe 1s allocated to the initial unstresned slot and thiz

strategy la common to other exomples (xil and ¥vll)

——



~ the interrogative enclitic ke lm lengthened phrase finally
{iv) which would corraspond to its ume in rhatorical
queskions, whera its occurrence results in length on the
penuitimate syllable as well as unchecked length on the
enclitic Ltaslf.

€.9. Wa femba-ya? (’S0, you'we going, are you?') in

ordinary speech is reallead a5 wa fambai kest

(b) when the syllabic load is > 6; degres of tenaion ia positive
~ thers s an lncreasing tendency to allocate syllables to
the unstressed siots preceding tha initial stremsed slot x*
(xvis to x, xili, xiv and xvid)

- incressing use is made of the final slot x (i, xv, xvi,

®xviil and xix)

~ increasing ellsion of prefixal, suffixal and final vowels,
a.g. exigakoni >§ e-x‘Ea-KE-em’ (x}
% ta sa22 u kw >5U £a SA-L'w k' (xvi)
and the delation of consonante within funation morphemen
a.g. ndzd $ur (xiid)
on tha other hand, content words, and eepecially their root
syllabloa, do not appear to be deformed in thle wey
.. khulukisa >§kbu-lu-k'sa  {xiv)

&nd vikoko >$r'kok’; ximanga >§x’mang’  (xviil and xixj

= syllables bacome temporaily "crammed” togethar, e.g. the
tri-syllable khangola is perceived a6 being performed in the

time of two temporsl pulses (xv}




~ the lnherent shortnass ar length of ldecphones i preserved

@.g. tlbukwal, short vowels, snd gaat, a long vowel (xvi)

- the consonants -m- and ~n~- may functlion syllabically, L.e.
as 2 mellamatic syllable, oooupying a pulse slot (viii and
vi).

This discussion of the parformance of 8-pulse versa linau has thus fax

glven an indication of eoma of the strategies used by performers in

the allocation of syllablas to rhythmical pulees. We have sean that

the penultimate syllable of verse lines ia in a large majority of

csaea anchored o the @econd rhythmical pillar, X2

. Syllabic load and
the resulting degree of tension bstween the pumbay of syllables and
tha avallability of pulse slovs lesda to other strategies which enable
a *fit’ between the abstract rhythmical pattern and the verbal
material of the ayllable tier to be attained, Thlg conpiderstion has

led to the of twa prosodic

41,6 Fixst strongly stremsed slot x' and a third approximative

prosodic atatement

We now turn cur attention to the £irst stxongly mbresead pulss, X'. .
Purther examination of the data in TABLE IV shows that vowol
lengthening ir. peroaived In poattlon &, L.8. between slote x'=x, in
129 ocourrances out of the 385 tokens, l.e. 35,33, In the other 246
cocurrences, which make up the majority of tfie data, tha syllebles in

slot x*

are parcelved as being spoken/chanted/sung louder or higher
than the preceding or succeeding material. (Placusaion on whether thie
represents an intensity or @ pitch skxoss will be postponed for the

mement). In view of the alose link betwsen the second strongly
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stressad pulse, and the longthening of the penultimate vowel in the
syllablc tler, it is not surprielng that an equivalent phonetic
response s sought by the perfrrmers to the equally strangly stressed
pulse X!, The figure of 35,3% indicates that it is advisable to
reformulate the prosodic statement to allow for the possibility of
elther intenaley/pitch or length stress in this position.

ApsgIz

oy wev o - vy v D
P o {07018 S

- v ew evdlo o

in which GV 19 to be read as a syllable perceived as praminent elther

because of higher pltch or of greater loudness, its exact nature baing

a8 yet unepacified. CV + V we hava already defined as being a

prominent syllable of greater duration, which is the third possible

phonetlc manifestation of asscoiated strong etress.

4.1,4,1  Type I and Type II patterns and the mature of X)
Examination of the data Ln TAHLE IV above, au well as the dlscus-
elon in 4.1.3.2, provida proof that tha Type I pattorn, initlated
by & strong stress, although the moat freguemtly occwriing

pattern, Lo not the only rhythmical pattern used in performanc

We have saen further, that the allosation of myllables to slots

is not a for
oxanple the desire to maintain a oteady beat, are but one anpact
of the assignation of syllablee from the GV tler to the
rhythmical pattern. Linguistic oritoria, parsing conditlons and
oemantic coneideratlons also play a xola. In many cases, varbal

matorial is percelved in the unstressed slote preceading x'. e
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now praceed to a discussion of the content of the slot(s) x).The
immediate guestion which arises i{s whether the syllables
oocurrlng in these slote x) are enjambing or compensating
syllables?

a) Enjambement cceurs by definition only where the pulse series
in both verse lines are complete and ooours usually only where
intralinear breath hreaks are taken in 13- and 16-pulse varse
Llnes (which will be discussed in £ull under 4.2 and 4.3 below}.
1t may also coour when two vares llsss are porformed within the
single breath span, and this is often observed ln 8-pulase veras
1inem, where a Type I pattern bugceedh a Type I pattarns

@.g. Chols,chels,
Frog, freg,

Loke vl ndzi vona...

When it Asas ma,... {sa=1/2)

e ox x x x x
2 » o a o z g

>k -e -la ~z  cho -e =la O //
e ko rh  ndsi ve -0 -ma O ...

similaxly, snjambement wey take place when Type I or Typs IIT
patterna follow each othex.

Xin‘wanyana xi ku
one of them saye

Wanuna ol xibamal
A man with a guni (26a=3/4)

» 2 x5 x ¥ x 3
a  a b e a4 8 f

>§xL  -N'WA ~oyn -NR -2 xi <k’ O //
wa  -NU ena NI xi  ~BA  -am’ O #F

Wa nute that ia accurrences like thess, the firat verme lina of

the couplet consludes with a silent pulse, which complates the

b i rhythniral eerios, but without taking breath, the performars

: 129
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earry on to the next verse line. The desire to malntain the
rhythnical beat, which lp particularly insistent in some poems,
in a possible oxplanation for enjembemant. The rapidity of
utterance rate also often allows little time for the drawing of
breath. We emphasiss onoe mors, that in our ueags, the term dogom
not Imply the carrylng over of syntax £rom one varse 1ine to the
next, as iu the classieal understanding of the term, but Bimply
that the two serles of pulmes are perceived as continuons.

we can illuat

te the of enj

followst
Typa I vorse line followed by Typa I verse line

wex kg ox o #1 xt = 2 x

Type 1T verse line followed by Type II varsa ling

2 1

e X kg M ox 3t x

K orerer

b) Compensation howevar, is a strategy for the atabillzatlon of
»a baaloally Lrregular feot or 1ine" and one of tha ways in which
{t ouours iz when a Ymimsing metrical unlt ln one line® ig
ccponsatad for by an extra unlt in an adjacent line" (ag
defined by PremingeriA2}, Since we are avoiding the use of the
torns ‘metre’ and 'motrieal’'in the present work, we shall dofina
Gu.pensation an the filiing of m final alot in a pulse sories by
& syllable from the beginning of tha next systactis unit in order

to stabilize rhythmica) patterning within pootic language.

Befora thin phonomenon ia illustrated bowever, & brief resumd of
tha structure of otansa and poom will be givon. One of oux
underlying olaima in the prosont work in that the undarlylng

xhythmically patterned pulse seriss organizas verbal material
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into verme lines, and the other claim s that it tends to have
a tamporal influence upon the syliabia tier. We have thum far
discussed only tha second of these claims, but soma attention
must be given to the organivicion of stanzap and of tha poam

itself.

Examination of the data reveals that tha arrangement of versa
line is not haphasard, but that formal pstterning both at the
level of the stanza and of the poem as a whole is apparent. By
this we mean that pules patterns of the threa typen are

themselves pattorned, We have alresdy established (Chap 3. TABLE

1) that the laxge majority of the poems racorded follow only one
pulse ssri¢e. 22 poema ara organieed rhythmically by the B-pulee
series; 2 by 12-pulse series; 6 by 16-pulse serles; L (poem 32)
by a regular arrangement of 12- and B-pulse sariss) and only one
Poem (poem 17) has an ivregular arrangement of 16~ and 2-pules
series. We foous now on the poams which have B-pulse verse 1.nes
and on ths srrangement or sequencing of the three types of 8-

pulse patterns.

0f theme 23 poems, i.8. including poem 32, 16 hava a stanzale
struoture, and 7 are non-otanzals, or conslat of a verse
paragraph, "one or more sentences unifiad by a dominant mood or
thought"  (Prominger:296). We shall discuss theso in terma of

zegular and irregular pattorning, and thia will be demoribed as

cocurring either ma or L patterning for

the stanzaic poems, and an intraparagraphal patterning tor the

“ non-stanzalc poems reepaatively. TABLE VII (facing 1132 ) givea

e oo
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TABLE VITt

STANZAIC POEMS
o)

THE RELATIONSHIP

8-PULSE PATTERN TYP

BETWSEN POERIC STRUCDURE AND
43

Posn Number Patterning Patterning
Regular/Irvegular Regul /Yrregular

1 1 yes

2 11k yee

4 ™ yee

[ I yon

1 1z yon

12 1 and 11 T-IIeI-1
18 ™ yeo

21 1 yeu

22 H yeu

24 IT-1-1-1* vea

25 1 yes

268 n you

260 i you

28 b4 yeo

n 11 and T SI-IE-I-1-3
3 1 yea

PoEMS
Poen Number Patterning
Regular/Irregular

3 1

5 1

9

10 111117

12 1

16 1
27 3

*Posmo within which componsation cccurs as a strategy to sbabilize
rhythmicnl pettesning




the data for these 23 poema.

The obvicus tendency in childran‘s postry is towards regularity,
both within and between stanzas, and the stratagy of compancation
ie onslatently used by performars in order €o attaln thie ldeal.
Tha most Erequently sccurring eitustion ie when a Type II pattern
becomes a Type I pattern, ac in posms 4, 18,24, 26b and 13,

e van illustrate thiv 1y a8 follown:

Type I verse line followed by Type I3 verse lina

enx? x x 5
)t x5 owe

+ +
@.9. Chava nkoadle!
Watoh out, mouse!

+ +
Ximanga xa ku luma
The cat e bitisg you (4-1/2)

SCHA -2 VA -2 NKO - -NDIO [xi~

WA nga XA K I euw @ O
In this example, a silent fimal wlot iz #illed Ey thn initial
eyllable from the syliable tler of the following voros iina, This
repults in all 8 pulses in tho £iret veroo lirs having myllsblan
allogated to tham, whils in the sacond verae line, o Oxistencs
of the final silont alet 1o ehown by the final hand elap:
copresented in tho rhythmiosl analyo.s v an andorlined 0.
(sinllar oxamplos can b seen in rooma 13 and 18)., The two
verpionn of poom 26 are of interact in that, alttmgh they aro
the ‘sama’ poom, the patterning in yamnien a i rogular

intragtanzaio Type II, with enjamiomont in the worse line final




position, but in varsion b, the patterning 46 regular
inceastanzalc Type IT, with compensavion.
°.g. yepgion a

Xin‘wanyana ®L ku
One of thom mays

Wanuna ni xibamy

A man with a gun (26a-3/4}

>$xi ~N'WA-nya-¥A -a XX ~i  kn //
wa -NU -na Ni xi -BR  -om' O ##

yezsjon b
Iintwe xi ku

one sayn

Wanuna Ri xibomy

A man with & gun (26b-3/4)

>6xl =i -ntweme xL -k ku [wa-
me  enami xi BR -2 -me O
Tho other main cocurrenca of compenmation i found when a Type
IIT pattern bacomas a Type IT pattern, aa is ohown in posma 2 and
1i. We osn illustrate this sehomatically &g follows
Type 1t veree lina followed by Type III verse line
2

ek %X x
) N

s.g. A ku ri ua xinyanyona
Thero was a little bird

X1 tshama exisakeni
sieeing in a ueot

A xi navela ku haha
It wantod o £ly
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A xi uavela ku hatis
It wanted to £ly (23 te 4}

>4 ku ri na
xi  TSEA -2 B x:
sl HA  -ve «IA ku HA
xi  NA  -vs =LA ku HA

This stanza has keen alven im full, sa it illustzates not only
compensation, but alac the way in whioh rhythmical patterning Le
often egtablished by the £ st line of the poem. We note also
that in this case, compe sation results in syllabic adjustment
batng wade in verse lime 2, whoreby the final vowsl is elided to
make place for the eompenmating syllahla. A further aspect to
note Lo that the total number of pulses i 32, viz a multiple of
8, end this Lo elmilarly (lluetrated by poem L1, where the total
number of pulses per atanza is 24. Thess are 6triking
illustrations of the close affinity af this melic postry to its
musical roots, The incremental repetition in poam 11, and lts
unvarying number of syllables in each verse line rander its
performance particularly rhythmical. .

+ vepotueni
«vesin the pot :

U ta awoks ua makwenbo
she Wil ales cook pumpking
Akwanha

(pumplesn)

R veka epotwa

Butting uhnm) in tha pot

U ta swoka 88....
she will also cosh (114 to 8}




ceera'pe —twa wpi =i #F [u
ta swe -ks Da ma -~k -

@ o ~a
a, ve ~ka ‘po

In the non-stanzaic, or verss paragraph poems, regular

ia by in poen
13 a@ follows, whers a Typs II line becamss, by compensation, a
Type 1 line

Teka phal Xi wela
Take thatl It falla down

Hi ya hoxetela
e keep on hitting it

Xu hela pongo leri
This noise stops

Xu hela ponge leri
This nolee stops (13-6 to 9)

» x I

S4TE ks PRA XL WE s -IA D
B ya HO xe YE -s ~LA [kn
HE -la PO -ngo LE -~e -RI [ku
FE 14 PO -go LE -a -RI

ia by larity, with
only two excepticns, poems 12 and 31, in which the stanzas are
organised py Type I-IX-I~I, and by Type II-II-I-~I-I patterns
respectively. Stansale closure i8 characterised by accentuated
downdrify, by unchecked final vowel langth and by proncunced
pause. When a stanzaic poem is eung, as for instance in

Xikhongolotana, poem 32, then the nelodic accompaniment, which

we have dlecussed in Chapter 2, as baing distinguished in Tsonga

by a cadential drop, is # further cue to gtanzalc closure. Apart
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from the final vowsl, a decreass in tempo is not a feature of
£inal verse lines in these poema. If anything, the ahildren tand

to speed up the pace ae they perform their poema.

¥e can conclnde this ssction of our argument by etating that
enjambement would appesr to be a performance charactarimtic of
certain sung and chanted poems, i which the extavnal rhytwn is

particularly inglmtent, For theas poems, the verse lines appear

to be more tightly by the n £ X
Campansaticn, on the other hand, is a strategy used by performers
to ensure that regularity of rhythmical patterning is achiaved “
within stanzas or verae paragraphs. We do not cansider that tha
rhythmically patterned seriss is rigid and conatraiving in =il
ocases however. Rather it ia flaxible and 15 made ude of by the
parformers to produce poetry wnleh is, for this genre,

charactesises lazgely by four beat versa lines.

4.1.4.2 A fourth agprosimative prosodic stotement

We return now to the Third kpprowimative Prosodic Statement and,
continuing to allocate syllables from tha right in accordance
wiEh our parception of the recorded material we rewrits it as
ARSIV Fourth Approxluative Prosadic Statement

»H x» £ x5 x
b’y aly B o @

.
*CV ev ™Y - v ey @
o oev o av o o

in which cv) la to ba read as unetreseed syllabla(s) which

initiate Typa I1 and IIT 8-pulse patterns

e B S e S




4.1.5 The mature of *av; syntactic and semantic considerationa; the

development of & generalised prosodic statement

the prosodic gtatement at this otage la Ltz development contains two
types of eyllables whose nature is not as yet ascertained, viz oV
and *ov, Discussion of these will be initiated by a consideration of
+ev, following which attention will ba glvan £o syntadtic and esmantic
aspocte of the myllablss in ¥? and X' which will enable ua to define
the uaturs of *ov, statement will be

thereafter the prosodic

generalised for B~pulae verse llnes. The argument thue far has taken
into account very few semantic or syntactic factors, and these will be
then ba conaidered hefore we turn to an examinstion of 16- and 12-
pulse verse lines

4.3.5.1 The nature of *av

The figures helow are extracted from TABLE 1V, and they show, in

order of frequency, the of A
vowela in ponitions other than e and a, which have baen diacussed

fully ahove. We have desoribed position a

baing the most
favoured pomltion for vowel lengthenaning, L.a. in 70,7% of
occurrences. fosition a where vowel lengthening is percelved in
35,3% of ocourrences fullowe as the next most fevoured position
for this type of gtress manifestation, and the othex positions

follow in what wa call a hlerarchy of favoured positlons am afown

below, in the order c, &, g, # @ a’,

position ¢ (slot buundary x-xj 20,88 6>0
poaition b {elot boundazy x-x) 93’ 0>
Poultion g (slot boundszy (x~(x}  5,5% &3>0
position £ (slot boundary x-(x) 2,7%  0>a
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po-.tion d ({slot boundasy x-X2) 2,5% 0>8

poettion a’(slot boundsry x)-T%)  2,1% 0> 8§
Using the abbreviations $,  and 0 to indicate strongly, weakly
and unotzassed oyllables respactively, we can indicate the nature
of change in stress level for each of these positions, Wa note
that for positions ¢ and g, this change is identical, i.s. from a
weakly strensed pulse x to an unstreseed pulse x. For position b,
the change in stress lavel ls from an unstressad pulse x to a
weakly stressed pulsa x. These changes in strese level do not
occur on meaningless elements, but between syllubles, which may
be morphemes, comstituents of words, or even words, W bave
chosen to focus on langth &5 surfacs phonotic manifsstation of
strass for the eimple reason that it s the most easily

in the ituati and in of

such Where vowsl lengthening 18 not ived, the

percaption of streas is that of either a louder or a higher
pitched syllable. According to our approximate proacdic
statement, %ov syllables whose natur is a@ yet undefined, are
allocated to the slots x and x, whose houndary we have named
position 6. In slightly over one f£ifth of all cocurrenves, 20,8%,

vowsl langthening i perceived in thig position.

Position o

©on analogy with positions e and &, where tha shift is from
sbrong stressad to unatreseed siot, we should not be surprised
that the parformers, aiming at the production of rhythmical
language, make a phonetlc response to this &lot boundary which

represents a change in stress level from a wdakly straseed to an
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e e mers

unstrassed pulae.

-2 'l'LnYl.l\P!\l hi letd t28-1/3)
ose aze shasp
x !‘ x x x Ed x X
At a b L4 4 - £

53t1 MY empfu 8I ~i LB -s 21

In the other 79,2% of occurrences, intensity/pitch streas is

perceived in the phonetic realisstlon of the myllable allovated

o alot
e.g. Ra a'we wh aya y:
At your home, what o you eat? (93}
x x % x 2 x oz
¢ a4 & £

>$ka n'we me mi  dya yi =i -nd

This acqument onables ws to decide that into alote x and x,
performers will most frequently allocate a weakly stressad
syllable, whlch we chall call gv followed by an unstressed
uyllebls, ovj they may towevar, allucate sne eyllable only to
thepe slota, which 18 porcalved s a weakly stremsed syllable
with & lengthened vowel gy = w.

approximstiva prosodic statement with these idenlised symbols
APSY  Pifth Approximative Prosodic Statement.

w o om P x g ox & =
¥

‘o av) gy ov ~Vq fey 0
LT %
o -V ev » vl lev ev/ic o

where g reprasepts a weskly stressed syllable and gy - v
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syllabla with lengthenad vowel, which is perceived as weakly

strasead.

Bafore leaving this area of our discussion, the situation in
positions b and g where the oocurrencen of vowel length are 9,3%
and 5,54 respectively, will bo briefly discusmed.

Position b

Of the 34 tokens where vowel lengthening oacurm in this position,
which represents a shift from an unmtressed pulse x to a weakly
atresued slot x, 13 ara from the four different vorsions of mung
poem 32, which has a tendency to be synoopatad, i.a. showing

wan

ocoasional departure" from "a relstively stable metrical

structure (Preminger:4d).

2.9, A ti dyl byasi (32a~26) §{320-26)
They fthe cattle} do not eat grase

Tilo ri vuya (32b=41) .

¢ is raining

Rinhu va mhin 32¢-14)

The stick of the pag (%) (Meaning unolear)

2 x x x x* x x = * .

A b e 4 o £ 5 .

>$a el ~i Ayl bya -a  -si O

8 =lo o T va -u  -ya O

¥l -oha -w  xa whi - -ngu O

Wo nota that there i3 a daformation of nomal epesch patterns,

©.9. ti.lo ri vaiya in normal speech becomey tiler wi vuiya in

poetic performance.

Of the other 19 verse lines of this typa, all are verse lines

with & negative degres of tansion, and 13 of these are vorae

lines of 3 or 4 syllables, whare extreme vowsl lengthening
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ocours, @.g. >§a ~ khwe -6 -e@ -s -~a ~a -mbo. Five other
ocourrences are of final vowsl lemgthening in variants of the
woré swange - senga ~ xenge ‘like, 6s‘. This ray be a
manifestation of inherent length on the final syllable of thip

wotd, but phonotic data based on normal speech patterns would bo

neaded to confirm suah a hypotheala.

£.g. Bwange tihokwe {3-21)
1ike the parrots
Xenge xipena (328-55)

like a steenbok

® oy oz ox ©f x 3 x

A b e a4 e f g
>$gwo -nge ~a  ti <bo -0 -kie O
and xa -nge-e xi -pe -& -me O

An cbservation of bady movements confirms the validity of thls
perceptusl analysis. Por instance in the singing of lines SI, 52
and 53 of poom 32, yazsjon a. one littlo girl io perfoxming emall
textural timing out movements, and her hand moves as follows

up - down ~ up

xe - nge -
In 21l other cases, the myllable In x s purceived as baing

without atress

2.9, Twana pomgo xa e (13-4)
Ligten to his noise
* ox s ox X2 x & =
A b e a e £ g
S$THA -na PO ~ngo RA o

For poition b, we can conoluds that our initial dedustien that

it reprosonts an unstronced oyllablo av in slet x, was eorreet.




Hanifestabions of length in thie posttion reprement ooaurrences
of syncopation, which we conaider to be a parformence factox, and

thus 4o not affect our prosodia statement.

#oaivion g

Far position 9, where a frequency of occurrence Of vowal
lengthaning of §,5¢ is moted, 12 of the 18 ogcurrencen are from
varse lines of high positive Degrees of Tonsion, and are phrase
penultimate vowels, not allocated to the womt favoured position a
beosuse of &he high syllabic loads & are lnberently long inal
vowals of idecphotas; the other oqourrences ave from the firet .
poen: of tha cyclic poem 16, which we have shown to have anomolous
shythmical patterning in phrase finel pouition. These are all
illustrated balow.

@.g. 1) High ponitive degree of tension, DT = 11

Teka xifaka 4 nyika xizanga .
Take the mealie cab sad give {it) to the cat (16d-14) |

2 x oz ox ¥ x x o=
& » ¢ d4 & £ g ’

PSTB <ka X'PAK'w  N¥I  -~ik'x-MA  -ang'
44) Innerently leng vowel of ideophane

¥enge wa u baxal o}
Tha lag goos baxal of (sa~4}

>SNB  -ngo wu ku BA -tR o ~g
411) Anomolous (non-Teonga) rhybiwical patterning

Hangalan, na tooma (162-6}
(moaning unknown}

>§HA  .nga ~LA  -am  NA  tEa ~MA -a
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Posttions ¥, d and ar with below 38 are
to bo mon-significant. ALL three represant streos changes from
an wnstressed pulae to oither a weakly or etrongly stressed .
pulsa. Por positions £ and &, Lt will bo seen frem TABLE IV that
the ooourences are most frequent in verse lines of low Degroe of
Tenaton, i.a. where oxcesalve vowel lengthening ocouts acroms
almost all the slot boundaries in the syllable tler of the verss
line, thus the data ia ckawed by thema figures. Por position a’,

the two come from one yexgion a, of poem

26, and the porception of lengthened vowsl in ' ie contradicted

by the peréormance of the same verse line, without lengthaned -
vowal in yeraion b of the Samo poem, thus the data im .
inconclusive.

o concludo this mection, we gonorallse our proscdlc statamant
ineluding all tho above coneiderstlons,

OPS-8  Genoral Prosodic Statement for 8-pulaa vorse Lines

m oV v a¥ ov eV - ey O
- = 3 :
o -y - v v avito o

where 0 < m > 2

I lising the & wo have taken the

following atep: .
(i} tho rhythmical framewerk ham beon omitted, Lnoluding the

indication of pomitions aoross elst houndaxies.

=
(ii} the expregsion (ov) indloates none, ona or Z unstressed

syilablae praceding tha first strongly strespod sy)lable x

{4iL) the expresaion gy - ov  provides for the pomsibllity of
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two syllables, viz. & waskly stressed followed by an unstressad
ayllatle, or

(iv) the alternative poseibility is indicated by ov - v which
i8 to be read as one syllable, with a lengthoned vowal, but per-

calved as weakly streseed.

4.1.5.2 The syntackic and semantic nature of syllables falling

within slots X' ana x*

Ve bave established thak the two equally strongly stremsed pulees
x! and x? are reprosentative of twa different linguistic situa-
tions. To canelder the second of theme first, alnce it Teprepentd
& situation of flxad, linguistically predictable atvass, we have
bean able to how that performers, in the large majority of
gases, allovate to X2, tha second rhythmical pillar, the phrase
penultinata syllablo, lengthancd in performance ac alac in normal
spesch uttexance. This we vall tha primary skrese, both in normal
«nd in perfornance speech. It derives from the Syntax of tho
vorbel matarial, it io demercative in function end its nabure, a
poreoived in our data, is durational. We have desoribed the first
situation (n x' as alng asscolated with a propisent syllable,

involving either intensity o pitch otyess, allacated by

performers to this alok, Mot usually, the ayllable i in phrase

L Lnitial positdon. Ao a working hypothesis, we propose that the

. } date can not ba 3 lained without shat

thia i a syllable whieh in normal epeech is a bearer of what we

v will call secondnry stress, which is lexical in orlgim, Thie

E ayllable is nermally the Eirst or only syllable, but in
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polyeyllablc words it way fall on the desond sylisble. We shall
call the @yliable beariny this stress the root syllabla. It ig
perceived in nominal stems, verbal radicals, conjunctions,
advarbs, and other cantent words. The role of sacondary atress ie
to accentuste this cyllable, &nd it nature am supracagmental
phoname 18 that of intenaity which is concomltant with khe tonal
phoneme which accompanies every Tsonga oyllable. We further
postulate that performers, faced with a choice of syllables
within the verbal string whioh are to be allocated to the
abstraot rhythmical pattarn, favour the choice of & syllable
which in normal speach carries macondary stress, above that of a
ayllable which is unstrassed in normal spesch. Within the contest
of the performance of theee simple poama, emall children thue
aoquire, through the process of internalieation, the underlying
rhythmical pattarns associsted with the genrs, &s well an the
rhythmical patterning of normal apeech. This ia the “goatic
competence” of which Bird spasks (Blrd,1976:95), and it cosxlsts
at a sub-conscious lavel with linguistic and communicative

campetence.

Since the identificatlon of secondary stress and its locus within
the word ham not as yet besn tha subject of lnvestigation in
weonga, it ie necessary for Lllustrative material of both these
facets to he adduced to prove our hypothesis. We now turn to a
consldoration of the tata showing the syntactle and semantic
asturo of tho myllables found in the two strongly ntressed
pulses. TABLE VIII (faoing:iids] givee this breakdown, first of

all, of the words within which the syllsbles ocour, within the
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TARLE VIII: HATURE OF
8-PULSE VERSE LINES
3 x
Tokens % {n=365] Tokeus
HONSENSE WORDS
Euphonia #illers,
2nd Exalamations 55 15,3
CowmENT WoRDS:

81 of Stom 58 14,2 119
Radicai 62 17,0 43
Adverd 8 2,2 1
Dem.Pron, - 3
Abs,Pron, 10 2,7 16
a, 3 0,8 F

52 of Stem 2 0,5 7
Radicai 2 0,5 23
Adverh - - -
Dam.Pren, - - -
Abs Pron, - “ 2
Ia. - - -

83 of Stem - - 1
Radioal - - 1

Copulative 20 5,5 -

3y, Stem 1 0,3 4

conjunation 30 8,2 -
Bub-total 191 52,3

PUNCTION WORDS
« profixal
Subj . con. 4 12,4 s
Poss.Con. 1 48 1
ndj . Pref, 1 0,3 s
Houn Pref, 2% 5.8 24
Verbal Markers 30 8,2 -
Log.Prof 4 1,1 -
- suffixal
Varbal Ext, 1 0,3 7
1ag.gnff. - - 10
Dla. Buff. - - 28
Ass.Cop. 1 0,3 -
Fnalitio - - 2
Bub=Total 119 32,6
TOTALS 365

{Ldst of abbroviations on page ix)

o xt

200

86
68
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general semantic categories of nonsense words (which includes
euphonic fillers and exclamations which are often purely rhyShmi- ]
cal stabilizers), content words and function words, {These
Bemantic categories ave indicated by capltalisation). Within
thess catagories, the freguency of oocurrence of syntactlc ;
categoriey within unich the myllables oscur, is caloulsted,
making use of tha abbroviations in customary usage for Teonga

linguietic (the Xist of abbreviations will be found 1

on page ix). We shall not consider further the category of

nonsense words in cur argument.

8) The situation in X%t primary stress

2

Within X%, we would expact to £ind syllables which are derived

from words usually cocurring phrase-finally, and this ie indeed
the case, as shown by the high percentages representing
ayllsbles, alther first {S1) or second (S2), of stems and radi-
cals, Typleal syntactic structures with stem or radical In

phrase-final position are Noun Phrase - Varb -~ Noun Phrase and

Noun Phrase - Vexb Phrase respactively. {Zxamples of eentonce
types actually occurring have been .llustrabed in TABLE IT facing
:93). There are sylisbles from 127 nouns occurring in X2,
{i.e. 119 represented by their firat syllable, Si; 7 rapresented
by their second mylisble, 52; and 1 represented by ita third

syilable, s3}. Thers are syllables from 67 verbs in X2

¢ by S in 43 by 52 in 23 and

by $3 in one occurxsnce). These figures mumt obvicusly be esan in
the context of phrasal poaition = if they represent penultimate
myllablee, they would by prediction carry a length atress in

forwal speact, and we have shown above how clossly associated X7,
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the mecond rhythmical pillar, is with phrasal pesultimate
eyllables. Primary stresa in thie position co-axists with .
secondary strass, and in faot obliterates it.

Evan within thls discusalon of the situation in X, we oan seill

1 malke out a case for the existence of secondary sbress, and also

for perforwers associating syllables with secondary stress to X%,

by consldering the 61 examplas of non-penuitimate syllables which

aceur In X%, What @ort of eyllables are allocated to this
posttion? examination of the data reveals that of these,

29 are firat syllabled of stems

~
s, . x x %
= E
$KEWIchi wi <LE -eng’ (22a~24)
stomach lega .
12 are flret syllables of verbal radicals
ag. B x oz w
e £ g
SKA  -rhe -LE O (26-5/7}
o eotived N

2 ara first ayllables of ideophones
sg x? x oz x .
e f g
$tihu -kwa ga -a (270-6/8)

%e see then that even {n a situation where the penultimate

syilable is not assoclated with X2, preference is given [in 45

. Y. out of €8 w0 a 1y significant syllable
" within a content word.

"o ¥

T We return to TABLE VIII, and we note that apart from the

predoninating position of syllables of content words, L., 65,83,

the only other high figures are those of 6,64 for Noun Prefixes
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and 6,8% for Diminutive Suffixes. Of the 24 otcirrences of Nown
prefixes in X2, 22 pracead monceyllabic stems, ‘hey are i
penultimate position, and are performed with length on the
prefixal vowel

g ..ox x x x

e £ g

$swh -1 ~rho U (25-2)

In only 2 of the 24 occurrencas are the Noun Prefixes not in
panultimate poaition and in neither of theme is the Noun Prefix
pexfarmed with length on the vowel,

eg. ¥ x x ox
e £ g

sMu  -nbu wE' O (1a-2)

The relatively high of Suffixes is a

reflection of the nature of the language umed in the genre. Ae in
children‘s postry throughout the world, objects, animala, ox
pecple deseribed are ‘llttle; or ‘amall’, thus we have
exinkobyanini 'in the little valley' (32a-33), mphohwnua ‘a littls
millet’ (10-8), xikhomgelotana ‘the littls millipede’ (32) and
eawimataoini 'in the little pool’ (Miterally, ‘in the small

anount of water’) (13-2}.

{b) The situstien in 't secondary stress

The argument converning X2 will be continued below, but we turn
agaln to TABLE VIIT for a comelderation of the situation in slot
%1, The highest frequency of cceurrence im for syllables found in
radicals and nowns, 17,0 and 14,2%, respectivaly. The faxt

highast frequency of ocourrence, is for Subject Concords, 12,1,

Varbal Markers and Conjunvtions 8,23, To take the case of the
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verbal radicals iret, there is obviously a positional factar at
work here, since, according to the lingulstic rules in operation
in 7songa, the verb in phraee initizl position, unless it is in
the Imperative Mood, will be preceded Dy at least a Subject
Concord, if not also by markers Indicating moed, temsa, and/er
nagation. It will be helpful at this staga of the argument to
aetermine whether the syllsbles allocated to the unatrassed alots

n 5} are in faot of thia type.

1y When both the urstressed slots x) are filled.
In all ocases, the myllables in x) are function words, belng

markara of various kinds which preceed a verb in ¥

a.g.

a-iea

$u  ta  swe- {12-5)
ahe will cook.

11) In the case of only one unatrassed slot x) being fillad, in
£ive cases this is by the first syllable of a content word which

initlates the veree line, the mecond syllabla being allocated to x*

s.g. 1 X -l
a a2 b
Sta  -ta ~na (24-23)
Eather

The other ocourrences are manana (x2) ‘mother’, wamuma ‘a middle
agad man’ and ona other gocurrence of tatana. This raides the
quention of which s in fagt the root eyllable which raceives the
"exioal, secondary stress in these Noun Glass la worda? Data like
these would appear to confizm our suggestion that it 1s not
necessarily the first mylisble Ln polysyllablc words which

carries the root stress. The tonal patterns for the Singular
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forms of the worde are tatana Led-L, wenana H-H-L, and wasuna H-~
H-H respectively. One might conciude that geconvary stress Lo
Linked to high tone, hut this would be a premature assumption,

and its validlty would not be borne out by the lexicon.

In 22 cases, Noun Prafixes precede a Noun in X'

g x X xe
a' & b

$eL WNYT ppfu... (28-1/3)

sheap
In 4 cames, slot x) e Fllled by the flrst eyllable of a Verh,
the mecond syllable beiny allocated te IL ~
L

6.g. x) X Xeor
ar b

$hla -MBA -mya... (30-10)
vear

We have suggeeted that it i» the reot syllable, carrylng .
secondary etyess which ie allacatad to the flrst rhychuical
pillar, x4 and data such as we have shown sbove for tatama,
manans, wanuna and ~hlasbanya would éppear to subetantiate our
hypotheels, The EDnu’l pattern en hlambanya i8 L-L-L, thup it
would appasr that 1t lo not nooemsarily a high tomed syllable

which is allosated to a pillar during The

quention of tone and mtress is further disaumsed below.

The other cceurrancas af sontent wevds filling %) are Copslative

Verbs

e.g. x)
at

st MA s -ndoa (128/7)
thoy are eggs
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iv) Pinally, in 41 cases, slot x) is flllad by a function woxd
1

proceding & Verb in X

Sadzi SU  -ka (27-8)
T Leave,..
There ere 93 verse lined fn all (yidg Table IV} in which these
unstressed slots contain verbal material. Ten of these verse
linee consist of nonsense words, and for the balance of B3 verse
linem, in the majority of camss (77 out of 83), eyllables which .
are function words preceed X', These formatives break down Lnto -
32 Subject Concords, 15 Verbal NMarkers, 13 Noun PFrafixss, 5
Gopulatives, § Posmesaive Goncords, 4 Object Goncorda, and 3

Locative Prefixen.

