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ABSTRACT

THE PROSODY OF TSONOR CHILDREN'S ORAL POETRY 
BILL, Mery Cameron. MA, University of the witwatersrand, Johanneaburg.

Tho diooortation, taking a performance baaed approach, explores the 
prooody of the oral genre of children'a traditional poetry in Taonga, a 
Bantu language of Southern Africa.
The raw data in drawn from video recordinga of the performance of 
swioein'wnna sua Vans (children's little songs). Based on the 
.tbaerver' s perceptions of rhythm in tho performed language, the 
relationship between a hypothesised abstract rhythmically patterned 
aenoe of pulses and 'ho eupraeegmental features of tone, pitch and 
duration i.'i explored, '."he analysis is in part supported by observation 
-it body :-vemonts of the poiicrmers. An iconic system of description is 
incn|<-r.i'.'vl within the textual transcription of the material. This 
onat.U the concealed data of rhythmical body movements to be included

pros',dir system is described aw a periodic phonological rhythmical 
uynt->m within which aperiodic morphological rhythms act as reinforcets. 
Tho s.udy shwwa that primary (length) stress as well as secondary 
' intiinoity! stress are rhythmical organisers within the syllabic tier. 
: ;e performers allocate syllables according to performance conditions, 
and oomantic and syntactic constraints, to the pulses making up the 
abstract rhythmical pattern,
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PREFACE

There Is a long personal hijtory behind the writing of this work, a 
history which started when I, as a young and inexperienced missionary 
wife first started learning Taonga in 1958. The period spent at the 
mission stations of Leroana and Blim, near Louie Trichardtt in the 
Northern Transvaal, was my first exposure to xn African language.

Weekdays were spent in visiting parishioners, in attending social and 
other gatherings and on Sundays, many hours were spent in church 
services, either on the mission station or out 'in the bush' - and 
before long I was asking why the hymns 'sounded wrong'. The rhythms of 
the hymn tunes, imported either from the Swiss Reformed tradition, or 
from the American revivallstlc era, contradicted what I had come to 
perceive as the rhythms of spoken Taonga. By translating the original 
hymn words into Taonga, and then setting the Taonga words to the 
original tunes, the early missionaries had produced an oral religious 
genre, the rhythmical nature of which was in many ways a contradiction 
of that of any other poetic genre of the oral literature of the Taonga

As the years passed, the relationship of words to music remained a 
puzzle to me, and I determined to find out more about this aspect of 
language - what it is that makes language rhythmical, and why some 
rhythms sound right and others sound wrong. During my post-graduate 
studies for the BA Honours Degree in 1974, I wrote an assignment on 
the topic "Meter as a component of the Bantu poem", and I declared 
that "when a poem la read aloud, it seems that the stressed syllables 
are spoken with a regularly recurring beat. The Intervening unstressed 
syllables are either slower or faster to fit in between this regular 
beat" - and although my analysis was based on written poetry, my 
inclination was already towards the spoken poetic word. Like Gerard 
Manley Hopkins, I felt that poetry was to bo heard, not read.

In preparing the material for this dissertation, I have been 
influenced by the performance approach to the study of oral 
literature, and hy the work of Richard Bauman, Charles Bird, Andre 
Coupez and Th Kamanzi, and Dennis Tedlock in particular. The initial 
stimulus for the research came frow a challenge by David Rycroft to 
scholars to move away from the transcriptions of oral texts and from 
written texts in order to seek for the source of meter in African 
poetry in extra-linguistic features like musical accompaniment and/or 
body movements which are associated with performance. My initial 
ambitious aim was to describe the prosody of Teonga oral poetry as a 
whole, but the more I listened, and the more I read, the more it 
became obvious that so many different elements of keying and 
patterning are in operation in thie corpus, that specialisation was 
both desirable and necessary.



The focus of the present work Is thus on children’ b poetry, on the 
Taonga equivalent of the English 'nursery rhyme’, or the French
’eomptine’. There are two Teonga equivalent terms for this Western
cultural concept, and the Swinsin’wana awe vaoa (children's little
songs) or Switlhokoveteelo swa rana /children's poems) as they are
also known, fulfill all the functions of the Western genre. Whether 
these poems are sung or chanted makes no difference to the Teonga. The 
poems are performed as the children play during the day, either at 
home or at school, or as they amuse themselves in the evening before 
going to sleep. Sometimes the poems are taught to them by their 
mothers, sometimes they learn them from their peers, sometimes they 
learn them in the early school years. The purpose of the research is 
to investigate and describe the rhythmical nature of the poetic 
language of the genre - to try to capture this elusive thing called 
■prosody’, and to describe the 'slippery bits’ of language which make

one of the advantages of having learnt not only Tsonga, but also
French as a young wife, is that I have had access to the rich and many
faceted work of scholars working in Francophone Africa. The University 
of the Wltwatsrsrand has on two occasions granted me study leave to
their institutions. I trust that the results of these study periods 
will provide enrichment to this work, and that the ideas found here 
which are not well known in our country, will be of benefit to my 
colleagues in African Language Departments in other South African 
universities. We so often forget that we live and work on the tip of 
Africa, and our intellectual loss, compounded by the political 
isolation of the present time, can only be regretted, flow much richer 
our research output would be if scholars, black and white, in South 
Africa, were ablo to access publications in French, German and
Portuguese, and if knowledge of these languages was one of our
intellectual tools.

The work would not have been possible without the cooperation and 
assistance of many people, and to them all, I say simply "Thank you I’

"Ku dya i ku engeta"
(To eat la to ask for more))

to the of. .cials of the Gaaankulu Department of Education, and in 
particular to Mr Lybon Mtsetweni, Kr Benson Maeebenra, end Mr 
Robert Mtsetweni for their kind and efficient organisation of my 
visits to schools
to the principals and teachers of Mbhureni, Hlaketo and Sukani 
Schools, Mr W H Mbiza, Mr N J Maluleke, Mrs o Muhlohlonyi and the 
late Mrs T Khooa and their staffs for their interest in 
children's poetry and for the tare with which they prepared for 
recording sessions with me



to Mr Freddie Rikhoteo of Radio Taonga for the way in which his
interest in the recording and preservation of Teonga oral
literature was translated into practical help
to Mr D 8 Ktebule and his family of Burgersdorp Village for their 
hospitality and cheerful arrangement of recording sessions
to all the Taonga children who took part in recording their
games, their songs, and their poems
to my pro-forma supervisor, Tony Traill, who has surely never had 
such a long and patient wait for a dissertation, and yet who was 
always ready to discuss, counsel and help
to my Head of Department and friend, James Mzilikazi Khumalo, for 
his unfailingly courteous help and genf-ous support
to the Central Television Unit, which together with ASDEC, t.n 
Academic staff Development centre of the University of the 
Witwaterarand, allowed me to make use of their recording 
equipment and facilities
to the Central Graphics Unit and the Central Printing Unit of the 
University of the HI twa terBrand for help with the production of 
the dissertation
to Mrs Sarah Masunga, of the University of the North (Glyanl 
Branch) for help with the tranelation of what were often unclear

to Mr Vusi Habizela, of the central Television Unit at the 
University of the Witwaterarand, for the production and editing 
of the video and audio tapes which are a pact of this 
dissertation
to Marguerite Barker-Reyneko for assistance in the transcription 
and transposition of the musical accompaniment to some of the

and to my husband, Francois, and to our children, Charles, Janine 
and Denies, who for more years than they or I care to remember 
have lived with a 'student' wife and mother. To them, a special 
thanks for their patient love and support through times which 
have been more trying for all of us than those faced by most 
families living through the preparation and production of a 
dissertation,