It is of importance for the developmont of the argument at this
stage, to look more closely at verss llnes of zero degree of
tansion {DoY=0}, hevause it im, by dafinition precisely in verso
1ines of this typas that wo would not expect that performers would
nesd to diuplaca syllables outside of the rhythmical framowork of
oight puiess, since thera are eufficlent slota avaklable for tho
syllablon on & one to onv basis, Rs we have ehown in the sbeve
dlacusslon, Ln 77 ccowsrences, She xoot syllabla of & Fouwn {or
1ts squivalent, e.g. an Absolute Pronoun) or of a Verb allocated
to x* Ln precocded by a functlon word in tho unmtressed slot(s)
X). 35 of theoa 77 cocurrencan ara verss linea of euro dogree of
tenalon. This ispllon thet the parformors, having allocsted o

voot syllable to X, are then obliged to ude othor stratagies to
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FAMLR TX1 CXAMPLES OF PERFORMANCE STRATROILS FOR 6-PULAE VERSE LINES OF
ZERO DEGREE OF TENSION, INITIATLD BY A VERD OR NOUN

x) ll x B * x? x 3
VERBS {1} >$hi aya R R Sy {9-4)
wo eat sorghum
wy e %o -ngo me ki MR -2 O (26a-10)
he s aiming at us
(i) & A -va WA FU -w eREA (28-2/4)
they are looklng for fat
tiv) adzi  BE =6 «bu vdsi BE -8 by {32a=4)
carry me, carry me
tv)  ndzo -4 -la mazwo 5 e ~la (33p-12) ~
T just rofuse, I just refuse
.
NOUNS (vi) WA nwe mhodyn  yi -4 -m (9-3)
what do you eat at your place?
{vily i A -n  =NDEA’ a YI -4 ~NI {12-5/7)
what ort of oggu ara thaso?
(viil)  A'wa  ~Nhla -a  -vhu wiwa -Nbla -2 ~whu  (24-3)
Kr Python, Mr Python
(ix) L =B] o ~NHLA ka HG “u  =rhi (26a-2)
on top of the trea M .
™ x MR engs WA -8 % =ik O (26a-3/5)
ansther ono saya
(xd) A -NYX cepfo NI eh LB -a  eOX (28-2/3)
thaoe are shoop

(Disouesion in text refars to gmall Roman numerals)
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allooate the remalning syllables to the rhythmizal Exemework.
Examplos of thems strategiss are illugtrated in TABLE IX

{fooing), and they are disoussed in turn below.

Acgording to tha Third and FLfth Approximative Prescdic
statements, the prototyploal varce line with 6 syllsbles, and DoT
= 0 would be

o ov gy ev W-¥ ov D

1} Honosyllablc verbal radical dya Lz milocared o X'-x, with

the vawel in to tha Subjact
concord hi;

{0, av @~V gx ov oV -V ov

L) By svolding lengthening any syllahle of the verbh kengome, the

have two avatlable, to langthen
elthar the firet or the mecond amyllable of the smphatic Rhsolute
Pronoun hins which ocours in the Objuct slot. The Eirst
alteznative would remult in & long vowel in position ¢ which ls,
ap we paw above, a very seldom used position for length stresn.
The pecond alternative is shosen, whlah results in a silent pulse
=oncluding the verse line.

lie.ov Cv Qv gy ov &V -V 0O

141} Iotesaity stress io placed on the root oyllable of lava,
avolding allacgtlng the Subject Coneord &4 to X¥, whish is then
allocated to x). This results also in the lengthening of the Noun
Pragic of xafurha

Lia, av BV ov gy - v &V - Vav
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iv} bobu 1o darived from the radical bebula 'to oarry child on
ena’'s back in baby-oiing' (C}. Cuénod aleo gives the form bebuu
L.e. with a length mtraes on tha second syllable as an Intarjac-
tion, ‘of mother to ohild when she wants ro take it on her back’.
In thia performance, however, length lo placed on the first
syilable of bebn which An allocated to X

Lie.ov CV-VEy ov OV -V ov

v) As in v}, length strass is placed on the reot eyllabls of
verbal radicsl which is allocated to X}, thus avolding the
placemant of Btress on the Subject Concord ndso

Lo, oy V-V gy ov OV -V av

vi) owe-a Ln an sbbreviation, charagteristic of the Nkuna
dialeot, of the standard form of tha Absolute Promoun a‘wina,
{2nd Persen Plural), Even in ordinary spaech, the vocalle nucleus
1o lengthonud, and carries the tonal pattern LW, which iz also
that of the unabbraviated vereion. In thim oxample, tid perfor—
mers’ cholca Lo te stress thim syllsble, u'we and to lengthan it,
zather than the focative Conoord ka.

L. oy V-V gy ev OV -V ov

vil) sundsn 'eggs’ hoa an alternstive plural form mabandsa.
Longth in placed haro on the plural Newn Profix ma- , and the
oyllable i allooated to X%, while the Copula i Lo allocated to
the unstrosped alet %), We noto also the delotlon of Shs semi-
vowal y- of tha Possesaivo Prefix ya

i ov @V -V gy ov OF -~V -ev
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viil) length evrge s placed on the raot eyllable of the stem -
~shiarbu, and the Noun Prefix ig allosated to tha unstressed Blot
%) preceding the rhythmical pillar X%

L. av O -V gy ov OV -V ov

ix) The performers avold allosating the locatlve Prefix o= to
€he nlot X!, choosing Lnsiead to ac entuate the root syllabla of
the adverp hozhia

l.e.ov OV =~ Vgy ov CV -~V ov

%) A further example of avoldance stratagy, whers the Adjectival
Prefix wi-ig less favoursd for allosation to the positlen af
stress than Adjectival Stem -n’wanaw, which ia followed by tha
Dimlnakive Suifix, -nyana~ lengthened in its final syllable. The
£ina)l vowel of the verse line =-u ls elided, and enjambemant
oocurs

L, ov CV ov gy~v V-V O

xi) The root syllable wayi- of the bisyllabla stem -nyimpfu is
allocatod te the alet x* rather than tha Noun Prefix tim. The
vowal of tho Copula hi is then lengthaned

Lo, av OV oy gpevev eV ov

We oan conalude from the above disousslon that performers of this
aimple poetyy foel no obligation to constvain the verse lines

betwaen the of the

vulnes preseding the lest strongly Dtcommod pules are ofton
filled by funotion words, X' thue remaing a locun for prominence

on a signizicant | yliable of a Vork ox Noun,
We turn wew to a conaidsration of TRELRE X (Faclng), whirh im
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TABLE X1 RELATIVE PREQUENCY
8~PULSE VERSE LXNE:

Praquenay
0§ ogcurrence

Categorles ocourring with this freguency of ocourrenve
ia X1 in X2

DISTRIBUTION OF SYNTACTIC CLASEES 1N X' anp ¥2,
5

2ERG CATEGORIES 51 of Dea Pronm. 52 of Adverb
52 of Adverb Dem.Pron.
Dem.Pron. 2]
Abs.Pron. Copulative
d. Conjunction
83 of Stem Verbal mavkers
Radical Loa.Bref.
Toc.Buff,
Bim, Skt
¥nalitic
110 Adj.stom (1) 53 of 5tem (1)
ad).Praf. (1) 83 of Radlcal (1) “
verbal Ext. (1) Enelitic (1)
Asa.Cop, (1) 82 of Abs.Pron. (2) -
52 of Stew (2) 81 of Dem.Pron. (3)
52 of Raaical (2) Adj.5tom (8)
81 of Xd. (3) adj Pref. (4)
00, Praf, (4) 82 of stem (1)
51 of Mverb (8) Poss.Con, (7)
51 of Abs,Pron. (10) Vexbal Ext, (7)
subj.Con (B)
31 of 1d. (9)
Loc.Suff, (10)
i1 - 20 Ponm.Con. (17) 31 of Advarb (12)
Copnistive (30) 81 of Abs.Prou. (16) ' .
2 - 30 Houn Prev, (21) 82 of Radical (23)
Gonjunction (30) Noun Praf. (24)
Verbal markors (30) Dis.Suff. (25)
- 40 - -
41 - 50 subj.Con. (4¢) 51 of Radical (43)
51 - 60 81 of stom (53) -
§1 - 70 81 of Radionl (63) -
PTYu——rrN -, JES——
UL - 120 - 81 of stom (119)

syntactic cavegories are arranged in oscending order
of frogueney of oceurrence
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complled from the data In TABLE VIII, and shows the relative
troquency of cacuryence of the varleus eyntackic categories.once
again, nondense words, euphonlc fillers and enclamations are
axoluded from the data. The categories are arranged in ascending
order of fiequongy of cwourrence, and the table ctarts with sn

1 of zero L.e. those

vhich are
ot found in x* ana x2,

We note flratly, that there are fewer zero categorlen in X* than
in %', This confirms our olaim that as & locus of predictable
privary Btress, the aecond rhythmical pillar s no respectar of
Byntdctic categery. The content of Column 2 in thie table, i.e.
the ralative frequency of oocurrante within X2, ia a raflection
of the type of syllables carrying primary, linquistically
prodictable longth otrees, It tells ue something about
Phrausal/pentential structure, at leact as far am the syllable in

#he phradae panultimets position is concerned.

7ha eentent of Golumn 1 on the othar hand, reflocts what we
propome to call a hierarchy of sttractsbility eince sa we have
disouoaod obove, speakars of the langusge, while utiliaing the
rhythmical framework to organize the spoken language into verse
Linee and alse to organize the OV tler within tho vazee lines,
ara not constrainod te confine the lingulatic materiul to thin
fzamowerk. It im troated by them as & flaxible temporal
framevork, withln which the cyllablon of ths €V tier are allo-
cated, not mochaniotically, but in response to parformence con

straints, to gyntactic eriterla and *o semankis oneiderationt
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We have shown that ayllables carrylng secondary, or lexical
stress are more likely to be allocated to this firat, mtrong.y
streseed slot, given obviously, their proximity to the
phrase/sentence initial position, bapending also on the degree of
tension which arizes from the numbex of wyilables in the verse
Line, performers are more likely to allow strese to fall un the
first syllable of a radical, or Of a stem and not to allocate
funation words like Subject Concords, Noun Prefixes and Verbal
Markers to the firet rhythmical pillar, X'. These tend, as we
have sesn, to be psrformed during the pulses corresponding to the
unstressad alot(s) x). Givan all the abova conditiona, we would
thus expect that the first syllable of a stem, with a frequency
of accurrence of §3, will be allocated to X' in preference to a
subject Concord, which has a fragency of occurxenca of 44, which
will, in turn, be preferred above the first eyllable of the

Absolute Pronoun, with a frequency of occurrence of 10.

In the same way as Coluan 2 tells us about the frequency of
occurrence of ayllables in phrase/sentence preflnal position,
&0 Column 1 also tells us about the types of ayllables cecursing
in phrase/eentence initial position. The thrust of the argument
has been to show, that given Ghe factor of syntactic position,

Tsonga epeakers show preference in the type of syllable which

they allow to carry stresa, and the most favoursd of these ara

. J the pyllshles carrying lexical stress. Examination of the fraquen
o ncy distribution of syllable typss shows in TABLE X throws fur-
; Ty s ther light on the argument at this stage. We note £irstly that in

o . x?, there is a much greater variety of syllablc types occurring
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with very low frequency of occurrence (13 different types occur <
10 times in the data). The bwo moat frequently occurring syllzble

types in X? are S1 of Stem (119 times) and S1 of Radical (43

times). ?n contral for X%, thers are 10 different syllable
types ocourring with very low frequency (<10 times). The two most
frequently occuring types are §1 of Radical (62 times) and §1 of
stem {53 times).

4.1.5.3 Stress and tone

One major questlon remains, and that is ehe relationshlp betwsen
thie secondary, lexical straes, and tone. Fon primary streas, and
in nozmal speech, length s concomitant te tone, eince it relates
to syntax. By this we mean that whether the eyllable in
penultimate position has high or low tone, its phrasal position
will result in length being suparimposed upen it $n novmal
speech. However, the relationship betwees secondary, lexical
stress and tone has not yet been explorad. We believe that a
study @uch as the present one, may be able to give some anavars
48 to the nature of this relationshlp in psrformance speech, and
way enable ue to proposs some gemezal conclusions &m to the
ralationship in normal speech. In an attempt to define the natuse
of the syllable in X!, we are faced with questions like the
following: Are these syllables percaived as Dbeing prominent
bacause they carry high tene {or low tone}? Or, ara they
perceived am being prominent only because talr allocation to
x'7 This could be rephrased ass are the opservar‘s perasptions

influanced by tone, or by rhythm? Is tone icrelevant in the

ot in pe spesch? an we aven talk

about tone in musical or chanted parformance? To amk these
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gquestions from the point of view of the perforiers, we would like
to find out whether the performers mhow a prefexence in
alloeating high or low tone syllables to X!7 Or do semantic and
syntactic conmideraticns, aa well ae phrasal poaltion, datermins

the allocation?

Given that wa are of group

the pexception of tona appears to ba impossible. Tt was deaided
o mark tonos determined by other means, on the syllabie withln
x'. The cltation form was usad for this purpose sinca it was
felt that data obtained in this way would give some indication of
the preference shown by the performers in allocating syllsbles to
xl. The remearch was hampered at thim stage by the conepicuous
lack of published work dealing with Teonga tone. Tha wark of
Endemann Die Intomasie van Teouga (1952} which iz based on voice
zecordings made on a  kymograph 4nd on the researcher's
perception of ¢ape recordings, ham never been discused further
in the literature, and some of the findings appear to be contro-
vorsial. Cuénod’s ‘Tsongs-English Dictionaxy' (1967) marks high
and low tones by the usual convention of accent macks. Louw and
Mazlvate are working on an analysis of Xhosa and ‘Taonga tone,

but thiis hss not yet been published (private cowmuplostion).

Making uee of cuéned’s tonal markinge for the most part, and with
soma referende to Endemann’s categorisation of syntactic elements
by tone, the following results ware obtained for the fraguency of
occurzenca of high and low tone in X', Of the 300 idemtifiable

morphemes and/ozr worda in X!, high tone is marked for 147 tokems,

A and low tone for 153 token:
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Theus represent paccentages of 49,0




ket

and 51,0 respectively, Within the poetic context, performers thus
appear to show no preference for allovating either high or low
tone myllables to tha first rhythmical pillar 3. Our {nitial
conclusion thet £ is occupted by a syllable whivh is percelved
25 being prominent because of either a pltch or an intensity
stross can now ba wodifled to state that tha perception of atress
for this slot is of intensity. The observer’s perception L also
conditienad by performsnce fastors like presence/absence of
melody, ineistent rhythm, clapping Of hands or cther body
movements. Wu have shown above that the porformers prefersntially
sllocata to X!, syllables which, In normal epesch, would be
marked by what we have called secondary stress. This,
Provisionally, we consider to ba manifested as lntenaity, whish
will occur as a concomitant with tone, whether this s high or
low. This lsxiesl stress ls actached to the zoot syllable, which
is most usvally the firat syllable of a stem or radical, but our
data would appear to show that tha second syllsbla may be the
focus for sesondsry strese in bi~ apd polyayllablc stena and

radioals,

To conolude this diecussion of the nature of the relatlonship
batwesn the tyge of syllable allocated to X' and itm tone, our
data Shows thet tons is not a significant factor. Within the
constralnts of phrasal position, the parformers appear to chocee
a semantically significant syllable from a content word to he
allocated to the first chythmical plilar, and they tend to avedd
choosing syllables which in normal epaech are unstrasmsed, for

inetonen eyllables which ave, or are part of, function worde.

i
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Semantic and wyntactic factora are th.s of greater importance in
the allocation of a syllable from tha syllublo tier to the
abstract chythmical pattern.

4.1.6 Body wovements and the perception of rhythm

We have thus far, fooissd malnly on the observer’'n perception of

rhythm Ln pexformance, and we have clalmad the validity of these

will be by of the
body movements, and of the G-stroke ln particular. Tha G-stroke
represents a peaking of the excursionary movement of the limb which Ls
preceded by a preparatery phase and followed by 4 recovery phasa. It
has been claimad (Kendon:3§5) that these movements are “an intagral
part of the whole act of uttering". This synchronlcity arises, a
Randon remarks, because *tha peech production process is manifested
in two forms of activity similtanecusly: in the vocal organa and alse
in bodily movement" {(Kendon:3dl), It wlll be evident from the
trangcription of our data that synchronicity of body movement and
uttered syllable ls well atteated. OF the total of 483 B-pulse verse

lines, a visual record im available for 314 vorse linaa. Within the

transcription of performance, we have used capitulieaiion of the
uttared syllabla which is accompanied by the etroke of a G-phrasa, as
a means of indicating the hidden data of thase visual recordinge. Tha
Figurea below show tha total number of ayllables which are obsaxved to
colnelde with the stroke of & Gphraeq for 314 verse lines. We shall

call these syllables G-syllables (or ‘gestiqular ayllables’)
L

x x) X x5 x0T x (x
No of - - 173 14 328 14 214 13 123 3
G-nyLlablos
vorcantaga - - 85,1 4,440,8 4,4 £8,2 4,139,2
tn = 314]




These Figures are derived from ousorvatlon of performances in a
varlety of contests, zanging from ‘concert’ to ‘play’, which resulted
in the enlldren's bshaviour varying between 'frozen’ and ‘free’.
Within the more tlghtly controlled context of the ocancert pexformance,
bedy movaments tended to bs restricted, or sven absant altogether. As

the context becomos lese controlled however, the bady

movements ware more relaxed and axpsnalve. Thera is thus a vazying
amowat Of movement observable in the recordings of the different
performances. Given thess factore, the abova figures appesr to ba
significent, and wa find that they validetae the observer's pergeptions

of rhythm.

4.2 16-pulse Pattern

Within the data, there is a omall ooxpus of seven poems which were perceived
of as boing made up of verse lLines rhytimically organised by 8 16=, and wot
an C-pulse pattern. In all, 97 verse lines of thie type were racorded, Those
could have besn conmidered as being 8-pulse varee llnem with a very heavy
myllabic load (varying from aight to eighteen oyllables per verme line} but
this preved not pravticable. %he poamd {numbsrs 15,17,19,20,23,29 and 30)
were transaribed ag being made up of verse lines within which the myllablc
tier was temporally patternsd by 16 pulaes, AS there are nc rapsated verse
1inew in these poor~, the corpus availabla for analytloal purposes s slso

9" vurse ines.

4.2.1 Pulses, pulss pabterning and tha relstionship batwses 16~ aad

8-pulne pattorns

The pules are reprasanted agals by lower opse lBttexr X

X %X X X X x X X X KX XXX XX

e i




Thase pulses are not of aqual prominence, two axe percelvad as

being strongly atre

od, %, viz. the flrst and the ninth pulse, whila
two are peroaived am belng weakly atreseed, x, viz. the fifth and the
13th puloe. This ylelde four baat verse lines ap le the cage with the
8-pulse pattarn
e X X X X X X X X X oxE XXX XX
We thus have the same bimary type of basic pattern as was found for
the 8-pulee verse linem, with tha difference baing that there ara mora
availsbie slots within “hich the myllables of tha ayllablo tier may be
allocated. The two patternc ave shown togethar £u: comparison

x ® x = x = 7 x

X x xx X xx xX x ¥ % X x xx
¥e hava, ae in the B8-paloe verse lines, two degraes of strssa, strong
strads ¥, weak strans x, as well ag unstreseed x. Stain and 61l glve
the example of tho stress patterning of the verse lime in the English
nursery rhyme, which ruas ‘Bas Baa black shoep, have you any weol,

Lo, g

g \
Thoy argue, in an endoavour to explain tha weak-weak-weak seg.~nce,

that a

thoory of prouody Lncorporating only a two-way otroan distinotion

rosulting from a linear concatenatlon of strong and weak poal-
tiona cannot account for such maters .

(Stein and Gili104)

Thoy alaim that Lt io thuo nocosoary to assume tho axictenca of &

Tumporal Mapping Rule, which "maps terminal nodes of pramodic atrug-

turos ~ oithar positi or subpoeltions - onte 1

incervals". Bach "foot* conpblots Of "two eucoasBLVe bus-way
expansions: one, expanding the foot into two pomitions, the othor

axpanding each pomition inta two subponitions” (Steilm & GLLI183=5).
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dhile we & not yet in the mituation of balng able to devaiop a
prosodie argument of the sophistication of that of Stein and G4, it
would appear that the concspk of ‘subpowltions’ provides a useful tool
for the description and anmlysis of the material to hand, It wiil
enable um alao to adjust the General Prosodlc Statement to covar the
varse lines typical of the 16-pulse patterns enoountersd Ln Teonga,
sinee the basla pattern of tha four beats remuins

strong-waak-strong-wank

4.2.2  l6-pulsa vexse limes, onjambement, breath groups and

compenation

Five examples of puch llnes, of ingressing syllabic load, are shown
balow, Their parformance realisations follow, with the 8-pulse pattern

aupoxinposad on the lé-pulse pattaxn:

[t3)

syllania Load 8

ndlave makapu~kspu mtloot
very big car ntloot

(Li) Syllshie load 10

Nazi lava N'wabachachuled:
T want the daughter of H-chnuhulaln

(L8} Syliabic load 12

(37=44

(19c-5)

(29¢-1}

Teeus taowa mhouga ya nga nhonga ys mge
Cut, out my stick, my stlck

(iv} Syliapic load 14

NAzi hlangens na mtlhanu wa majuha ma <in‘we (19a=1)
I met up with aix young men

(v) Syliabic load 18

Laxi i xiblutels-bynlwa, lexi i xihlutela~byalws (15b-6§)
This is a beer straimer, this la a beer Atrainer




Thase realiso in performance am

w o xt * % ® ® o ox X *

x x x x x x x ¥

>fudlome -ve ma ~ka -a ~pu - -pu-u mtlomo w6 O

>60d34 LA -vaN'wa ~ms ~CHA -a ~CHU - =L#~e ~LA O w -m Q@ O

>jtsa ~ma tee -ma NHO -0 -ng'YA-s nga-a 4 # oho ~o ug'ya nga //

>¢ndsl bla “nge <o <06 DA NPLHA-5G & G4 Ja -2 ~ha DA RI ~i ~niwe O

>$1e ~e ~x‘i xi -hlu-tel'bya ~lua ls -ax’ # 'si -hlu~tel’ bya-lvs//

Two anpects are cbvious Exom these transoriptioms: flrsbly, that Af we
congsider onch pulse as representing two slots at the lavel of &he
oyllabie tler, in othor worde, ae representlng two possible logl for
syllable aliocstion during performance, then tha B-pulse patsgn oan
zopeesant 8- as vell aa i6epulse verse Lines; secondly, wa shall noed
to make allowance for unstreseed pulees which procede the first
oerongly otresoad pulsa, which we shall, followlag our usage above,
oall x}. The mecond strongly utrossed pulse we call X?. Aogording to
the data, only two unstrosed pulses oveur, snd we shall reprasant
thom by x). Tha data requiros three types of 16-pulee vorsa llnos

Type T ok ox v K x ok AX® & x x B X % ox R

i

oyperr  xx* x x x x x x x* ¥ x x x § x x .

aypetrzxxx* x x x + x x x X x w x g x
which wo ohall gonexalino Ly . «'ng tho roprosentation

mom ol x ok ox o x ok o5 ox X x x x B % (x{x
Allowing agein for the positienn! leai of lengthonod vowels, wo ohall

oull £hos0 a’, b, ©f....07, urd tho poaitions corrosponding to tho

unatrosoed slob(s) X) we ghall oall 4" and b¥. The genoralised

rhyshuloal ctatoment for l8~puloc varse 1ineg +
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(*v"’l womoxt x ox o x o x ox x x ¥ x x x x o® (x {x
A5 By A" ar b of A e £ g be Lr g ke oAr o wme (a (of

several general aspacts need to be highlighted in thesme verse lines
recorded abovet

a)  Non-ooincidence of veres iine and breath greup s a feature of
many 16-pulse verse lines. (cf. i) and &v)). Of tho 97 veree Linas,

46 have intra-linear broath breaks, and 51 colncide with breath
groups, As we noted sbove breath may be drawn at what do not appear to
ba ‘auitsble’ semantie or ayntactio breaks. In poem 29, for instance,
of which throo diffaramt versions ware recorded, tha last phrase of
each verpe line ls repeated, and ia included within tha l6-pulse
rhyshmical framowork. In porformance however, it s perceived s baing
woparated by a breath, in spite of Lto obvious asecoiation with the
meaning of the procesding words, and it is linied by enjambement with
the naxt vorpe Lina, This underlinos our olalm that the concept verse
1ine’ 1o to bo understood as the vorbal materinl which is chythmically
arganiood by tho underlying serion of patterned pultas, THe cencept ie
indopendont of ‘broath group’ and of any oyntactlc or nomantic
conditiona, That broath should be drawn intralineacly, and that thio

ofton loade to enjambamont, L an aspuct of porformance,

Thic is bost illuntratod by of saveral verae

linas of peom 29, taken from yoralon o (Avpandix 11267)

1 Teemn tsoma nhonga ya uga, »hougu ya nga
cut, out my atlok, my seiok

2 va vaka endlaleni, emdlolowi

Thoy put {it) in tho road the road
3 va hindza, va teka, va town
Thay go pak, thoy take (it), “aay take (it)
165
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4 Va lumbets Mabihani, Mak .hani
They sccuse Mablhani, Mabihani (298~1 to 4)
ate.
Bach of theee verse ilnes Lo rhythmlcally patternsd by 16 temporal
pulses. In performance however, these varse lines are divided as fol~
tows (where # indicates a bresth group, and // the resulting

enjambement). The resulting dlatortion of meaning and oyntax is

inmediataly Apparent in the transcription based on breath grouping

tooma tmema nhonga ya ngs ¥

uhonga ya nga // va veka endleloni #

endlelent // va hindza va teka #

va teka // va lumbota Mabihani ¥

Mebihani // ceuisf
‘This is discussed further below.
Poem 15, Laxi i xikosi~kosi, lexl i xikosi-kosi shows the same
phenomanon of nen-colncldence of verse line with bresth group,
rosulting in enjambement acroms nom.il synsackic and semantic breaks
(Appendix I:236 #£). It must be emphasised that the dec len te write
thoe verse lines as above, 1 to 4, etgo, was not based on semantlc or
syntactlc grounds, but on tha basin of the percaption of a if-pulee
pattorn, That thess verse lines should be split up Lntra-linearly by a

braath break was coneldored to be an aspect of performance,

5)  When the oyllabis lead la less than 16, .0, the situation
corrospends to a nogatlve dagree of tension, considerable vewal
longthoning takom plave. In 1) for ingtanca, the syllabic load 1s 8
ndlova makepukapu ntlool
2

zlxxxxu:):lxxxxxxx

>¢ndle~e =-ve ma =-ka=n =pu-u -ka=t= pu -u ntlo=o~o 0
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TRBLE X1t VOUEL LENGHENING ACROSS
< ¥

Puisess a0 x) XD a4 %
B

SLOT HOUNDARIES, |4-PULEE VERSE LINES
X i

x & ox s
¥ 1w (0"

Positions b) a* booa oA et f0 gr

9:18 [ T T AR T SO S S AU U SN A B
P90 e © 1 0 1 0 1 0 1 0 1 |

:18 1 s s 5 5 5 $ 8§ 5 % 8 5 a4 85 4 (70

22 22 2 22 22 22 22 22 22 22 16 0 2 22 il

: 6 1 1 21 o oIy 21
ifies (13 22 22 22 22 2@ 22 P22 22 84
9 o a 19 1 on 22
12its 2 15 5 15 15 IS5 19 3 15 14 1318
L) t 0 o 0 13 0 Do t0

13 % 13 13 1t 10
5 g @ 2 50

5 14 14 1@
0 0 §8 8 2

Totalai 4 37 97 97 $7 97
o 0 8 5 2

2,0 K4 21

$7 97 97 97 97 97 47 397 5 41 4
0 44 13 S¢ 6 63 8 4 0 42 12 §
© 88,0 13,4 51,5 6,2 85,4 8,2 5,7 0 49,7 12,6 5,2

[B+pulse patiern is superimpused en the 1épulse patiepn| by ‘no occurrences’ Is
to be underslood that no verse tines with this number of syllables was recorded]

AN m——— b —
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A further ekratagy employed in euch casas, is the use of non-

significant slot £illers like m - m, which merve the purpome of
wmaintaining tha external rhythm

x x ox x X xx x

x xxx x

8.g, >$ndzi la -va N’ua-Ha~CHA-a~CHU-

~la 0 m - %0
©) A in tha 8-pulse verse linas, uee is made of unetreseed slots
preceding X' for function words, thus allowing eyllables from content
words to occupy this trongly stressed slot {ii and iv)). This will be

further discussed balow.

4)  with increasing ayllablc load, the strategy of elision of final
vowels becomes more frequent (iv and v). Thie aspect too will be
further discussed balow,

4.2.3 Strongly stressed slota X' amd X%

TABLE XI (facing) gives a breakdown of the $7 verss lines

and shows .
the of vowel ing acrose slot and it is
to be noted, that as in the case of the B-pulse verse lines, there are
certain positions which are faveured for the allocation of syllables

containing lengthened vowele.

4.2.3.1 Strongly stressed slot X%1 primary stress

The high figure of number of occurrences of vowel lengthening
in positlon i¢, scross slot boundary X* - x, l.e. 85,63 of the

total, is aurprising, mince this does not represest the

penultimate phrase position - which one would have expacted to
£ind, on analogy with the situation in B-pulse verse lines,
by the allocation of the penultimats long syllable to position
mr, across the slot boundary betwaen the 13th and leth pulses

i.6. betwean x - x. In thim poeition, vowel lengthaning is

perceivad in 64,3% of occurrence:

The explanation for tha high
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figure in X7 ia to be found in the fact that in many of these 16-
pulse verss lines, the syllable allocated to X5 does indeed
occupy the panultimate phrasal position, since the rest of the
verse lines ars made up Gf repeated phrases, fillers or nonaensa
words, Thie ie reflected by tha fall off in the nunber of
occurrences of myllables silocated to the 1lth and 32th slots,
1.e. alrectly preceding the mecond weakly stressed pulse 5. This
break, often perceived betwsen the 12th and 13th slots, and
represented by a eilent pulse and/or a breath break, ls the
closest our data come to reflecting the presence of a cassura. It

would appear as though repeated phraa fillers or nonsensa

syllables all act aa rhythmical stabllissrs, providing verbal

material which in allocafed to the last four pulses,

It will be helpful for this stage of the argunent to consider
more closely the nature of the material occurring in slats 13-15.

Of the 97 veree lines, 53 conclude with a sentence/cleuse/phrase

which is a of words g in the verse
iine - and in 46 of these c¢ases, this repeated materlal oocurs
after a breath, and the end of tha varse line is rhythmically
enjambed to the next verse line. One might argue that these words
phould then be wrltten as the baginning of the next rhythmical
unit. There are three counter arguments to such an interpre~
tation, the first heing tha syntactic and semantic linka which
would argue for cohesion in varse line structure. Ae illustrated
above, verse line diviglon on the baaia of breath groupe results
in distortion of the dlsvouree structure of the poam, whila varsa

line diviaion on the basis of rhythmically organised series of




pulses satisfisa bosh the temporal organisation of the poem as
well as semantic and syntactic conaiderations. The second
arqunent ig that the intona:'on curves indicate verse lines which
correspond to thoss perceivad as being organimed by the 16-pulse
pattern. These 46 verse lines under consideration are from poema
15 and 29, the firat of these boing chanted and the sscond eung
to a almple malody iine. In poem 15, the falling intonakion curve
1a percelved to rise again to ite initial pitch at the polmt of
syatactic and ssnantic break, in spite of the non-ceincidence of
breath group with verse line, and where enjambement occurs in
pacformance. There Ls no work on intonation in Teonga apart from
that of Endemann (1952}, but in spite of its tltle, it tells ue
far more of tose, and tonal patterns thau of intonation, In fact,
for Endemann, ‘intonasie’ s

die melodieuse eienskap ven 'n woord, sin of passaat of

enige ander tasluiting in die geheel, wat ontstaan as gevolg

van die cpesnveliging van verskillende toomhoogtes wat op die
varskillende fone in Hie woord, win of passaat gebraik word

(Engemanns 10}

Intonation is the malodic characterkstic of a word, sentence
or pagsage or any other utterance b general, which arises
28 the result of the sequence of differing tonal helghts
which are uged on the gifferont phones of the word, sentence
or passage

In general linguistic on has

been reached that sentence end clause intonation can most usually
be vepresented by a contour line which can he represented as a
falling curve (Crystal,1980:193). Por this simple postic type,
one smoothed intonabion contour 15 present in the performance of

each rhythmical series.




9, Xxxgxxxx Xoax xxwx Xwxxxn n xxxxx xxxx X

3, Hlecaisi-odko-og le etft ki -ko-ostko ocfle-e 4 | thavethamle-aiff | thavathes -

b I v \

A\

5. Lexiixtkosikosi lewiivikesikosi. lexi; thays-thova, lexi i thavatha -
(This is thenape, this is thenope.  This isthef. tanelle, this s thefontan

. fk 7 /‘H”\ 7

POEM 15, VERSE LINES 1 and 2
1. curve 4. te aroup et

2. Rhythmical pattern 5, Verse line with translation

2. Paﬁczmance realisation 6. Breath group fd, with enjambament //




The aituation can be visualieed in the

given on the faclng page, which shows the co-occurrance of the
boundary of the rhythmical series. the vise in pitch of the
smoothad intonatlon curve, and the syntactic break. The braath

group on the other hand, i¢ an aspeat of performance which i net

related to these other elements.

To turn to the mecond exavple, poam 29, which ie sung, the
melodic line, for each vorea line, with minor intra-verse line
variations, falle from an initial high note to a lowar note
(Appendis I11:29%). We are reminded of Johnston’s remark that
Teonga melody in ganeral “"exhibits pathogenic deggent”
(Johnston,1974:58) ~ indeed this point was made very early on In
tha history of research Lnto Teonga by Hemri-Alaxandre Junod.
;o] lo rofrain commmac sur wue aote elevée, puis descond,
déacend Jusqu’d am qu’il meure sur uns note bagse. On rec
mence tout en haut pour dégringoler de mouveau {...] ©o
carsctdre langonreus et ériste de la musique dos Ba-Rongs
[+.(agt) ..} ae phénondne de perpetuslia déscente
(Junad, 1897:31)
...] the refrain starts on a high note, then goss down, down
until it dies with a low note, Then Lt startz up agaln
befors 221ling once more [...] the ligtless and sad nature
of the muslc of the Ba-Ronga Lu (realised through) this
phencmanon of perpetual dsscent
And Junod repeats these rewarke, i» his own English tranalation,
in The Life of a douth Africon Trida (1927:13,296) in hie
discussion of ‘Tha Musical Syatem of the Thongas'. While intona-
tional and musieal factors thu support our decldlon to inolude
the matertal in slote 13-16 within the varse line, the final
argument in defence of our traneoription can only be the percep~

tual one ~ this is how the rhythm ie parvelvad, and on the bawis
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of the 18-pulse pattern, verse \inem are transcribed sccordingly,

Loaking more closely at the syntactio structure of the 97 verse

Lines we fiobe that four main types of structure occur:

)

53 verse lines contain a phrase/clanae/sentence, part
of which is repeated after the breath break., The repeated
material may be the firat part of the phrase

@.g. X4 ya koka, yoo! X{ ya keka. (39a-12)
It ia pulling, yoo! It is pulling.

ox, Lt may bs a repetition of the finul part of the phra

e.g. Va hindza, ¥ tekn, va teka {298-3)
They @il go past, taking (it), kaking (46},

In the majority (33) of canes, X® - x contalno the

longshened finel vowol of the Purase, whils % - x containa

the initial ayllable of the vepeated phrese, somstimes

allocated with & length stresa

®ox

X x
KO w

x
he

Gdftewe kn - D R VA -a te -ka//

and aomatimes without A langth atress, for instance from wie

same recording of this poan

s Lusbota Wabihani, Msbihani (29a-4)
They accuse Mabihani, Kahihani

Cood$eBL cha NI ~i 0 £ MA =bhea snd ~i//
Thera 48 no conakotent pattern in the way in which length is
agsigned to oyllablom in this siot, for this posm. We note
towsver, that in gemeral, there 48 a tendency for tha
Byllable in x to bo assoclated with a length stress (83,3%
in TABLE XI). We have salled this ‘displacad length strema’,

and it would appear to be parceived as more ‘natural’ than
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the sacond exampla shown above, in which the predictable
penulbimate length strese is allocated to panition n‘, l.e.
rapresenting a change corosa an unstressed~unstreused slot

boundary

In the 19 cases whore X? does contaln the penultimate vowel
of tho first uttorance of the phrase, this cccuzs with &
langth stress aoroms X2 - x, while x containa a vowel
without length.

6.9, Loxl { thava-thava loxi i thava-tbava (158-2
his ia the fontanella, this ia the fontanells

1Ale2 x ®x X x X x

i 4 kL ow ow o

ve>fle -ax'd i tha ~va ~tha-va//

(L) 24 vorse lines contain a phrame/sontence/slause followsd by
& Eiller 6., m, and ln all thess caces, the panultimate
oyllable ls allocated to !2 - %, while the filler is
allooated to x - x and longthened.

5.9 Va vaya va ndzi kombela fols m (192-2)
Thay roplisd, aking mo for tobaceo m

x {Typs I pastern)
nr

CP4P0 mo (LB G K em (ndzi...

(4l) 11 verse llnes consist of a complete mentonce, and in all
casen, a oyllable is allocated, with length, to X2 = x,
while tho ponultimate oyllable io allowated with longth, to
& - % Ln 10 out of the 1! scaurronses.

019 Nzt shandzn siyo na xilayisd s xiniors (201)
ke toa wlth a lice of broad
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x x x x %

{Type IT pattern)
kA momt

coosfla s mylx' xa xb i -ska

{iv) Finally, we note the presence of 9 verse linec mada up of a
phrase/clause/nentance followed by an ideophone or ancther,
uoually, ‘nonsensa’ word. Tho data e not oleur for these

verse lines, as the three following examplas show.