Johannesburg 
20 September 1988





LtST OF ABBRBVIATIONS

AdJ, AdjBctlve V, v Vowel
Aoe. ABBoeiatlvo UV.cv Syllable
cnn, concord SI First Syllable
Cep, Copulative 52 Second Syllable
Dem. DemenBtratlve S3 Third Syllable

Dim. Diminutive
Ext, Extension
Id. Ideophone
loc. Locative

pose. Possessive
Pref. Prefix
Pron. pronoun
Sub). Subject

Dictionary References are indicated by 
(C) Teonga-Bnsllsh Dictionary

JohannDsburg: Saeavona, 1S67 
(T 6 O) Taonga Terminology and O r t h o N o ,  3

Department of Bantu education
Pretoria: printed by The Qover.wunt Printer, 1972



/
4

4

P TABLES AND ILLUSTRATIONS

Hap showing areas 
Taxonomy of body n

if fieldwork..

TABLE Ii 
TABLE lit 
TABLE lilt

TABLE Vt

Rhythm, structure and melody  ........
syntactic structures in 8-pulse verso lines.... 
Syntactic structures in 16-pulse verse lines...

E syllables in final 

3-pulse verse lines 

n poetic structure and

Performance strategies for verb and noun 
commencing 8-pulse verse lines of zero degree 
of tension...............................

1



/
4-

TABLE OP CONSENTS

PREFACE.............
LIST OC ABBREVIATIONS., 

LIST OP TABLES.......

CHAPTER ONEI INTRODUCTION
1.0 Abandoning Che Quest tor Meter...............   1
1.1 Scope, Methods of Investigation and Analysis  4
1.2 Basic Hypothesis to be Tested................. 6
1.3 Conclusion: Structure of the Dissertation....... 7

CHAPTER TWO: THEORIES OF METER AND RHYTHM
Introduction: Western and African Approaches  20
Brief survey of Metrical Theories.............  11
Versification Systems............   21
Metrical and Prosodic Resarch in Africa........ 22
Conclusion: Linguistic and/or Musical Rhythm?.... 59

CHAPTER THREE: COLLECTION, TRANSCRIPTION, AND TRANSLATION OS

Introduction....................   62
Tito collection of the Data.......     63
Transcription, Translation and Annotation of the

Nature of the Data..........................  90
Literary Versions........................... 101
conclusion: the "Mistakes that confound and



CHAPTER POUR! PROSODIC ARGUMENT
4.0 Introductiont the Structure of the Chapter....... 106
4.1 a-Pulee Patterno............................ 107
4.2 16-pulBQ Patterns  .............   161
4.3 12-Pulse Patterns.......   ....281
4.4 conclution; ’.hythmlcal Patterns as Underglrding

Foundation ' n performance................. ... .168

CHAPTER FIVE! CONCLUSION AND DISCUSSION OF RESULTS
5.0 Introduction........................ ..,....,.194
5.1 General conclusions.  ........  194
5.2 possible Lines for Future Research............ ..200
6. i Concluding Remarks....... ....... ........ .. ,202

APPENDIX I: THE DATA.................................

APPENDIX III THE MELODIES.............................

APPENDIX IIIl PUBLISHED VERSIONS......................

REFERENCE LIST......................................

SELECTED BIBLIOGRAPHY,



1 —N V..



the "ideal" patterns which poetic rhythms approximate. If "meter" is 
regarded as the ideal rhythmical pattern, then "rhythm" becomes 
"meter" the closer it approaches toward metrical regularity and 
predictability.

(Preminger, 1986:141)
It rapidly becomes apparent that meier cannot be considered as 'extrinsic
to language. It is an abstraction, but not an abstraction separate from the
baeic human --xperience or from human conceptualisation of rhythm. This is
expresssed in the same passage from Preminger in rather basic terms as

the pleasure universally resulting from foot-tapping and musical time- 
beating seems to suggest that the pleasures of meter are definitely 
physical ar.d that they are as intimately connected with the rhythmic 
guaiity of man's total experience as are the similar -Iternating and 
recurring phenomena of breathing, walking, and love-making.

For this reason, it was decided at an early stage in the research to avoid
the word 'meter' and to rather refer to 'rhythmical patterns' for the simple
genre which had been chosen as the subject of the study. Should out
investigations eventually lead to the discovery of a metrical system, this
would be a topic for further research.

A second reason for abandoning the search for meter is that the concept is 
so closely tied to traditional understanding of meter and metrical patterns 
as "themselves inherently and permanently beautiful" (Preminger:143), that it

'foot', 'tension', and others like 'iambic pentameter' which are derived 
from them, and in particular with the connotation of numerical control of 
the number of syllables making up a 'foot', and of patterns of different 
types of syllables, arranged in feet, making up the 'verse line'. It was 
Immediately apparent that there was no such control or patterning observable 
in the Teonga children's poems, which were characterised by what appeared to 
be quite random ordering of both those features. The area of metrical and
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proeodic theory Is fully explored In Chapter Two.

Thus it waa decided to use the term 'prosody for the key element in the 
study, and to explore the associations between rhythmical patterning and 
language.