4) Vnawa u nga dyd, dalongwa, delengwa, dolemgwn (23-2)
You mustn’t eat porridge, delengws, delengwa, delengwa

Eee) lli.nn simangn xa mhova, nthoot

{17~1)
n the cat of the bush, utiool
ili) vana, vana, vana va nga, vulanga (30-1)
chitdean, ohildren, my ohildren, vulasga
. ‘X: x x x E x x x
FEI TR 1 »  w' o
L12$DE -l -6 -ngwa DE ~lp w-ong Type 1T}

c§mbo -0 ~va =a  ntlomo =0 O

SR mmoR @ ve  ~BA s WA O
The deta Lo not claar onough to come to any comelusion
hare,
The asaaciation botwean penultimate phrasal position and the two
slota X* and x is thus far loss cloax for G- then for G-puilse
voroa lines. What is sloar howover, io that X? can still ba
iabelled as tho ‘pecend rhythmical piliaz’, both because of Ltu
assoeiation with the underlying streng pulse, and also because of
ito wie by epeakers to sllcoate syliahles contalning vowols with
o langth otress to it in 85,6% of oueurrences, In tha remalning
cages, the syllable oocupying this olet Ls percelved ta bo
prominont, but whother this i because of intensity or pltch

btrase hap not yot boom definad,
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4.2.3.2 Deg * teunlon

It is nocescary t. reconalder tho definltion of Degrea of
Tansion, which was based o. the situatlon oocourring in B-pulus
varse Lines. It will ba rocalled that this was Linked to syllable
load, and wam derived from the cases in which there was a
majority of verse lines in tha corpus with § syllables. For that
sitwation, wa defined tho begres of Tenwion 28 being zaro, whila
for verse lines with syllabla load > 6, the Degree of Tenalon was
positive, and for verse lines with a syllablo load of < 6
ayllebles, the Degres of Tenoion was negative. For the present
material, the baslo pulve pattorn is 16, and the syllablo load
varies from 8 to 18, and whilo the concept of Degrse of Tenaien
remaino useful as a descriptive tool, it Ls almost imposaible to
dofine L& numerloally. g TABLE XI shows, there is no clear out
peak of occurrenco of vexse lines with a cerualn number of
uyllablos. In act the fraguency distribution graph, if drawn,
wouiad bo bigolar, with the two peaks aorrosponding to varse llnos
of 10 ond 11, 14 and 16 oyllables roapectively. This may arise
fror the fact that we are dealing with a emaller body of mate-
rial, and further fleld work might indeed show that there is &
‘typical’ verse llne for the l¢-pulse pattern, as the verse Line
©of B ayllables is 'typlcal’ of tha B-pulse pattern. For the
moment, tharefors, we ahall continue to ue the conaept of Degree
of Teneion, but accepting that at this stage, it camnot be
numorically specified. Bpeakers of Taonga, performing the almple
poatry we are considering, will use the same strategles as those
doncribed for the B-pulse verse iines in order to allocate the

varying numboxs of syllablos from the OV tior to the rhythmical
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4.2.3.3 strongly stressed slot X', the nature of unstressed
syllables proceding X! snd wecondary wtress

Por l6-pulee verse linem X* shows vawel lengbhening in 32,0% of
ogeurrenced, the remaining versa lines being parcelved 2% belng
inttisted hy & eyllable of greater prominence. As with tha B-
pulsa verse lines, a conalderation of the strategy of initiating
verse linos by unotressed syllat & in tha unstressed miote
preceding 1!, and & discussion of thelr natura, as well am that
of the myllables withln 3! will assist our argument at this
poine,

There are 37 verse lines in this corpus which are performad with
syliables allotated to these unstremsed slots, belng 33 verss
1ines of Type II, i.e. with one unstresaed syllable praceding I%,
and 4 verse lines of Type III, with two unstreased eyllables
preceding !l. This gives & toval oFf 41 syllablas and, as was
found for the 8-pulse verse lines , the large majority of thesa
{37) are funckion words. OF the 37, 30 axe Subject Profixes and 1
in a verbal marker, preveding Veha in phrase initial position, 4
are Noun Prefixes and 2 are Poseesslve Prafixes preceding Bouna

in phrase initial positien,

®.9. Sublent prefiy

(192-8)

fubjpot Pratix plys Yerbal makex

Va ta hasba,....
Thay will kesp on....

(190-10)



TABLE XIT: SEMANRIO-SYNTRCTIC NATURE OF SYLLABLES IN
16-PULSE VERSE LINES
rt
Tokenn + (@=n)
NONSENSE WORDS
Ruphonic fillers
and Exclsmationn 1,6 (5,1
sBup-tatal L 0
CONTENT HORDD
81 of stem L] 9,3 (34,2)
Radiaal £ 26,8 (17,0)
Adverd - - (2,2)
Dom.Fron. 19 19,6 -
Abs.Pron. 1 1,0 2,7
. - - (0,8)
42 of Stom - “{0,5)
Radleal 3 3,1 {0,8)
- - 0,2
83 of stem - - -
Radical - - -
Copuistiva 3 33 (5.8
Adj. Stom - - (93
Canjusction - - (8,2
Foss.Stem - - A
Subetotal 61 62,9%
PUNCTION HORDS
- praixal
Bubj Con. 20 20,6 (12,1)
poas.Can, 5 5,2 {4,6)
udj Prof. - -3
Noun Pref. 4 42 (8,8)
Harkors ] 6.2 (8:2)
Loa,Pref. - - Wb
- autfixal
sexbal Ext. - - (3
to - -
- - e
38 36,164
97

List of abbraviations an 1ix}

b am x2,

“okens

o8 witime

1t e PERE

Teaw

A (a=97)

2,3 (10,7)
9,3

11,1 (32,6)

#,3 ¢22,9}
1,6 (3,3)
19,6 (0,8)
2,3 (48
- @)
8,2 (1,9)
52 (6,3)
- 5
3,1 -
13,4 (0,3)
6.2 (0,3)
-y
-
az,5¢

20 (2,2)
10 (1,9)
-
- (66)
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Noun prefix

Murhl wo tahuska. ..., (23-4)
Rud medioine, ...

Poguansive prefixge

Va ka Xavela.... (19a~5)
The peaple of Xavels.

which {n performance bucome

x) x)
o
>$ndzi
va “a
=z
va

Gontant words in these unstressed mlota are not frequent, only 3
baing recorded in all and thay are variants, again from
recordings of poan 19, of the radionl ~hlangana 'te mest’ and in
vach oesa, the second syllable is the one allocatad o ‘he
stressed slot %%,

.9, ndsl hlsngane {19a~1) and ndzl hiangene (19b-1} 19e~i)
both glosacd ss *I met’

X ® o=
b o ar

>$ndzi wla -nga

ndzi bla -nge -o -no

Wa procaed mow te an examination of tha oyntactls natura of the
syllables allosated to the two strengly stressed slota X! and x?,
TABLE XII (faging), glvoa the data for the frequaney of
cocurranos af syntactic olamse within the broader samantic

categorien of nonsensa, sontent and funotion wards. For

compaxetlve purpotes, the of frequency af




ﬂ:‘: - e BT ey

for the B-pulge verse lines are ehown in bracksts for each

category.

It would appear necessary to make some initial comment on the
apparently high frequency of accurrence of Damonstrative Pronauns

(19,64 in both x' and 2%). We are dealiug here with only 97 verse

lines in all, and these 19 tokeus all come from two recordings of
poem 15. The varse lines are structuzcd af kwo hemistiches, mach

of the same form, viz Demonstrative Pronoun-Copulative-

Nouns o (where indicates

the syntactic break). The first ayllablas of the two
Damonstrative Pronouna fall into X! and X? respectively, and this
would appear to have skewed the data slightly. It should ba moted
that ayllables representing c¢ontent words still rate highly in

*} ana 2% 7The high figure of 20,63 for

freguency, both in
Subject Concords in X' would appear to be & facter of phrase

position. A table of yelstive frequency of occurrence could be

drawn up (see TAELA X for G~pulse verse lines), but oven a ¥

cursory sxamination of TABLE XII reveala that there ars very many .
nore grammatical classes £alling within X than in X'. Ae we have -
argued, slot X% in the large majority of casee still represents a

locus for prominent syllables.

The significant nature of the data cap, however, best be
appreviated by comparisen with the figures for B-pulse verse
1ines, and by conflating the data within the semantic categories

of fliler/ ion (M) - comtent (0) -

Function (F) words.




2! =2
L [ ® N c F
s-pulse 15,1 52,3 32,6 10,7 65,8 23,6
l6-pulae 1,0 62,9 36,1 9,3 82,5 8,2

syllablas representing coutant words predominatae in both X! and
1? in the 8- and in tha 16-pulse verse lines; esyllablew
representing functlon words ave of much less prominence in %% in
the 16~pulee verse lines, buk are of greates importance phrase-

initially {n both 8- and 16-pulse verse lines.

He can interpret these figures in the following ways:

i} the performers are handling verse lines within which the
syllablc load ie considerably more than in the 8-pulee verse
lines, Purely in terms of the physical requirements, considerable
ekill is neceseary ta utter up to 18 syllables, and to mentally
process and assign thase to & rhythmical pattern, empecially for
small children. It seems to ba of importance that the significant
words which carry the message of the digcourse be clearly
audible, thus ccntent words axe favoursd above others for

allocstion to stressed slote

1) as the linguistic etring e longer, there s more likalihood
thet the ayntactic structures will be more conplax, functien
worda are thus again more likely to be glosmed over so that the
messagn can be conveyed with auccess by the content words.

(For examples of myntactic structures actually occurring in 16-

pulse verse lines, mes TABLE III, fadlng :95)




4.2.3.4 Sacondary stress snd tune

in order %o confirm the data obtained for the 8-pulse verse
lines, whera one could have made a hypothesis that it ls
syllables carrying high tone which are allocated to the initial
atrongly streesed slot X1, the syllables ware marked for tone in
this position, following the eame procedures used for the 8-pulse
verse lined. Omitting ten proper newes, whthin the remaining
corpus of 87 verse Lines, low tona occurs on 41, and high tons on
46 of the syllables. Qur argument then that it is the root
ayllabler which carry secondary, lexicul strees, lrrespactive of
tha tene of this syllable, which are favourad for allocaticn to
x} 1a thus reinforced, sm theme figures represent 46,6 and 52,3%
of the total respectively, which does not reflact a significant

digferance

4:2.4 Gesticular syllsbles and the perception of rhythe

OF the 97 verse lines rmcorded, 94 ere accoupanied by a visual record
of performance. The nidden data of the body movementa campared with
the perceived rhythmical patterns yields the following figures

B ox % x x xox x X oxoxox xx K %

No of
G-syllabies
2 16 2 & 0 30 0 41 0 21 0 47 O 21 0

Percantage
[a=94) 29,8 1,1 17,0 2,1 67,0 0 31,9 © 43,6 0 22,3 0 50,0 0 22,3 O

(None of the 37 percelved syliablea Ln x) ara acuompanied by
gesticular syllables).

These figures, avising fren chservation of performance in differant

modes, for the 16-pulss veree linas, lend dome support for tho

o valldity of perosived rhythwlcal patterns.
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4.2.5 Revision of ganeral prozodic ststement .
The generalised prosodic statement ae developed for S-pulee verse

linea reads ag follows

aps-¢

® OV ov 'Sy ov W - WDY
W CEICIE B
oY -V ey - v eV ov. o 0

whare 0 < > 2

In the light of the data for lé-palse varse lines diacussed above, wa
£ird that, sinca wa are congidaring each of the 16 pulges aa a ‘swbpo~
sltion’ in & possible futurs generative moded, that our general
prosadic statement for the 8-palse pattern can be successfully spplied
to this data, with very llttle adjustwent necessary, Allowance must be
made priacipelly for the greater number of syllables occurring batwaen
the elota carrylng stress, whether streng or weak) and for further
iota for syllables in final verse line position, These van all ba
nandled by adjustment as follows

GPS~16 Gemersl Prosodic Statement for 16-pulse versa lines

agv av 6 goy v W oev - v B(EL = vo(av o
{avy s )S(cvyg ‘(cv) % (ov) { :S{cv u‘z
lev - v -y ov av e owlo o

whore n=2
Combining theme two, GPS~€ and ©OPS~1%, Wwe obtaln a generalimed

prososic stavemest for four baat verse lines

GPs  aneral Proscdic Statemest for Four Bast Verse Lises
ooV ov neey ov neev - v, Begy - vip pov o
wn T T { g‘ 2 L f‘ § o o7
w-v v - v v ov ey evd Lo o

where O < m 27

n=0)p =0 for 8-pulsa verse iines
n=2;p =1 for 16-puleo verss llnes
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N } / 4.3 12-pulse Pakterns

o : ) Thera exlsts within the total corpus, a body of material which is percelved

of aa belng performed to an underlying i2-pulse pattern. Thera are a total .
of 208 recorded verse lines which are organised rhythmically by 12-pulse
pattarned sarias. Aadording to the convention adopted for the transcription

of the data, whereby repasted lines ara transoribed only onde for the

purpose of rhythmigal analysls, these 209 verse lines, because of the

highly repetitive nature of the poems within which they occur, and poem 32

in particular, are reduced to 112 verse lines on which analysis ia carried

out. The syllablc loads range from S to 11, L.a. they all present a

negative Degree of Temolon between the number of syliablas, §, and the ~

number of pulsea, P = 12, As the patbesn takes two forms, they will be -

disquosned separately .

4.3, Binary 12-pulse pattern

In 107 of the verse linas, the twelve underlying pulsas belag
indicated by lower case x, as before, are patterned by tf ‘e equally
strongly atremsed pulses, Lnditated by upper case X, viz the first,
£ifch and ninth pulses, whioh we shall call X!, x* and x*
respoctivelys thros weakly stressed puloes, indicated by undariined i
lower case x, viz. the third, mevemth end eleventh puloen; the eix
remaining pulsen are unstressed, viz,all the even numbored pulsee. It

is for this reamon that we shall call this type of pattern a binary

12-pulme pattern, which yialds six beat versa lines. In terms of

stress, this could bo written as

The beate ars themselves patvernsd as

. strong-wonk-etrong-wask-strong-weak




The pacterned rhythmical seriss ls thua:
Py x X x Xz x X x la x X X

Ap we have Sean above, allowance will be made for data Ln whigh an
unetzessad syllabic slot procades the first strongly stressed sict X%,
a8 well as for pasltlons scroes slot boundaries within which
ocourrences of vowsl langthaning can be recorded, ws shall call theae

positiona a'',a',b,0% ..k’ TABLE XITI Balow givap tha relevant data

for vowal lengthening in various positions for those 107 1i-pulse

verss iines

rulses/ ) x oz x = & x s 5 (x

vomitions a'') a' bt e &' e EAREE- A A A A t

sir

5812 1 1 1 1 1 1 1 ° 1 3 10
1 o 1 ] 1 1 o o 1 [

6112 28 25 25 25 25 28 28 2 25 25 12 o
5 1% 0 25 ° 2 o 25 1w

7412 3 60 6G 60 60 60 8Q 60 o 80 60 18 o

o 10 1 2 o 6o o o o 60 12

LI3¢] 4 19 19 19 19 19 13 33 3 1® 19 11 D
o o 1 o 3 ECR

92 2 2 2 2 2 3 2 2 1 2 2 2 O
e 2z o © o 2 o § & 2 0o

Totalar 9 107 107 107 107 0T 307 307 6 107 107 44 0
o 21 4 0107 1 58 ©

A 19,6 18,7 3,7 0 100,0 0,9 4,7 © 100,0 27,1

TABLE XIII: VOWHL LENGTRENING ACKOSS 5103 ROUNDARITS,
BINARY 12~PULSE VERSE LINES

©Of thage 107 varsa lins, 86 Are found in the 4 dlfferent vermlons of
the long sung po m Xikhongolotann (Appendlx 11273). Bamination of the
B verue lines ohows lmmedintely thelir resemdlance to the B-pulse vares

4 : ! lines which are also found in theea recovdinga, Tnis poem is unique in

that Lt Ls tre only one la the whola corpus within which the stanzas
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T ara organized on a basis of regularly patterned verse llnes. Bach
= stanza oonaists of three verse lines, patternsd by 12, 8 and 12 pulse
s
27 serles respectively. The third group of 4 pulses in each verse line .

1o filled with meaningless linguistic material which we have described
above am ‘filler’, elther m-m, in thres of the versions, or i=-i in
version d. Theme meaningleas syllables osoupy alots 9 and 10 in avery
verse 1ine in yexnlons a. B and g, and ulots 9,10 and 11 in yazalon g.

The poom Lo by 1 in uwhlch the new

verbal material, elther a phrase, or a word, is introduced in the

£inal verse lina in sach stanza, A visual representation of the postia

structure 18 given below for yersigns a.h apnd & for varsion g the ’ -
only ditfaranca is that the final syllable ocouplen thiea siots .
x* x? <

stanza 1 »§ 2ananm - = 0 0 .

aaman

bbbbbm -~ u 0 0
Stapza 2 Bbhbbhbbba -~ m ¢ O

bbb Y

ceecoccm - » 0 0
Stanza 3 deccoem -~ m O 0 ¥

a,j b b b © o...indicate i

(without defining either tholr natura or .

numbax) the syllablos of tha CV tlar. )
Thia alge Llluptrates the highly nature of

the languaga in this poom, New material lntroduced in the third verse

Lino of sagh stanza le repasted, with the £iller, as the flxet varse

h line of tho noxt stanza) ropouted again, without fliler, na the ancond

j verse line of tho stanza. In discuosion on the transcriptlen of these

pooms, it Lo remarked that "tho children evantually stepped ninglng

i only bagauge tho adults in the group bogan to grumbla and one had the




clesr lmpression that they could have happily warsisd on singlng for
much longer in this famhion® (Appendix I:274). This eung posm is
typloal of children’s poatry all over the world, in which repetition
and rhythm are of far greater importance then ia the sense of the

postry,

Thesa 12-pulse verse linee oan, for purposes of lingulstlc analyals,
be conaidered together with the B~pulse verde linas, whioh they
resemble exsotly, apart from the filler syllable, BSacause of the
convention adoptod for the transcription of the poems however, in
which repeated verse lines within the eame performanca of & posm are
not counted for statistical purpsmes, the verse Lines have in fact
already been included {n the snalysis of rhythmical structure,

aemantic characteristice and syntactic form, am well as in the tonal

apalyses, and it iR for this reason that we hava mada no comment on

the nature of the syllablos allogated ta the three rhythmical pillars.

In tho case of X and 2%, comment would ba exaotly the same as for the
s-pulre verse 1lines; in the case of 1%, the concluding material im
totally mede up of lengthened m or 4, which act as chythmimil

stabiligers or flilar material,

#ithin the 107 binary 12-pulee verse lines, thera are 15 versa llines

apart from those derived from Xikhongolotann.

1) B of thess verse Lines make up chanted poam 7, and they conmlst of
a simple call-respangs, with identical response for each verna lina.

. /!' Bach varsa line in thim poam conaists of 12-pulse veras lines.




Calli a aga ta tsutawaa Reeponeas Nekel
The she who runs ake

1 n'wana xibodze e
%o the €nild of & tortolse Heks  (7-12613)
1ox x 2 x & ox P ox 5 &

x) £
sty B ot d et £ g R A e
>§la nga ta tou-tsu -u wma # rthe -~¢ ka §
4 n'va ~a -pa xi =bo - ~dze # % he -a  <kn
14) 6 verse linas come from chanted poem 17, which is irregularly

patternag into verae linss of 1Z and 16 pulmes (Appendix I:246)

In each of the 6 12-pulds verme lines the final monosyllablo word,
allocated in performance to slots 9-12, is the ideophone ntlol (the
meaning of which (g unclear).

Mahlo ndzhulwaza ntloo!
Large protruding ayes utloot

¥a honokela kule mtlool

Staring all around ntlef (17-203)
» xn ox x x £ x x x ¥ x x (x
) a B e @ e g g B PR

>$ma  -n ~hic ndzhu ~iwa ~a -na -a ntlo =0 ~o (ya
ya ho -mo-ks -la  ku wu -l ~e ntlo =o ~o
The mtrategles employed to angign myllables to the rhythmical pattarn
are familiar o us, and there are no further comments arising from
theea verse lines. We note that for thase poemn, the verbal material
alloeated to slota 9 to 12 is again idecphonis, or nonsanse eyllables
which maintain tho rhythmicol patbern, without adding anything to she

maaning of the poom.

¢ the poans, only poon 8 and yexaion h of poom 32 were recorded with

video equipment, thun there aye only 44 verse lines for which

gontioular myllablao could bo obssrved, Theix scuurronce compared with
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v

ot the rhythmical perasptien for the binary l2-pulse verse lines ig ag

) follows

- x
No of

G-gyilables - 8 - 9 - 2 - 3 - 7 o~ - =

Percentage .
Ine443 - 28 - 91 - 52,3 - 68 - 18Y - - -

Theee resultn are, glvan the context of the two performances,

satisfactory. For poem 8, wo note thab

of the arms of thy caller,

The other Shiidren’s
and aven to stap

the movements [...are thooe.
whonever she is visibla op the recording
movaments bended to drag beshind her
altogather.

(Appemdix 1:324)

Por poem 32, vexsion b wa note that
the budy movemants of the chilaren [...) are maialy imitative

textual movements “
(Appandix I:282)

thus timing et Lo not ap impartant ko these periormers as deseribing

or imitating and within the pestic
axt,

4.3,2  fTontabive prosodic statement for 12~pulse worme lines

our generalised prosodic statement, which wo havp ovolved for tha &-
and 16-pulge veree ilmes, im not able to handic the binary 1%-pulix
varse lines doscribed above. Vary tentatively, wo would expect, 7 .
analegy,that a proscdic statement for bimary 12epulcn verse linenm,

whero threa chythmical pillars ave perceived, would noed, based on ouz

interpratation of the data in TABLE 1., o allow iz throo poaitions

of prominents in the eyliable tier; nccarding to zhe data in our,

adulttadly limited corpus, these throo poaitions ore oharadteriged by

Latonslsy or length strags in X%, and by Longth stress n X7 and ¥

N “ it wouid need ke make allowance fck ons, or no, anstrassod syilablos

i8é




preceding the firat prominent syllsble, and for a final silent pulee.

In view of the amall amount of matarlal, howsver, this gemerallsea
prosodic atatement for binary 12-pulte verse lines is tentative at
this stage, and further oolloction of data and analysis might disprove
its proposed form.

verse lines

GP3-12 Generalised Prosodly Statement for Dinary 12-Pul

seCv ovyEe ov v av
{ev) g gi‘ ’g W-V; } e -V ev 0
v -Vviigy - v e -v

where 0 <> 1

4.3.3 Farnary 12-Fulse Pattern

Tho data for thin typa of verss line im very inconolusiva, and is
based on only 5 verse linss Ln the whele corpus, baing the verss lines
of poem 14. We find here not a binary expansion, but a tornaxy
oxpansion 1n the rhythmical pattern. Tha 12 pultos aro patterned by
two strong beats, X' and x? which socur on the firat and meventh
Puloes, and batween these two rhythmical pillars are two waakly
streaced pulses, paraeived to be the third, £Lfth, ninth and eleventh
pulses rompactively, those are seperated by unutrosced pulsas. In

torms of mtress, this can be writton ss

&)
and thip pattern yields a six beat verse line, but of a differant

xhythmical nature from tho verse lines demoribed abova. The bears are

patternad a8

 xx x =z x

Structurally, oach verme line io made up of an ldaophone kweel, (the

axy of a chicken) followed by a simple phrase or clouss, and then flve

P
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repetitions of kweal

Rwesl I manana, Kweo, kwe kwe kwe kwe
Ruee! I{ La mother, Kwee, kwe kwa kwe ke

Ruee! @ vugnka. Kwee, kwe kwe kws kue
Kuwoe! coming back. Kwee, kwo kwe kws kwe

teersina xibodes. ...
cerencwith o tortolse....

bl ta sweke, ...
we shall cook (it)....

cevenihi Khula murhu,,..
aipping the gravy..

>4kwe -8 L ma  -na -nm kwe -a  dwe kue kwe kwo
ke -8 & vn  wys -kn kwe -»  kua kuo kue ke
kwe -8 nm xd ~ho dze kwe -& ke kwe kue kwe
ke ~a Bl ta  awe -ka kwe ~o Jue ke kwe kve
kwe =& h'khu-la mn «rhu kwo ~e kwe kwe kwe kwe
1n theso five verse linss, ve note that vowsl lengthening takes place
only in positions a' and b'. While this osimple little song e
tarms of ita unigue nature, it has not bean taken into consideration
in the general prosedic discuseion. Ferhaps further fieldwork may
r6veal more ouch Tgonga songa in which tornary expansion takes place.
The performance was not xecorded on video equipment, am lt took plasa
during the oxploratory trip, thus we can not make any comment on the

observation of budy movement which might valldate our rhythmical

‘paraoptions.

4.4

Pattaxns as in

The argument developed abova has sttempted to prave a iz advanced ag

an explanation a¢ to why thase poems are rhythmical. The hypotheels had two
main thruste. Plvstly, that, within performance, there s an abatract

tom which 8 epaoific to the genrc [ children‘s poetry.

chythmical ayy
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Sscondly, that this system fonctlons as a flexible rhythmical Eramawork
within which the language of children’'s poetry io expressed, This syatem is
an abstract representation of a psychologicas reality, that of the

and of activity. Thia reality can be

carried out on many levels of human existence, from the subconsclous
phyaiological movements of haart beat and breathing, through the mundane

movements associated with work or play, to the production and perception cf

asathetically pleasing - -sal and vieual art forme. For the simpls oral art
form of children's poetry, rhythmical language satisfies both the child’s
need to learn about those patterns of rhythm which ars culturally acceptabla
and lingulstically appropriate, and the child‘s sheer delight in the

Production and percsption of rhythm for its own make.

The first claim of the hypothesla was ' - a system of rhythmically
patterned rhythmical pulses meries L& constitutive of the genre of
swinsin‘wama swa vama (childrencs little songsj, eleo known e
switlbokevetsslo swe vana {children‘a postry}. Tirough learning to perforu
the poems, the children are learning, not only more about the reallty of
thelr world, but also how the rhythm of the lunguage of the poems fa
organized. By asscciating certain syllablea wil. prominent pulses in the
patterned sarles, the children are at the mame time learning more about the
Thythms Of normal spaech. They learn that eyliables which are stresned in
sormal speech, are tha vame eyllables which are highlighted by being
aliocated to atressed pulsea in postic epesch. We have shown that two main
types of stress function ae rhythmical pillars within the poems. The first
©OF these is primacy streme, which is a length stress, assonlatad with phrase
endings in normal epeech, as it is aseociated with verse line endings in

poetic spsech. Tue second of these, which may be masked by the primary
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stress, dapending on the position of the word within the phrase, is
secondary stress, which ip an intensity stress, linked with the semantically
meaningful syllable of content words, which, in ordinary language as in

poetic language, convays the measage from speaker to liatener.

The second claim of the hypothesis was that the rhythmically patternad
series perform not only the function of imparting rhythm to tha words within
tha verse line, but alse that of oreaking a system of regularly rhythmical

verse lines so that the posms an 1y satipfying, albeit

unsophisticated, poetic genre. By learning these simple poems, either from
their mothers or from their peers, the children are belng introduced to the
wida and riehly varied oral are forme which make up tha oral )iterature of

the Tsonga epeaking people.

The main thrust of this chagter has been to davelop, by an empirical

argurent, a iised aystem of

which would enable ue to
show how eyllables from within the syllabic tier are allocated to the
strongly and weakly mtressed and the wnatressed pulses of the rhytbmical
series. Because the verse lines, defined by the rhythmical seriee, are made
up of differing numbers of syllables, Lt was necessary to discover whioh
syllables are chosen, and why, for allocation to these pulsea. By means of
thip arqument, and with illustrations drawn €rom the corpus of recorded
data, it has beap possible to develop s genaralised prosodic statement.
Thip, for the two wost frequently occurklng types of verse lime, ahows how
the systax of verse lines deternines the penultimate syllable, which as
locus of primary, or length stress, ls allocated to the mecond strongly
stressad pulse. A syllabla carrying secondary, or lexical, stress la tha one
most usually allocated to the first strongly stressed pulee in the verse

line. These reot syllables appear to be the ones favoured by Teonga speskers
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for allocation to positions of prominence in the verse lina, whila the
cholce of puch syllables frequently results in other strategies, auch as
allowing function syllables which precede nouna and verba to occupy
unstressed alots which pracede the first strongly etresaed #lot; the ellsion
of terminal vowels of nouns and verbs, or of vowals wlthin functlon worde
such as markera of tense, mood, negation, or prefixal morphemes; the more
rapid utterance of words, Wo that they are perceived as belng temporally
squeezad together, with resulting vowsl elision and congonantal reduction.
All these are ways in which the performers accommodate the verbal material

o the rhythmically patterned series.

substantiation for the observer's perceptions of the rhythmical organization
of the verbal material wae eought in the elanoration of a System of symbola
which gould be used in the transcription of performed material, to reveal
the concealed data of the body movements of performers. Gesticular
syllables, which are those uttared synchronously with observable body
movementa, were highlighted by capitalization within the transcription of
the rhythmical analyals. While the results of the correlation between
syllables percaived by the observer as being promiment and those accompanied
by body movement were not ap high as could have been wished for, they waze
ancouraging, and can he read ad at least partial validakion of parcelved
rhythmical language. Againat thess results must be hald the facta of the
circumatances within which the recording of dafa took place. What had bean
called tha ‘cancert context! pradominated, and this undowbbedly led to &

1sck of spontaneity which was regretted.

The argument hae shown that there is a dynamic and flexible interaction
between Lhe abstract rhythmical patterns and the verbal material of the

postic language. Par from the former being a limitlng force which might be
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conaeived s constralning tha language within rigid shuttering, it should
rather be seen 18 an undergirding foundation, upon which the poetic
structure La built in performance. The fact that tha yenerallesd prosadic
statements are able to genarate a largs number of combinatione of syllables,
organised into verse lines of varying types of rhythmical patterns ia a
reflastion, not 80 much of the argument followad, but of the Lnoredible
richnsss and varlety of the xhythmical language of Teonga childran’s oral

postry.

Taking an analogy from mueic, the time signaturs, and the muaical beat which
thiz vepresente, tan be compared to the concept of postle meter, or to use
the terminoiogy adopted Ln this work, the patterned rhythmical series. The
rhythm of muaic however, lts flow through time, 1ts occelerandos and
ritardandes, ite pauses - 2l these can be compared to the rhythm of oral
postic language, This is not a monotonous, rigidly Lsoshronous, eyllable
timed flow of verpal material, constrained by an abstract blnary patterned
zhythmical framewark which acts like a metronowa, but the dynsmic, flexible
and variable utterance of poetic language in performance. Of all the postic
genres, children's postry le possibly, with the exception of ritualistlic
incantations or charms, the most closely ti;] ta the musical rootn from
which it hae sprung, yet, even in this simpla genre tha language in
parformance iz varisd ond everything but mechanlcal. Parformed poetic
language represents a dynamic interplay betwean the psychologilcal
internalised abstraction of an ideal syetem of altermating strony and weak
pulsss, and the stresses of normal Tsonga epeech. Three suprasegmental
taatures can function in language to produce promimence on ayllables. These
axe inteasity stress, length stress and pitch stress. It has been ahown by

the argument of this vhapter that of the thres, length stress and intensity



stresa fulfill this function as features which highlight the peetis lamguage

¢ tha ganre of Taonga children's oral paetry.




CHAPTER FIVE CONCLUBIGN: THE PROSODY OF EWINSIN'WANA SWA VANA

5.0 Iatrodustiecn

Our axploration of the performance of swingln‘wans swa vana (children’s
Lizkle songs) has byought us to tha polnt Ghare we San draw some
conolusions, not only as to the nature of tha propedic and
versification syatems of Tmonga childron' traditiomal poetry, but alsc am
to posaible lines of future, remarch. The problems were stated in Chaptar
one, and the thaoretizal background to the present work, as well as the
amthodaloglosl epproash to our remearch, were outlined in Chapter Twa.
Within Chapter Three, the processes of vollection, translatien,

translacion and

of the raw dats wore described,
The taxonomy for the dengription of body sovemants wam developed in the same
chapter. Tha hypotheses underlying the regearch, as well as tha development

of 4 @at of desaribing the allocation, during of

nyllables from the GV tier to a rhythmically patterned earlee of palses,

werp the focum of the dlmouapion in Chapter Pour.

¥hat general conclusions can be drawn from these cthapters? What are the

poesible direntions for future ressarch?

5.1 deners) Conclusions
5.1,1 b rhythmical hasis of the prossdy of Teonga children's
poetry
Zohiste has claimed thak 'in many \anguagen, a postio llna s
strugkured in terms of rhythm® (Lehiote, 19851145), and
confirmation of this g found for African languages in Finnegan‘s
general remark that “the mualcal @etting® (Planagan, 197017d) can
act o a doterminar of rhythm or meter. our argument has led ua

to accept that this s the basie of the proscdy of the ganre we
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have been studying. "The mounds of the language moving through

tima" (Atbridges53) are rhythmivally organised by what Nketia b

ocalled “regulative beats” (Nketia:746), These underglird the
strusture of postry. The "1ife of the postia rhythmt
{Attridgei26) howsver does not derive from regular heats, but
from the interplay betwoen theos and the prosodic linguistic
elemente intrinsic to the Toonga language which are the easential
suprasegnental featuras of length and intonaity. These are the
elaments which, to rephrase Lahiste, cxyestalise the postic
gtructure, (yida Lehiste, 1985:145). We are far from acvepting

that the "regulative bpats® aat sa ~ they are like

ghythmical pillare which lend support to the poetio etructure,
snd around and batwesn which the language of the verss linew
flows. We hava meen that even when melody i absant, when tho
pooma are chanted, tha rhythmical patterns remain. Just as in tha
performance of Adama Diabete, whers "a high pareantage of the
vtterances coincided with the rhybhmic measure® oven without the
seoompaniment of tho wewal muelcal instrument (Dird, 1976190), Ln

tha pertormancon of Tsanga abildran, tho roote of rhythm remain.

our deflnition of the porformed versa line in termn of the
underlylng patternsd series of pulses i a departure from much
of past practice, in which breath group was goneldered by many to
be & ariterion for tho dafinition of the Linear unit. In thia, wa
aro closer to what Neull and henake have called the “rhythm
sogment” and the “rhyshmic segment” respoctivoly (Neull,
12747 Lanat01183), and nlthough their definitions concorn mainly

wreittan pootry, bowh contain referencen ta opoken language. the
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influence of the ideas of Bird (Bird, 1972) is obvious in our
deflnition, ag it is aqually cbvious in cur development of tha
Genoral Prosodic Statement, which im an extennion of him idea of

& "prosodic schema" (Bird, 19721214).

5.1.2  The universaliky of rhytimiosl patterning in children’s
ooty
several claime have been made for the universal occurrence of the
four peat line within ohildren's poetry (Brailoiu, Burling,
#elsh, Calvet). Within the corpas of sur daba, the bulk of vhe
material, whether 8- or 16-pulee verse lines do phow thia
pattern. Of the total of 785 verca lines, 580 are patterned by &
atrong-wealk-gtrong-weak heat, There ara howaver 209 12-pulsa
veros linas for which the pattern im elthar three equally strong
boats, or twe strong beats, patterned in a ternary extenalon. For
the firet of thase verse lines, we need to epoak of threo
rhythmical pillars. Our data thus lends partial eupport to

urivorealistic claime, but Lt ie not concluslve.

Brailoiu’u statement that the length or nhortness of syllables
dopands entirely on their position within tha pre~establimhod
rhythmical fremework (Brailoln:65, cur trapslatien, 115) is not
supported by our data, Rather wo have meen that syntactis ond
somantio factors te a large oxtent dotermine ths allacation of
syllables to tha otrong, wesk, or unstresmed puloea of the

rhythmical pattern,

That thoro are "goneral rules of rhyehm® (Surling, 136§:1428) or

indead “an undorlying Lamblolty intrinsic to ordinary larguage’
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(8teln and G11:234), i substantisted by the Teonga material, but
only ln so far as within this genre tha underlylng rhythmicsl
pattern Lu of a binary nature. It is our feeling that the gensral

rulen and the intrineic lambioity aries, howsver, move from

and of the nature of
rhythm, than divectly from within the linguletic code. In thie,
we kend to support Selkirk, for whom “the diveras rhythmic
patterns of prominence found in language reflect both univeraal
and parsleular aspects of rhythmic organization® (Salkixh,
137). Bach langusge will nanifest those patterns eccesding to ivs
own struckures and phomolagloal festuren within noxmal spaseh,
while for paatic lemguage, the features will bo highllghted by
belng pavtarned according to tho charactaristic rhythm and mater
of the partioular pootic genvo. Por our children's poetry, tho
iomble (ex trochaic?} nature of the rhythmical patterns io often
appacant, partioularly in initial pesition within the vorse
limes. e aituation in the fisal verse line position is less
alear. The ntatue of the postio foor as a poatie entity L8 highly
puoblomatio for thio ganre, and, we would hazard, for other
poetia genres, not only in Tnonga but aloo n the other Santu
languagen of tho Fona. This disouauion Lo howevar leading ua into
tho fleld of metor, away from tha rhythnical promody wileh is owr
main foous, buy it doce indicata ana possitle line of future

reucarch.