Prosody is the most general term used to refer to the elements and 
structures involved in the rhythmic or dynamic aspect of speech [...) 
as a part of traditional study (... j prosody was the study of
"accent" (...) of phonetic properties (chiefly temporal) of syllables 
and words as relevant to the i.. tsure (Gr. matron) of rhythm especially

(Preminger:219)
That bodily movements are associated with speech is undeniable, since much 
of communication in the everyday context la paralinguietlc, and equally 
undeniable is the fact that, as certain elements of language are highlighted 
in the oral (aa in the written) production of poetic language, so the
accompanying body movements are more obvious and more emphatic. Preminger
continues,

the act of speech may be conjoined with other action and so further 
complicated rhythmically, by the stylized movements of ceremonial
activities or by the elaborated rhythms of music or the dance. The 
rhythm of song or of cnant differs from that of words only spoken or

Indeed, he warns that it is "an error to analyze verbal rhythms only in 
terms of their correspondence with other rhythm, notably the musical". The 
key word would appear to be 'conjoined' - the bodily movements are but one 
aspect of the rhythm of speech, and the limbs or parts of the body involved 
in the movements are controlled by the same nervous system which is 
controlling the speech organs in the production of rhythmical language. What 
la more important for ‘.he present work is the description and analysis of 
the association of language with rhythmical pulses, and in particular, a 
determination of those elements of the Teonga language which are considered 
by its speakers to be potential loci of prominence.
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analysis can be applied, but that we are dealing with a system In 
which the organising principle is rhythm, and that the prosody of 
Taonga can be described by isolating and describing those linguistic 
prosodic elements of normal speech whioh interact with rhythmical 
features,

1.2 Basic Hypothesis to be Tested
We have not attempted to test Rycroft'a hypothesis that bodily actions 
function as an extrinsic meter, which regulate the oral delivery in 
performance. As explained above, we have come to see that physical actions 
may be conjoined synchronously with the production oS language as markers of 
emphasis, whether this be rhythmic or semantic, but we do not believe that 
they control the oral production.

Our hypothesis is that, underlying the verbal material of the poem, there 
is, in performance, an abstract rhythmical series of temporal pulses. These 
are a representation, within time, of the alternating promlnent/non- 
prominont elements which seem to symbolize all rhythmical activity. The 
pulses are perceived an being patterned by stronger and weaker prominence. 
During performance, the allocation of syllables from the syllabic tier to 
positions of stressed or unstressed pulses is not a mechanistic, one to one 
process. Indeed, given the random number of syllables which appear to belong 
to one 'versa line', such a one to one allocation would not be possible. 
Rather the speakers of the language tend to show preference for allocating 
certain types of syllables to certain positions. At this point, it should be 
noted that we are not referring to phonological criteria, but rather to the 
semantic and syntactic conditions which govern the allocation of syllables 
to positions of prominence or non-prominence in normal speech. Thus the 
natural prosodic linguistic features of normal speech are highlighted during





the verbal material of the poem are allocated during performance to 
poaitieno of prominence or non-prominence within the syllabic tier. We do 
this by examination of the data, its occurrence in terms of rhythmical 
language? wo determine the types of syllables which are chosen in 
performance to be potential bearers of prominence; we define two types of
linguistic stress, not only one as has previously been the case in
description of Taonga, and we discuss the nature of these types of stress.

The final chapter, Chapter Five, summarlsus briefly the exposition and 
argument of this dissertation and raises questions as to possible lines of
future research. It is followed by three appendixes.

Appendix i contains the textual and rhythmical transcriptions of the 
recorded material, thirty three poems in all. daeh poem is accomj hied by 
annotations referring to translation difficulties and terms of cultural 
significance; comment is further given on the context of the poem's 
performance; the nature of the performance is described in terms of the mode 
of delivery, participation of performers, ant body movements are described 
in cases where the symbolic description based on the taxonomy developed is 
Inadequate.

Appendix II contains i transcription of any melody which accompanies the 
performance of the poem, of ‘.he 33 poems, 15 have musical accompaniment, 
Those are presented without comment at this stage, but it is hoped that 
in ongoing rosoarch, we will bo able to make use of these for comparisons of 

linguistic tone and musical pitch.

Appendix III contains photocopied reproductions of published versions of the 
poems. These are provided, without comment, as comparative material.



Detailed textual discussion and comment on ety-i'atio features of the poems 
were deemed to be beyond the scope of this present study. Of the 33 poems 
recorded, published versions of 17 were traced in the literature.

The dissertation is ac ompanieti by a set of two tapes. The first of these is 
an B-60 video cassette tape which presents, in the alphabetical order in 
which the poems are given in Appendix I, the recorded performances of the 
poems. This tape lasts for just over 4S nunutes. The second tape presents 
the recorded voices only, on a c-60 tape. This recording lasts for about SO 
minutes. There were two reasons for providing both veroionei the first was 
that several poems are available only in this form, since the recordings 
were made before the video recording equipment was available, and the second 
in that for ease of analysis and comparison, working with audio tapes is 
more rapid.

The dissertation concludes with a complete reference list, and a selected 
bibliography.
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CHAPTER TOO THEORIES OP METER AND RHYTHM
2.0 Introduction! Western end African Concepts of Meter and Rhythm 
Nketia, writing on the linguistic aspect of utyle in African languages 
(Nketiai 1972), hae issued a clear warning as'inet an uncritical 
application of European or western criteria to the analysis of African 
verse forms,

the prosody of unwritten traditional African verse is different from 
conventional European forms and must, therefore, not be analysed in 
terme of such metres but in terms of other prosodic devices which mark 
it off as a literary form from prose. In addition, analysis of sung- 
poetry should take into account the mutual expectancies between verse 
and melody, particularly in respect of tone and rhythm. One of the 
controlling principles is symmetry. This may be in the time span of 
linear units, or in the use of stylistic markers.

(Nketiai744)
Nketia gives an example of symmetrical control of the length of linear 
units (for which we use the term 'verse line') from the heroic recitations 
of the Bahima of Ankole. Within this poetry, linear units correspond to a 
grammatical entity and occupy the same time span in the recital. Syllabic 
control La strict, as is morphological and tonal control and patterning. In 
African oral poetry, stylistic devices which tend to be symmetrically 
employed are alliteration, balance of form and ideas through parallelism, 
chiasmus, linking and/or repetition as weil as the deliberate use of tonal 
rhyme. Nketia underlines the close link between the rhythms of song and 
poetry, "one may analyse verse in terms of the distribution of regulative 
beats per linear unit* (|74S), which is of course a quite different 
procedure from that of the classical and western metrical systems as 
described below, in general, however, Nketia concedes that since so little 
investigative work has been done in the area, no generalisation can be 
dr.wn for the whole of Sub-Saharan Africa, but



the indications seem to be that unwritten verse is somewhat free metri­
cally. There la a general absence of quantity or stress as the sole 
determinant of the spoken or sung linear unit.

(Nketiai742).

In this, Nketia'o conclusion partly bears out the earlier, but startling
conclusion of Greenberg that

the vast majority of African peoples south of the Sahara, including 
(...) all the Bantu peoples except the lelamioised Swahili, do not 
possess prosodic systems,

< Greenberg,1960:928)
Greenberg comes surprisingly rapidly to this depressing conclusion, and 
apart from only two indigenous African forms, vis, the tone riddles found 
among the Bfik and the alliterative devices employed in Somali poetry, he 
ascribes all the prosodic systems which had been described thus far in the 
literature to Arabic influence in Africa.

Before contextualielng the statements of Nketia and Greenberg within the 
findings of other researchers working in Africa, it seems essential to 
survey briefly the basic concepts involved in any discussion on prosody and 
meter. This will enable us to arrive at a set of uniform definitions of the 
concepts which are often used ambiguously in the literature.

2.1 Brief Survey of Metrical Theories
In his work She Knythas of English Poetry , Attridge (1982) provides a 
useful outline of the main approaches to and theories of meter. We shall 
follow his framework (making use of bold print to highlight the key 
concepts) in the discussion below. He distinguishes between "traditional 
approaches" and "linguistic approaches".
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2.1.1 Traditional approaches:
a) The claoalcal approach
"takes no its fundamental unit the foot a group of syllables,
each of which is defined as stressed or unstressed, matching the 
'long' and 'short' of the classical originals". Meters "then consist 
of the same foot repeated a fixed number of times and the traditional 
names of the maters derive from the type of foot and the number of its 
occurrances in the line". Thus the 'iambic pentameter’ of English, 
Other terms derived from classical analysis are caesura "a pause 
within the line created by the syntax"; end stopped "a line which ends 
with a syntactic break" and run-on (c anjembed) "where the syntax 
runs on to the next tine". Within this approach, two levels are repre­
sented, the simple underlying meter, and a superimposed level, being a 
complex pattern representing the pronunciation of the words. Between 
these levels is "interplay, or counterpoint, or tension" (AttridgeiS- 
9). iSee Malof (1970); Shapiro S Beum (1965); Pusoel (1979))
0) The Temporal approach
offers "an analogy with musical form", within this approach, use is 
often made of musical notation, which although "it offers very little 
insight into the metrical structure of the line" gives "an 
impreas ionistic record of one possible reading of it". Another 
characteristic of this approach is the use of bars, or measures of 
equal duration, thus implying that

stresses function in the same way as musical boats, and that the 
line, when read, is divided Into tumporoUy equal intervals (... ] 
individual syllables (do) bear simple durational ratios to one 
another ...). Measurable intervals of silence function aa an 
Integral part of the rhythmical structure .

(Atttrldgeil9-21)
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Host authors adopting this approach are careful to point out, as did 
for instance Patmore, one of the leading early writers (1857), that 
"iaochrony is not an exact and absolute phenomenon, but an approiimate 
equality towards which speech tends, and that its rhythmical beats may 
occur mentally rather than materially" (as summarized by Attridge:23). 
One is reminded in this connection of the remark of Lehiete, based on 
actual measurements, that for English

many actual differences in the duration of interstress intervals 
may be below the perceptual threshold (.. 1 listeners tend to 
impose a rhythmic structure on stretches of sound and thus 
subjectively to perceive isochrony even in sequences where the 
durational differences should be above the perceptual threshold
production .

(Lehiste,1977b:259).

We agree however with Attridge that
this does not mean that we can Ignore the temporal dimension in 
discussing metre; it merely emphasises that the life of poetic 
rhythm resides not in physical patterns that a machine can 
register, but in the reader's subjective response to the totality 
of the text, a response which blende the perception of sheer 
sound I •■■] with the intellectual and emotional apprehension of 
the structures of language embodied in that sound .

(Attridge;26)
Attridge makes another remark in discussing ttne temporal approach,
which refers us back to the challenge of Rycroft which was quoted in
Chapter One (: 1),

the cardinal difference between the rhythms of song and those of 
verse is that in the former it is the note-values which consti­
tute the metrical structure, and the words are pronounced in 
accordance with thf external authority, whereas in the latter 
the rhythmical properties 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

(Attridgei24-5)





des brivos valant la double ou la aoitiS lea uues dea autres. 
L'exaaeu prouve cependant que lea durfiea ne deeoulent en aucuue 
aesure de la nature dea eyllabes. Leur bridvetd ou leur longueur 
□’a d'autre raison que 1•ereplaceeent occupS par ces eyllabes dans 
un dispoBitif rythnique, qua I1on dlralt nrdetabll at auquel la 
parole s’a juste selon des modalitds nosib reuses et variables

(BralloiuidS)
absolutely inflexible scansion of these verses would lead one to 
believe in a quantitative rhythm, within which one perceives long 
and short (syllables) of double or half value of each other. 
However, examination reveals that the length in no way derives 
from the nature of the syllables. Their length or shortness 
depends only on their position within what we might call a pre- 
established rhythmical framework to which the words accomodate 
themselves according to numerous and variable conditions.

(Bralloiu's emphasis.)
Bralloiu is as astonished as we are that this positioning of accents 
appears unchangeable within such a wide variety of languages, but he 
attributes this to the universality of the five basic principles which 
he enunciates. These are, in summary,

1) the binary nature of alternation of long-short syllables 
11) each verse line is initiated by a prominent syllable 
ill) the basic unit is that of the length of a short syllable,

(which he represents by a musical quaver note) 
iv) occasionally heterochronic sequences may be incorporated 
v) a sequence may be initiated by an anacrusis ('up-beat'), 

but this in fact la drawn from a ’ silent beat' in the 
preceding verse line.(BrailoiuiSB)

Bralloiu's analysis is detailed and comprehensive, attempting to cover 
the wide variety of languages and examples of children's verse which 
he has described. He shall return to his claim for the universality 
of rhythmical patterning in children's poetry. He concludes that





Zn eecent work, Selkirk presents a similar argument for the universa­
lity of the principles of rhythmic organisation, whether these be of
music or of speech.

speech - like music (...]- is a rhythmically organized activity. 
Just as the rhythmic schemes of the different musical traditions 
are a codification presumably reflecting both universal proper­
ties of rhythmic organisation and the conventionalized choices 
about particulars made by the culture (...) so too (...) do the 
diverse rhythmic patterns of prominence found in language reflect 
both universal and particular aspects of rhythmic organization. 
(...) a successful theory of rhythmic structure in language will 
involve sorting out what is language-particular and what is 
universal in that code (...) There is arguably a universal 
rhythmic ideal, one that favors a strict alternation of strong 
and weak beats .

(Selkirk,1934136-7)

Selkirk's own analysis is based on that of Liberman (1975) and 
Llberman and Prince (1977) -which embodies the claim that the rhythmic 
organization of speech is quite analogous to that of music- 
(Selkirk:9; cl. Jackendoff and Lerdahl,1980 for an example of this 

approach).