While we rejoot tho idea of a constraining undarlylng shythmical
grig, whethor musically derivad or net, wo oqually rojeat the

idoa that hedy wovements are rogulators of opokon pootie rhythm.
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Brailolu’s olaim that the

rlgidly symmotrical nature of

children‘s rhythms derives from regulated movement,

LE not from

dance (Bralloiu:96, our txanslation,

116) ie mimilar te that of

Jones, for whom “any song which can be sung during dancing must,
ipse facto, be metrical® (Jones:7). That these postic productions
are rhythmical cennct ba denied, but rhythm cannct be eguatsd to

meter einee all meter is rhythmical, but fot 611 rhythm is

netrical. As Preminger states, "chythm becomes meter the oloser

I mlaricy and Mityh ([ 1241y,

Qunser claime that for the %ulu izibongo (praise postry) "it le

possible that hody movement may relate to, and provide m kind of

metronome for, the actusl racitation™  (Gunner:?6) but it ip

squally possible that these body movements, emphasising

nemantically eignificant syllables in initisl verse iine, as well

ag other poultl and eyllsbles in pemultimate verde

line position, and which are allopated o these poditions because
af an as yet undiocovered rhythmical eyotem for that gonre, are
poroeived by the obsarver as ismochronous, but that thoy
metronemically contzol the porformanca saems not yot proven.
Gertainly, for our data, body movement may coincide with what are
percaived as stressed syllablas, L.e,

they function se

maintainers of rhythm, but they aqually osinclde with

aomanuically significant syllables, which may, or may not bo in
poaltions associated with the rhythmicsl pillars. Body mevements
ag ohsorved in our data, both emphasise rhythm and highlight

nyllobles which ara important for the communigation of meaning,

but they do not wegulate the rhyshm.




§,1.3  The versification ayatem of Taongn children’s pootry
Qur problem with attempting to desoribe the versification system
of these simple posms, i8 that all the models described by Lotz
rafer to metrical dystema. Thare appears to be no place within
his wetrical typology for poetry in which rhythm is the
organizing principsl - Lndeed he uxplicitly excludes auch a
prineipal from his aonsiderations (Lotzid). The clomest we cousd

cone to qualifying the nature of the poatry would be to call it

an ‘accentusleguantitativer mystem, if, and only Lf further
research could prove thet the rhythmical syatem we hava been ~
describing le also metrical. This would offer a further possible

iine of research, in whieh the nature and position of prominent

syllables, made preminant by intensity and length respectively,

would be explored in ordex to discover whether there ls a

metrical superstructure, made up of pattarns of prominent

syllebles, which could ganerate all the possible acceptable varse

Mnes for the genre, and oqually, explain thoss which arxe .
unagceptable, Our General Prosodic Statemants ara but one step .‘

along tha way of such an exploration.

Turning away from exploring this ares, which sppears not to offer

much promise st the moment, we oonsider the typology offered by

Goupez (1983), which fotuses on rhythm, and net on mater. Wa
recall that Courns combined the concepta of phomologleal and/or
morphologieal rhythm, and Of periodioity, in order to produca a

ocatoyorloation of African poetical rhythma. Wo have made very few

stylistic commonte on our material, thua the nature and




at 11itarats Lleliem, chisemus and

othar atylistic festurss within the data have not besn explored.
wWhat has come to the fore however ls that the material is highly
repetitive, both within verde lines and betwesn varme linee, The
“repetition of a sound, syllablo, word, phrase, line, stanza, or
metrical pattern ln & basic unifying devica in all poatry”
(Preminger :228) and ocur matorfal provides awple avidence of
thess. Por Coupsz, a rhythmioal nystem can ba ganarated by
suprasequental phonemee and/or morphological features, and &
rhythn Lo defined as phonological Lf at least one of its alements
ia independant of morphology. It would appear that tha system we
have been deallng with is certalnly phonological, since tha
rhythn s based upon uyllables with non-phonemic lntensity and
length. That it Lis periodic arisee from the definitlon of the
rhythmically patternod pulsa serise which undurlies it. Further
research would be necessary to aestablish precleely which
stylistio featuras operats, and ln which mannmer, but intulkion
tells us that these are aperiodic. Henca, whether these ave

phonologioal ({eg. through syllablc patterning, which produce

and alllterati or am yet undesoribed tonal
patterning within the versa lino}s worphological (eg. morphemia

and word repetition); syntactlc (eg. word groups, phrasen,

alauces and by 1leliom, linking or
chlagmug); or poetic structures (eg. verse 1lngn, choruges or
stanzas), they reinforce, albelt sperlodically, the perlcdic

phonolagical rhythn of Teonga children’'s oral poetey.




of 11 ion, parallelism, obiasmus and

Sther stylistic featurea within the data have not heen explored.
What has come to the fora however L5 that the material is highly
repetitive, both within verse lines and between verse lines. The
repatltion of a sound, eyllable, word, phrase, line, stanza, or
metrical pattern is a basic unifylng device in all poetry®
{Preminger 1228) and our material provides ample evidance of
thess. For Coupsz, & rhythmical system can be ganerated by
supranagmental phonemes and/or worphological features, and a
rhythm Lo defined as phonological if st least one of its elements
is independant of morphology. It would appear that the system we
have been dealing with fs certainly phonological, since the
rhythm is based upon syllablos with non-phonemic intensity and
length, That it is periodic arises from the definition of the
rhythmically patterned pulse series which underiies it. Further
research would be nacemeary to eatablish precismely which
stylistic features operate, and In which manner, but intuiticn
tells ue that these are aperiodlc. Herce, whether thame are
phonological (eg. through syllabic patternlng, which producs

and alliterati or as yet undeseribed tonal

patterning within the verse line); morphological {eg. morphemic

ang word repetition)) syntacktic (eg. word groups, phrases,

#lauses and by parallelism, linkiug or
ohlaemus); o poetic etructures (eq. verse lines, ahioruses or
stanzas), they reinforoe, albeit aperiodically, the periodic

phonolugical rhythm of Teonga children’s oral poetry.
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5.2 Possible Linas for Future Research

ki We have indicated above peveral avenues of poselble future icmearch.
These are concerned mainly with the metrical nature of the rhytnmical
oystem deacribed. Are thers higher orders of patteruing within the
syllabic tler? Are there or are there not casauzal breaks? 1f there
are, do these define colons? Above the level of the verse line, are
stanzalc patterns apparent? If the Gansral Prosodic Statemsats
devaloped in this work sre used as generators of versa lines, are they
conprehenaive and sufficient to account for ail posaible varse lines
within the genre? A lack which was strengly felt In the present
research was flrstly that of edequate data on Tsonga touclogy, and
gsecondly that there ie no data whatscever dealing with natural apeech

rhythms snd the suprasegmectal festures which organize these rhythna.

Moving away to a more socially and contextually based concern, the
present study has rot explared the forms and functions of Tsonga
children’s games and game playhng within the overall culturaj lLife of

the paople,

1In arder to bulld up an ethnagraphy of mpeaking of the Tmonga people,
one would need to look at other neglected areas, for instance that of
fullables, sung by mothers to their babies - ara the rhythmical
patterns the pame as those of the ¢hildren's poetry? Or are they adult
rhythmo? The language of these lullables ham never been described, yet
there are surely many fascinating cultural and soalological aspacts
waiting t2 be dimcovered thera. Mother-child talk too has never heen
axplored for Tmonga, and results obtained (n thia area might

4iluminate on-going ressarch into rhythm. Furthexr performance basad
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research into the wore highly developed oral genres of folkiales and
praise poetry is crgently necessary. Both prosodic and stylictis '
research into these genres, with more foaus than in the past on
performance aspeats, for inatance the keylng, patterning and emargant
nature of parformance, needs to be undertaken., The whole question of
the indigeneity of the praise postry genre among 7eonga speakers neads !

axploring,

Eventually, research based on uritten postry neads to follaw on the J
above, 80 that the relationship between the spoken and the written !
poatic ward be established. How far do the rhythms of oral traditional

poetry influence the poems written for childgen - and how far doss ~

thia influence stretch inte poems written for adults?

5.3 Coneluding Remarks

Without doubt, this work repressnts only the first few steps along the l
way ia determining the nature of the prosody of Teonga oral poatry. .
Beginning with a simple genrm like that of children's poetry, certaln

important organizi in the of oral postry have

been established. fhe future for euah performanca hased remearch i

wide vpen and promimes mapy rewards to thove who will turn to oral

texts, and £o their production in performanca. Not only to their
texts, but to the textures of the performance and to the coitexts of
the performance, sc that subsequent anslysis with the listaning sar

and the seaing eye will bring new knowledge and understanding of

these living, dynamic tracitions.
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[ APPENDIX I
: s Appendix I containe tha transcriptions of thirty three of the poemy recorded

Vo during field work. The collaction of poeme transcribed below represents a :
eemple of Teonga children’s oral postry, and is tha raw data from which is

. axtracted the data for all pubmequent analysla. The posms are arranged in

- ‘ alphabatical osdor, adcordlng to the Eigst word in the kitle {(cf. Cnapter
3). The pomnm are wiwbered scoording ko their alphabetised order. They are

discusesd within the follawing Examework:

Posn number fie. 1,2,3, ate. and TITLE
- Poaw nusber.l muezial indlcltud by the firat decimal rugu ls
Tar . a aeral natuze, and cancernd

maum-:ancan of the recordiag(s). It gives ac
’ lesat the plate and date of recording(s) and

. details any spaclal vircumstances pertalning to
= ¢he racor .ing(s) (cf. Chepter Three);
[ version &, b. S d ~ in seversl cases, different ~

“ersions were recorded, these are distinguished as

verelon s, yersion by ete. The location of the

veralons in the accompanylng vides and avdlo tapes

e indicated by raference in parenthesis, (Video

#:Tape *), where * refars to Counter numbers using

a Panaaonic VR NV 8200 monitor and a Semy TCM-757 ~
capgette tape recorder, The material on these

apes Le preventad in order corresponding to the

fumber of the pooms

Comment ig made on performance conEext (condert,
play}; performance moda {frozsn, free);
participatory natura (unison, solo, xesponecrial,
antiphonal); performance style (spoken, charted),

The functional natuse of tha poem 48 commented on
a8 accompaniment to a game, ap
referance being made to poastho :ukuxn ariqln.

rlnelly, a brief atructural demaription i given,
viz, ougher of stanzag, number of verse linea per
gtanza, preesnce or absence of refraln, etc. (of.
Chapter Thrae, TABLE I, faoingsl),

Bomw numher.2.:  Within the mecond paragraph, the textual

w ko wranscription 1s given, with its (ntarlinear
Y] English trarmlation,
Sach verss line lu ounbered. Verea lines which
v initiate a mtanza are discloguished by placing the
. ‘equals to’ eign on either side of the number,
b viz. wbw.
e
v
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The iconic reprementation of accompanying body

movements is glvan above sach verse llne, as
dezeribed in the Taxonomy of body movements .
(Chapter Three:7s ££.)r

Bach textusl branscription is followed by brief
textual annofations which desoribe difficultles in
tvanslation, outline elements of oultural
significance or expand on the Literal tranalation.

Poen oumber.2.2  Only one version iy given in fall in 2.1, In 2.2,
diffarences between the various recordad versions
are dlscusead, with complete traneoriptliona of the
different versions being provided in the rhythmi~
cal analysia which follaws in 4 helow,

Poen nusher,3,1  Body movements whioh accompany the performanas of
the poem are described for each verse lina in
cages where no symbols exiat in the almple -
taxonomy, of whare thewe Aynbolm inadsguately
repregent the obsmervad textural or Eextual -
movemant. Such ocourrences &re Lndicated by the
Aymbol

- -
above the words of the verse line.

Poen number.3.2 Any sccompanying game le briefly described in thim
ection,

Poem numbert. & This sectlon givee tha subjectlvaly percaived
rhythmical analyois in terms of pulses, uelng the .
analytigal method developed by Coupez and Kemanal
(1970) and edapted for tha present atudy (as v
desoribed in Chapter Three:84 ££).

Thera are 8,12 of 16 pulsen per versa line (of 1
theoretical discussion in Chapter Four). N

Bach verse line is to ba read ag corresponding to
a breath group. If breath Ls taken intrallnearly,
this is indicated by the oymbol #. When thls doea
ocour, verse lines are often run-on, &nd this Ls
indicated by the oymbol // at tha end of the
verse 1ine. It will bs recalled that in the
alassical underotanding € the term ‘run-on’ (or
‘enjambed’) the notion of ventlmuity of Eyntax Le
tmplied, but within our material this le very
geldom the case, and the sywbol // should be read

intervening (see Chapters Two and Four for
disoussion of this aspest).Silant pulass are
indloated by tha zero symbol O. Breaks botwesn
call and response ove indivaved by %,

- [P S——

Lo



. stanzaic breaks are indicaked by the repetitlon of
the aywhol for breath breaks, L.e. ##.

i Bbove and on the right hand side of the rhythmical

each varse line which La based on a pulve series
made up of a certain mumber of pulses (P), which
will be either 8,12 or 16

Vowels which sre percelved aa lengthened appear
twite, viz @ - &y syllables which correspond to
the stroke of & Guphrase are capitallsad, viz.-Lh-
Silent pulses which are accompanied by a G-stroke
are indicated by underlining the zero symbol Q.

The simpls melodies which accompany many of the posma are given in an
appendix 111295 £f. Literary versions found in published works are referred
to parenthetically (within square brackets] at the comelumlon of the entry
for each poem, and are presented in reproduced form in Appendix IIT1300 ££.

1t will be obvious from the transcriptiona that not all of the above
elemants are presemt in avary performanca. For the sake of uniformity
bowavar, the numbering of the framework will be maintained.

In 2.1, nuwbers in round brackats aftex Nouns denota tha Noun Class numbar,
veing the Meinhof classification e.y. gomm (5) ''erge protruding forehead’.
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1, A NI ME MPENWE MB

1.1 o varelons of this poem ware recorded, at Hlaketo (Vides 1i:

Tapa 1-8) and at Durgeradavp (Video ZirTape 1-21}. The poenms were, on both
occasions, chanted in unisom, with the Hlaketo ¢ noert context heing less
velassd Ehat the Burgersdorp Apontaneous concert contest. The verse lines
are strongly whythnical and pronounced textural and textual bady Sovementm
ocqur. Tha text of the Burgeradorp recaxdlng is useq as basla for descelp
tlon of the poem. Thiu version, , tonslats of an lntroductory
stanza of twe verss lines, follewsd by nine four-llce stanzae

2.2.1

{}e

. .
=1% A hi me nfeshe
It's nob me that's 4 baboon me,
40
2 AL me wumbu we,
e, T am a parson.

[t
=3n  Rasi gomu lord?
But Bhie bulglng Sovehsad?

PR
This lsn't a bulging forehead,

+
5 X kepisi leyl
This is the cap

¢
6 Ya majsha leyi,
©f tho yaung men.

+ &0
w74 Kesd min‘wala leyi?
But these nailg?

+ 0y 1
8 A hi min‘wala leyd,
Thega aron’t naila,

00
9 X tiforoke letl
Those are tha forks

00 0
10 Ta wajoha letd,
Of the young mon.




=15

a19a

223

{}
Ragd mabihlo lawa?
But thess ayea?

{}
A bi matihlo lawa,
Thase aren’t eyes,

{}
I matochi lawa
These are the torches

o
Ya majaba lawa,
of the young men.

+
Kasl nhompfu leyi?
But this nose?

A hi nhompfu leyi,
This len't a nema,

I tipipd lebi
These are the pipes

Ta majaba leti.
Of the young men.

* {}
Xasi marhimila lawa?
But this nasel mucus?

{hetde ) i
A hi marhimila lawa,
Thin Len‘t nasal mucus,

v
1 khondnuo layd
This La the candensad milk

i (b 1)
¥a majaha loyi.
Of tha young men.

+ ok
Haud switchamo laawi?
But these butkooks?

Aredde i
A hi switshamo leawd,
‘Thoge aren’t buttouks,




=1

819s

=23=

LT e AT T

{r
Raui matinlo lowa?
But these eyea?

{}
A BbL motiblo lawa,
Thene aran‘t eyed,

{)
T antochi low
Thess are the torchea

o
Yo majaun lawa.
of the young man.

"
xaat nbompfu leyi?
But this nose?

A hi nhompfu leyd,
Tis Len't a nosa,

I tipipl lati
Thene ara the pipes .

Ta sajoha lotd.
Of the young mon.

«
Rasi markimila lawn? .
Sut this nasal mucua?

{3edds ) {he .
A nd marhimila lowa,
Thip fen‘t nagal mecua,

x khondose leyi
Thip o the condensod milk

e b e
¥a anjaha leyi.
Of tha young men.

+ e 0.
Rasi switshome loswl?
But thooe buttocks?
el

A hi switshomo leawd,
Thomo aron’t buttoaks




A

{30k dde {3
25 I uasofs lawa
These are the sofas

{31 (b €}
26 Ya majaba la
of the young men.

G4y 1
=27%  Kask mavoya lawa?
But this fur?

[RXP NN S O b
28 A hi mavoys lawa,
This len't fur,

My 0
29 I tingoti leki
Thede are tha strings

4 00
30  Ta majsha Leti.
of the young men.

D
agl= i nodla lown?
But this tall?

32 A hi nolln loww,
This len't & tall,

O
31 1 mauboko layi
This is the ejamhok

24 ¥a majaha loyd.
Of the young men.

/8 As
=35= Rasi mllenge leyi?
But thosa lags?

/8\s /s \&
A hi milenge leyd,
These aren‘t legn,

/5\8/8 A8
37 X tibutou letl
Thoee are the boats

/8 \8/8 \g
38 20 majaba letd.
of the veung men.

L




b

3:  gomu ~ gowo (5), refers derogatively to : .rga protruding forehead,
The more usual word is mombo (3)

(760161, ) ‘candensed milk’

21t khondewe, of, mosi ya khondor

370 tibutsu (11} has an alternative plurnl in wabutau (&), and
ie dorived from the English ‘boots’

1,2.2

Veraion h is shorter by one stanza, and the order of tha Stanzas s diffe
rent from that in yerelon g apove

vepsion 3 »ezgion b
goma goms
min'wala matinlo
watinla tinhonpfu ‘nostrils’
nhompiu A
narhinila winwala
switshamo switshamo
voya. milenge
ncila nedln
milonga
1.3.1 nody movements
vegsien &
Line 3t hands brought up twite to point at forehead
linoo 7-8:  hands wwi.nq; tingers moving in soratohing motion to indivate
long o
1line 11t hando pos.nti.ng 0 oyes
110 181 hands polnting to nose
Line 18s hands pointing to nose again

lines 23-261 hands beating buttocks
1inen 27-30t hands vubbing ver trunk, up and down Tovement:
Linea 35-38: mtamping of ‘feet plus arm mavomenu Indtontive of marching

The children‘u body movaments version g are vary chychwical and
contrelled.  Body partn are indicated with praane indicative textual
movements; the covarlng and protective function of body fur ie ohown by tho
sysbolls textual movements scocmpunying linea 27-30, while during the
posformance of linen 33-38, oymbolle marching movemonts desoribe tho
tunction 3¢ the tibutsu, Textural alaps initiate 13 of the 38 verse linag

I b, aimost idontical indicative movemente ars mado, but with loon

Yeralen
onthuciaem. Tho ohildren appoar slightly over-awed Ly the presonce of
toacher, spoctatord and ohoorvor.
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1.4 Rhythaical analysis

Both varsions of this poem are strongly rhyshmical, based on Typa I S-pulee
pattern.

verse lines coincide with breath group throughout, and the silemt pulee
volneidas with tha latake of bresth. Thie conters on the performance a very
inglatent rhythm,

version a
versa

1ine g2
X = x  x

"
x
*
®

1 S MFE  -nho
2 o] MR -nbw
3 A Q0 -mu
4 S go  mu
5 T “Pr s
s Ya ~TA  -ha
7 ® =NUReAa
8 a ~NHA=la
9 1 -8
10 E:3 -3
1 ka -2z
12 A -t
1 i -z0
2 ya -3
15 R - xio
18 & -a Blio
17 PR ~pd
1 s - ~3n
15 »moa -RHI
20 A -n ~RET
21 T - “nde
22 W - “3h
23 KA - ~TSHA=mO
24 A - ~PEHAO
25 FS -s0
26 ~1A
27 “vo
28 ~vo
2 XG0
20 -oA
31 wer
32 noi
33 ~H30
34 -3a
28 ol
36 Ly
3 -5
) ~an
210




version b
verse
iine
I3 x x
1 a ai «na
2 ni
3 iy
4 A
5 1
& ™
7 A
8 a
2 1
10 T
1 xa
12 A
13 T
1 k3
15 S
16 A
17 T
18 T
13 %A
b1 A
1Y x
22 ™ .
23 =
24 A
25 1
28 » -
27 KA -
28 A -
29 T
30 YA -
n KA s
32 P
3 1o
34 Y -

[A written version is found in Nkuna:16. It comslets of two introdudtary
verse lines, followed by six four-line stanzas. The sequence of stanza
differs from both version & an o ve, viz. gows - watihlo -
warhimila - voya -switshamo - milenge}. (Appendix 1111300}




2 B KU RI MA SINYANYANA

2.1 Ona veraion of this posm was recordad, st Bugecadocp (Vidso 33: Tape
1-34). Tk consists of three stanzas sung in unison srst two stanzas
are of four veraa lines, and the final ona of mix verse lines, It would
appear, comparing this veraion with that of Rasengane (Rasengane:ls) (cf.
Appendix III:301) that the poam wa@ incorrectly sung, and versa lines 11 and
13 (stanza 3) should not have been repeated. The poem Le mung ko two simple
welody 1ines.

2.2.¢

=l= A kw rs ma winyenyasa
There was & littla bird

o0 G
2 xi tshawa exisakeni
sitting in a neat

e O
3 A xi navels ku haka,
1t wanted to fly,

e {3 {3
4 A i navela ku hahs,
Tt wanted to fly.

1. .
a5= A ku rd na xiohwslana
There waa & Little louss

{ i
6 ti tshama enhlokweni
sitting on a head

- {~

7 A sl navela ku luma,
It wanted to bite,
{ i

& A xi navela ku luma,
It wanted to bite.

de 3
9= Ndsi suks ndai teka xixidi
I get up and take the avap

/8\8/5\s /8\8
10  Ndzd rholela nambyend
I go down to the river

1 Nasi ye nnnum xishwa.
I am going ko wash out e tittie louse,

et 2 et 3




PO
12 Rdzl ya blantswa xinhwalasa
T am going to wash out the Littla losas.

. [ER———
13 Wdai xi khelaklaa e wati,
I flush it out with water,

14 Nezi xi khulukisa na watl,
I flugh it out with water.

2.3.1 Body movements
lines 3-4° both handes movlng ia an symbolic textunl flying mation

ine 6 hand to touch head in an indicative textual movement

Linea 7-8¢ four Lmltative textual biting gestures

Line 101 alternate left-right arm and foot imitativs marching movements

imitative textual movemests indicating washing of
both hands moving away from the body, in 2 rinaing or
flushing imitative movements

iines 11-12:
lines 13-34:
(For the accompaning melody, see Appendix 11:295)
2.4 Rhythulca) anslyais

The rhythn of thia eung poem is based on Type XTI and III 8-pulse pattexns,
with cempeneation whers a Type IIT pattern fallows a Typs II pattern

verse 5:p
1ne
W o X x x ox X x (x

2 PR ma  xi  -nya ~oya -na €:8
2 xt  msEA B =x'sa-RE ~en’//{z  8:B
3 2 moom LA ka EA ~ha //[a  8:8
4 2 xi oW “IA ku EA -he O ## 98
5 A ow an -NmWA-la -ma Bid
6 *d 2SHA ® ~nhlo-kwe ~#a’//[a 718
17 8 x W “la kW -ua /f{a 88
8 2 x W ~da ku LU ~ma O ## 88
2 adzi 8U arte -ka X'SI ~ib 0 9:8
10 ndai REE “LA ‘N -MBYEEN’//(ndzi D:8
1{ ndyi g8  kis -niewa xk -nhwa-1x ~ma //(ndsi 8:8
12 ndsi va  bhla -ntows xi -nbwa-la ~pa //[ed2i G:8
13 adul xi ¥hw -lv  -k‘sa ne as  ~ab’//[ndzi 918
34 mexi xi  kbu -lu  -k'ss nama  ~a  -ti 8 918

{Ramengsne‘n version has identloal words am the version recorded at
Burgeradorp, but his final stanza conmimts of four unrepeated verse Lines].
W (hppondlx:301)
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3

ERY
chants
the b

BVUXENY MEUEPHU

This poam wad recarded at Mchureni (video 40
ad in a unison monotone. Bpart from the initial
oys, the rast of the poam Lo chantad by the glrls.

16 not very strong Ln this performance, which appeared
unsura. The poem cone{sts of one atanza of 22 tdantifisble verse lines. Tho
initial verse lines were particularly unclear, and have not baen conaldersd

for a

3.2,

nalytical purposes.

=lm  Avsxeni Mphephul {Boys)
Good morning, Mphephut

2 Xit Xasi a hi mina Hphephu,  {Girle)
XL) Sut 3'm not Nphsphu,

3 i mina N'waTholatholani
T am N'waTholathelani

4 Za ku tshika ndlela
The one leaving the road

/s \s/s
5 XL fanba hi ohova.
It goes through tha bush,

& Vsnhwanyann va lom
The glrle from that place

7 Vona ni voma
They themsslves

8.
@ Vo toka xibakitana
Thay take & small bucket

{4 Ll
9 Vo bakuteln
Thay just draw water

10 Evutsongwanini (7)
in early childhood (7)

11 ¥a ka N'waMengore
Tha ons of H'waHangozo

12 Kasi N'vaMangoro
Bt N'wanangoro

13 A nga famba tole
she left yasterday

Tape 1-43). It is
alutation given by
Ruythmical control
to be hesitant and




14 EL xiyisa xikuln
By the blg thing

15 xa magandlsndlela
Of the road-atamper

16  Nalela va nga gandl:
They did not stamp the oad,

17 va ganala nohochwani.
They stamp tha little tassel.

18 Buku leyi nga kona
The hen which is there

19 Yo tshikela mandan
The one laying eygs
“
20 N teutsu wa yoma
and ite yoli

23 Swonge tihokwe
Like parrots

22 kwe ya manang
Tha parrot of Tho desort

{23 tape unclear..

91 -bokutsis from the ldeophone baku 'of drawlng water in a olosed
container’ (C). Cuéned also has ~bakuta ‘scecp or ladle out water'

141 xiylas (7) rafers to any large, heavy object

183 magandlandlela (§] & compound noun formed from -gandla 'ta stamp’ and
ndlela ‘road’. Posalbly, ‘e team-roller’.

171 > nohooho (3) 'head of papyrus, millet, sorghum’ (C), with the
diminutive suffix -ana

211 tinckws (11) more usually vahokwa (2a), ‘ganeria name for parrota’ (C).
It i difficult to determine a ooherant meaning for thia poem,and no othar
versions wers encountered during the recording pericd. No wrktten veraiona
exist in Teongs literature.

3.3 Body movomonts

Line 51 throo imitative textual nteps taken, indicating the movement of
leaving
line 8: bendan down, imitative textual movment, of picking up
sonathing
218
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Line 91  four textural baton hand movemente, beating time

3.4  Rhythmicsl analysis

This poem Le thykhuically orpanimsd, apart from the thixd verse lla, hy
Type I 8~pulae pattern.

varaa
line sip
x x x x X x x x
3 tape not sufficlently alesr.
2
3 hi min’ Nws -Thola-tho ~la ~a  -ui 918
4 xa -8 kitshi~ks ndle ~e la O 618
s xi PA -mbn hi NEO -0 <VA O  6:f
[ va -uhwa~nyan’ va lo ~o ww O T
7 vo -o ~ma ol vo -0 ma 0 58
8 ve TE -ka x'bak'-ta -a -ma 0 88
9 Vo o BA -ku -IE -e A O 58
10 & -vu -tso -ngwa -si -4 -al O 618
1 ya k& Mea M4 -uga -0 -ve O &8
12 a -mi Nwa ~Hn  -ngo o -~ro O 618
13 a nga fa  vmba to w0 <la 0 68
14 Al =i xryl -sa x'kwew  odw O Tig
1s a -ga  -ndla -ndle-e  =la O 618
16 ndlo-la va nga ga ~a  ~ndli O 618
1 va ga  -ndia noho -chwsea  ~ml O 618
18 bu -ka ley’ nga ke -0 ~ma O  T:8
19 yo tshi ke ~la ma -2 -ndza 0 6:8
20 ni TSU ~tow wa yo -0 wma O 618
2 swo -nga ~a tL  ~ho -3 -kwa O 58
22 ho -kweya ma wna -a -nga O 618
23 tape unolear....)
4 CIRVA RXUNDLO

Thin simple two lina poem 148 recordad ak Burgaradovp (Video 48 Tage 1-83).
it i% chanted rapidly in unison in tha play context, during the playing of a
cat-and-uouea game, The words are accompanied by rapid alaps, the two verse
lipea £ ming a contloually ropeated Gouplst.

4.2,
X +
1 Chava akendlo!
Look out, moussl

. * + o+
2 Ximanga xa ku luma,
The cat 1g biting you.



4,30 Body movemonts
Thare are four testural baton claps per verse line.
43,2 .

The game is played by a group of boys and giris. One child Le chosen to the
the ‘cat’ and snother to be the ‘mouss’. No epealfic proceduras were
involved in the choice of these two playars. The childran otand In a
olrele, and tho cat runa around, trylng to cateh the mouss. The ohlldren
try to prevent tha mousa from amcaping through to the outside of the clrola,
but do Rot meam particularly concernad 1f thie mhould happen. Evemtually the
mouse im caught. The childran chant the poam, olapping out the rhythm am
tha verss lines are rapested. (n most of the many vermions of thls game
described by Ioma and Peter Opie, the ohildzen in tha ring, by holding
handa, aither try to pravent the cat -om catching tha mouss, or protact the
mouga frem baing caught (Opiatlid-5).

4,4 Rhythmical snalysis

The repid hand olaps emphasise the reqular rhythm of thia sung poem, -
performad to Type I and II 8~pulse patterns, with compeneation at *he end of
tha firet versa line. -
vorae
line Si1P
X X x x x X x x (x
1 CEA -a VA -a NKD ~o ~KOLO [xi 418
2 xi =MA -ngs XA ku LU -um’ 0 #F 718 N
8. CHELA CHELA ¥

s.1  fTwo voralons of this poom were rocorded, the fivet at Mbhureni during
the exploratory trip (Tape 1-63), and the cacond at Burgoradorp {(Video 85t
iTape 1-67). The twa versions auea: very iirtle, the auzgandozp taxk Lg
taken a8 the basls for
children produaing the posm wxchouc \machor takarvantion In tho firet auna,
and as ono of a nories of olf-chosen poams in the dacond. At Hbhurend, the
concert context was more marked, while at Burgerodorp the group and contaxt
were quite iuformal. Tha poom wap chantad in unlzon in both inatances, while
at Burgeradorp vha uhildren oquatted down on the ground, imitating Erogu.

5.2.1
araion a

+ +
1 chola, chela,
Prog, frog
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* +
2 ZLoko rd - 12k vona,
When it seen me,
+ 8 48
3 RL ku tlhukwal? tlhukwal
It juaps, jumps,
. ool Im
4 Nenge wu ku bar:
The leg govs dprawling e ., ohi
e\ A '/ /"
5 Bara of bar

sprawling Py sprawting out ohi
31 tlbwkwa! Idecphona ‘Jumpity up in surprise’ (C)

41 barara) Ideophona ‘lying sprawled out) be low or squat’ (€).
Thiz ideophone eithar in its full form or in the ehorter
form bara, can also refer to anything hig and rubbary which
drops heavily onto the ground, ¢.g. an elephant’s foot.

§.2.2

yaxaion b differs fzom the sbova only in verse line 3, which has xo ln plage
of ri ku L.8. xo tlhukwa ‘it Just jumpe

5.3.1 Body movements

Theso are oiroumscribed by the children‘s equatting down, which we can

describe as a desariptive textual poaition, rather than 'movement’, in that

thoir crouched and rounded poaition lo a physical representation of the size

and shape of the frog. From the squacting position, they perform imltative

movementa ae shown halow.

1ino 33 the hodies bounce upedown twice

Linea 4-5: cnxrchﬂng with the thres ocourrencas of bava, there are thros

eways kicking m.vements of left-cight-left ley with tha leg

bninq pulled back on each ajaculation o) These represent the
nldeways kick of the frog.

During the second recitation of the paem, some of the spactating children

clapped out the rhythm, two clape per verse line on oach of the streseed

syllables.

5.4 Rhythmical analysis

The rhythmical pattern is regular Typs I B-pulse pattern,




vezsa sip
line

' yaxplon &

.

x x ® x x * x x

i cyE  wo  -la -a CHE -e «la O// a8
2 0 ~ke ¥ naxi V0 -o  -ma 0/ 618
3 Rl ko TLEU ~kva YERU -u -k O 618
4 WE  -ngews ke BA -ra © -0/} @
5 BR ~ra O =~ BA -ra O -0 618

veznion B (No analysis of body movement available)

2 che ~e ~la s che -» <-la 0// 4w
2 1o ~ke ri ndzive -0 -ma O 18
a xo =0  tlbu =kwa tlhu -8 <kua O 5:8
4 ns ~nge wa k¢ ka -3 0 -0 718
5 ba ~ra o = ba ~¥a © -0 718

& HAMBI U TA VDYA RINI?

6.1 This poam is sung to a simple ropeated molody, It was recorded st
surgoradorp (Video 551 Tape 1-72). The Song Accompanies a dance Llike gama
and Lo sung in unison with hands elapping the rhytbm. It conslsts of one
stanza and & rofraln which arv repeaced throughout the game. Both etanza
and vefrain are mado up of two repeated verse Lines.

6.2
/o & A3 s
)
ote Hambl u ta vaya rini?
ndecd, when will he roturnz .
/5 8 \s B
o w s
2 Jo jo flays
Gaorge fiayi
3e4 +v..a8 tinem 1-3
78 \8 /s\8 /3 \8 /s\s
IR
(RE)ngo XL Lo Lo le e lo (xi)
7iiale lnlole
6 «vviaa line §

2t jo jo flayl possibly & Garruption of ‘George’ ard on unidentifiable
surnamo.

A . St some of tha children vonoluded this line with xi

e 219




-
P
MY &
T
gt ;

s 3
. 4
# i Nl
O

$.3.1 Body movemonts

The body movements are all textural baton govements, timing out tha muolcal
shyshm,

lnes 1-41 {step-okip) x8, together with 8 olaps
Mines 5-6:18 steps, whilo twirilag around, with hande on hipss
change of direction betwsen stops & and 97 with 16 olapd.

6.3.2 ama

The childron srand in a oirole, both boye and girls taking part. While
everyana aings, one ohild mkipn from tha middlo of the olrale towards
anothor child. they link azms, twirl areund once, changa. diraction pausing
priofly to plage handa on hips, than twirl around ence Wors in the opponite
direction. Tha second child than moves into the gomtre of the ring and the
process is repsated. The actlons aro ntrongly reminlscent of mome of the
movemanto in Scottlish country dancing, @.g. it an aightoomo reel.

tPor accompanying melody, ses Appendix II:295)

6.4 Rhythwical snalyals

fhe rhythw of this sung poem Le tightly controllad by the muslo ef the aeng,
and is rogular Typa I G~pulsa pattern.

vorse 5P
Line
X ox x X = x %

3 BA -a -HD'U 4R VU -ya RI -ni g
2 0 o -0 -0 FIA-a <110 DE
3 WA e eMB'U £ WU ~ya  RI -nd 7:8
4 0 o w0 -0 FWA - ~YIFR 316
5 X @ o-e w0 33
6 W e e IB -e  -B A 3id
1 HEKELERERE

7.1 This poom wed xocordod at Mbhureni (video 37 Tapo 1-97). The poem Lo
chanted 58 accompanimnt to a gawe whioh inveivad walking azound in a
circle. Thore poomed to bu no partioular pwry'Rd o the game, and tho
¢hildron waro unablo te oxplain why thay played it the way thoy did. Tha

am conalfts Of 4 haoia antiphenal pattern, wiuvhin a threo-line stanza,
Tho initial otanza is procodad by o wingle  ofsl-reoponaa, which inltlotes
she game, Tha meaning of tho poom 16 conveyed by uis caller, whilo tho ract
of the group ronpond with heke which aze wes-')ng.cse ouphonle nyilablea.
Bdpaxt from the rogular Stopping movemont arcard .. rirele, there wore no
obaarvabie body movementa.
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sid=

n'wana xipululu, denki, mhyana,

(ch) Hekelahoke. (R} Heks.
Hokelohoke:  Hake,

(eny nskauheku (R) llek-.
Hokelohoke,

(Ch) Ls vgs ta chupula, {R) Boke,
o ona wha Wil Vriggle frea, Heke.

{Ch) X n‘wsna xipululu.  (R) Heks.
g the child of a lizard. Heke,

(Ch) Hekelehska, (R} Hake,
Hokeleheko. Rake.