While the Temporal Approach as described by Atteridge offers many 
possibilities for our analysis, we shall take care to avoid the 
strict application of ieochronicity to verse lines. Ha shall be aware 
of Nketla'a approach which investigates the distribution of regulative 
beats in the verse lines, but we shall apply his ideas with flexibili­
ty, as Indeed, this would appear to be the direction in which our 
Tsonga data will take the prosodic argument. That the argument appears 
partly to substantiate the theory of universality of rhythmical 
organisation will be a rewarding outcome, but the binary nature of 
this organization will net be presumed a priori.



2.1.2 Liaguiatic approaches

a) The Phonemic approach
made use of Bloomfieldian analysis and the work of the Prague School. 
This was extended by scholars like Trager and Smith (1957) when in 
their discussion of English structure they were led to a consideration 
of the ouprasogmental phonemes, which they defined as pitch, juncture 
and stress ( = 'loudness'). They postulated four degrees of stress for 
English (primary, secondary, tertiary and weak) (Attridgei31). Among 
the works of the structuralists, Jakobeonean metrics is not strictly 
phonemic, butt falls within this school. He describes six aspects of 
language, each of which determines a function of language, one of 
these being the poetic function, "the set towards the message as 
such", The indisponsible feature of any poetry is, for Jakobson, 
equivalence, i.e. syllables, word stresses, word boundaries, syntactic 
pauses in the same sequence are equalized, or assumed to be equal. 
"Syllables are converted into units of measure, and so are morae or 
stresses" (Jakobson,196 7:302-4) . Elsewhere, Jakobaon describes 
parallelism, which is such a recurrent feature of African oral poetry, 
within which "contiguous metrical unite are more or lese consistently 
combined through a grammatical parallelism into pairs, or optionally, 
triplets" (Jakobson,1968:599-600). These "figures of grammar" are as 
important as the "figures of sound" for Jakobson.
b) The Genet'.ive approach
in which the basic unit is the verse line. Basing their seminal work 
on Chomskyan concepts, Hallo end Keyset for example, developed a 
metrical grammar based on two components, an "abstract metrical 
pattern" cf alternating weakly and strongly stressed syllables, and 
"correspondence rules", which relate this pattern to the stress



contourn of particular atrotahso of language (Attridgei3B)

Stoin and Gil (1980) have developed a generative grammar which le 
hierarchical, from the syllabic to the etanzaie level. They examine 
simple four-beat verse, for example nursery rhymes and sports cheers 
in English, Hebrew and other languages, and conclude that whether the 
verse is spoken, chanted or sung, there are prosodic structures and 
prosodic markers which characterise all such speech utterances. They 
show how Burlings' descriptions can be stylised within a hierarchy of 
verse types which accounts for final pauses ('rests'). Basing their 
typojogy on Burlings' statement, that

while rests may occur at the last beat of any line [■•■] they are 
most common in the fourth line, but they are almost as common in 
the second. The first line has a rest far less frequently, but 
rests in the third line are the most unusual of all,

(Burllngsi1421)
they schematise their hierarchy as tollowss-

» ) / / / /  b) / / / / c) / / / / d) / / / 0 e) / / / 0 
/ / / / illl / / / 0 / / / 0 / / / 0
/  /  /  /  Illl Illl Illl 111°
Illl 111° 111° 111° 111°

whore / represents a stressed syllable, and 0 a rest (Stein S Gili202)

They maintain that
prosodic markers pertaining to the 'text' of an utterance (e.g. 
SYLLABIC DISTRIBUTION) reflect deep prosodic structure [..-] 
whereas prosodic markers governing the performance of an 
utterance (e.g. MELODY and STRESS) reflect derived stages of 
derivation

(Stein a Gili231) 
(Their emphases)

They argue for "an underlying iamoicity intrinsic to ordinary lan­
guage, independent of phonological, syntactic and semantic properties 
of language" (i224). This claim, we shall disouse further in Chapter



Five. While their work wou.: •ir to offer a promieing framework for
future theoretical anal/3 vf simple verse forms like those 
encountered in Tsonga children's oral poetry, for the present, our 
analysis will focus on an empirical argument which will enable ue to 
develop a prosodic statement for this poetry.

According to Attridge,

one of the unsatisfactory features of the generative approach is 
that, for all the valuable insights it has thrown up about the 
permissible or forbidden arrangements of syllable types, it has
lost touch with the material out of which verse is fashioned: the
sounds of the language moving through time, or, to be more accu­
rate, the reader's perception of that rhythmical activity

(AttridgeiS3>

we conclude this overview by giving an indication of the framework within
which cur analysis will be carried out. We shall adopt a performance
approach. This implies that the data, gathered within the context of
performance, will be discussed and described according to the way in which
its rhythmical patterns have been perceived. From this basis, we shall
endeavour to develop a system of conventions which will link the phonetic
realisations of verse lines in performance, with an abstract rhythmical
pattern. We will analyse the data principally on the basis of the
"regulative boats" |Nketiai1461, but we will endeavour to avoid the rigidity
of physical isochrony. We shall be guided by the remark of Welsh, whoso work
will be further discussed in Chapter Three, that

poetry is not a simple pattern (...] its organising powers of rhythm 
are not derived from song only, from speech only, or from incantation 
only, but from all the deep rhythms in language.

(Welsh,19781241;



2.2 Veraificsfcion System:

Lotz, emphaBieea that a study of versification systems should Include a 
consideration of both the linguistic constituents of the teter as well ar 
the metric superstructure (Lott,1972:9). For Lotz, -veto' is a sub-set of 
all language phenomena; "prosodic" refers to pitch, stress and duration, but 
excludes syllabification, while "meter" is the "numerical regulation of 
certain properties of the linguistic form alone" (Lotz:2-4). Within his
discussion of metric superstructure, Lotz gives a useful typology of the
variouo systems of versification encountered within different cultures. 
Basing his discussion on the linguistic feature of syllabification, and the 
three prosodic features of duration, pitch (or tone), and stress, he 
distinguishes metric types as being either simple or complex.

simple: pure syllabic meter in which only the number of syllables is
regulated within the various syntactic frames of word, colon 
or sentence. An example of this meter is Hungarian folk 
poetry, which is isoeyllabic, each phrase containing 6 
syllables.

complex: in addition to syllable control (which is not as rigid as in
simple meter) certain types of or combinations of types of 
prosodic features must occur. According to their kind, three 
sub-classes are found:

L) durational meter, in which the length of the syllables is 
controlled, and occasionally, the complexity vf a 
following consonantal cluster. For example, Classical 
Qreok and Latin verae.

li) Dynamic meter, in which heavier and lighter pulses are
required within certain positions in the verse line. For



example, English and German verad.

ill) Tonal meter, In which within certain positions specific 
hull defined tonal classes are required. For example,

lLotiil2-l'>)

One is reminded at this point in the discussion of Jakobnon's teroa, 
"syllabic"! "ehronemie", "accentual" and "isotonic" to refer to the 
above concepts (Jakobson, 1967:305-6). We note further that Lotz 
specifically excludes the possibility of veroc being organized by a 
temporal referent, "music cannot be the basis for metric analysis" 
(Lotzi4), neither le it possible to talk of a versification system in 
a poetic corpus within which there la neither "regulation" nor 
"control" of the number of syllables.

Our research will attempt to determine whether indeed any of thorn 
versification systems is adequately able tc capture the prosody, mc-.rrr 
and verse systems of Tsonga children's poetry, rr w.totnor we shall ™n 
the end have to agree with the conclusion of Grconborg, quoted in the 
introduction to this chapter, that no such oyot=a c::l£rta.

2.3 Metrical and Prosodic Research in Africh
2.3.1 General overview
Within the African language field, and in tho Bantu language family in 
particular, the published works dealing with meter and prosody are 
minimal in comparison with the oitput dealing with language and 
linguistics, and are eharactoriaod, as far ae rhythm is concerned, 
by "uno oonstatation de oarenoo" (a statement of its absence) 
(Coupon,1983:31). We aro reminded of tho warning of Nketia which



initiated the discussion in this chapter, but it seems to us that the 
problem may have arisen, not so much because metrical organization 
does not exist in Bantu languages, but because researchers have been 
looking for it in the wrong place, in transcriptions of poetry. If 
Rycroft and Labiate are right that there is an extra-linguistic beat 
against which the performance of several poetic types is timed, then 
it is only in performance that the rhythmical, it not the metrical 
basis of Bantu language poetry will be discovered. It is our 
contention that, for Tsonga children's poetry at least, the external 
rhythm le not imposed mechanistically upon the verse lines in 
performance, but it interacts in the context of performance with 
intrinsic linguistic prosodic elements to produce a coherent and 
explicable prosodic system.

Finnegan's encyclopaedic work on Oral Literature in Africa (1970) and 
the latest work, Literatures in African Languages, of Andrzejeweki at 
al. (19BS) give adequate descriptions of the many stylistic,
sociological, functional and linguistic works which have appeared 
dealing with the oral literatures and the oral poetry of Africa. The 
majority of writers has sought to determine the prosody of the 
particular language under discussion, on the basis of transcriptions 
of oral poetry, or on more recently composed written poetry. Among 
these, some have adopted a purely stylistic approach to this material, 
describing tho poetic grammar and highlighting the stylistic, 
syntactic or morphological features which appear to highlight, or for 
some, even create, rhythm, other writers have attempted to use th» 
classical tools of the traditional approach outlined above, and have



taken syllable counts, length of verse line, feet and stenzaic 
structure Into account In their analyses. Many authors situate their 
descriptive and functional work, within historical and social 
contexts. There does not appear to have been any attempt to establish 
generative metrical theories for a language of the Bantu family.

The emphasis in folklore research in general has moved towards the 
study of verbal art forms in drformanoe (Abrahams (1971), Bauman 
(1975,1977), Bauman and Sherzur (1974), Ben-Amos and Goldstein (1979), 
Gumperz and Hymee (1972), Paredes and Bauman (1972), Okpewho 
(1979,1983), Seitel (1980), Tedlock (1977,1983)). The influence of the 
work of Parry and Lord, and Lord's The Singer of Tales (1960), in 
particular, has been profound. However, a few of the earlier writers 
on African oral art forms did precede thin recent development in their 
descriptive work, which is found most usually in single analytical 
articles published in the lesser known journals. It is here that are 
found the works of those who attempt to analyse prosody in terms of 
tho author's perception of rhythmical patterns. These range from 
purely impressionistic and romanticised statements to more serious 
analyses. For Senghor "Cost le Verbe de Dieu, o'est-A-dire la parole 
rytha6e, qui cria le monde" (Senghor, 1956:61) (It is the Word of God, 
that is the rhythmical word (speech act) which created the world). 
Earlier, Senghor described the essential rhythm of African poetry as

non celui de la parole, aais des instruments 8 percussion qui 
aceompaguent Is voix humaine, plus exaotement de ceux d'entre eux 
qui aarquent le rythree de base

(Senghor,1961:115)



not that of the word (speech act) but that of the percussion 
instruments which accompany the human voice, and more precisely 
of those among them which mark out the baeic rhythm .

For Jahn
Puisque Vhome poseede la maitriee dee chases grace 1 son pou- 
voir de leur commander par le verbe, le rythme eat indispensable 
1 ce dernier, c'est lui qui le rend actif

{Jahn,1961:186)
Since man controls things thanks to hia ability to direct them by 
the verb, rhythm is indispensable for this activity which it 
empowers.

On a more prosaic level, there is the work of Boelart (1952), who 
claims that for Nkundo prosody, the grammatical and the rhythmical 
syllables are not necessarily coincidental (Boelarti353). He claims 
that there is not necessarily any relation between tone and rhythm 
(1361); there le never dynamic accent on the last tone of a word; 
neither on the first tone of a word; and that of the two dynamic 
accents, (the radical accent, falling on the first syllable of 
radicals and stems, and the linguistically predictable penultimate 
accent, which he calls the 'mechanical' accent), * he radical accent is 
of greater Importance in Nkundo poetry <:362-5). Hnuenstein (1969/70) 
finds evidence of rhythm in the conversation, divination formulae and 
folklore of the Vimbundu, Tchokwe and Humbi people of South-west 
Angola, (vide van Avermaet (19=5)). Jones (1964) focuses on the 
perception of rhythm during actual performances. He, in particular, 
emphasises the importance of the extra-linguistic basis provided by 
body-raovements as the regulator of poetic rhythm. Rycroft has pointed 
out that many contradictions mar Jones' analysis (Rycroft,1970:307, 
footnote 19).

More recently, Bird (1972), in describing the prosody of the West



African Handing language underlines the constraining influence of the 
rhythm of the musical accompaniment on poetic language. In a later 
article Bird describes how in a Handing performance of mana, a 
hunter's epic poem, by the bard Adama Diabete,

a high percentage of the utterances coincided with the rhythmic 
measure (...) clearly, these units of speech divided into 
regularly recurring rhythmic patterns were definable as lines 

there seemed to be no grammatical or phonological 
constraints defining the linguistic shape of the line (...) it 
seemed that any number of syllables could be uttered within the 
time space provided by the rhythmic measure.

(Bird,1976i90)
The most important feature of this performance was that it was without 
accompaniment of the nkoni "a banjo-like instrument", which Diabete

recorded the poems of Kele Monson, and describes how rhythmical
constraints operate in an increasing way in his performances

in the least constrained form (...) line formation is governed 
only by the external rhythm of his accompaniment. He may then 
switch to a form where the external rhythm coincides with 
stressed and unstressed syllables Internal to the line. He may 
move into a mode where melodic constraints are placed on the line 
(...) In the most highly constrained form, both the rhythmic and 
melodic properties of the line coincide with the stress and 
Intonation pattern of the language .