{Cb) Lo ugn ta (?27). (R) Heke.).....omlitted
{Ch) T n'wana domki. (®) ek,
18 the child of a donkey. Heke,

(Gh) Nokelehoke. (R) Heka.
Hekalaheke. Heke.

(ch) Ia nga ta tehika, (R) Heke.
The one who will give up, Heke.

{Ch} I n'wana wbyana. (R} Hake.
1n tha child of a dog. Heka.

(Sh) Hokalsheks. (R} Hake,
Hokelohake. Hoke,

{h) Ta nga ta tsutsuma, (R} Heke.
Tho one who will xun, Reke.

(Ch) I a‘wana xibodze. (R} Hoka,
I the ohild of a tortoisa, Heke.

{Ch) Hekelehake. (R) Heke,
Rakoloheke.  Make.

xibodze, ara aommen
derogatory texma uged by Tsonga shildren at play.

1.3, Dody movenonts

¢ is difficult to Aloeern rhythmical movements in tile game,
ohildren tondod to shuffla areund the olrele in an uncoordinated fashien

7.4

an the

Ruythmical analysls

Rhythmical contxol in this chanted poom wag loose and tha parformance tended
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3 to be ragged. The rhythmical pattern parcelved was that of a 12-pulsa veree
“ line, patterned by throe strong pulses. Tho large majority of tha lines are
b initlatad by a ntrong pules, but voroa lines dontaining the copulativa .
. structurs wero initiatod by an ungtrosged pulme, which, by compensatlon,
# £ille vhe last olot of the preceding verss limo.
h No syllablos tave been capltalized in the rhythmloal tranmoeiption am
ta » movements were uncoordinated snd shuffling of the fest, rather than claearly
’” . * obeervable textural stepping, characterised tha performanca.
: . versa
e iine aip
cE
W% x x x X x x x X = (z
1 he wa ke ~le =he -e ks * he -8 ke O 7i12
2 he ~o -he wlo -he -~ ~ka * Dho -0 ~ke A Til2
w la nga ta chu -pu ~u ~la * he -8 ~ke [i 8112
4 n'wa~n  ema xip¢ -lu -u <l % he ~e -ke 4 5112
5 ko -lo <he -a <ka * he ~e <~ke 0 7il2
s
7 s -a do -0 -aki ¢ he ~e <-ke M Tii2
a ke ~io -he -6 -ko * he =e =-ke 0 7ii2
9 ngn €A tohi - -ka * he -8 -ke [4 7i12
10 “na ~a mbya -a  wna *  he -0 -ko #F 7:12
1 “ko =le -he -6 ko * ha =8 ~ke 0 7:12
12 ta  tra -tew-w ~ma *  he -a -k [1 8¢l2
13 -na L ko <o «dze 4 he ~a ~ka #f i1
1 ko -lo ~ha <= <ka * ho -e <~ke O 7:12

4  WMKELEWEKE,,,,TSHAMA BAANST!

8.1 Thin chantad poem, with the mama bsuic call-renpento pattorn ay paom !
abevo, was vogorded at Buxgorsdorp (Video 861 Tape 1-108), Again, the poet
1o tho accompaniment Yo a gamo playod in & ocirele, but tha gamo, ap
doporibed bolow, soomed to be mora purposeful. Tho meaning of the verse
iinec i convoyed by the solo caller, with tho rosponoe of tho group baing
invaclably Hekel Baoh obonza containo throe verse Linos, onsh of which lo
antiphonal. Thia poom hao not boon in the 14

6.2.1

0. Or0 0%},
=l=  ({8) Hokelehoka! (ch) Hokei
° Hokelehoke! ftekot
- 7 G0 00
2 (8) wWena Popil {Ch) neks!
. . You thoro Popil Huke!

0. (% 0O N
A 3 (§) Tshama ohonsi! {Ch) Hekol
- 8it downl oke |

N 222
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(53}

18)

8}

O- 020
Bakalahqkal
Hakelaheka:

{3 000
Wena Dan!
You there Dan!

30 4y,
Tehaua ehansii
sit downl

sy

{hy Hekel
Heket

O 0.

(Ch) Rekel
Reke!

Y.
(chy u-k-x
ol

W

The poem continuss Ln this pattern, with the names of all the children in
tha ring - Pavlo, Kondzi, Mbi, Nwagu, Jo, Pinini, Henke, Beni, adaniya,
gsni, Dada, Joni, dosepha, Dorri, Hozish and Nandl -being aubstituted one
by one in the second verse line of each stanza. The poem then continues:

30

FYYe

(8}

0. 320
Hekelehekel
Hekeleheke!

D00
Na minal
And 1 tool

[th
(Ch) Beket
Hekel

(ch) Beks)
Heke!

{3

(20

0. 0*
Ndzi ta tshawa ehansil (Ch) Hekol

1 will ait downl

00
elohoke!
Hakelehake!

0.
e

43t U
Wena Adaniyal

You there Adaniyal

. 080,
Sulka’e ys-m
Stand uj

e 000
Hinkpsnut
RLL of youl

.0

D20
(ch) Rekel
Hokel

00
(Ch) Heket
Hekal

[T
(Chy Rekel
Beket
070
(ch) Reka!
Rekot

O

0.
Sukani mi yimal(Ch) auk-l

stand up)

8.3.1 Body movementa

ae the ahildren moved sround in a ring,
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they elowly, holding handa, swung



their arms up and down. Rs they began to sit duvn when sach name was
called, obviousiy the walking movement ceased, but wherevar it was possible
they ware ebill holding hands and awinging arme. The stepping movements ware
uncoovdinstes, but the arm movemeuts can be described as textural baton
rovemente. The movements Lndicatad in the taxt refer to the movementa of the
atwa of the valisr, whenever she is vislbla on the recording. Tha other
children's movaments tended to drag behind hers, and even to atop
altogather; they sesmed to find the gams rather monotonous. High and low
polnts of arm swing, viz the stroke of the G-phrasa, coincide with stressad
oyllables as the rhythmical transcription, and which can be
visualise 1 as followa:

B I
- - —/MWM\.Q—*
y M\‘_m’_

T Eshama & - hans!

8.3.2 Game

There meemad to be littls purpoas in the game except for the children to sit
down, one by one, as the names wers called out by the caller. After the
1ast name was called, the caller hersslf sat down. She than ftarted to call
out the names agaln, starting with Adaniya, with the inetruction to stand
up, but since the graup was a lazge one, ehe them, sensing that her friends
had had enough of it, called on the whole group to stand up at once.

8.4 Rhythmical snalyais
A detailad analysis of this poem will not be attemptsd, a8 it would be very
repetitious. However, below are given the basic patterns for call-raponse,
and for mono-, bi=, ~tri- and polysyllabic names. The pattern i one of the
w0 12-pulse patterns, with three stremsed pulsea.

baeic solo call and choral response
810

X x x x r x x x £ ox o x x

HE ~e -ke -l RE -e -ke ~e % HE -o -ke O 7:12

call with monosyllabic name and choral response

“na -a d0 ~a Q@ O %¥E ~a <ke O+ 5:12

©811 with bisyllabic nama and choral response
DO o ~do O % EB -a -ke O+ 6:12




call with trisyllablc name and choral response
WE -o < Jo S8 -e ~fa 0 * EE -~e ~ke 0% 7112
call with polyayllabic name and choral response

WE - -~u'A-ds -NI =i -ya O * HE ~a -ke O * B8:12

B HEYT SKELUMUNZL

9.1 Thia poem was recorded at Duryaradorp {Video 1ld: Tape 1-147). It
accompanies & game of catch, played by boya and gixle. The poem consiste of

one gtanza of ten verse lines, chanted antiphonally, with one boy giving the
initial call which starts the game off. A tha game is played, the call le

given by the growiRg group of those who are caught. The meaning of the

verse lines is given both by call and response, which are of a dialoguo
nature. The contaxt is one of play, and the game was obvioualy anjoyad by ,
all the partloifants.

9.2
i
(8) Heyi Skeluunil (Ch) Yebo! :
Heyl, Skelumunil vem!
2 (S) Ka n'we mi dya yini?
. At your place what do you eat?
3 (Ch) B dya maxalata.
We eat sorghum.
4 (5) Tbuku-ke?
hat about tha fowls?
5 (Ch) T4 dya vusokoti.
Thay sat ants.
6 (s5) Ha Xhama? (¢h) Enomami.|
should we catch you? catchl
7 (S) Ha honisa? (Ch) Honsaanil
Should wa lat you pass? Let us pas:
21 yobolZulu affirmativa
4:  maxalaka ~ maxalana (6) & speclea of sorghum (€)

9: -honisa 'used in & game of children, in which they catch one another
and use the phrases ha homiss "we lot you pass, we leave you alone
and bonisani "let us pass, leave us alone” ' (€}




9.3.1 Body movements

The poem is rhythmical, bat la not
a8 the children run around in different d&rectiunn, walking Eor “oie ana o
the call.

9.2.2 Gane

The game is played by boys and girls. They stand in & group bohind an
imaginary iine whils the boy who is ‘on’ stands came distance away. He
initiates the game with the firat molo call and the poem procasds until the
£inal choral response Honisaui, at which point the shildren run towards the
boy, trying to pasa behin: him beyond another imaginary line. He tries to
cateh them by touching &s many of them as poseible. Those who are caught
then join him in inltiating the poem again. Bvemtually all the children are
caught, tha last one than becoming the new @olo caller when the game is
played again. The game has been desoribed three times in Tsonga literabura,
first by narolan {Mavolen:10-11) who inoludes it in hia collection of hoya®
games. H W B Ntsan’wisi's description of the game in the Sub B reader in his
saries Makomba-Nalela (Ntzan'wisi,1971:37-18) alas includes refersnce to it
baing a boys’ game, but the illustration in the reader shows children of
both gexes playlng the game. Johnston’'s reference to thia poem as being
ralated to Wbita ya vulombe ia confusing. “He Y¥ikelewa and Mbita ya valoube
are normally two separate game songs, but they are here found comblned.”
(Johnston, 1971188 and 108). Johnaton trandcribes Mbita ya valombe which he
says "opens with He Yikeleua and other epoken lines® (Johnston:log.oit.) but
the game he describes is quite different from the game as dewcribod by
Marolen and Ntean’'wisl and as obsarved at Burgeradorp. Actording te
Jobneton, it 1@ the mention of honey which causes the twa songs to
combined into Gne gama. The Opies give several veraiona of thie game,
closest probably being Black Pataer, which has a history dating possivly .
au early ae 1590 (Ople:124+131).

5.4 Rbytimical analysis

The rhythmical pnhtatnn in thia poem were perceived only with difficulty,
a8 the rhythm rended to he ragged. The flrst Call response appears to be
bal n & 12-puise pattern, while the rest of the posm is based on Type IX
8-pulee patters.

verse
1ines sip
r x x x X x x =z X x xx
x X x x x X x x

1 he -ay’ ske ~Iu -mwu ~u -ai O *ys =~» Do ~or 8112
2 xa n'we-e wl 4ya yi -k -nl * 6

3 bl aya -a wa ~xa -la -2 ~ta * 5:8
4 th -hu -y ekn eu ko & O ¢ a8
5 %L dya -a va 60 ko @ -t # 618
6 ba kio -0 -ma * kho -am -a -ni * 68
7  ha bo -nis'tho wni -sa -m  -mi A ar8

[Written versions Narolen:10-11 and Ntsan‘wisl:10] (Appendix ITI:301)




10 BT WENA MANI WENA?

30.3 Tnis chanted responaorial poem was recordad at Mbhuranl (Video 135t
Taps 1-173). It coneiats of a singls 12 line stanie, wade up of & question-
snawer dlalogue. The quemtions are asked by the boys, and the answars &re
glven by the girls, This parformance took plece in s concert context, and
¥he childven's performance atyls was frozen, which probably accounts for the
1ack of body movements.

10.2

H i wews mond wena?
Who are you?

I
2 ¥ oins ¥ weMhungutl,
T am the dnughtar "ot Mhungued.

{
3 U ya kwihi wena?
Whare are you going?

4 Ndz4 ya hwale wasin’wini.
¥ am gaing over there to the flalds,

5 Uya nu- yiatz
What are you taking?

S
6 Ndzd ya nm wikhyseans .
I am taking & 1ittle clay pot.

d s ¥ chela yind?
To pour out what?

8 Xx ¥u chiola mphohwana,
Te pour out & little millet.

n
s Hiaxbanya wonal
Swear to thisl

He
1 Hlanbanys Mihacani!
(1) swear by Mkhacanil

1 Bngeta keubsl
and again

Buem=-8

12 endaniuka Wihncani |
Turn around Mkhacanil
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10 HE WENA MPWT WENA?
30,1 Thin chanted respunsorial poam wae racorded at Wbhureni (Video 13%:
glven by the girls. This performance took place in & concert context, and
the children's performance style was froran, which probebly accounts for the
lack of bady movements.

16.2

B Hi wena mand, wema?
Who are you¥

-
2 BL mina N waMhun
T o the dnqm:n: o!  Miangutd.

~{
3 ¥ ya lwihi wena?
nere are you golng?
4 ¥azi ya kuale wasin’wini,
I am going ovar thers to the fislds,
8.
5 ¥ yo teka yini?
What are you taking?

ek

6 Rzl yn coka xikhowsna
T om taking & Letre o clay pot.
.
1 Xa ku chels yini?
To pour out what?
[ Xa ku chola mphohubna,
To pour out a little milist.
)
s Hlsubanys wema(
Swear to bhis!
e
10 Hlowbanya Mknacani)
{I) swear by Mkhacantl
u Eugots kanbai
And againl
E 80
w2 Hundauluka Mkhacanii

Tuzn around Mkhaoanil
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8

wphoho (3) fingar millet (Wlousine coravana Gart.}{C). > mphobumna &
‘a emall quantity of millet

10.3.1

Body wovements

The chlldrens’ body movements tended to emphsmise semantically importaah
word rather than to be a rhythmical accompaniment ta At

Line
Line

line

1400

lines 7-8:

Line

line

2
ER

51

&

91

101

line 12;

indicativa textual movement, pointing to salf
an exprevelvo textual movement, the boys polsting at the
girle with & geraln disdain

bending down to pich somebhing up off the ground, an
initative textusl gesture
handes together o indicste a Tound poe. moving tha hands up
and down, a deacriptive textual movement
an imitative taxtual movement af acunplnq romathing up
a symbolic textusl movemeot, pointlng upwards, the gesturs
usod when taking an oagh, or swearing by something
the girls repeat the gesture
girls turn around on the spot, imitating the aotion exproased
by the verb.

10,4 Rhythmlcal anaiysis

o whyshmlcai condtsaints of this joom ere not stxong, probably dus to che
roaponnorlal natura of tho porformance, Patterny of ALl theae types of
pulte vorsu Lines aze porceilved in the performance.

varse
ins
*
Y
2
3w
4 odal
5w
6 ndsi
7
]
3
10
22
12

SiP

x} x * x x x % (x *)
bt -na * ns
hi -ed @18
ya * 37}
. 3 as
ya . 616
Ya * 818
x5 -l 0% 68
xak' =na * 718
hla o * 518
Bla ~ad v §:8

wnge - wmhe 0 % §15
HU  -ndzu-luk'Mkba -ca -&  ~al 0 % 718

(A written version of thim poom i found in Ramenganesda] (Appendix 12:302)
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11 HURS HURE HURE

11.1 This unlscn sung poem, congleting of an Introductory otanza of four
verse lines, followed by elght thres iine stanzas, was recordad at Nbhureni
during the introductory oxploratory trip of April 1982 (Tape 1-186). Wo
video aguipment wao avallable during thie trip, thus no analysis of body
wovemont has been poasible. The structure of tha poem ehoww incremental
rapetition ln the objact slok of tha first varse line of sach stanza,

1.2
=1a Hure hure hural
Hurray, hueray, hurrayt
2 ahee, Bl taskile,
Indead wa are happy,
3 Manana u suskile
Mothor has cooked
s Vuswa nd wixeva.
Porridge and relish,
ngn U ta swekn na wakue -
She w11 ‘ates seon punckina
s Akwoube
(pamplin)
7 vaka epotu s
Rutting. | ehe) in sha pat, :
8= © ta owoka na marhanga
8ho will aleo cook maxrous
9 Arhanga B
(murrow)
10 A vaka apotwont.
Putting (them} in tha pot.
alle U ta nveka nn swifoke
She uill aluo caok moalien
12 Afake
(moalio)
13 A voka spotwen
Boveing onens i the ot
a14m U ka aweka na xin

tho will alse acon m;km
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B i
(5 2nrsn)

A vekn costwend.
vukunq (sham} in the pot.

U ta sweks nn timan:
She will alsc cook poanuts
(poanut)

A veka epotwe
Putting (r.ham) in the pot.

¥ ta sweka na tdndluwa
she will aleo cook Gow peas

Alwa
{eaw pea)

A veka epotueni.
Putting (them) in the pot.

U ta oweks na tinyo
Sho will also ook basne

Anyaws
(bean)

A voka apotwe
Putting (hhsm) in the pot,

U A8 sweka na xingwimbi
She will also cook pumpkin
Aguinbl

{punpkin}

....the song traillad off at this point.

bure Toonga adoptive of English 'hurzay’

akwenbe

awitake

xingwinbi

tdaynvs

the cecond versa line of aach stanza consiste of a auphonic
repetition of the root syllable of the noun used in the
Gbjegt elok in the first llne of each atanza.

(8) ars mealiss which are boiled on the sob

(7) is a dioh of cooked pumpkin, Elavoured with ground nuts
nd ealt >

(11) tne generic name for dried heans
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295¢ This posm could obviously go on for as long &o a ohild oould think of a
suitable slot filler. Once lnepiration dried up, and rapetition was
apparent, the song came to an end,

(For tha melody accompanying this poem, sse Appendix I1:295)

1.4 Rhythaionl amalysis

The perslstent song rhythm sao very ovident in this performance. Tha uss of
nonsanse oyilables an ma otainers Gf rhythm and the mimpla and highly
repstitive stanzalo structura rainforce the parcaption Of rhythm. From tha
Setend skanza on, the firat two verse lines are sung with one breath. The
rhythn s based on Types I and III B-pulae patterns. only the firet line
of the poer followe the first type of S-pulse pattern. Compensation oceurs
troquantly between verse linas of different typas.

verae 81
iine

x x X x x ® X x (x (x
1 hu ° (o G:B ~
2 a <he s 6:8
3 wma =na ~La TE
4 yu o -swa L0 618
5 u  ta aws ~wbe// 818
6 a ~kwe =mbe 8
7 5 ve 18
8 u ta swe -ugaj/ 8:8
9 a =rha ~nga 3 L
0 a ve v 718
Ly ta swe ~ke// 818
2 s ~fa -k 318
12 B ve {u 7:8
1 to wwe ~ubif} 818
1B a ~ged -mbi 3t8 A
16 a ve L) 78
a ta owe ngall 818
B a ema “a ~n -nga 318
B o ve “ni =L fu 718
200 ta swe edlun ) g0
21 a ~dlu -wa 38
2 & ve i 718
23w ta wwe wnya -2 -wa// 8
24 & -nypa - w318
25 & ve e 718
0% m i
27 -gwh ) cabt a8
28 a ve & e w 78
% )

{h wektton vocaon of enla paom acoues in Rasonganarl, in which inascuracs

during oond vorte
Tines o aaan stenen dlnguises the ehyehmical mabuce ot o “poenl. (ot
Appandix 111302}




12

RIANGALA

12,1 hio poem was recorded at Hisketo (Video 140+ Tape 1-202). It conelsts
of throe four-line stanzas made wp of couplets, fallowed by a two-line
stanza mado up of a4 single oouplek. The poem ls sung in unison am
acoompaniment o a simple game.

12.2

i

131

13-12

a1de

14

kisangaka

tawhe

* " .o
Khangala khapgalw khangals
Khangala khangala khangals

*ox e

Khangala khang's
Rhangala khang’.

+ioua8 lineg 1~2

e s
T mandza ys yini?
What eggn are these?

» “w

I mandza ya tuva,
Thay are dova’s sggs.

+vvm8 linoa §-5
. "

‘Teka khala ra wenal

Take your embor!

IS .
Ndxa tshwa bl ndsilo.

T an belng bavat by the fire,
<reean Linos 9-10

B N w .
Rhangala takn, ndza tshwe tehwal
Khangala take (it), I am burning, burningl

«..28 iine 13

mogt likely & kind of bird, which I have not been able to
idontity

the flnal -0 ic a characteristic of women’s speech in Toonga
ond in alsc often uRsd by oulldren



12.2.1 Body movements

Slow replay of the vidao camsette shows how the stones sre Plswad from tand
to hand in a rhythmical fashion with the woxds of the song being timed to
soinciae with the These both as
textural baton movements, as well as baing lt!ﬂct‘.l.va texhual movements, when
they coincite with the vers teka, expresslng tho feeling of pain felt in the
hands from the hot “egge”. Tha pameing of the stones can bo repremonted as
£ lownt

(1)  Stanzss 1 & 2 (iines 1-8). Stones paseed from left to rlght hand, each
girl making 32 movementa.

oirl A 6l B
L L
R R

(11} Stanzas 3 & 4 {linas 9~14}. Stores pasesd from Oird A to Girl B, each
girl making 16 movements in stanza 3 and 8 movements in mtanza 4

airi A airl B

-
. Y

L¢ R
12.3.% Game

The game ia played by girls, sitting in pairs on the ground facing eacn
othor. It invalvos pagsing stoned from hand to hand (stansas i & 2), and
from one girl to the othar (stanzas 3 & 4), as vapidly am posaible without
dropping them. Thore dope not saem to ba any competative elemont in the
gama. Tha use of Xhaia, a burning ember, and ~tewha indicato that tha foggs’
are boing comparad to atonen hoated in & fira

(For the moledy accompanylng the poes, @ee hpperdis 11129%)
12,4 Rbytunianl avalysis

The rhythmical pattern heva 1o that Sf types ono and twe Of the G-pulde
pattarn. The firat and third stanzan, as woll as tha conoluding eouplot are

performed to the flret B-puloo pattarn type, whila tha second stanza is
parforned o the eoond type.
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versa 5P
Line
» X x x x X x x (x
1 fiAngala KHAngala KEA
2 KEA -pga -A  -la KB
3 REdngaia KaMogala Kin
4 KEA -aga -A  -la KA
S 4 WA - -wmea 7 .
& i MA ~a -WDIA'-a TW
7 4 WA -a -WDaA~s YT
8 i MA -a -NORR'-a TU
s te e -ka -2
10 NDZA -  tohwa-a h/NDSX -i
1 ta -0 -ka -a  KHAL' ra
12 NDZA ~a  tshwe-a hUNDBY -i
13 KiAngala TEK‘ ndsa TSHWO-0
14 KHAngala TER' ndss TSHWO-o =~
[Thio poem hae boen transcribed by Niean‘wiel aud Rasengans (Ntsan wieli47-8;
Rasengane:15] (Appendix III:303)
13 XWALH LE NKOVENI
13.1 hle st ek one stsnza poem was recorded ar Burgersdorp (Video 146: .
Tape 1-212). .. poem was chanted on a monotore in the spontansoua voncert
context which the . No publishad
veraions of this poam were found. .
13.2,1 "

[t
kY Kwals s nkaveni. .
over there in the valley,

Q- 0 300
2 Kona sswimatanini,
There in the littla geol,

21
3 Fu na Newamachel
There is the daughter of a frog.

0. 0O~ 0000
4 Twana ponge ra kwe!
Listen to its noige!

%o ko rhu! Ko ko rhul
0. 0" 0.0

[ Teks phat Xi wela
Take thati It falls down.
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iy 0 0-0°
Hi ya hoxetels,
We keep on hitting it,

O« 0% .00
Ku hola pango leri,
This noise atops,

O 0 00"
¥u hela pongo leri.
This nolee atopa.

2:  swimatana 1literally ‘a small amount of water'

S: ko ko rhut Idaophones representing the croaking of the frog ,

&1 phat Ideophone representing a emacklng noise

13.3.1 Body movements
Accompanying body movements are regular arm mwings, a8 in a marching move-
ment, with the top polnt of the awing being reached two times in each verse
line, These can all be described as textural baton movements of the arma.

13.4 Rhythmical analysis
The rhythn of this simple poen is regular and insistent. The first seven

verse linea are performed to Type I of the S-pulse patterns, while th
last two veree llnes are performed to the Type 1I pattern.

verse 8P
line
®» X oz = x X x x (x

1 kwa <le le ko -VE ~o -NI O 6:8
2 KO -na SW'MA-ta NI -i Nz O 718
3 ku  na  N'wa -wa -CHE - -LA O 6:8
4 THA -na PO -nga WA -~ -KWE O €8
5 X0 w0 X0 RHU © 6:8
5 TE -ka FEA xi WE - -LA O 618
1 AX ya EO -xe -TE -e -LA A[kn §:8
B ku BB ~la PO -ngo LB -a  -RY [ku 7:8
$ ku ¥E -la PO -ugo LE -e -RT 7:8

[ } 16 KWEE I MANANA
. 4.1 A simple repaated one line melody accompanies thim sung poem which wae
N recorded at Mbhureni (Video 151: Tape 1-220). The poem is antiphonal in
< sbrugture, but is sung in unison. There are no perceptible body movaments on
Xl the visual recording of the performance. The poetic structure is ona of
2 ineremental repatition, where the ‘message’ of the song ie canveyed by
changing one phrase in sach final verse line.
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Kweal X manans,kweo! kieal kwee! kwae! kel
Kweal Thera Le mother, kwes! keea! kweal kwae! kweal

Kvee! A vuyaks,kwse! kues! kuae! kwoe! kwee!
Wweel Who {s coming back,kweel kueel kwea! kwee! kwoe!

Fwas! T xihodze,kwesl kweel kuse! kweel kweel
Kweo! With a tortoise,kwee! kweel kwee! kweel kweel

Rwoe! Hi ta aweka,kwae! kwes! kweal kwaa! ks
Rwee! We will cook,kwect kweal kwaa! kwesl ku

!

Rwse! Hi khula murhu;kwee! kues! kwea! kuea! kweel
Rwes! We sip the gravy kwee! kues! kwee! kwee! kuesl

2t kwaet Ideophone for the noilss a fowl makes when Lt is being caught
S+ The tortoisa Lo being compared to a fat chicken
91 -khula ‘to sip a hot liquld, drink gingerly’ (C)

(For tha melody line sccompanying this poem, eee Appendlx I1:296)

16,0 Ruythmical aralysis

This wae tha only poem encounterad in which a 12-pulse pattern is percelvad
as carrying two beate rather than thves (cf. poema 5 and 7 above). The
wuaical rhybhm intaracte with the morphological rhythm created by e highly
repatitive text to make this a very rhythmical performance.

varse

Line 8
T x x x x x z xx % x x

1 kwee-s 4 ma -na -na kwee-e kwem kwee kvee hwee 10:12

2k &  vu -ya -ka kwee-o kuee kwee kwae kwes 10:12

3 kweo ma  xi -bo -dze kwoe-s kwes kwes kiae kwea 10i12

4 kwesrs  hi  to swe -ka kwea-n kwao kwee kweo kwea 10112

5 kweee Bokhu -1z mu  -rhe keee-s kues kuoo kwes kwes 1l:l2

15 LEXI I XIROSIKOSI

Two versione of thim chanted poem were recorded, the firet at Sukani {Video
156: Tape 1-230}, and the second at Mbhurenl (Videc 164: Tape 1-241). The
Sukani version ls taken am the basls of discuselon, verajen a. The poem
canaists of 10 verse linea, the first 9 of whivh are made up of ldantical
hemistioches. The children’s body movemente Ln both versions were desorip-
tive of the text, rather than baton actions. The poem is obvlously taught in
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achools a8 o means Of emabling the children to learn the names of body
parts, The earllest literary veralon of this poem is found in P E
Rtsan'wisi‘e 1960 collection (Ntsan'wisii48~9) where it carries the title
Swirho ‘parts of the body,Llimbe’

15,2.%
sexaton &
1 Lexi i xikowikosi, lexi i xikosikosi.
This 48 tha nape. thim is the nape.
2 Lexi i thavathava, lexi i thavagha
This 18 tha fontanelle, this is the fontanelle.
[ I ¢ 00
3 Zows i momboukulu, lowa i mombonkulu.
Thie is the big farehead, this ie the biy forebead.
4 Zoswl 4 lemwi 4
These are the oyes, these ara the eyes,
I {1
5 Lexi 4 thimlls-n'wotss, lexi i thimila-n’watsa.
Thia i8 hloulog the noee, this iP biowing the nose.
o 3]
6 Zows i okolo-ku-mita, lowu i nkolo—ku-mita,
This is the throat, this Ls the throat,
o o
7 Toxi L mabeta~ugula, lexi i mahotamngula,
This im the rtomach, this L@ the stomach,
i b O
8 Lawa i irba, lawa { i
Thasze are handa, these are hands.
9 teyi & milenge ya nga, leyd i milenge ya nga.
These aze my lega, these are my lequ.
10 Binkwawo lows i mirhi wa nga, udza wu hleylsa.
All of this is my bedy, I leok after it.
1: xixosikosi {7) the nominal stem is reduplicated for rhythmical purposes
41 switsayitsayi (8) the eyes are compared to fireflles
§: -thimila or -rhimila ‘ta hlow one’'s fose with one's Elngers

closing nostrils altornately’ (C). -o'watsa 'to shake liquid
Off cne’s hand’ (C). thimila-n'watss thus refevs both to the
agtien of blowing the nose and to shaking the mucua Off tha
fingers. The imitatlve textual actions acoompanying this lina
are quite explicit.
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§: nkolo-ku-mita literally "throat to swallow’

7: mabeta-ngula literally ‘that which finishes the grain basket’,
comparing the stomach and its appetite to a thing which can
empty out evan the large round grain basket

8 mavoko-ku-tirba liverally *handa bo work’

15.2.2
vgraion b
The following differences are found ln the Mbhureni version:

Line 23 Lexi i ndzhwalela ...
This 1s a burden-bearer....

< -xhvale ‘to carey' » ndshwalela (3)

Line & thin lige was unclear on the tape and has been omitted from
analysis
line Sa: pexi i pomunomu....

This i the mouth.

Line 5b: Lexy 3 silebvulabyu
This 1s the chin.

(Linea 5z and $b arc additional verse iines)

lines 7-10:  omitted, but replaced by Sa,b and ¢

1ine gar Lexi i xifuva-Bava....
This 1s the cheat....

~hava 'to iack, be without, be lacking, mlsging,absent(C}.
The phrase could thug be glogsad as 'flat-chast’, the signi~
ficance of which bacomes clear in lina 6b

1108 bby Boxi L xikhows-majaha, ...
This is vhat the young men hold, os handle.

~Whoms ‘o hold® > xikhous (7) 'handle’.
The descriptive action ip claar on the Lapo, the thildren’s
desmeribing round lmaginary bresste, and the movement ie aleo
imitative, ap they hald on to them.

line gc: Lexs 4 niblutelambyalwa,
This iz the beer gtrainer-

xhuuee {7) 'bosr mtrainer’, byalws {14} ‘malze bear’
ha movement of tha hande, indisating the atomach, cenvays
nhe meaning that ¢he stomach's function 18 like that of the
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beer strainer
Further differences betwean the two versions mainly concern the .ue of the
Demonstrative Promouns. In verglan A, toncordlal relatlonahilps are usually
in the latd and 4
©.g. Lows 4 womboskulu, lows i mowboskulu {line 3
Dem. Pron. {3) & Woun {3)....
Laswi 3 leswd 4 (tine 4
Dem. Pron. (8) 4 Wouwn {8}
In yerelon b, bowever, all tha verss llnes are introdused by the Slass 7
bnpassensl pomonutzative Pronouns \exs, but on repstition, Guring the second
balf of the verse line, the 3 hi agroes the
sopula.
8.q. Lexd i mombankulu, lows { wombemkuls {line 3) |
T 4s & big forshead, this 15 a big farehead “
L i leawd & (1in 4} -
Thia iu firefiies, these are firetlies
15,31 Body movementa
varsion a: apsrt from tha imitative textual movement of line 5, all the body
are oxtus!
Iino 3 tapplng the forohead
e i blowing the nose and ehaking off mucus
1ine &1 touching the neck v .
idne 7 toushing the stomach
idns B waving handa
svaralon Bt all the movements in this version sxe indioative textusl body
aovenantn
ine 12 toushlng the back of the head
line 2: touchlng the forehsad
ilna 41 touching the eyes
iine Sar tauching the wowth
1ine Sby atroking the ohin
Line 61 otroking the throet
Line Sas touchlng the chest
Line Sos touching the braasts, left-right, 8 times
e 851 touching the stomach, 8 rouches
I
1 oy
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18.4 Rhythmical analysis

Thama versions were both strongly rhythmical, patternad by Type I 16-pulse
pattorn, and both are characterised by intralinear breath breake and yunwon
versa 1inas.

vazgion &
verse
1lne 81
X xx xx x x x Xx xxX¥ x x x
1 le =e =xi 'xi ~ke -o8’ -ko -os’ le wex’ # ‘x4 -ko -oE‘' -ho ~o8’' [/ 16116
2 lo ~e ~xi L tha ~va «tha -va le tha wva «tha 71 14116
3 LO ~0 -wn L MO wmbo -NKU =lu L0 =o' # 1 HO wmbo -NKU 11 14116
4 e wa wnwi‘swi-tsa-yl y: ' #swi ~ten-yi -toa 71 16616
5 le =a =xi ‘THI-pl -la ~n'wa~tsa le -ex' F/THI ~al -la -n'wate: 11 16116
6 lo =0 =wu 1 NKO -lok ‘mi =ta Lo =ow’ # i NKO -lok’mi =ta // 16116
7 1s w0 -xi ‘ma -HE -ta -ngu ~la le -ex' # ‘'ma ~HE ~ta -~ngu ~la // 16116
8 la =a =uwa ‘ma =VO ~kok 'TI =-rha la ~aw’ ¥ ‘ma -VO -kok’Tr =-rha // 18116
9 e -o -yi 'mi -lo -nge ya nga e ~oy‘ # ‘mi -le ~nge ya nga // 16116
(10 ... .xhythn breaks down Ln thia varse llna}

¥8gnion b

1 LE ~a ~xi ‘X% ~KO =08’ KO ~os’ LE -ox’ £ ‘mi KO -oB’ -KO -~o8 // 16116
2 ~lo -la lo ~ow’ # i ndehwa-a ~le -la // 1216
3 LE - -xi L MO -mbo -NKU-ln 0 -ow’ # i HO -ubo-NKU -lu // 14116
4 Jo -s ~xi ‘AWATBA -yl -TBA-yi LK -esw'# ‘#WATSA -yl -TSA -yl // 16116
{5 ... unclear; omitted)

5a LB ~a ~xi 1 KGO <m0 ~no ~wo LO wow’' £ i NO ~ma wmo ~ma // 14116
5b 18 ~a -xi ‘xi=la  -bvu ~le ~bvu ln ~ex’ # ‘xi-la  ~bvu-le -bvu // 16116

§ la -a -xi L oko -lok‘ml ~ta lo -ow' # i nko -lok‘mi -ta // 16116
68 le -8 -xi ‘xi-fu -va ~-ha -va lo -ox’ £ ‘xi-fu -va -ha -~va // 16116
6 la -0 -xi ‘xi-kho -mea’js -hu le -ox’' # ‘xi-kho -mam’ia -ha // 18116

8¢ la o ~xi ‘xi-hiu =-tel'hya -~lwa lo -ox’ # ‘xi-hlu ~tel’bya =dwa // 18:16

{Literary vorslono of this poom ara found in Nbsan‘wiolsd8-9; and in
Ragonganoil9, with acoreditation to 'P.Nksan‘wiol’, Thie eacond vorsion is
differont from Nisan‘wini’'s 1960 vorsion in several respects. The Mbhureni
veraion an woowzded above Lo olosest toxtually to the Nisan'wish 1960
voraton, while the Sukani vermion au racordad above resembles moat closely
Rasengano’a veralen]. {Appondix 11T:303-4)

16 MBHALELE MBNALE

Four rocordings woro made of this poom which accompanics a well known game.
‘poam’ consista of an initial call-rouponee couplet, which wo have
titled Mbhalole Mbhole, followed by two difforent short stanzan, of varylng
longtha in tho difforont versions rocorded, tlitled Pooile and Amachuchubongn
ranpoctively.
vezaien Melovons (hpeid 1982, during the oxploratary Lrip,
10 video vaserding equipment wa available)
(’mp@ 1-253)
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Giyani (July 1982)
(Video 173: Tape 1-267)

yexaion ¢ Mbhurenl (July 1982)
(Video 175: Tape 2-273}

version 4 sukani (July 1982}
(vVideo 203: Tape 1-328)

whare would appsar to be alomonts of different traditions present Ln the
racordings, and not all of trem ocour in each veraion, nor in fact do they
all ocour in the various lli.rary versions. These elements may be word(s),
stanzas which accompany tha initial 'counting-out’ actions in the game. For
purposes of disguasion and eass of reference, these have.bean entitled ag
followa:

A Mbhalele mhbhala
L Pocilo
e Anschuchubangs

Thelr ococurrence ln the llterature and in the verslons xecorded in the
prenent stady Le lndicated as {+) in the following table:

A B o
®lad (1906:181-2) +
Earthy (1933:93-4} +

Nesanwisl (196019) +
Blacking (1987152-69) s
Johnoten {1971185,110-1}) * +
version 5 (1982) L
verglen b (1982} +
yexsion £ (1962) * +
yarsion g (1982) + N
Rikhoteo {1985:74-5) + ¥

The most comprehenaive version im thus yexglon &, ae reccreed at Mbhureni in
April 3982, and discuseion will he based on thie. t shold be noted that
wost of the text 1o incomprohensible, and glosses are supplied only when
there is somo certalnty as to the meaning of the words (sea 8leo
slacking:log.olt, and Barthy:lgg.eit.).