(Bird,1976i95)
Bird describes how it would be necessary -0 derive a "poetic 
competence" based on "poetic formulae" which govern the poet's 
performance, but his development of ".hie argument is not carried 
through within this article, beyond a very rudimentary stage. We shall 
however, be aware of Bird's analysis in our own argument.

Kublk, developing an argument for the inter-relationship between 
musical patterning and verbal rhythms, gives a useful definition of



the concept 'pulee' which we shall use In our own argument
the elementary pulses are the smallest time units or 
shortest distances between strokes in a musical piece. They 
are a primary unit of timing in African music an
unaccented Isomorphoue pulsation they do not
constitute a framework for metrical reference (...] a 
further important dimension is the relation of the musical 
patterns to larger units of reference , combining two, three 
or four elementary pulses. This is the gross-pulse or Beat

(Kubik,1984:330)
"each syllabic unit represents in the time dimension one elementary 
pulse" (:328). Similarly, Atom, states that "the pulse (is) a sequence 
of equal standard units serving as temporal points of reference and 
excluding a regular strong beat" (Arora,1984:35, .

2.3.2 Coupes and Kaaausi
The work of Coupes and Kamanzi (1970) has been very influential in the
methodological approach to the present study, and a brief outline of
its features will illuminate our subsequent discussion in chapters
Three and Four. Their description of the poetry of the royal court of
Rwanda is socially and functionally orientated, describing the Warrior
Poetry, the Pastoral Poetry and the Dynastic Poetry. They include a
useful analysis of the rhythmical basis of all these poetic varieties,
of which the most systematically patterned is the Pastoral Poetry. In
Kinyarwanda, the language of Rwanda, both tone and vocalic length are
phonemic. Within the Pastoral Poetry,

le rythme eat constant at rdgulior (. ■.] la base des adtrss oat 
constitudo par la more, unitd de quantity vocallgue valant une 
voyelle brdve ou une deal longuo

(Coupes 6 Kamanzi:120)
the rhythm is constant and regular (...] the basis of the meters 
is the mora, a unit of vocalic length representing a short or a 
half-long vowel .
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The Pastoral poetry M  constituted o£ verse lines made up of, most 
usually, 12 morae, 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 Coupez and Kamanzi corresponds to what we, 
following Kubik and Arom, have called a 'pulse'. The authors proceed 
to a schematic rhythmical representation of the morae in each verse 
line of a poem as follows:

Morae 0 1 2 3 4 5 6 7 8 9  10 11 12

g representation, 0 Indicates

(Coupez S Kamanzi,1970:121) 
The table concludes by giving an indication of the positioning of long 
vowels, indicated by lower case letters a,b,c to k, and finally the 
number of long vowels in each position is given.

Coupez and Kamanzi then establish overall frequencies of occurrence of 
long vowels for each of their defined positions within the verse 
lines, and in subsequent discussion, they show how certain positions 
are favoured for the placing of long vowels. The results are plotted



on a jraph. (: 226), In daacendl.ng order of signlfisant frequency, 
which, although they do not define It, would appear to be greater than 
401, favoured positions are d, a, j. Positions in which the placement 
of long vowels is avoided, are k "ou la longue eat exclue par le 
langage* (where a long vowel is excluded in the language); b, o, e, f

We have adopted - and adapted - their method in our discussion and 
analysis of the data from Tsonga children's poetry. The main 
difference between Kinyarwanda and Tsonga phonological systems le that 
vocalic length la phonemic in the former and governed by phrasal 
position in the latter, with the exception of certain inherently long 
ideophonea. This subject is further discussed in Chapter Four.

2.3.3 Coupe*'e typology

Coupez (1983) has recently written an overview of African poetic 
rhythms which he synthesises into a typology. Such prosodic systems as 
have been described in the literature to date are integrated within 
the typology. It is necessary to clarify Coupez'e use of terminology, 
as this does not always coincide with its usage elsewhere in 
literature (as for example Atttridge's usage of the terms as described 
in 2.1 above). For Coupez, "prosody" is "1'utilisatioo rythmigue des 
phonAnes sup ra segment a ux" (the rhythmical use of suprasegmental 
phonemes); as for "meter", it "dtudie lea rythmee pSriodiquea qu'ils 
soiont ou non engendrfis par dee faits prosodlques" (studies periodic 
rhythms, whether these are, or are not, generated by prosodic 
features); "rhythm" is "la recurrence d'616ments phonologiquee et/ou 
mo holog iques sous une forme guelconque* (the recurrence of



phonological and/or morphological elements in any form whatsoever); 
and "periodicity" is "le type de recurrence qui ae laisse d6finir par 
des nombrea stables" (the type of recurrence which can be defined by 
invariable numbers) (i34-S). It should be noted that for Coupez, an 
aperiodic rhythm cannot be metrical. "Periodic rhythm" could however 
be generated by non-prosodic, that is morphological elements. He makes 
the further useful point that

rythmee africains somblent
gens, du meins pour 1'easentiel. On n'y trouve done pas la not 
d'"Acart" qui pareit fondamentale en Europe et par laqt 
certains auteurs, tel De Qroot, entendent lea exceptions gu 
po*me fait a son propre rythme pour mettre le sens en relief

(Coupezi
African rhythms seem to function independently of meaning, 
least as far as the essentials are concerned. Thus we do not f 
there the concept of 'tension' which appears fundamental 
Europe and by which certain authors like De Qroot refer 
exceptions which a poem makes to its own rhythm in order t 
foreground the meaning .

The rhythmical bases of Coupez's typology are thus phonological and/o 
morphological elements. Morphological rhythm will melt 
phonological elements, while phonological rhythm may, but net of 
necessity, include morphological elements. A rhythm is defined as 
"phonological" if at least one of its aspects can be defined inde­
pendently of morphology. By combining these two bases with the concept 
of periodicity, Coupez deduces four rhythmical categoriesi- 

i) Periodic Phonological Rhythm:
periodic syllable rhythm is relatively unattested in Africa. 
The syllable ( "a group of phonemes" (:57)), is the only 
phonological group capable of generating periodic rhythms. 
Of tho suprasegmental phonemes, only quantity and intensity 
appear to function as generators of periodic rhythm.