16.2.3

At #bhalele mbhnle

Thia four line stanza, i@ antiphonal in strugture, and ip chanted,
wi= (4) Mbhalele whhale
2 (ch) Mohale

as line 1
ag line 2

3 qs)
4 (oh)




R T e ek R v

B:  yociloe

This five-line stanza is sung as a solo by the caller of the previcus
atanza.

=§=  (5) Poollo hangaien

6 Hengalan na tsoms {<ndsa taems ‘I eut’ (7))
7 Teem tsem xinoni

8 Yinoni xo gana

9 Xo gana matende

10 Matilo oghunuve (matilo ‘thoe aky}

¢ Asachuchubanga

This six-line stanza Lo sung as a solo by the caller, as in B

#ils Amachuctubanga
12 Banga mangougoni
13 Mangongand ya kio
14 Teka rikoko u ayika ximan

nga
Take the porridge crust and give it to the aat

15 Timangn xa koma xa& dyetetels
That cat 4t 727

1 Xuluwe y2 ya khondla (<-kbondla ‘to fold arms or laga’
Xukuwo Lt Lo folding up

These three mansas complete the £irst part of the gama (of 16.3.2 below).
16,22

Variations in the texts of tho different versions are digcussed under 16.3
bolow,

16.3.1 and 16.3.2  Body movemonts and the game

fhe children ave initlally peated in a vow on the ground, lega outatretchad
The loader kneels befors them, or ataopn down.

A7 Mbhalalas mbhaler

During the call-responds verse lines, tho leader s hand brushem acrosa the
logu of the shildren, just bolow the knaoo. Hor hand muves in one diraction
during the call, and eotuens during <ho somponse.  Rerthy in hor atudy mo
Vvalenge Wome a game oalled played by ohildren at
Hkimbank, abost 24 kn 62k of Xal-Kal-
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Uoing the old Lenge language...the children 6it on the ground, and the
one who acted &e mother beat thels legs, tapping them bstwean the knse
and the ankie, singing a little rhyme for which I was unabla to obtain
a satlafactory tranalation, as it appears to ba in an archaic form of
tha laaguage.

(Earthy193)

In ‘ohnston's ve):ll.bn of the game Amachuchubanga, it is preceded by a
*gho (Johnaten:130). Our yarejonn g and d of the presant
study have the same call~repponse pattern am v_a_s_ugg a apova, while
Rikhotso, in his racantly published Tolo a nga ha vuyi ('Yesterday will not
comy back agaln’) demcribes the gams goma, which he calls Mbamhalenbale
(RLithotsot74-5). (For & West African version of this game yide
Baart.vol. 21643 ££.).

B:  yocile

The poem ooneimuse with a eolo sung otanza.  Tho melody (of.Appandlx
I1:296) resenblos very clonely the melady glven by Blacking for Potllo, viz.
the first of his ‘counting songs for hoys and girls’ (Blackingi52-4, 59).
The words of our recorded poam would appear to be Toonga versiona of the
vVanda words, and no-one could explaln what they moan, thus this research can
throw no further light on the question of whether the Taonga horrowed the
poan £rom tho Venda, or vice versa. fnila singlng the mong, the lesder taps
the lags of asch ohild in turn, tho four taps coingiding with tha etvesued
ayllables, On the final syllable -we of tho last word ognumwsm, the
lasdera hand stops, ond the shild wioze log is being touchud must then puil
Lt out of the line by folding Lt up undor the buttock. The Eiret atanza A
18 then ropeated with tha oame brushing motion of the leader’s hand across
the laga.

€:  Amachuchubanga

Au with etanza 8, the leader taps out the rhythw of t=n words on tha
ohildren‘s lega. On the final syllabl~ —wo of tho word iaduwa, possibly a
euphonic variation on aghunuwe, tho 1o oot tupped must he withdrawn,
varlants of the words of this stanza, 2o €=umd in yagmjows b o and 4, and
in the literature are

(Ridd, glosged by him an ‘Bostlow

xnlfo')

n'womoici-bangn  (Ntconiwipd)
natshutaburu-tangn  (Slacking)

B vamcicei-bonga thetaa)

of. alor Cubnuds wiutubanga ($7) ‘kind af gomer

maugongoni. ya kue mangouagod uga sull ¢Kidd)
bhio wangongoni Whooo mangsdngod?

mangongold yo mo (Fioan'wisi)

wengongord @ vho {Blacking)
thasr mangongori



Y
P

mangangori ya nga (vgsgion b)
™y mangongars

mangongord yn kwe (yargion 4
his mangongord

mangongoni. ya ve (Rikhotso)
thaix mangengoni

The stanzag sze ropasted until all the legs are withdrawn.

The Oples’

enphaoises the dutn.buity of nound-related rhymes

dipcuselon of the slimination rhymes uded for counting out
and pointa uut how "ehil-

dren who ocannot remember thelw table for can
nevartheloss curry in thelr hoads Assomblages of rhythmical sounda® (Opioy
184).

Children are merely marking-off; their requirement ie rhyme and
reqular rhiykhm to help the wewory, and four beate asdem to come more
naturally than five {...} their pleasure is in asnonange, and
reduplication,

(0piois0).
Whether oe not this Ls  universal cannot at this staga be established, but
tha presont work certainly sdda weight to tho Opiss’ oclaim, Counting out
using feet is alac a universally popular game startlng strategy.
(For the melodies necompanying the mtanzas, see Appendix ITi296)
16,4 Rhythmical analysis

Mihalgla mbhalet this call cowld not be analysed in rhythmical termp am it
tonded to be very drawn out.

Pocile and Amachuchubanga are both bacad on Typs I S-pulss pattarna, but it

will be

noted that tha rhythmical wrganisation of the two gongs is

different,

soxpien a

voraa

1ine &P

x x x x x x x

== pa ok ~lo ~o bha -aga -la an 618
&  ha  wngn ~la van na  tee ~ma 68
7 tep -am! tge -em! x4 -no ~ni ~f 718
8 xi =po =al ~-i Xa g =~ - 618
9 xo ga  -na ~e WA @ -nde ~e 618
w° wa  =td ~lo =0 nghu -nu  -we =-& 618




P .

/

ws .
=il= a -~us -chu ~ghu -ba -a -nga 0 618
22 ba  -nga wn ~ogo -ngo -0 -ai O 618
13 ma  -nga -ngo ~al ya -4 kwe 0 618
14 te -ka r'ko =-k'u nyl -ka x‘'ma ~nga 11:8
15 x‘mang xa kon' xa dye -te -te =el’  11:8
16 ko -k “e ya ys kio-emdl! Ti8

(vexnjon g of Gt Lo exactly am

yexaien b (This voralon was porformed, not in a
adult women, who clappod out the xhythm, four el

abova}

game ocontext, but by two
aps in each verze 1ine)

=1+ A -ms =CHU ~chu -BA -a  <-NGA O [
2 A -uga ~ago -NGO -0 =KX Q 68
3 WA -nga-BGD- 4 YA -3 HGR O 618
4 x'VU -ya XL ku TSB -ma NE -nge 9:8
veralon ¢ (Porformed in a game context)

B

Sl A -ma -CHU -chu DA ~a =NGA O s18
12 BA  -nga ~MA -ngo -NGO® -0 RI O 818
13 WA -ngo NGO -rl YA -2  Kwm 6
14 TE  <ka x'FAK' m  NXI  -ik'x'MA -ang’ 1Li8
15 x‘MA  -nga XI  ku BYE  -le -TEL 0 918
16 BYE -le -8 -la WA ~chiWE O 818
17 BYE «la <TE  -la RHR ~chi WE O 818
18 fwE -whe RA uga GHG ~do @ O 5:8

(Literary versions, Appendix I11:305-6)

17 MINR XIMAKGA IA NHOVA

It desoribes

17.3 This chantad verse paragraph was recorded at Mbhurani.
the physical appearance of the hare, comparing it to that of a oat. The
Tecitatlon by the group of ohildren, pexformlng in an informal concert
contaxt, wap proceded by the announcement of the title: “N‘wsMpfundla®, i.a,
‘M Bare. No analysin of body movement was possible as tha racording was
made during the exploratory trip (Tape) 1-358)

.20
1= Hina xisanga xa nhova ntloot
Iam the cat of the hueh ntloo!
2 Hahlo ndzbulwana ntloat
Lazgs protruding eyes atloot
3 ¥a honolkela kule ntloot
They are staring all arcund ntdost
4 Mdleve makapukapu ntlaa)

Yery big ear ntloa}
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B Rinlele re ndieve ntlost
A basket of an ear mtloo!

& Malebvu ya ximanga ntloo!
The whiskers of a cat mtloo!

7 nzovo ra ncinda ntlool
stringy fur atloat

8 milenge ya ximanga ntloal
Lege of a cat ntlco:

1 wtloot I was unable to identify this ideophone .

2:  -ishulwana (3)‘The plant gifappel and other species of elmilar
appearance; round yellow frult of tha same, or with the
figurative uas, large protruding eyes’ (C)

4 makapukapu the meaning is unclear, but posaibly refers to tha shaps of
the hare's sars. cf. ' tindleva ta mikupu ‘drooping ears’
€

5:  riblelo {5) a large winnowing basket, woven from the leaves of the
wilala palm {C)

neisda meaning - lear, but pomsibly refers to the texture of the
hare's fur. cf. ricinda wild cotton, hence ‘atringy fur’

17.4 Rhythmical analysds

Tha verse lings in this poem art of 12 pulses, excepting for 1ines 1 and 4,
which are of 16 pulses each, While rhythmical patterning over the whole
poem ie lrregular, within each verse line, one ls aware of the inmistent
rhythmical beat. Varsa lines 3,5,6 and 8 are initiated by &n unetressed

syllable.
verse
line 512

x»X x % & X xx x X x x(x

x x x X xx X x x ®x X X xx
1 @i i -ma xi  -ma -a -nga ¥a ko ~o -va -a ntle-o-o O
2 ma -2 -blo ndzhulwa ~a -na -8 nblo-e
3 a bo -no ~ke -la  ku -u -ls -e atlo-o -a
4 ndle~s ~ve ma  -ka -a -pu ~u ~ka -a -pu -u mtlo=0-0 0
5 ri-hle -6 =lo ra  udle-s -va ¢ mtlowo
6 ma-le ~bvu ya xL  -ma ~a -ngu - ntlo-o -0
7 -0 -vo ra  aci -1 -nds ~a nklo-o ~o 0
8 mi-le -oge ya xi  -wa ~a -ngs -a ntlomo o
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18 NPFIA MPFULA (’3

18.3  This poem was racorded at Giyani (Video 218 Tape 1-358). It was
reclted by two old ladies who affirmed that they had learnt it when they
were "mtill very small”. They chanted the poam on a monctone. It would not
appear to he linked to & game, but was learnt meraly as & rhyme. Johnston
gives a melodic verslon of the same poam, stablng that Lt ocours “within
stories about drought” (Johnston:98-9). No published versions of suah tales
vould ke located. The veraion racorded at Giyani differs but llthla, apart
trom the order of the otansas, from the litarary versions of the poem. The
min diffaresco in the vareions is the repatitlon of Bpas cain'ln the
£ ae line of sach atanra instead of the mora usual g yi vuya
“Lat the £ain cans back' which Us found in the pubishad veratons to Gate:

Rs in the poem Hure Eure Sure (poem 11 above), the cycle centinues s long
as the performars can stlll think of the name of a muitsble food sort ta

place in the appropriste slot in the third verse line, whers the incremental
repetitlon is located.

18.2.1 .
i
al= Hpfuls mpfula !
Rain, rain ° “
2 atho-tho-tho,
drip drip drip,
a Hi ta dya metimba
We will eat augl: cane .
B ntho-tho-tho,
drip drip drip, N
a5= vvea Lne 1
s vc..am lines 2/4
.
7 R ta dys warhanga

We shall eak marrows
8 1..n8 lines 2/4/6

Theae stanzan were vepeated several times ln 2 desultory fashion, then the
eyels petessd out.

13 nthostho-the Ideophone of raln falling in drops <-thema 'to
drop’ {water)

21 timba (5) :ata:u to the gwest cane or suiker riot as oppomed to the

by ¥ ax qane mava
M +  marbanga (§] refers to varlous varietiss of vogetable merrows
- 18.3.1 There ars o body the poem.
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18 MPFULA MPFULA

18,1 Thin poem was recorded at Glyani (Video 21 pe 1-368). It wae
racited by two old ladles who affirmed that they had learnt it when they
were “atill very smallv. They chantad the poem on a monotone. It would not
appear to be linked to a game, but was learnt merely as a rhyme. Johnaton
glves a melodic veraion of the same poem, otating that it occurs ~within
atories about drought” (Johnaton:98-~3). No published versions of such tales
could be log

ated, The version recorded at Glyani differs but little, apnrt
£rom the order of the stanzss, from the literary versions of the
wain difference in the versiona is the repetition of mpfula
first verse line of each atanza instead of tha more usual mpfuls & yi vuye
‘let the rain come back’ which is found in the published veralons to date.

Teain in the

A in the poem Hure Hurs Hure (poem 11 above), the cycle continues as long

a8 the performera can still think of the name of a muitabla food soxt to

place in the appropriate slot in the third verse line, where the incramental

repatition ia located.

18.2.1
ata Mpinla wpfula

Rain, rain

2 otho-tho-tho,
drip drip drip,
3 Ei ta dya matimba
e will eat sugar cane

4 ntho-thomtho.
drip drip drip.

a5n .

as lins )

s cserte Lines 2/4

Hi ta dys marhanga
We mhall eat marrows

8 +e.85 Lines 2/4/6

These etanzas wers repeated several tlmes ln & desultory fashion, then the
eycle petered out.

11 ntho-tho-tho Ydeophone of rain falling in drops <-thona ‘to
drop (water)

21 timba (5) refers to the sweet cane Or suiker riet as opposed to tha

sugar cane mova

2:  wmarhanga (6) refers to various varistlies of vagetable marrows

18.3.1 There are no body

the poam.
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18.4 Rhythuical analysis

Rhythmizal patterning in the poem is based on Types I and II of the 8-pulse
pattern, with compensation.

varse
line E
®x ox x x X = x (x
1 mpfu ~u  -la -a  mpfu -w ~la 48
2 nthe o the -0 tho -0 -0  (hi 8
3 ni ta -2 dya ma -t -4 oba 6:8
4 ntha «o  tho -a tho —o w6 O 3:8
5 wpfu -u  -la -a mpfu-u -la O 4:8
[ othe -0 tke -0 the -0 o [hi 3i8
7 hi ta -a dya ma ~rha -a -uge 618
[ atho ~o  tho -a  tho -0 =0 O 3:8

{8Esan wisli27-8; » with €0 'P.Nbsan‘wisi’,
Hdhambi (Ndhembii80) has a poem entitled Risims ra swibilangl ‘children’'s
song’,with the comment at the concluslon of the poem musimi u nga tiviwd
runknown composer’. Tha posm la ocbviously Hdhambi'e elaboration of the
traditlonal Mpfula.] (Appendix III:306-7

19  NDII HLANGANE NA NILUANU WA MAJAEA NA RIN'WE

This posm L3 well known in ail the areas ln which recordings were made.
Three versions wora recorded, differing but little in lexlcal content.
Dimcussion will be based on the veralon recorded at Burgersdorp (video 227:
Tape 1-387), varalen a, those made at Hlaketo (Video 236: Tape 1-
406), vergion b, aud Nphureni (Video 244; Tape 1-425), version g, refarred to
where differences ocour.In all tha versions, the poem ls mung by the whole
group, to one basic melorv line, which lu repeated duxing the twalve verse
Line stanza which makes up the posm. The poem iz initislly strongly
rhytheical, but the rhythm tends to break down towards the end of the
stanza, pomstbly due to the heavy syllable count which has to ba adjusted to
the 16 pulse rhythmical pattern. fTha final three verse lines in partidular
tonded to ke sung in a ragged fashion.

15.2.3%
+ a*
1 Ndzi hlangsne na ntihanu wa majaha na rin‘we,
I met up with six young man,
w0
2 Vo vuya va ndsi kombels fole o,
Thay asked me for some snuff mm,
O —
3 Ndzi vuya ndai ku fole ndzi hava um,

I replied, saying, I haven't any snuff.
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+
4 va vuya va ndzi haxe wpasa mm.
They replied, hitting me, nm.

G- QOetre
5 ¥a Xa Yavela va ta lun

The Xavela people will be disappolnted wm,

. o
& va ta lungs, a ndzi va lavi mm,
They will be dinappointed, I don’t want tham wm,
TROFORDE
7 Ndzi fava va Machachnlels sm

>
I wank the {on@a) of Machachulela mm,

08080808
B Va ta famba va ndzi chachulela mm.
whey will carry on dancing for me ma,

.
9 Sui pfuna hi ku kbandsiya xitisela sdsi ya edond,
It helpe Yo get on the train and go to Johannesburg,
.
10 N2k yn wise vuaiuano, xs kok
¥ an going to test brem my hesrteors, it puile.
S
1 34 ya koks, Haheai, =i ys ¥oka,
¢ e pulling, Auntis, 4t 18 pulling,
[ —
12 X1 ya keka, yoo, xi ya

1t le pulling, alas, u Ln Pulling.

atlhamu wa majaha na rin‘we literally five af the yowng men and ona’,
Junod points out that the traditicnal Teengs counting system
wae beeed on the unit 5, with higher numbers being indicated
ap 'tive plus ona’, ‘five plus two' up to the nupber
kbume ‘ten’ (Junod, 192711617 eee alse Earthy:fo

va vuya literally 'thay como back’, but In this context Lt asts am a

doficient verh with the meaning ’and then

76 ask for snuff i A typigal conversation initiation atra-
tagy ~ snd in this particular oame, ig the opening gombit of
a flirting convessation between the young men and tha young
womgn

-haxs mpama literally 'to throw the palm’, with the idiomatic

usage 'to
steike with the palm of the hand
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St -lungalunga ‘feel weak in the joints; hava & weak baak, be round

ahouldered; fig. be in despalr after great misfortune’ (C)

8: mchachula ‘to dance with rhythmic quivering of the bedy’(C). Thle

ancing movement \s typical of Taonga women'a dances. The
quivaring movemente cause the folds of the xitlhekutana, the
short heavily pleated ekirt, to move consuously up and down
100 xa koka ‘it (the traln) im pulling’
121 yoeol an exclamation of distress or pain
19.2.2
varsion b (Recorded at Hlaketo)

The poams are idantical to tha end of lina 4, which is followad by

line da Ndzl suka ndzi ya kays ka hince um
I left and went off to oux howe mm
line & Mashavels for Xavela
iinsa 7-8 Ndzi lava N'waMachaghulela
I want the daughter of Mnchlahuleh
A ta hamba a ndzi chachulela mm
she will carry on danolng for me mm
iine s swl tlula in placa of swi pfuma

it is bebtar...’
linea 21-12 oo inverted
oka y0o, xa kok:
T koka, Eahani, xa oten
yopdjon & {Recarded at Mphurini)

This varsion includes twe additlonal lineo:

Line 4 Wésl sukn ndzd ya kuge ks hige wx
I left, and went off to our home

line 4b Ndzl fika ndzi tshoms haosi mm
1 arrived and I eat down

19.3.1 Body movemento

soraten &

na i two hands up, 6lx gingers pointing, a mymbolle textual
movement

Line 2 hands oupped togother, the gasture being a symbolic bextual

movement, indicating request or regeption
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A PRI A S e R ]

MR Y
: S lina 3 a mymholic gesture indicating ‘nothing’
. 1ing 4i one clap on ~hox~ indicating a striking or hitting nolse
A iine 51 one boy glves three upward shoulder ahrugy on ndzi..lave
. um, which wa can interprat as affectlve textural Movements
w, o® Lines 6=T1 four swaying hip movements per line movements imitatling the
3 women’s dance movements
- Lineo 10-121  bodles Swaying in synbolic textual novamanta, ln ehythm with
g the pulling of the traim
vegaton b
lines 5=6¢ the little Sub A children at Kbhurenl tended to use
initativa movements eg. wagglng of fingars to mimlc the
actlon of geolding, down-up 6 movementa
vexsion ¢
lina &1 hands pushing something away, an imitative textual movement
5 movementa
Lines 7-8+ very rhythnlcal imitative dance movaments

{For tha malody accompanying this poom, see Appondix I1:287)
19,4 Rhythmical analysin

All tho vermlons ere based on tha three types of l6-pulse verse lines,
inlklated oither with & stressed pulme, or by a stressod pulse proceded by
olther one or two unstresged pulmes, The perceptlon is not one of tlght
chythmical oontrel, but rather one of loosaly organisad rhythmical language,
thus enjamboment and compensation do not feature in the performance.

¥oralon &
vorse
line sip
* ¥ X ox'x x X  x x x X x x X Xx (x (x
1ad bla -ugaa -mo % WILEA -a v Do ~a he b Rreww 111
2 vn cysva udsl Ko o -mbe-la FOwo -LE O K -m O 1LiiG
3 niriva cgandeihe P o -lemielin-a va OM -m 0 il
. va vi -yava DdzlMA  ~s wxa-a mpa-a -mA Q@ em O 10/16
s va ka Xa ~ve -ls VA -ata ~a LU -u ~nga OH -m O 10116
[ va B -a lu engaiDEl -iva en La-a vl OM om0 loi8
7 mdzk i wva SR e e -la 0w w0 08
8 va th fa -ahiva adal GHA <a wCHio <LE-e 1a 0w -m 8 iiie
9 ewi pfu-na bl ku  khs -ndzivyax'td -~mo-ls ndriva Joont 0 16016
10 ndz{ye wi -sa vu -sl ~We~& -& -no-o xb ya ko-ox’' O  12:15
1 xioya ke o -ka ha s -ha-a  ni-i xL ya ko=ok’ 0 11116
12 ¥i yn ko ~ka yo -0 -0 =0 o -0 xL ya kowok'#f 9126
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CRACKE. TV "
yeugion b
x} x X =x x x X X x x X x x x X x {x {x

1 ndzi hlA-sge =g ~no nz  NTLER ~a <aw wa wm’'js=a «~ha pa #i -n‘w’ 14:16
2 va vu ~ya va ndzi KO =0 -mpe~la fa -o -le D M -m O 11116
3 ndei we ~yamdzikn FO o =lendsi A~ wva 0 w s O 1112
4 va v4 -ya ve udid WA  -~a ~xa -2 mpa~A -~mA 0 W -m O  10¢1d
5 ndsl s -kaondziya ka e -~ynka hi-movs O @ o~m O 1LI16
5 va ka'M-shs -vel'va  -ata -A LB -u -NGA D M ~m 0 0 10115
7 » tn Ju -ng'aMDEI ~iVA -a LA-a VIO K -m O ©10uB
L) ndzd la -va n'ws -Ma -CHR ~a=Ci¥ -u -LB-o -Mﬂ M -u O 10138
a  wmb's ndxl CEA  ~n-CHV -u ~LE- M -m 0 11118
10 el by oda b ke KER ndri-ya xie‘meeis oy y. Jo ~an’0 16116

1t wdal y» wi -aa vu  -mi -wa -a -no =0 ~o xk y& kok'D D 12116
12 xL yn %o -ka yo -0 -0 -0 ~0 -0 xi ya kek'd 0 8 911§
13 xi ya ko ~ka R -n -ha ~n  ~pi -4 xi ya koka-a~a~af#ilrl6

version ¢

1 ndai hla -ugews -ne aa  NTLEA -uu we me  ~ja-a ~ha Ba R ~n'w 14116
3 va va <ya va ndsi KO o ~abe-la fa -0 =ls O m
3 wdzh vu -yn ydad ku PO -0 ~lo udai ha -a ~va 0 H
4 VA VU -yava ndsi WA a wxa A mpe-d ma 0 W
§ ndai eu ~kandzh ya KA -ca~yaka il ema ¢ m
§ ndad £ i -ka ndzi TSHA -ma b -n -4 -2 -wek D B
7 "
8 ®
"
®

-m 0 9116

vE RaM'vBHE =vel'VA  ~a ta ~a LU ~h -nga 0 . 0 010116

VA o L8 -ng‘a WDZI ~i VA ~a LA ~a ~VX 0 0 010116

9 mdsi LA -vava Ma -QHR - ~Ohu~u  =le~o wla O a 0 10118
10 va ta  ba -mba va adzi CAR  ~a ~CHU-a  ~LE=e 1A O - 1116

11 swh klu -da Bl ku  kha -ndal-ysx'ti me -la udeiys Jo —omD 16116
12 wdzi ya wh=sa YR Al ~wa=d ~A ~no-5 -0 bya ko ~o’ D 1.116
13 xi ya ko k& ¥o 5 -0 =0 w0 -6 xi ya ko «ok'0 4 9:1§
b} ¥l yako -kn ha  ~a -ha ~a  -niwk ¥i ya Ko -0 ~ka-a-af#

11016

Imtarnry versions are found in Ragangene:2d, which corresponds meat olosaly

above, and in Johaston. Him vereion of this poem, which ho

Encltlun ¥a ndzd koebala fole, is acoompanied by the atatomont that it

derives from a “manatex® story waich is ne longer told, and Lt wozdd havae

bocame changed ¢ (Jehneton:8) and 93}, 'The form of the mong bearm but little

zotenblance howsver, to the typical form of khe aong in vha Tsonga folkvale
(g, 811131984 and Marivate:1974}] (Appendix I11:308)

20 WOEI RHMNDEA RIVE

20,1 7hip unison sung peem, was recevdsd at Mphureni in April 1987 (Tape
1284}, 8inoe no recording equipmont was evailabie, no analynis of hody
movenort was porsible, It consists of a single atanza made up bf a couplet
and & rafrolo.



20.2.3
=1e Nisi rhandas tiyi en xilayied na xiakwa,
T 1ike tea with a siice of bread.
2 voms L
a Gamalo gamle Liwale, gamalo gamaio tiwale

Gamalo gamalo tiwale, gamale gamnlo tiwale
1t xilayixi {7) from English ‘alice’
3t meaningless jingle
{Por the melody accompanying this posm, ses Appendix I1:297)

20,4 Rhythuical analysis
The musigal rhythm tends to dominate over linguiskic rhythm Ln this :

porfornance, and is based on Type IT l6-pulse pattern, !
~
vorse .
1ine e
x X x x x ¥ x x x X x x x X X X

-1 -okwa 13:18

~ndza bi ed wylona x7l -a -ay''xn xi
18118

wa -a ~ie gnua~lo gama-1o ti ~wa -a -le

1 nazi cha
2 gama la goma -lo &

21

21,1

NDIY RUUME HFANA

This poem is chanted rhythmically, on a monotone, durlng a skipping
Tt wag recordod &t Sukani (Video 251t Tage 2-2).

gama played in a clrole.

It consists of a single stanza made up of four varse llnes,
with a ona-word choral remponme,

rapoatod phrése.

21.2.1
/S8 \sa

chented solo,
followad by a 'rofraln’ made up of &

/88 \§

el= (8) Naxi riume mfana, (Ch) Uayil

I pent a boy,

Hayit

/88 \se /s \S a
2 (8) A ya vhengoleai, (Ch) Hayil
Ho wont to the ghop, Nayl

/80\en /s 8 \
1 (8) B ya xave inken, (Oh) Hayat
Ho wont to buy bread, Yayil

/s n\3a /s \S o
4 {5) Xa zukwn na peni. {ch) mayit
For a sixponoo and - penny. Hayit




/68 \sa/s mA\S &

5= (8) 8 80, .

He want like this...
5 v1e08 line §

4 rukwa ‘sixpence’. The derivatlon of this word which u:uuu widely
Ln the Bantu lanquages of South Africa, is obse

ETI Y ‘like this’, possibly derived fvom the Afrikaans ‘go’. This
word is commonly used in Toonga to indicata an action or
movemant

25.3.1  scdy mavementa

The children moved around in a olrole, step-skipping as shown, follewing the
loader's movements. The leader, a boy, mtood in the centre of the cirole,
and on the words Fauba sel he changed hin skipping style, e.g. to hopplng on
the right lag only; hopping with hesd nodding from right to left. The game
cortimaed until the ohildren tired OF it. The stop-skip movements are
toxtural baton movewents, and could ot ba linked o any words Ln tha posm.

25,4 Rbythaical analysis

The first verse line s based on Type II of the B-pulse pattern, whila all
the othar verse lines follow Typs I pattarn,

verse
Line s
x x x x = X x x =
1 ndsi REU -HE MPA -NA MR YT g % 78
2 A YA VE -NGE -LE -EN' ¥ BA ~YI % 818
3 A YA XA VA IX NKWA *EA Y 60
4 XA Z0 -KAANA PE NI Y HR -YI* 818
5 a fa -mba-a B0 =0 ° 418
5 2 i -uba-a m -0 o o s

27 NHLOKO MANATLA

23.1  Two versioms of %his upison sung poem were recorded, the firet at
Myhurenl (Tape 2-7), and the sacond at Burgarsdorp (Video 2553 Tape 2-12).
The texts are practleully identical, and discussion iu based on the Burgore-
dorp version for which video material is available, Tha poam conaidls of
two fouzr-line stan:as) each stanza is made up of two identical couplets.

22.2.1
yoxnlon a
o o

a3a hioke, makatla,
1ead, ohoulders,




e e
/A
- O {¥e
2 iuva, knwirhi, milenge.
Chest, stomach, legs.
3/4 +s..88 lines 1%
\s /8
=ge Honbi we fewba- ambe
Bven L you just walk around,
) W e
6 U ta sala u ku tlhukwa! gi

at
You will just jump up and fall back,

7/a ++e.88 lines 5/6

6 tlnukwal Ildeophone indicating jumplng up in surprise
gaal Idaophone referring to the movement of falling back in suzprise

It ie diffioult to underptand the link botwesn otanzas 1 and 2

veraion k
Tha only textual difference betwesn the two versions ia in

lina &1 Ita kala & ku tlhakwn gasl
It (fopersonal} will eventvally jump wp and fall back

22.3.1 Body wovementa

lines 1-2/3-4: hands point tc head, ehoulder, chest, stomach and lege
with taxkual
lines 7-8/9~10 stepe takem, right-laft, in a marching movement. Thews
ovements ara textural baton mavements; on goal the
head ie thrown back, imitating tha actien of falling
backwarda

{Fer the melody accompanying thin posm, mee Appendlx 11:297)

224 Rhytbmicsl analysis

Tho rhythmical pattern of Typs I 8-pulds pastern ia followd rogularly in
this poon.



e

. P
o
i
: i
Sy
L
. P sorglon
o verae
L ine LIRS
x x X x x %
" ] 1 NEO -0 -ko -0 MA
2 ¥h =i ~FU -va XNWIFBL
1 N s ke -5 WA
4 %L ~L  -FU -va KEWIrhi
s ha  -a  -mbl wo  FR
& U ts BN -l'u K'TLHD
7 ha  -n  ~mbiwo PA
€ ®  ta sA -l'u kT
verpion b (No video mataerial available)
. 1 aa wa  <ka -tla 518
% ;;7 2 Miwkzhi mi  -le weng’ 818
. g 3 na - ka -tla 58
PR ¢ 4 kbwirhi mi  ~le i
PRA s fa -uba ~fa .
[P 6 1 ketlhs  -kwa ga
¥ i £ ~uba ~fa .
o “r 6 4 ketlhu ~kva ga
A A
D {A Literary vareion of this posm is found in Nkuna:14] (Appendix IIZi30M)
23 N'WANA MANANA
23.1 The poom wae recorded at Burgersdorp (Vides 258: Tape 2-16). It in &
chythnical chant which was acoompanied in parformance by hand cleps, Tha
r2en 1o antiphonal, the meaning being conveyed by tha sals call, whila the
choral rosponea is a meaningless 3ingla. Th etanza iu made up of eix calls
with remponse, [Tha otructura of the poem is suggestive of a posible v
folktale origin. '
23.2.1
+ -
1 (S) N'wana manana, (Ch) Delangwa delengwa delengwa
Mother’s child,  Delengwa delengwa dalengwa
.
2 {5) veswa u nga dydl 4cm....na wwove
pon‘t aut tho porriaget
18 ws e warhd, ) awove
. They have put modicine (l.n 1), aeee
- j- i * * *
. L 4 %) Murhi wo tahwska  (Ch)....an abave
oo Red magicine
b
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+ + +
§ (5} Wo dlaya wema {Ch)....as above
Which killa you

. + +
ot b §  (§) N'wans assama  (Ch)....an above
Mother's child X

23.3.1 Bady novements

Apart from the four clapa per verse line, no perceptible body movements were
obaarved.

Rhythmical asslysis

Ju in very rhythmical, and its highly repetitive structura, the

g aynabic balance of the verse lines, and the response made up of the same
word, telnforce the insistent stressed pulsee, Type II i6-pulme verge line
is regular throughout the poem

verse sip
1ine
x X x x x X x xx X x % ox X ok ox .
1 N'wa-NA aa -na -sn DE -le~s -ngwa DE -le-e 14126 ,
2 vu -SHAu uga dyl DE -le-e -ngwn DR -la-e 14516
3 va CHE -le wa -rhi DE -le-e -agwa D -le~s 14316
4 Wa -RAI wo tshwa —ka Di -le-e -ngwa Dif -le—e -ngwa DE ~ls-eng’ 14116
s W DLA -ya we -na DY =lu-e -ngwa DE -le-e -ngws DE -lo-eng’ 14:16 .

[ a 18} of the poam congista of two
verses, tha first stanza as above, tha second giving an appeal not to drink .
the polsoned light beer. The typographical lsyout of the Resengane veraion

disguidas the rhythmical nature of the posm.] (Appendix ITI:309)

24 N'WANHLAREY .

©3.1 Thia poem im sung as an integral element of the well-known folkbala of

the same title, Hr Fython. Ita structure i typically antiphonal, aithough

in the recording made at Mbhureni in April 1982, the children actuslly eang .
the mong in unieon (Tape 2-25). Within the tale, tha song has the magigal

funckion of conveylng information from the human world, represanted by the

child singing the song, to the animal world, represented by the python

doctor. The song consists Of eix stanzas in & call and response structure.

The meaning of the stanza 18 only conveyad by tha call, and the response e

a maaningless jingle. In the sixth stanza, the response differs slightly.

T 24.2.1
N e NewaNblarhw, N'waNhlarhu,
: Mr Python, Mr Python,
2 Brinanbo

¥
0
o
g




11

{For

a Manjongenia
4 Brimambo.
252 Ndzi ta ku vitona,
I am coming to eall (you},
57/ cio.88 Linas 2/3/4
s9m U vita hi tatana,
You are called by my father,
10/13/12 ....28 Lines 2/3/4
s13m Tatana a vabyaks,

¥y father who ia

ick,

14/15/16 ....as Linea 2/3/4

=y U alaws bl tindluwa,

He is being killed by the groundsuts,
18/18/20 ....2a lines 2/3/4
sgl= Tindluwa ta mananga,

The desert groundauts,

22 Ta manangeo
Of the desert

2 manjengensa

24 ta manasgao,
©f the demert

brimambs The meaning of the reaponse im uncleax. Marivate duggests
brivanbo might be & corsuption of gurw mambo 'big chief’ (Ndau)

aajengenja.Berliner in nle The Soul of Mbxra gives sjeginjs as the
ophonic representation of the sound of mbira, the
traditional indtrument of the Shona (Barliner:51)., The
worde of the eonge in folktales are often the rtableat
element in transmission, thus a Shoma (or Ndaw) origin
could possibly be postulated for this tale.

tiadiuwa ta wanenga. There is 4 Teonga auperatition that if one eata
undouta growing Ln the desert, they will continue ko grow
in the atomach, Ainca they are magical groundnute
manengoo The terminal -0 muffised to noun cacries no mesting. The
oL froguently lengthened in spesch; it lg
Charactariatie of woen's and chilécen's spaech

the melody which accompanies this poem, sae Appendix 111298
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3 Hanjengenta
4 Brimambo.
=5= Hdzi ta ka vitana,

T am coming to call (youl,
§/7/8  ....a8 \inem 2/3/4

ng= T vits bi tatama,
You are called by my father,

10/11/12 ....aa linas 2/3/4

=13« Tatana & vabyaka,
Wy father who im Bick,

14/18/16 «...2e Lines 2/3/4

aite 4 dlawa Bt tindlwwa,
He L& being killed by the groundnuts,

18/18/20 ....as linea 2/3/4

=21 Tindluws ta mananga,
The desert groundnuts,

22 Za manaagoo
Of the desert

23 manjougansa

24 8 manangoo,
Of the qesext

brimambo The meaning of the response i& unclear, Herivate suggests
brimsabo might ba a corruption of gure mawbo 'big chief' (Ndsu)

3t majengeaja.Berliner In his The Seul vf Wbira gives sjeginja as the
ideophonic representation of the sound of wbira, the
traditional inetrugent of the Shona (Serllner:sl). The
worde of the songs in folktales are often the stablest
slement in transmisalon, thus a Shona {or Ndsu) origin
could ponsibly be postulated for this tale.

11: tindluwa ta mananga. Thers iu a Teonga superstitlon that Lf one eats
groundnuts grow.ng le the desaxt, they will continue to grow
in tha stomach, since they are magicsl groundnute

12y magangoo The terminal -o Guffixed to nouns ocarries oo meaning, The
vowel im froguently Llengrhened in bspsech; 1t ia
characteristic of woman'g and children‘s speech

{For the meledy which acoompanies this poem, see Appendix IT:298)
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24.4 Rbytumical anslysis

The rhy:mmical pattern of this poem ls that of verse lines made up of
alternating Type X and II B~pulse patterns, with compensation.

veras

Une s
x» * x x x X x x x (x

1 ave <ﬂhll-n ~chu n'wa -mhla~a  -vhu 6:8

2 bri P o // [ms M8

3 ma -uje ~nge ~e o 7 418

4 bri ~ma o #

5 a0 ta ku i -na

6 brL ~wa -2 ° 1/

7 an  -aje ~nge - a 4

8 bri -ma -a #

5w i ni ta -na

10 bri e -a o 4/

1 ma -aje ~ngo ~o o i

12 bri -ma A L

13 ta  ~ta a -ka

14 brl -ma -8 o

15 ma  -nje ~age e [

1% brd -2 -a

17w dla nl i —wa

18 hri B L

15 ms  -aje ~ngo - i 4

20 bri -ua - ¥ 216

21 4% cndluews ta ma -nga 718

2 ta m -nge -0 o 4 4:8

23 ma  -nje ~ags e ° 1 4:8

24 ta ws -ma -age -0 -0 -0 o 418

{Ntzan‘wisl's version of the poem (Nt@an'wisi:50-1) conmists of 13 couplets
which give not only the human-animal message, hut aleo the anxmu humsm
zoaponse to the message. Rasengane’i version

(Rasengane:18) i a seven-verse line, one stanza paam) (Appendix zxx:sos—na)

25 SWESWX VANA
25,1 Thie uung unison posm was recorded at Sukani (Vifeo 264: Tape 2-32),
It conaiste of two four lina stangae mung to a melcdy which mhows strong
Western lnfluence, if not origin. The poam's educational function is to
teach children tis names of tha various parts of the body.

25.2.1

al= Sweswi vana,
Now children,
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2 Ii ta hlays swizho.
We will say our limbe

a4 vvi.88 Line 2

=5n Nhlcko, makatl

Head, shoulder:

{} {3
6 Xifuva, xisutl,
Chest, hip,

{3 ().
7 Matsolo, ewikun'vwena.
Knees, toes.
8 +v.sa9 line 7

2:  -blaya ‘to reaq, count, tell’

The word weizho ‘limbe' ham been used, though atristly
spesking not atl the bedy parts named axe ‘Limbs’

25,31 Body movementa

whe first atanza ha8 no perceptibla body movements, whila in tho second

stdnsa, the children use lndicative textusl movements, to polnt Ln turn to

each of the body parta named.

(Por the melody accompanying this puem, ses Appendix II:298. This is &n
example of a heptatonic meledy, withln which the patterning of the poetic
language does not appear to be anomolous).

25,4 Rhythaionl smalysis

The rhythm of this poem ie based on Type I 8-pulsa pattern

versa

line 8P
X x x x X x x

1 owe - -awh =i va -a -ma O 418
2 hi ta hla ~ya swi =L wxho 0 618
3 i a hla wya swd =L ~rho O 68
4 hi ta hia ~ya mwi ~i -rho O ff 618
§ NHLO -0 ~ko wa -KA -a ~tix O 518
§ Xt ~fu vvp xi =80 -u ~ti O 638
7 WA -tse ~lo aw/ku-N'WA-a ~ma O  Ti8
8 MA  -teo ~lo aw'ku-N'WA-a  -naf# 7:8

A Literary veraion is in Rasonganar?] (Appendix II1:310)




26 SWINYANYANA SNA NTLHANU

26,1 wo versiona of thls seven stanss unison chantad poem were recorded,
at Mbhurani {Video 271: Tape 2-42) and at Burgeradorp (Video 277: Tapa 2-
49}, Diecussion is wased on the second of theke, i.s. vgralon a, snd
differences betwean this and the Mbhureni veralon, yarelon R, are
highlighted thevsafter. Pach stanza conaists of a couplat, but the last
=taman i a repebition of the sacond llne of stanza 6. No litersry veraions
of this prem have been tracad.

2.2
sarsion &
on .
wlm Swinyenyana swa ntihanu,
Five little birds,
0Ny ot
2 Ehechla ka murhi,
on top of a trae,
i
“3m Xin'wanysna si ku,
one of them aays,
(3= () Ammmr
4 Wanuna ni xibemul
A man with a gunt
1. O
5= Xin’vanyana i ku,
one of them says,
19\8/3\8/5\5
6 A bl toutoumeni)
Lot us run awayi
).
=7u Xin‘wanyans i ka,
one of them eays,
B A hi tumbalent!
Lot us hidal
in
w9n Kau'wanyana xi ku,
one of tham says,
O
10 U kongama hipal
Ha's aiming ¢ uel
aila xin‘wanyana x4 ku,

one of them says,

b vt
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12 A bl n'wl chavi hinal
We, wo aren't afraid of himl
13/34 tos.an line 12
26.2.2
vagsion b

The only difference in version b, is the use, in lines 3,8,7,9 end 11 of
xin‘we in the place of xin‘usnyana, l.e. ‘one Bays’

26.3.1  Body movements

line 1: five fingers pointing upwards in a symbolic textual movement

1lne 21 arms up to indleate a tres, with handa moving around like
branahes, in a symbolic textual movement

ilne 61 6 oteps, running on the spot, in imitabive textual movements

iine 81 crouching down, ae if hiding

lines 12-14: hipe swaying, hands on hips, showing disdain, in an
oxpresalve textusl movement

26.4  Rhythaical analyuis

vezajon a With the exception of the firot verse line, based on Type X 8-
pulse patterns, all versa llnes are bauwed on Type I B-pulse pattarn, and
enjombement Lf a feature of this performance.

vezaien b Both Types I and II 0-puloe patterns are used irregularly, with
compenaation kelng & featurs,

yennlon &
veres

line StP

%) X x x x x x * {x

1 aul -nya~nyan‘owa  NTLEA-a  -mue// T8
2 6 B -o -NOAke WU -~u  -rhiff 618
3 xh -N'WA-mya-NA  -a xi =ik' 0// 6:8
4 wa ~NU wna NI xh ~BA mam' OFF 7:8
5 *4  «N'WA-nya~NA  -~a xI =ikt Off 6316
§ a -n bi TS -ISU -ME -EN' OFF 618
7 xi -N'WA-nyaens  ea xb -dkr O// 618
8 a =0 Bl T -mbe -le -on’ OFF 6:8
9 xi -WWA-ya -ma ~a  xd ik /7 618
0w ko -ngo -ma B -NA -a  OFf 68
1L xi ~a‘waenyaens  wn xl o <L k¢ 618
12 & hi n'wi CHA -AV HI <IN 748

13 A B wewi OHR AV HI I -NA//  T4B
18 A Bl aECNA -AV' NI I WM TiD




x % X X x = (x
1 swi -NYgeaysn'swa NTLHA-a  -pu O 710
2 @ ~he -ubla B e ~xhd OFF 818
a xL =4 en'weve  xf -1 kn  [wa 418
4 vs enw -na ni o %L <BA & -muwb¥ 718
5 aL i m'we-e  w (2 418
§ 5 Bl -L WU TS0 -ME -2 -NIAF 618
7 S R e | [s 48
8 & hA wi TU -mbo -le -e -mifd 618
B xi =i cmwews  xi -t 418
10 i ko -ngo ~me hi i «NRA -ad¥ 618
u %L <L swiwee  xh =i ku  {a 418

13 & KX uwlOHA wavt HI =L -WA//  T:8
14 4 BI n'wi CHA ~av’ HI -1 -NAMA® 18

27 TIMEEVA LRTIHARRRS

27,1 This poem, recorded at Mbhureni (Video 287¢ Taps 2+62), was the only
oen found which appesred o be & tzannlation from a known Englich nureery
rthyme, The 'Threo blind mice’ of Tdonga folklors are, however not blind,
they do not run aftor the farmer‘s wife, and their talle are cut off with a
hoo, sob with a oarving kalfe. Tho poem was sunp to A molody clomely
resanpling that of the Epglish nursery rhyma. The children’s body movamantd
aro dencriptive of the taxt, colnolding with strassed syliablow. No written
veraion of this poem haa boes found in Teenga Literature.

271,241
[ —
1 Timbeva letinharhu,
Thesa thraee mica,
{}Ammmmnangy
2 ‘Timbeva Xetisharhy,

These thrse mico,

1ovefs \e/s\s
3 2 tovtsuma kanjani|
Hew thaoy run!
/s\8/8 \B/8\8
4 T4 tautouna kanjonil
How they runi

s A vona wansati emurhini,
Re peoo the voman in the trae,
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{3 0.
A tsema nedla hi xikouu,
Cutting the tuil with a noe,
P == {3
‘inbeva letinharhu.
These three mice,

1t mbeva (9) ‘{gemeric) mouse’ (). The term may alac be applied to the

striped flald mouse which is hunted by emall boya during
harding. Either gleas would be appropriate to tha context,

27.3.1  Baly mavements

Siva ups thros fingors peinting upuards

(For the melody ascompanying this poam, mee Appendix IIT: 1

27.4  Ruythmical analysin

Tha rhythmical pattern im basad on Typa I3 G-pulse pattevn

1inos 1-2¢ holding up handm, showing thrae fingers in a symbolis textual
fovemant

Linen 3-d1 imitative running ateps

lina 6 imitative cutting movements, an with a large knifa, on tge-
ang xL'. We mote that thesa are knkfe, not hos ocutting “~
movemant

ire Tt

varse

lino a1p
x X x x x X x x

1 Bi ~MDB -va ls “ti  -nha wawp‘Q 718

2 th WWeB ~va le ~tL =nha -arh’O e

3 &l U -%SU -MA KA NOA -AN O 78

4 ki TSU 28U -MA KA NJA -AN O 718

§ a vo -n'vangat' s mm  ~rhi -ni 918

€ a PSR -ma nodl’ hi XX ke -mu 2.8

7 ti -MBE -va le ~td n arh'  7:8

28,3 TINYINPPU RE LETY

20,1

This chanted upiton poem waa rocorded at Sukani (Video 2001 Tape 2-
67). It agoompanien a game in which tha children walk around in a olrcle,
imitating whoop follewing eash othor. Structurally tha poem conplpts of two
atanzas, ocach mado up of a ropeatod couplet. Ne publiched veralons were
£ound,




28.2.1

5 s \ss
alw Miayimpfs bi leti
tere ars tte ~haop

/8 s\se
2 o4 lava mafurha

Looking for fat
374 ....e8 12

/5 \s 8 \s
#%= L karhele ti karbele
They are tired they are tired

/8 \& /8 \
§  mi khomana bi mincila
Holding each other by the tail
78 ....an8 5/6

2 The children were unable to explain why the sheep were ’locking for
fat”

28,3 Body movements asd gama

lines -4t Duuing this stanza, the children make two Btep-skip textural
baton movements in each verse line
Lines  5-8t During the second stanza, the phildren take four running

staps per verse line

burlng the whole of tha ‘game’, which oonsists salely of moviag around in a
circle, each child holds onto the ckirt or shirt of the child in fropt of
hex/him, liks shosp ‘holding each othar by the tall’, and this we ocan
deseriba ae an imitative textual movement,

28,4 Rhythumical anslysis

Regulax pattern of tha sacond type of B-pulse patterns.

FreT

L. vexae sip
RIS line
. x x x X% x x x
LA
a 1 &4 -NYT empfu NI =i L8 -e  ~2X 618
7 &L NA wa WA -a -}U -u  -RER 618
| 3 L NI empfu MR =i LE = -TT  6i8
. 4 ti A v M ~n  -Fu -u  -RAAHH 6:iB
" 5t KA -rhe LBt wrhe -LE 818
. 6 bi KNO -ma -NAhi MI -nck LA Bid
4 v 7 tL KR wrho -LE 4 KA wrhe -LE 818
~ 8 ti KEO -ma -NA B MI -ned LA 818
oL
2
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29 XSEMA TSEMA NHONGA YA NOA

29,1 This poom v well known throughout the recording srea. Threa versions
wera racovded, at Hlaketo, veraion a (Video 300: Tape 2-79), at Giyanl
yexsion b {Video 306: Tape 2-88), and at Burgermdorp veralon g (Video 311:
Tapa 2-96). The poam which is sung ln unisen, consists of a single twelve
verse line stanza.

29.2,1

PP version &
1 Teama too 5 yn nga, nhonge ya ngh
cut, cut my -hlck, ny atick

PO L P L)
2 Va voka endieleni, endleleni.
Thay put (it) in the road, in the road.

. 8. 8%
Ve 3 Va ta hindza, va teka va teka
Q_ Thoy will go past, saking (it), taking (it}
]
.

LI {he {30 £3eddefd {3e
. 4 Va lumbota Mobihani, Mabihoni,
Accusing Mablheni, Mablhand,

F {3 {3 43 dd s ()-
. 5 Mabihonl xa Ngwesya  xa M
Habihani of the crocodila, of e oracotine.

R
[ nnqnu-n. tundundy, tundundu
Little drum tundundu tundwndu

-
7 Xa ku beba Hiavatd Hlavatd .
& carsias you Hiavati Hlavatl.

-
8 Misvati u nga rili u nga ¥ild,
Hlavatd, den't ory, don’t ory,

_—

L e— e
$ 1 wanana a vuyakn a vuyska,

Here iu mother coming hack coming back,

o
10 A vaya na sila mbilu, sila -nuu.
toning back with & {729).

11  Rhangs rhanga xa ku tata wbita na rihlelo
Pumpkin pumpkin to £111 a pot and a basket

P



PRI RR S

12 %ihwkul Flhweu! Diomul
Jerk) Jorkl In the watarl

it whonga & ‘walling stick ox club’ (C}
4:  lumbota carries the connotatlon of a false accumation
Mabihsui porsanal name
6 ngomsma  (9) ke the large drum used during circumcision eitesj it 1 also
Ehe name glven to the rites themselves.
agewana > xiugomana {7) a emall inltistlon drum

T -beba  is & contractien of -hebula ‘to carry on the back in a baby
sling’ (c}

10:  -siln ubilu Literslly 'to grind the heart’, but tha meaning is unalear

12t tlhukul  (Id) ‘o jerk up (child on mothex‘s back) {C)
dlomut  (Id) ‘from -dlomuts ’*plump into desp water a8 a big mtone’
©}
29.2.2
vermion b {odyani} .
tine 3¢ va ta hundso ~hundsa = ~bindsa

thay will pase .

ling 1 Mabulank ~ Mabihani, another trisyllabie parsonal name
Line 51 Msbulani N'walNgoms Mabulani tha daughter of Ngoma
ina 1 xa ku rils ‘erylng - personal
name}
Ling 104 cmitted in this veraion
ltne 111 rhlkl rhaka remall thorny pumpkLn, adible frult of a
reapar, #lze of a hen's egg, rod' (C)
Une 121 aukveuwksl (1) ‘hurl far away, with one or both hands’ (C)
voraion g {Sorgeradorp)
Iina 2: Ndzi yd veka endloleni,..
Iput Lt in tha road.
10 4 Mabiheoa ~ Mabihoal variant forma
e & Mabihona wa Ngwenya Mabihana, the daughter of Ngwanya
1ines 7-81 omitted in this varaien
267
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Line 10: w vuys ma siya mbily
As in yersion a the meaning of this is cbscure, -alya ‘to
lesver

Iino 11: rhokarhska ra manana ya matata mbits ga rihlele

Hother‘s iittle pumikin, Filling the pot and the basket

lines 12-1%a:  Cukucuku! Dlomut Pela nambu!
Throwing away! Into the waterl cross the river!

Fwale ka Vagwasbe na Vachopi
Over there at the place of the Guambe and the Chopi
at the place of the ancestors

29.3.1  Body movements

bending down, two textual movemente down-up, Jown-up of the
whole torsa, imitating the zction of putting wowathing down
on the ground (line 2) and picking somsthing up Off the

Mnes 2/3

qround (line 3)

Line & 6 rapid but not lsochronous claps on the syllables of
tundundu, tundunde

e 73 hands held together, behind the back, palmu up, on the hips,
in a textual movement {mitativa of holdiag up the bustocks
of & baby

line 10¢ & imitative textual grinding movements, the hands moving
wrist doun in a grinding movement on an imaginary stona

yersion b

“ha two adult ladles einging this poem in unison, kept up a steady 8 claps

per verse line with the sixth clap falling on the silent pulses as shown in

29.4

¥ersion g

line 13 two imitative textual wmovements, showing the sction of
cutting a branch, on aho- and ra

Lines 2/3: a8 in version a, imitative Lextual movements of the torsas,
bending down

lina &3 8 regular textural drum tapplag movements on xingos-ea,

(For the melody accompanying this posm, ese Appandiz IT:299)

9.4 Rbythmical snalysis

ALl the verse lines, in all three varsions, are parcaived as being organised
by the 1g-pulse pattern, initiatad by a stressed pulse. Intralinear
breathing 48 a feature of these performances, with resulting run-on versa
ilnea. Regular pulsation tends to break down a .er verse line 12.

e N ey e mmatT———r 22




yergion &
verea
1ine

T x x x X x x % X xR X
1 toe-ma tse -ma nho -ong'ya - nga-a O #
2 va-a ve -ka ‘NDLE-o -la -e ~mi-i O # '
3 va-a Biudsa VA -a  te e kara 0 £
4 valu -mbe-ta MA ~a ~-bi -hu-NI-i O F
5 Ma~bi -ha -al XA -n NGWE-a-NYA-a O #
6 XI «njo-ma -na TU -u  -NDU-u-NDU-u O #
7 xmka be -ha HLA -& -va ~ati =i 0 #
8 Blava -tiu nga -a xh ~ieli-if uw
s ma -na -na A -2 -ys-ko-o O #
10 a vu -yama ST -la MBI -i ~LU-u 0 #
1 G
veraion b
1 TSE-ma ISE -ma NHO -ong'YA -a NGA-a O #
2 VA ve -EA-a ‘NDLE-a -LE -e -NI-i 0 #
3 T -e -KA-2 0 #
4 VAalu -MBE-ta MA -a ~-B'LA-a -NX-iQ
5 o #
& 2 #
7 o #
8 £ u
k4 g 2
10
vegeion g
1 tse-sa tge -us NHO wong'YR ~a nga-a 0 #
2 ndal yi ve -ka ‘NDLE-e ~lo e ~mi-i 0 #
3 va ta by -ndza VA -a  te -o -ka-a 0 £
4  valu -mbe-ta Ma -a ~b'hava -oa-a 0 #
5 Ma-bl -ba -na wa -a Ngwe-a-nya-a O #
6 XTI -NGO-MA -NA tu -u ~ndu~u-ndu-u 0 #
7 4 ma -na-ma a -a  ve -ya~ka-a 0 #
8 w vu -yauna a‘va-a abi~i duew 0 F

x

nho ~ong ya nga //

VA -a

x x x

-le ~ai /f 11:16
10:16

g
:

¥
H

MA  -hehamad ~i /) 12116
I Hgue Wi /1 10116
™ -NDU -NDU// 10:16
Bla -a  -va -ti // 10116
ngs -a -rl -li // 11116

vu ~ya -ka // 12118

SI ~la MBI -lu // 12:16

O -ong’ YA nga //
‘¥oRE-le  -E -ni

VA te - -ka //
A

aho

va  -YA ~ka /] 12316

~omg’ ya nga // 12116

‘NDLE~e  ~le-nl // 12116

va
Ha
e
tu
s

o ~ka 10:18
-8 -bthe-malf 12:16
-2 Ngwe-aya// 10:16

s'ya~sa mbi -lu // 12:16

in

[Publighed versiong of this poem are found
gane 120 with to B,

L. wiSh 145-6 and Ln
1Appandl.x II1:310-311)
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30 VAWA VANA VANA VA NOA

30,3 Thie chanted poem was recorded at Burgesedorp (Video 320: Tape 2- 111:.
It accompanies a game which resembles the Western oranges and Lewons. The

poes consigts of two stanzas, the second being & repeated couplet, and :hese
stanzas are regested throughout the game. The stanzas are antiphonal, the
meaning being conveyed in the firat of the two stanzas by tha words of the
caller, and by both caller and the reeponding choral words in the second
stanza. Some of the worde of unclear meaning, with the meaning of tha

first stanza belng particularly obecure.

30.2.1

is Asis \B /s et
w1= (5) Vana vana van (ch)  valanga
Children, Ehle:EH my children Vulenga

18\8 /8 \s /8 \8 /8\s

2 (S} Va nga held hi mintlhambi (ch) vulanga

They cannot be finished in great numbers Vulasga

/s \e /s \s /5 e /5 s
w3= (5} ¥4 ku x4 ku xa oghens xL ku, (ch) i mita chela
Saying, saying sa it enters, it says, It swallows the frog
4 \.s.28 Line 3
3:  hi mistliambi literally ‘like herds’ i.e. {n great numbera
30,3.1 Body mavsments

Bach verse llne has sight textural buton steps.

30,3.2 Gams

The game ie played exactly ap ’Oranges and Lamons’, but the words and melody
6ar no resemblance ko the Western tune of that name. Two children, who have
peevicualy each chosen a favourite object, stand faclng each other, holdlog
nands in a high ach. The other children pase through th. arch, ruaning in a
large circle while tha verme iines are esung., On the repetitlun of the word
mita the axms come down and the ‘frog’ is ‘ewallowed’. The child thua
caught listens ta the whispered names of the Chosen cbjects, decides on one
and then etands behlnd the child whose object it is. After the lagt child s
caught, a Lug-of~war takes place, and the atrongeat team ls the winnar, In
the particular performance recorded, the two objects ware xikhut uuhe
movhA ‘a scocter or 4 car’. Maroen describes this game in hia collagtion of
boya' games {Marolen,1954:63-4), with the title Xitimela na Miti 'a train
and water’.

30,4 Rhythmicsl snolysis

Regulaz Type I 16-pulsa pattern occura in performanca.




verse
1ine 5B
X xxx X x ®x x ¥ x x x X x x x
1 VA-a-A-na VA -on VA -na VA nga § 4 vu -LA -a KGR O 11316
2 VA -a -A -ngs BE -1i HI mi -NTLBA-mbi @ * va -LA -2 NGR ## 11:16 :
3 XTdu-Uxi KU xa NOIma XX ks © % xiMI -ta CHE -la 14316
4 XIke -~y xi KU xa NOGE-ua XI  ku § * xi MI ~ta CHE -la 14116

21 VONANI N'WANA WA NGA

31,1 Thia sung poen was recorded at Sukani (Video 335: Tape Z-135f. In conaist .
of five call and response couplets. Thess are antiphonal in form, although

the children sang the whole poem in unison. In structure, the poem resembles

closely the characteristic folktale form, but no references to it has bsen

found n the published folktales.

3.2.1

=1= Vomani n'wsma wa nga '
See my child

N
2 sekurende kurende kurends
Sekurende kurends kurends
=3 U ala na ku dya B
Ho 18 oven rofusing to eat
4 ....28 lnez
5% Nrwona wa nga hince
¥y child hinco -
& Hinco, himco M

Zinco, bince

=7a N'wamadleve hincs .
baughter of Big-ear, hingo

8 ....as lina &

=8= 6i ya dlodle hinco
Wa are going dlodle binse

16 ....58 line 6
S 6:  Nyamadleve (ls) liberslly ‘daughter of Big-ear’. The use of the olass
: 6 noun prafix ma~ gives, in Tacnga, the connotation not only
. of eomething big, but also something ridiculous, and its use
§ conveys alea tho senss of stupidity.
b 7 el this Line is cbscure in meaning, even if this is read as the
A Zulu form of the Subject Prefix, first person plural. Ho
M 4 . 271
P
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31.3.1

lines

For the words sekurenda, dlodle or hinco ¢ n be

of fered.
Body movenents

(e chtidren jump down to a crouching ponition on each

terance of kupende. Thie movement, togethsr with the uee
o Nrwanadlove, may b an imitative textual movement, since
the torm 1s often used to refer to tha hare in Teonga
folkeales,

2 and 41

(For the melody accompanying kthia pasm, ess hppendix 11:299)

31.4 Rbythaical analysts

The first two couplets are performed to Type
rest of tha

verse
1ine

II g-pulee pattern while the
goem follawe Type I S~pulse pattern

X x x x X x x (x

-na «ni n'wa-ma wa aoga O // 7@
K'RE -nde K'RE -nda &
ai ke dya ~a O /) 68
£/RE ~nde K'Ri ~nde O#f
w2 zga bi  -nce -0

32

32.1

=0 =0  hi

=2 =0 hi
dlo

XIXHONGOLOTANA

This poom,

aung in unlpon,

-
~die ~ve hi -ngo -

e -0 hi

“nco

-nce ~o
-nce -o

was recorded in the Glyani area on four

occanions.

Each version has a different number of three veres line stanzas,

vezslon &

yergion b

veratep &

Yernion ¢

Mbhureni (Tape A-141)
22 4tanzas plue one ingomplate finel stamaa

Hlaketo (Video 340t Tape 2-172)
19 stanzas plus one incomplete final stanza of a
different form from the other stanzas

(Tapa 2-20 - no video materisl ia available
this becauss of an accidental over-ragording).
33 svanzan plue an locomplete final stanza

Ngova
for

olyant (Video 360: Tape 2-251)
24 stanzas, with a final inaudible stanza which would
appear to ba of a diffarast form,



column A
©¢ 1 xikhougolotana

cc 2 rharhu

€ 3 rinhn

¢ 4 tihomu
zc
rc
P

cc B tila

cC & n'wsna

"
3

M
8

e 5 tile

€C & n'wans

CYCLIC STRAUCTURE AND DISTRIEUTION IN

Z{KHONGOLOTANA

column B

1 vuyokoyokwani

2 ntlhaambi.

3 enxinkobyanini

4 xigene

5 enblarukweni

Total nunber

of
stanzan

913

T W A

FOUR  VERSIONS oOF
versions
a L) e
2(1-6)  201-6)  Z(1-&)
27-12)  2(T-12) (1A
3(13-21)  3{13-21)  3(13-23)
4(22-33) 4(22-23) 4(22-33)
2(34-29),
3(34-42)
5(34-48)
2(43-48)  2(40-45) 2(45-54)
2(49-57) 3{46-54) 3(55-63)
3(58-66) 1{55-57) 4(€4-75)
5(76-90)
2(91-96)
1(97-99)
+1(67-8) +1(58-80) +1({100)
2241 1991 2341

d
2(1-6)
2(7-12)
3(13-21)
4(22-33)
2(34-39;

640-57)

2(58-63)

3(64-72)

40

24




PEESINRL AR,

Bach veraion is made up of oycles, each dealing with ons topic which we
Qefine for analytical purposes by the 'head word'which introduces it. §ix
aycles ware common to all four versions, and comprise the gama numbex of
atanzas in each version. We call thess CYCLES, abbreviated to CC, and
numbered 1 to 6, and tha hoad words ara as followa:

cc 1 xixhongalotana “iibtle millipede’
cc 2 rhorhu ~ rharni ‘father’ (obEolate noun)
3 winku ~ rishi ‘thin sbiek’

- tihomu ‘pattle’

e s tilo i

e § a'yaa ‘ehild’

There are, further, five oyalas, <t common to all veralons, and comprislng
Qifforant numbers of bkenzas . she different versiony, which we call
PARTICULAR CYCLES, abbreviated to BC, and numbexed 1 to 5, and the head
worda are as follows:

re 1 viyokoyokwani huliasallcor varsiorg b and g

BC 2 ntlhasbi. herd! veralons a 2nd @
eG 3 enxiakobysnini 'm the little valley vareion ¢

PC 4 xipens taenbok ' _;mm A, Randg
¥ s blarukeend  at the aeifr’

The Pable facing, gives a structuxal comparison of tha four veraions. Column
 gives the Common Cycles, column B glved the Pareicular Cyolas, and the
£inal four columns phow the structure of each version, uveing the cenvention

2{1-6)  ta ba read as ‘two mtanzas {varse linem 1-6)’
3(29-57) to be read as 'thres stanzas (verse lines 49~57)'

It will he apparent from Table T amd from the textual trangoriptions tnat
the poetic wara highly The longest veraion, v

8, has been ohosan as tha basic text., The oyalos hava been indicated by
vertical bracksting. Cycles conclude with the £lnal verse line of a otanza,
whioh introduces tha new head word of tha following ayele. It will be
reaslled that the Ngove vere and the
length of this veralon repragonts, mot Ao much now meterlal within the poem,
or significant differances between Lt and the other veralons, am the
ropotition of the content of previcus oyoles, with the substitutlon of & new
hoad vord. The ohildren oventually stopped singing only becauss the adulte
in the awiience bagan to grumble, and ons had the olear impresaion that they

aculd happily nave carricd on olnging for mush longar in the eame faghion,
Differanses betuoan yo xalon g and tha other verslona are discussed in 32.2.2
bolow.
32.2.1
R wlo  Xikhongolstons mm - cyees

! . tittle millipade mm

2 Xikhongolotana
Little millipeds

e ——————




3 XL khongotela ndzilo ma

Encourages the fire mm.

-—=> CC 1 xikhongolotana

«i= X4 kbongotels ndsilo ma

Bncourages the fire mm
5 Xi khongotela ndzilo

Enoouragss tha fire
6 Rbarhl wa ku wa b

Your father is coming mm

{From this point on, repeated verse
Lines will not ba givem in full} =mmmm

a7 ....28 line &

8

Rharbi wa kn we

ta

Your father im coming

9 U tels ku tsemd mo
He is coming to cut mm
“-=> €C 2 charhu
=192 \,..a6 line 9
11 U tela ku taema
He is coming to cut
12 Riubu ra mblngu s
The thin stick of the stake mm~-
=13% ....28 line 12 -
14 Rinku ra mbingu
The thin stick of the stake
15 Ra matahsketand ma
Of the cuckoos mm
=16« ,...88 line 15
17 Ra matsheketani
of the ouckaon
-e-> CC 3 vhahu
18  Tehekots roxe mm

Narrate alene mm

.88 line 18

20  Tsheketa roxa
Narrate alena
21 Tihows ta Vahlave mu

The cattle of the Vahlave mn




a220

23

23la

az

=34m

a8

.an line 21 —

Tihomu ta Vahlave
The cattie of the Vahlave

A vl dyd byanyd we
Do not eat grasa mm

o038 lina 24

A ti dyd byanyi
Do not eat grass

T4 dya valulvani ma
Thay est walze tasslen mm

a8 ilne 27

74 dya vululwani
Thay eat malza tassles

Loko va hulelv mm
When they have thrended (them}

o088 1ine 30

‘Lako va hulele
When they hava thresded {tham)

Exinkobynnind mm po—
In the little valley sm

tssia8 Line 33

Bxdakobyaainl
In the littie valley

Ru nga felu rhavhe ms
fihare father died mn

as line 36

Ku nga fela rharhu
Where fathex died

Rharhu Halengedsu ms
Pather Halengedzu mm

+vevn8 lina 39

Rharbu Halengediu ‘

Fathor Halengodzu

Lengedau-lengedzu mm
Langedzu-langodzy tm

276
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=43=

44

249

50

53

a528

83

54

wg5s

86

60

=6le

62

&3

tre.38 Line 42

Longedzu-lengedan
Lengedzu-lengedzu

Xa dliva tllo =
It bumps the eky mm

.a8 lina 45

In dliva tile
It bumps the sky

Tilo vi vuya me
It is raining mn

vevea8 line 48

Dilo xi vuya
Tt Le raining

R4 yuyela n’wana sm

It la raining for the ohild mm

vv.a8 line 51

RL vuyela n’wana
It is ralning for the child

N'uana Ktahikiwona me
The child of Ntshikiwana mm

roreaB line 54

Niwana Ntahikiwenn
The child of Ntmhiliwana

Xn ku tohwuka ngopfu me
The very red one fm

+isvn8 lina 57

Xn ku tshwuka ngopfu
The very rod one

XL nge xipeme mm
Like the atesnbok mm

ver.a8 lino 60

X4 nga xipena
Like the mteenbok

Xipeno xa mananga mm

-=-=> €O 5 tilo

swes> € 6 Bfwana

The staenbok of the desert mm we-
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a64s ... .ae Line 63
€5  Yipene xa mananga
The steenbok of the desert
~~-~> PG 3 xipene
66 A xiL dyl byanyl ma
It does not eat grass mm
nas 25-32, but with the

67-74 a8 1
headvard sipane repiacing ¢Llioms

5 Fuhlarukweni mm
At tha delft oo
76~90 .,..as linea 34-48, but with the
word enhlaewkweni raplacing m-|-=~=> PG §
exinkobyanini.

enhlarukwens.

91-96 ....a8 lines 49-54 waemfoe—m> €C B tilo

97-100....a8 1ines 55-59, tralling ----|-=-~> CC & n’wana
off into sllence because of adult

Inpatience
-Khongotels ‘to encouraga’ ham probably been substituted by the
ohildren for the mors uaual -kondletela ‘to poke up a fira’

riohi - rishu (u)

mhingu (9} ‘a peg

e thin wand or stlek (C)
ke’ (€)
The menninq of this verse ilne is obecure

The meaning s wnolsar. tsheketani (9) 'red-chested ouckeo (mutecouyx
eolitariue)’ (C) would normally have a plural in Class 11,
1.2, titshoketani, Matsheketi\l might however be a reference
«to somecna well known for wskill as a parrator of the
mitsheketo 'folktales’, < w=tsheketa ‘te tell tales or
narrate’

rs, eaten by cattle

valulwani - valelwanyl (14) ‘tassles of malze
<)

attar thrashing’ {
hulele < ~hulela ‘thread or string, as beads or fiah' (C)
Malongedaw pomeibly a Gurname, the final ayllables of which are
4

rapeated as euphoni¢ repetition in line

‘knock one‘s head againet eomothing which is too low, as

inkel! (g}

~diiva

tilo ri vuya litorally ‘the sky Ls coming back’ but often said by

Toonga spoakers of rain falling

e o —— TR



22.2.2

Wextual diffarences aro discussad below for sach of the othar vexsiang,
ueing the cyecle headings. The aquales sign = is used to indicate that no
dltferencen exit hotwaen the version under discuselon and veralon g as
glven abova.

varelon &  Mphurenl

xikhongolotana =

vhartu =
#inhu =
ihomn 1ine 245 byasi which ls a Gialectal variant of byanyi

ine 291 vulungwand (14} ‘variety of red besd, kind of hard-
shalled omall frult used as bead' (C)

ntlhanbi line 33: N'angs yi na ntlhambi
the herballst has @ herd
Line 34, ., .28 linu 33

tine 36 Nbihembi wa tiuyarhi
A hord of buffalo
line 37-8....an line 36

Line 3%1 Wu ya dylwa tile
It (tha herd) Lo being eaton by the sky
Tho meaning ia not closr, and Lt could ba that tha
chlldron have oubatituted dylws 'to bo oatan' fur
tho loos uoual vouh ~dliva

tila =
nuana a
xipena linoa £8~65, as in o g, are a repatition of the tihomn

zozalon
oyaly, with xipene au haad word

The fourth otamza of this oyole Lo incomplate and of
diflerent foxm Erom the prooeding dtanzas, and bringn tho
porfmance to a ologe

1400 871 Loke va hulale
Whon thoy have throaded {them)

ine 8¢ Khawa! Khowea! Khaws!
Ideophene, probably dervied from ~khawska ‘to coaga
to flew, to do an ncoustomed thing; abandon a
habit! (€)




yersion B
xikhongolotana
saorhu

wimhu

tibomu

vuyokoyokwani.

tilo
a’wana

xipena

yezaion o

xiyhongolotans

rhasin

AT GG GYTRPE FEFT NN 20—

Hiaketo

line 18: wexe Exclusiva Adjective, Second Person Singular in
in place of roxe

linea 33-5: vuyokoyokwani "lidecphone derived from the
behavicur and chatter of the bird mayokoyokwani Jardine's
Babbler, which seated in a large flock makes a loud and
continuous noise. Hence, figuratively, the behaviour and
talk of & village in which everybody ia dissgreeing with
everyone slse, and nobody listening o what the other person
ways.® (Personal communication: T R Schneider)
yokoyoka (S) ‘red~billed hoopos’ (C) would give the same
derived form for behavioursl characteriatics - there is thus
lack of clarity se the meaning here, except that it
possibly refers to hehaviour 1ike that of birde.

Thiz cycle coneiata of anly sne stanze in this veraion

linas 5§-7: xipenc xa nhova
the steenbok of the bush

1lines 58-60 make up the final stanza of the poem, and have a
differany, stanzatc structure from all other stanzas

Rhaputala byasi
Hibbling the grasa

Rhap! Rhap! Khap
(Tdeophonic repetition < ~khaputela}

Note: the first atanza in thie version consists of two verse
lines only, corresponding to linea 2 and 3 in the other
versions, thus for ths eake of consistency, the mumbering 18
retained. The bilabial hum wm which characterises the other
three versions s here performed as & lengthened vowal i-i
sung on ane note, and it 48 not melismatic am in the other




rinby

possible

lines 2/3

Linea 24-6

line 27: vulungwani as in yersion & above

tiomu
vuyokoyokwani  line 36: Nezi hlaugene oa atlhmambi
I met up with a herd
lines 37-8...28 line 36 R
nelhembi The cycle comsista of 6 stanzas
line 423 Wa lonqolo ile
Fatking ln singlo file
linee 43-4...as line
ine 45: Wu ya xila tate
t i8 crylng sister
1ines 46-7...as Lline 45
Line 48: Tste Maleageds
t:er Malengedu
. version g, lines 39-44
1ines 49-50....a8 line 48 o
like 51: Lengedu-lengedu .
Euphouyic repetition
iines §2-3,...a2s line 51
line 54: Xi y& diiva tilo
t iz hnmpi.ng the sky
tilo - R
neusas The poem condludem with the final verse line (72) of this
cyale, The final stanza wam & barely audible rush of words,
£inishing with chodoe!, an exclamation often used to N
conclude the narration of a folktale ¥
32.3.1 Body ¥ovements .

yarpion & Mbhureni

This veraion was recorded during the exploratory trip, hence no analysis is

yezsion b Hlaketo

The body movemante of the children eanLng thin version of the goen are
mainly initativa textual a
vetbal radicals, and repeated on --ch c:uur;‘nn:e c! the radical.

with

¥hongotela  imitative action of poking a
wa ta

trean

imitative backonlng movement vena and aem
imitativa cutting action

a ki ayi imitative action of eating

281



T lines 27-¢ i dya imitative action of eatlng
We note that the action is expressed by a negative
varbal form in lines 24-6, and expresssd in
positive form in lines 27-2, but tha hand-to-mouth
movements are the same for each case
lines 36~8 dlive tilo arme raiged in symbolic textual movements to
indicate the sky

lines 39-41 vuga imitative arm movements, showing the action
of returning

lineg 48~50 bshwmka a aymbolic textual movement, the hand brushing
around and over the faca to indicats lts redness

linea 57-8 khaputela imitative movements o indicats eating which are

repeated in the final veree line with the uttarance
of Rhap! Khapl Khap!

(version ¢

o description possible due to accidental over-cecording)

vezsion d

Na observable body movementa

(For the melody accompanying this poem, sse Appendix II: )

32.4  Rbythaical asalysis

This poem is the only one in the colleckion which shows regular patterning

of §- and 12-pulée versa 1lnes, in the order 12-8-12 for oach atanza.
Without exception, the verse linem are imitlated with a stressed pulse.

version a

verse

Line g2

T x x x X x %
r x x x X x x x % x x %
1 %L -kbo -ugo -lo -ta -& na O m 0 0 72
2 *xL  -Kbo ~ugo -ko ~ta -a wa O /f 818
3 x'kho -ngo ~te -Aa odsh ~L -lo 0 m m #F a:12
4 x'kha -ngo <te -la pdzi-i -lo © W W O O 8:12
5 x'kho -ngo ~te -la ndzi =i -lo O // 748
6 vha ~rhiwa ku wa -a ta O m m ## 7412
7 rha -rhiwa hu wa -a ta O @ m 0 0 7:2
8 vha -rblwa ki ws -a ta O J/ 618
3 e -la ku tse e -wa 0 @m m #F 7:12
10 W ke -ls ki tee s -ma 0 m @ O O 7:12
u W ta -l ku tse -a -ma O // 6@
12 €L -ohw-u Ta whi - mgu 0w & A 5:12
13 i -obu-u Ta ohi -i -agu0 am 9w O 0 6112
24 ri  -ghw -w w2 mhi -1 -ugu O // 5:8
15 Ta ma ~-tshevke -ta ~a -tz & m m A 7512
16 ¥a wa -tshe-ke ~ta -2 -ma O 2w @ O 0 712
282




b o e e D R A A

x X ox x x
o
o m wm
¢ = m
o i/
¢ = w
¢ = =
L7
o = m
@ a w
o
¢ = =
6 = m
L
© a w
¢ 2 =
[z
¢ = =
¢ = m
L
¢ = w
¢ a =
o
@ uw o=
¢ = o
L
¢ a =
@ u =
o 1
-la o a =
46 i vu eye -la m'wa-a -ma 0 1w
47 ri vu -~ye -la n'wa -a -ma O //
48 nwa ~na Nbohicki -wa ~a  ona O m @
49 wwa -na Neahi-ki -wa -3 -na 0 m &
50 a'wa ~oa Neghi-ki wwa -2 -na O /]
51 w0 m =
52 -pfu 0w om
83 ~pfu 0}/
54 e 0 m =
55 e 0 @w =
86 ~ne O [/
57 cnga 0 m om
59 aga 0w om
59 ~uga 0 /]
60 20 m =
61 L 0 » =
62 =i 0 /]
& e 0 moom
" 6 s ¢ »ow
65 s o 4/
v ,1’ 85 “le 0 a =m
TR 67 “le o //
P ] [ ~wu 0  kha -a
‘ 4y
b 283
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1
x o« x x £ x x x ¥ & xx
e w6 0 = @ @ 0 62
e -me 0 // 518
! o ~va 0 m m # T2
% e wwa & m om0 0 7:l2 .
o wva 0 7 618
“a -ai 0 w m # T8
~a -ap O kbha ~a -ap 0 318
1 xklio o -ngo a w0 752
2 x'hho -0 ngo 618
3 x'kho ~age -te x w #4812
4 x/kho ~Bgo ~ta n om0 812
5 x'kho ~nge -te T8
6 rha -rhi va x m #T12
7 o -rhi wa n om0 7112
8 wha -rhi wa 68
s n e lav mom o gEBIL2
10 u o ts lav n a0 812 “
1 oot lav! 7:8
12 Tl -mhu - ™ om #62 .
13 £ -phu -u s om0 612
14 wi by - 5:8
15 va ms  ~tshe W om # L2
16 ¥a ma  -tshe ® om0 72 .
1 ra @A -tehe 618
18 tahe ~ke ~o mom A 612
19 tata whe -e x m oo 612 .
20 tehe ~ko =a 518
21 t'ho - ta 5 om A 812
22 t'ho -gu ta ® w @ 8uz .
2 t'he -mu ta 718
24 [YRRY mw #f 62 '
25 a6 =i a om0 &2 .
26 & ow =t 518
27 € daya va w om 702
20 € aya va w moo 72 .
29 £ dya va y
20 lo ko va m w12
3 lo ko va a om0 712
32 o -ko va 618
2 e e ke B w472
34 o ¥t wnko noow oD 712
35 ®  -xL -k 618
% W uga g0 m w72
F ku  nga fa = om0 7112
38 Xi nga fa 68
E xha ~rhi M2 n w2
w0 rha  -rhi Ma m om0 7112
a tha ~rhi Ma 618
a2 ls  -nge -dau w712
k 43 1o -uge -dau » om0 %a2
285
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~nge -dau
dud

vu  -ys
~un Neshi
-pa  Neshi
“na Nshi
ku  tewhw
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&7
68

(Written verslons of this poem are found in the Nedan'wisi and Rasengane
collections (Ntean'wisir33-4; Rasengane:21-2). The Nisan'wisl varslon
consista of meven stanzas, each made up of a palr of stanzas of simllar form
to thoms Odescribed above, The Rasengans veroion oondlsts of thirkeen
sranzaa). (Appendix 111(312~3)

33 xINAKA

+1  Two varsions of thia rhythmically chanted poem were recorded, at
Mphureni (Video 372: Tape 2-274) and Burgersdorp (Video 380 Tape 2-288). In
Both taxts are given in full. No literary verslona of this posm havo been
found.
32.2.1
yesnion 4 HMbhuroni
Thie conslets of an initial verss line, or call, followed by six three-linad
atanzas. The content of the verso lines i rapetitive, belng based on a

1

single sentence, at the beginning of
oach gtanza and repaated with elight variatlone throughout tha stanza.

ats Xigpnal Xinana! Yinanal
Toad! Toad! Toad|

0
2= X41 X4 ku ndai bebut
¥it It says, osrry mo!

3 24t Xd kn ndai boby,
X1 It says, carry me

i N
a ®azi beby, ndad bebu.
Carry me, carry me.

O
ags Xil Mina adzo ala,
XL1 Me, I just refuss,
[

s Xil Hina ndzo ala,
xit Me, T just refuss,
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11

21

=10=

algn

20

xinana ‘short-lagyed toad (Breviceps mocambious)’ (C)

bobu » =bebula ‘to carry on the back like a baby’ &)

0 [t
Ndzo ala, ndzo ala.
1 just vefuse, I just yafuso.

X4t Zoua xo rila,
Xit 3£, it Just aries,

{1~
X1t Yona xo rils,
Xl b, it jusk cries,

[t {4
%o rila, xo rils,
It just cries, it juet cries.

xil ‘vuna va kona,
Xit Those children,

X41 Vana va koun,
X4l Thowa children,

va kona, va kowa.
Those ones, those ones.

Xi1 Va dylle owilo,
Xil They have eaten things,

X4t Va dylle swilo,
Ti1 They have saten things,

Bwllo, awilo,
Things, things.

X1 Kbwird ra kona,
Xit That stomach,

xil Rhwiri rs kous,

Xi! That mtomach,
=0O- i

Ra kona, ra kona.

Tbat one, thet onme,

b {de
il Pfopfenenc
Xit Pfopfeneno!

+ecean Line 20
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R,

3t pfepfentne appears to be a meaningless jingle

veralon b Burgersdorp

rm version coneiets of nine three-line stanzas of simllar form to thoss
{L.e. verse lines 1-17 and 21-28). Vares lines 19-20 and 30~31

are mamingions Jingles. The initlal intetjectien, by a selo velcer ia

j uaually a euphonic rendering of the root syllable of the head word of each

sentance or phrace in the stanza. It should be noted that the title differs .

elightly from thav of yeraion , but the content is €0 eimilar that the twe

poema wore grouped together for analytival purposen.

XTL XTI RT XINANA

™ {3
& sl= X4t XL vl xinaos,
X4t It boing & toad,
{3
2 X1t X1 ¥l xinana
il It belng a toad,
v [
5 3 Xinana, xinane,
o A tond, a toud, N
i N .
4. ¥ [ 4w it XL kn ko wina,

xii It sayo to we,

{0

s 2l XL ku ks wiza .

Xi! It nays to me,

i {3

6 Ka mina, ka wmhoao.

To me, to me.

» +

=70 XL{ X3 ku ndsd bebu, .

41 It saye, carcy we,

O
[ Tl Xk ku ndai bebu,
Xit It says oarry me,

Ly o o
LN 9 Ndzi bobu, ndzi bebu.
at carry ne, oarcy me.
!
] 0On
. @10 i1 Hina ndeo ala,
o MLl Me, T juot zofuse,
by
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12

1

B16s

a19m

@24m

[ths
Kit Mine udzo ala,
Mil Ijust vefuse,

0" 0~
Ndzo ala, wdzo ala.
T just rofuse, I just refuse.

Xot Xona xo wiia,
Xo! It, it just cries,

O
¥o) Xons xo rila,
Tol It, it just cries,

1 O
o rila, xo rila
It just erlee, it juat orienm.

-0
Xhwk! Kiwied ra kona,
Khwkl That atemach,

Khwil Khwird ra kona,
Khwil That etomach,
“0= =0

Rs kona, r6 kena
That one, that one,

el tacnoneuje
Tuel tacmonenje

& line 19

)=
val Vana vn koma,
Val Those childrem,

)-
val Voan va kona,
val Those childron,

va kona, va kena.
‘Thooo onep, these ones.

)e
vai Va dgile swile,
val They have eaten thingo,




1

)
vat Vs dyile swilo,
val They bava eaten “hings,

Bwilo, swilo.
Things, things.

0
Kuwi! Khwird re kova,
Rbwit Irs stovach,

i
Rhwi) Xhoiri ra koma,
Kwit Its stomach

O
23 ona,
That one, that one-
0 Tsel tsenenenje!
wye! taenemenjel
a +.v.an line 23

¢ taa tesnenesis are meaningless syllables
32.3.1  Body sovemests

The accompanylng movements wers stronger Ln verslon b, which is taken for
deacriptive purposss hare.

Afne 2/ textural baton movements by hand

linea 4-61 Both hande brought up to chast in indicative textual move-
nants

1ines 7-9: both hends up &nd over alternate shoulders, as if putting a
baby on the back - four imitative textual movements

lines 10-12:  shouldexs shrugging in rafusal ~ four expressive taxtual
movements

linea 13-15:  hsade & eysa, corylng movementc - four imitative testual
movements

1ines 16-18:  hoth hends held in fromt u{ stomach to show its huge Alzz ~
four descriptive movemant:

linas 21-3: right hand out show helght of the children - four
descriptive movement:

linas 24-26: han fo mown, fwee imifative eating movements on the
syllable mwi-

lines 19-204

both hands held in front of otomsch = four daseriptive
textusl movements. We that these movements do not
coincide with &the word Wnwirl ‘stomach’, but with the
Imperacnal Absclute Pronoun. They could thue be called
textural, rather than sympollc textual movemente.

E Rt e




« p~.4
|

33.4

In w
line,

Riiythut

2
are based

a1 analysis

all verse lines excapt the firat, which is a l12-pulse verse
on 8-pulse

pattarna. The stanzas are pattarned with two

verse lines of Typa I, with the final line being of Typs XI. This form of
yerslon

stanzaic pattern im also found in
of meaninglesa syllables follow Type I S-pul

verae lines made up olely
in both varaions,

se pattern.

the highly ropetitive content and almost unvarying mumhers of ayllables per

verse line

18 xi
19 ra Ko
2 xl
21 xi
vexsion b
1 xi
2 x
3xi ~NA
a i
5 2
&k Mr
7 xi
8 xi
9 ndai BR
10
i ui
12 ndzo A
x0

o the tightly
sip
x x x X xx x X x x x
x x x % * x (x
-sa xi -na -a -aa 0 9112
b1 0 48
-bu// (ndzl 6:8
“bu 6:8
“la 0 6:8
“1a/{ fndzo 6:8
~la g 60
-la 0 6:0
-1a //[xo 6:8
.1 618
6:8
‘ﬂl//[vl 6:8
~na 68
-lo o 618
“lo 7/ si8
~lo ##
© ~oa O
kl-mi‘x‘i ra Ko -0 -ma // 6:8
-a ¥a Ko o -ma #¥
pte rame NE a0 0
pfe -PFE -ne ~NE -o 4
xi ri xi -NA-a-ma O
xi md xh -NA -a -na//[xl
~a -mn xi -NA -a -oa AP
xi ku ka MI -l -a 0
x4 ku  ka MI -L -an//rka
“na ka MI ~i -ea ##
xi ku  odzd BE -e -bu //
xi ku  ndei BE -e -hn//m\,;
-8 -bu ndai BE -e
wi -na ndzo A ~a -
mi vna ndzo A -a -ll//[nd:e
-2 ~lu adzo A -a -la
ma xe RI & -la n
293




£ T %% s
X0 BRI -i-laffy ey
%0 RI -i-1a ## 5:8 .
fa Ko -o -nn 6:8
ra X0 -o -na//(ra €18
ra -0 -un # 6:8
~te -sjere © © 5:8
~te -nje-s 0 O 5:8
va RO w0 -~ma @ ©8
va KO -5 -ua [va 6:8
va KO -0 -ma ## 6:8
“le WX ~i -0 0 6:8
~le W i -lo 0 §18
ca 8HX i -lo B 418
khwi-ri ra KO -0 -na 0O 618
khwi-rl ra X0 -o -na // e
29 ra KO -o -na & KO -o -un ## 6:8
0 tee tds ~us -ne -nje-u O O 518
) t4p tas me -na -nje-s 518 -
w
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PUBLISHED VERSION OF THE PORMS



o

APPENDIX IIT

Reproductions of publishad versions of poems recorded in prepu-

Sy ration for this work, are pregonted in this Appendix
L
g ¥
. . Boem 1 A HD MINA HERMUE

15. MFENHE

A hi mina mfenhe,
i mina munhu,
Kasi § gomo leri,

A hi gomo leri,

1 kepisi loyl

Ya majaha loyi.

Kasi i mahlo lawa

2 hi mohlo lawa

I mathonei lawa,

ya majehs lawa,
Kasi i marbimits lawa,
A hi morhimila lowa.
1 sipipt let),

ta majaha feti,

Kasi voya lebyi

A hi voya lebyi

I tinkoti leti,

ta majaha leti,

Kasi switshomo leswi
A bi switshamo leswi
L mesofa laws,

ya majahu.

Kast milenge leyh,

A i milenge teyi.

1 mabutsu tnwa,

ya majoha lawn,

P’ . S Nkuna, 1979:16
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Pogm 2

Rasengane

Bogm 3

Marolen,

i)

A KUY RI NA XINYANYANA

26, XINYENYANA (XIVONDLWANA}

Abusim Hinyenyona,
Xi tshame isakent,
A npvela ku haha
A xi naveln ke haha.

A ku #1 no sinhyalana,

X1 wshame enhlokwon,

& st navelo ku fumna.

Axd naveln ku Jumn,

N sk ndl tek xlafbi,
‘Nefef chelola garbyeni,

5] ya hinatgwa sinlwalany

Nt x kholukies ol mati.

1963: 15

HEYX SKELUMUNI

"He Xiksfewal
“Jons va ke "Hocel” kumbe Hyevol”
Yana u thheln u b *E kn twina rof dya yini 7
Vont va hlamula, va kw “Hi dyn maxaiass™
e a b futhl: "Na ylaf
B¢ vo va ku: “Na o'waluva !
A cager a kut “Tlhuku-ke
Voua va blazula va K VT4 dya vasokotlt”
So 0 St "o huniss
Va va fu: "Huslsasl!”
A lheln & ko *Ha khoma
Voss va ku: "Khomusi

1954:10~13

13, Xokoin

Heyil Xokoln, Yool
Ko n'wing mf.dya yiol7
Hi dya smnxnfana.

N yiul ke?

Ne “a'wan.

Tihuky tonn ke?.

Tidya vusokotl.

¥ bonisa,

Honisani,

Tia. khor,

Kivomartt

Nesan'wisd, 1960110

Elel]




Poem 10

Rasengane,

Ecem 11

Rasengane,

HE WENA MANI wENA?

59. U YA KWIHE

U ya kwihi wen:
Ndriya emnsm
U ya el

Nzt ya teka ﬂl:huw;mav
Nakucl ela ylai?

Xa ko chela awimphobwana,
Hismbanyn
Hial huku nd

fuwile,
b 3
Hiat hcmu nd'i fuwi!e,
Ange
Hiat danld nkr:l 1 oy
Hia! mbu:( ndst fumle.
Hial nkuku n\lgudln\ ..

1963332
HURE! HURE! HURE
29, HURE HURE
Hurel hure! hurel
Ahe hi taakilel

lanane 4 sweklie vuswa ni xl v

U @ sweka ni makwembe . . .

veka potwen

U ta sweka nl thndluse .
U ta sweke ni tinyawn . . .
wen.

Ut swekn i timanga . . .

veka potwent.

1963:16
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o GO AT

KHANGALA KHAHGALA KHANGALA

27, KHANGALAI KHANGALA
Khnngn!u! Khangalat Khangalal Khangala!
hengela!
21 vini? | mand:za ya & .
: m"“d\ﬁr«“m’ ene ndi it b i o, 1
H\’lng‘lln teka ndza tsl

P. Nusanulsi

Nesan'wisk, 1860:47-48
ii) 4y, Khangals,

s
Khangnla, Khangala, Khangals, khangsla!
Hi mandza ya yini?
Bl mandza ya tuva.

i
Khangala. khaogaln. Khengsla
Wi mandza ya yini?
Hi mandze ya (ova.

iy
Teka kata ta wee, ndza tswha hi ndzito
Teka kala ra wena, ndza tshwa hi ndzilo
Anwkeln, Yakulz, ndza tsiwha hi ndzi loo—!

Rasengane, 1963:15

Poem 15 LEXI I XIROSI-KOSX
Ntsan'wisi has two versions; the third is Rasengane's version
0. Xikosi xn nga
1
Xikosi xa nga, Xikosi xa nga—
Hai marhwain bi kona, marbwala hi kona—
Lowu | mombo wa nge, wemon ¥ nga—
Lawa i mavoko ku xu, mavoko ku xa-w
1
Leyi i bala nfene, : bala nfene~
Lexi xingmbrutssari ,  sinambrutvana—
. Lawa { danga meno, i danga weno—
Lexi xilebvu feci, xilebvi-lebvy lexi—
w
Malebva ya nghala. tualebvs su nghek
Lowu i nkolo ku mita, | nkolo-ku-mita—
Lexi xinuthenthentthe, | sioatbentthuniine—
Lowy i mukwana hombe, mukwana hombe—
v
Lawa i mutoko hombe, mavoko hombe—
Lawa i mavoko ku tirha, mavoko ki tirha—
La'ti tincondza-neondze, tincondzo-ncondzo —
Leyi | milenge ya mina,
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i1y

Ntsan‘wisi,

iii)

Rasengane,

51, Swirho
t

Lexi i xikosi-kosi-kosi-kosi
I ndhwalela, ndhwatela,

1l
1 momba nkl. mombo nkulu
1 switsayi-tsayi, tsayl-tsay

HE
| mphimila wwatsa, mpimiln n'wotsa
{ nomu-noms, nomu-nomy

v
1 xikebvu-lebva, lebvu-lebvu
1 nkolo K mlta, nkolo ku mita

1 migvarhova, mfuve-hav

1 wkhome-madjhaka, nkhoma-madjhnha
vI

1 lele-byalwa, nasela-byakva

I slsutissuti-suti-suri.
it

| matwasa kule twasa kule,

Muti na hosi Gooo—!

1960:48-43

38 SWIRHO

Lext aakosi-kost loxt, stkoskkast!

Lexi { thava-thava fexl, i thava-thaval

Lowu [ mombo wukufu fowy, { mombo wkula!
Leswl § switsaytsayl loswi, { swirsnyltsagt!
Lexi | thimfla-nhwatsa fext, 1 thimile-ahwatsa?
Lowu | nkolo-kumita la\vu‘ 1 nkolo| ku mlml

it faa, & mnfe\io okttt
Leyl 1 milenge yonga leyi, | milens

Hinkwawo Jowt { mirl wangd,

Naza wu hlayisa.

P, Nisanwlsi

1963113
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Poem 16 MBMALELE MBHALE

1) Kidd's deseription focuses on the game, and he transcribes
the second poem as follows:

Ra 2 gumbekambe, Teis ™ gambekambe,”
Ra s muthu o gyl It Is tree that b enion ;

fors e s Ilsesten mangolng
Mangoingof nga ent 1 Whase r. ihe mmgumpx B
Mgtz mishuchutings, It b

e vk s pon

Nyunuxl Nysuuhls,
Unembire s, Vou bave s barn on your bck,
Tiblankia vyamarhls,  There itis, tharen ﬁgnymmh..

Kidd, 1906:181
ii) Junod's focus is on the game, and he gives no words

iil) Barthy focuses on the game, which she calls BALAMBRLANI

iv)

11 N'wsa'cli—bangn
1
N'sanyclci—banga,
Bw\u—mxmgargc‘l
Mangengoli “ya’
vt
Chiedect

Ntaan‘wisi, 1960:9

v)
25, N'YAMCICLBANGA
N'wamelcl-bungs,
ngumengongall,
Mangongoll ya me,
L in ra-pin
Thedes
“y. } £, Nesamesi
"
AT TN
- ] Rasengane, 1963+14
. |
A 105
i .




vi) Dlacking gives words for both poems

13 Togllo 16 Hamatshutshuru-banga
A Standard version 1 Ha matshutshuru-bangs,
1 Potifa,! 2 Banga mongongorl,
2 Hangala, 3 Mnngongorl avho,
3 Hangaln, 4 Ho matshutshuru-banga na tshl
5 Pono-pune rango ra moshiku-skiku

A N tomn? (1 cut)
5 "Tomiso? {that which helps to cut) % Shi vhuyn kornngwe.

& "Tshigont (the bird)
7 Tshn gale® (it sits on)
§ Mutand {a dry log)
4 Mandule
16 Guni-wealt {a large picce of fire-wood}

Blacking, 1967:53

vii) Rikhotso describes the game as follows:

Albambalembale: Vana va malembe va mune kumbe ku tula va
tshama va navl\e m!lenge‘ Un'wana wa yima a fambisa \‘oko ghenhla ka
milenge a ku: * " ol le-
swin'wana s\w hlavelela s\vl ku “Mbale... " U sungula ku yimbelela a ku

N ya

N wmlmlmmhetha ngoool U yimbeiela marito fawa a finyile tintiho a ia<
mhbisa cka nenge wun'wana il wun'wana wa lava nga nava. Loko rito ra
“ngaoot 1o ya heteleka eka fenge wa un'wana, u fanele & khondla nenge
wolowo. U yimbelela marito lawa kv hondza “ngooi” yi eneta milenge
hinkwayo ley! fanefeke ku khondla. Loko milenge hinkwayo vl helerlle va
sungula mbambalembate nakambe,

Rikhatso, 1985:74-75

Poem 18 MPFULA MPPULA
%, RISIMU RA SWIHLANGE

Mhane, mpfuln ya vugn mpmln mhonel
I, bt b dyn swifolet mahang

Havhing o melcveinbe panal
Tleange no neshinba mhanc!

Mirolio na tnywwe malianol

Va veyn npinis mihototo tato!

Mplula yo nn mithototo Lotel

1 tata agavn mtlototo toto]

Hi ta bambeln matien mthototo totol

Kihajp nn muphyo swi ta hiuk nthototo toto!

Mpfule. gungrnsmiea salsi n'wana wa Hicotso,
Nelal tn ya pluvn adzhopa tondaelal

Nidal bn v migoro tondgelo!

Inn ya ganganinks tondzoln!
Tendzele tendzolo tendgele!

Nahambl, 1950:80 (Musimi s nga tiviwd)
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24, Mpluta 34 vnge Nthothathio
i

Girerre=-phvavan-ntho-ntho-ntho-—wanin —1
A yi vuuyee—) ku hlnmbanyisa swihlangtt

I

Mpfuln ¥i viyo mthothotho,

Hi (@ dyn matimba mihothottio!
i

Mpful’ ¥i vuye mthothotho,

Hi ta dyn bombele meothothol

v
A . Mpfuta® i vuye mtholhotho,
. [ ta dyn tmengn mthothol
A v

Mplula® yi vuye miiothotho,

Hi'ta dyn tndluws mihothottiol
vi

Mplle' ¥ vuye mthothothio,

T4t dyn xinghwimbhi mthothothol
vir

Mpfula’® ¥ vuye miothotiio,

Hi ta dya marhungs mtbothotho!
vui

Mpfula® ¥i vaye mthothatho,

Hi ta dya xisense mhothothol

IX
Mpfula' ¥t vuye mihothotho,
lIl ta dys swifaki mthothotho!

X
ule' 3 vaye mihothotho,
H( \u dys wififata mihothothiol
XI
Mpfula' yl vaye mthotholhe,
Hl ta dyn malimbe nithothothot

Ntsan'wisi, 1960:27-28

307
& -




P A

;
4

=

4 ) 144} 41 BPFULA § VUYE
Qe phasosamnehorpthendounas
R ¥ty Inml\m\) L xwll\lnng]l
. 3 Mpfula yi \u)e mdw:
L 33 St ibmthothol
Mpfulm v vuye mthothatho,
it dya mubembele n\rlmdmrlm'
Mptula vi vuve mehothatha,
- 5 21 d emana mdmthmhul
. Mpfula 11 vuye mehothor
Yy i ta dya th ﬂluwm m;hod\c:hcl
e Mpfula s \\l\c m(]\n ot
il o dya I\Mml\l\l mehohtohtal
Mpfly y1 v\l)n T
i dya machangs mthotlmthol
Mpfula yl vu)c mtfiotho!
ta dya sisense mtlmvho(lml
\(pruln ¥ \uve mehothotha,
|t dya swifoki md\nzhu:hol
M|~ruln ¥i vu)e nythothot
Hi e dyn miblate mllm(l\mha‘
Mpruln vl vuye mehothotho,
N ta dya matimba m;hatho:he}
. Nisanwtst

Rasengane, 1963120-21

AR Boem 19: NDZY HLANGENE NA NTLUANU WA MAJARA NA RIN'WE

ot 0. NTLHANU WA MAJAHA NA RIN'WE
Nt hlangene nt nelhno wo rajabn e rin‘we,

Ya v S adt Komily folo' " minne

l-‘n\‘ i hava . . . mmm|{

Va ko Xaveln va @2 hln%hl\ e mmmml

\nvalung nnn i

Nzl lavo N

A ta fambs ul\ﬂ\' |=Im< - 2 mmm

C\\l tlula bl ku klmnd'lyn xlrlmcln nd 1 vu Jonl,
ya wisn vusivane o, . xa koke

Xa kokn hahone. xa koke

Xa koka . .. yo, xa kokoco

. n\mmm!

Rasengane, 1963:20
Poem 22 NHLOKO MAKATLA

13, SWVIRHO

Nbloko, makatla, xifuva
Bhwith, milenge

Nhloko, malkatla, xifuva
Khwitd, milenge

Hambi wo famba-famba
€y U ta kala w ku tlulkwa gaa)
Hambi wo famba-famba

K U ta kafa u ku tlukwa gaal

> Wkuna, 1979114
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Poem 23

iy
e B Foan 24
3
ta Nesan'wis,
.
‘
e
*
e v '
.
f .

BUANA HAUANA
35 N'WANA MANANA

Nane aynano, dekngu, dlanyu, delon,
Vuswa u nga i, delenga, dolenmt, delengis,
Vi hele i \Inlunnu. e, dolenis
Auehi wo tchaka, dedengun delont, daiengu,
Wordiayg wena, delergun delenms delongu
Dyaa mivoho, delengs defongin delengin

N'wana, mann
Delat u. dc}e!\uu. dclcl\gu,

B S bl
eiengy, delengu, deiengu,
Vaehile mehi e

Dielenges, delong, e,
Mudhi wo tswhul

Relengu, defor, do el

Wo dlaya wen, dclcuml " delongy, delengu,
Nivana mati, delengu, delongu, delengu,

Rasengane, 1963118

N *WANELARHU
53, Nwoenhlneh

Nwanhlarhu~-nwanhiashu,
Brimamboo—njengenjan—1
Nda tile ka wenn,
Brimamboo—njengenjas—!
Makwerhy wa vabya,

Briramboo-whjengenjag—-|
O vabya hi tindluwu ta munanga,
Brimamboo—njangenjna—!
Ndzt rhumife hi tatand,
rimamboo—njengenja—!
Va ku ndeb W vita bosi,
Brimambog-—njengenjan!
Hosl ya kn Khulwana,
Brimamboo-—hjengenjan—!
Ndza tn ndza ha longs,
Brimnbo--njengenja—!
Byi tsandze lo'vakuly
Brimaiboo-—njengenjia-!
Ni tnhunguvana ni machovo ya bo',
Brimamboo~-njengenjan—!
N tishevelt W vo',
Brimamboo—engenjan—t
Ml tivn ndet nangaenkuly,
Drimamboo~~njengenjan—
U vabya hi lindhusn @ manangn,
Brimamboo—! vjengenjae—!

19601 50-51
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1) 36, N'WANHLARHU

Nevanilach, ¥ bichu, Deimimbo, ankngeni.
Nt ks vty Hetinanbo, manjonganya! Brimanbol

U vita hi tatan, Deitmumbo, manjerenjal Beimambol
Torna o vabyika, Heieambo masjsgenhi

A s(h\\\‘l\kn h\z iadiuna, Delmambe, menjengsnal

i it o
Tinangs, Mavjengenal Ta manmsgal

Rasengane, 1963118

Foem 25 SWESWI VANA

2. VANA HI HLAYA SWIRHO
Syl ana b bays sl
by o
15 bl b
Niloko, n\nk’\\(n‘ x(x‘uvn st
Matsolo, swellunt
Hiatsole, swikumvant.

Rogengane, 1963:7 ~
Posm 28 TSEMA TSEMA NHONGA YA NGA
10 45, Nhongn y8 e
t

Vo tsoma shonga s ngu,

Nhongn ya e

Vu veka ndfeler

Nacien o fa | I\\mdzu va tekn, ,

i
Vo fumbetn mabihana,
Mabiigne nwana Ngomann:
Ngemana singamann tundu—1 tundyut
Xingomnna  tunduv~tunduu!

1

Nwananpa @ nga «ill,

U nga vili du--1

{ manann viyaka,

A supakn nf marhosgn yo Ry tol.
iy

Ya ku tola

Ya taln mbits an_ rihlelo
Thakn! Thiku! dihoma!
Peln milambuy -t

Ntsan‘wisi, 196014546
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38, TSEMA-TSEMA NHONGA YANGA

Tsemptsema phonma yarye, nhongs Yoo,
U nlcenl \H
Vo't hund:
Vi lombera ||\ul<]h|u\(, Ml\N\um\
{ablint 0 6 v
Ningommng tundzundzy,
3 Tovokf, Tovoki
Tovokdu nga il s nga
[ manana a vayaks,
A rst a Nttt Nofloombily,
o lom nga o mataa mbitg, nl riblelo,
“hukutluku dloms pela namby,
Lomy ks Vogwambe ne Vncopcel
P, Nuanwist

a, N'whengseiny

Rasengane, 1963:20

Poem 33 VONANI N'WANA WA NGA
i) 9, VONANI N'WANA WANOA

Vonant n'wann wangt,
roncin hurend,korendas

U aln n ku dya he!

krgndee, karendse, kurendse, kueendse . . .
WD Wanga, hlcho. hh:l\n Luhu‘
“Wa mandlove, hicho, icho, hicho!
S e, iehos

525

Rasengane, 196319

i) 10, N'WANA WANGA

Vonani n'wana wanga
Sekurendze, kurendze, kurendze
Sckurendze, hurendze

U ala ni ku dya

Sckurendze, kurendze
Kurendze, sekurendze.

Na tindleve

Zinjoo, zinjoo, zinjoom——I{

wkuna, 1979:12
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XIKHCNGGLOTANA

43, Xikhongolotew ‘s
|
ikhongc ot mm—
XRikhongolotmn klmdlcll.ln adzilo ‘-
Konicteln ndzilo
Kondlstela ndzila rllurlm Wi KWe wa Lo "mm—
It
Ritari wa kwe wa to "t
Rhorka kwe wt {0 u 46 ol mbuti “me—
Ut hi mbutl ‘mm—
U ta of mbuti mbuli yu xinyayi ‘i
i
Mbull ya xinyayi ‘mm—
Mbistl ya xinyoy! 1 yi na matimbo ‘mun—
Ayl na matinbt "mm—
A yi na matimba yi na mitlotlotlo "mm—

i nn valungwann ‘e
i viligynia ko v e -
R
Lok v i e kvt
v
E mikovauinl "mim—
€ mikovanini yn musukumbela “mo—
Ndz1 hlange i nihambi '
Ndzi hlange 1 withanbi nhambi wa tngachl ‘mpre--
Vi
Ti ya difua-dilva ‘mm—
i yo dihuvadibuse tilo 1 ta kuy
“Tilo  1a ky ¥a mm—
“Tilo i ta kuwa 1 wela msana ‘mies

va “mm—

Ri \vcll\ awana ‘.
Ri weln n'wana, n'want nLlnml\nl\ CEE
N'wana nkirlmana ‘mm-
*Nwane nkiclmann miisi ya VuSIku g !

Ntsan'wisi, 196014344
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Rasenvane,

42 ‘(lKUON‘GOLU TANA MM
thhor =tana mm
\lLIxon\:ulurnm anllc:cln 1
Kondletela nzile ms
Keotuflerels m{ {lo rlmrh( “aku v frm
I waku wa o mym
lUmhl witkit wa ta ol mhxtl mm L
£ od mbuel mm

Al mm

ol ya xlnyeyl mm . - f
Nl ya Sibyayt b 31 oa s rom .
Mg v stoyeyt 2 i na mstimba s
vl 2 mm
Avyin mndmkn i i mcloddotly mue
Vi an culungwann mm .

Yim \uluna\\mm loks va hul:hx ma
Loke hulele . . mm
Loka v Imlckv cmlkman]nl mm

ovaniné m

[ mikoeEni va stk el
e nt l\lllmml»( n\m e
Nz hlxu\Ln |\l |\t|l\nml»l. nthlnmbi

wa tinvarhi o
Tiyw d!l\l\ uln v\\m s

T v dlivaedliva tilo ol mowa mm o
T 16 Ko

Ltk e ta & wa 3 ey n'wans o . mml
R ek s mim

N'wana nkirimana bt 2 gl et .

eist

1963:21~22
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