Coupez'a examples of this rhythmic type are a) the intensity 
accent rhythm of Mongo {Hulataert (1950) Boelart (1952))! b) 
the quantitative rhythm of Rwanda (Coupe* and Kamanzi (1957; 
1970))| and c) the quantitative rhythm of Somali (Coupe* 
gives no reference, but vide Andrzejeweki (1985:338) who 
gives the names of Moxamed Xhaaehi Dhamao and Cabdullaahi 
Diiriye Cuuleed, with reference to their articles in Xiddig- 
ta Oxtoobar with the dates, 1976 and 1978),

.) Aperior.io Phonological Rhythm:
These rhythms make use of the same units as periodic 
rhythms, but less consistently. More characteristic of such 
rhythms are assonance, alliteration and rhyme. Examples 
quoted are a) Somali, in which alliteration reinforces the 
quaneititaeive rhythm (Andrzejeweki and Lewie<1954>)/ b) 
tonal rhythm of Mongo, in which tonal rhyme reinforces the 
intensity rhythm (Hulstaert (1950))f o) tonal rhyme in Luba- 
Kasayi (Steppers (1952), Morris (1951). One could add to 
Coupez'a list the work of Ueoohukwu (1981) who describes an 
isotonic verso system with distinctive tonal patterning in 
Igbo. coupoz emphasises the frequent occurrence of partial 
or irregular rhythms based on assonance and alliteration, 
generated by certain aspects of the phonology and morphology 
of African languages. Repetition of consonants, ooneonantal 
sequences and vowels plays an important role in the creation 
of rhythmical patterns, however fragmentary these may be 
(:46-9). Coupoz, spooking of the amazina, the pastoral 
poetry of Rwanda, notes that these phonological recurrences



"s'onohainont, ae superpesent, a'entreeroiaent tout au long 
dee veraeta" (they Link up, are euperimpoaed and cross 
through each other right through the vereea) (i5L).

iii) Periodic Morphological Rhythm:
Coupes claims that these are very rudimentary and tend to be 
mechanical. He citee for example Latin verse in which the 
number of words is controlled, and also Hebrew biblical 
verses made up of two equally long ayntagmatic units (i38). 
However, partially or irregularly periodic rhythms are found 
in Africa which are based on morphemic, word or syntactic 
repetitions, and these arise largely from the particular 
structure of African languages. Coupez states that unless 
these are reinforced by phonological rhythm or patterns of 
moaning, they tend to be dull and lacking in poetic quality

iv) Aperiodic Morphological Rhythm
Morphological and syntactic repetition in the form of lin­
king, parallelism, chiasmus or cross-parallelism act as
creators or reinforoers of aper 
rhythm, however fragmentary th 
attestations to these aspei 
Coupez characterises those mo 
"mfichanique" (mechanical) (iS4 
belong mere properly to the doma

odio partial and irregular 
may be. There are many 
the literature (:3S-S6). 

phologioal repetitions as 
concludes that they 

n of "jeux et ehansonettoe"
(gamoo and little songs) than to that of literature proper, 

most innovative aspect of coupez'a work appears to be his
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erephasis on the general tendency in African poetry to exhibit 
rhythm which is not linked to meaning, which ie not a 
characteristic of the western poetic tradition. This leaves one 
free to explore and discuss Rycroft'a challenge to search for 
extra-textual sources of meter. We shall attempt in chapter Five 
to place the prosodic system of Tsonga children's oral poetry 
within one of Coupez'a categories.

2.3,4 South-east Bantu Zone

Within the South-East Bantu Zone, no complete theoretical metrical or 
prosodic description of oral literature has as yet been attempted, 
although sporadic references are made in the literature to the key 
concepts outlined above. Serious analyses of written poetry usually 
appear only as unpublished academic theses and dissertations, and only 
two of these, Ntuli'a The Poetry of B W Vllakasi (1984) and Lenake's 
The Poetry of 8 K Ntsane (1964) have been published. In Opland’s Xhoen 
oral Poetry (1983), the only performance based approach to oral 
literature to have appeared thus far, the question of prosody and metre 
is loft unanswered (Opland,1983iISO). In view of the fragmentary 
nature of the material available, to be found often in single journal 
articles, it has been decided to describe this work, neither in 
chronological order, nor in the usual categorization of language, or 
language groups, but rather in terms of key concepts. It is felt that 
this approach will highlight the frequent confusion and lack of clarity 
ourreunding the usage of those concepts ae well as, hopefully, the 
occasionally helpful comments in this area. It should be emp’seized 
that apart from Blacking's vendn Children's Songs (1967), parts of 
Johnston's The Music of the shangana-Tsonga (1971), Weinberg's thesis



Zulu children'! Songs (L979), and her subsequent collection of Zulu 
children's oonge Blabelela Kntwacaml! (1984), no complete work dealing 
with children's poetry has appeared, thus our approach will involve a 
sifting through of the available material, with the selection of 
seemingly relevant remarks being our objective. There are two further 
restrictive conditions which will have a bearing upon our approach. The 
first of these is that many of the works consulted have as their main 
focus, praise poetry, which ‘are regarded by the Bantu themselves as 
the highest products of their literary art" {L6Btrade,1937i29S), but 
within these, the authors occasionally make interesting remarks about 
the simpler oral art forms like songs, children's poetry and games. The 
second restrictive condition is that in almost all cases, the authors' 
analyses are based upon transcriptions of poetry, and apart again from 
the works of slacking, Johnston and Weinberg, which are 
ethnomusloological in approach, and opland'e work, performance analyses 
are totally lacking in the literature of this zone.

Attention will be focussed on the key concepts of
Ai Verse line, which will include discussion on 'breath group', 

'caesura', and the syntactic and semantic nature of the 
linguistic material within the verse line

Bi Feet and 'nodes'
Ci Rhythm, which win include discussion on 

'rhythmic(al) units' and rhythro(io) segments'
Oi Suprasegmental features, prosody and metre.

(The definitions of terms enclosed within quotation marks will be 
provided within the ensuing discussion).



AI VERSE LINE
One of the earliest attempts to define the verse line, and linking it
with the concept of 'breath group', was that of Grant, who describing
the Zulu royal ixibongo ('praises'), stated that

apart from the clear emphasis on the penultimate syllable of each 
word, additional emphasis fell periodically on the penultimates 
of certain words, each of which would be followed by a 
perceptible pause. Thus the poem would be broken up into short 
phrases, each of which appeared to be uttered in one breath (•■■) 
an effort has been made to preserve this in the "lines" of the 
praises as here recorded.

(Grant,1929:202)
Grant was one of the few precursors of the modern performance school 
in that his transcriptions were based on actual performance events.

In an article in 1935, entitled 'Bantu Praise Poems', lestrade gave a 
definition of verse line based on syllable groups

each line of verse is made up of a number of groups of syllables, 
which we shall here call nodes, usually three or four, each node
containing one stressed syllable and a varying number, usually
two, three or four, of unstressed syllables grouped around the 
stressed syllable [... ] we have a three-node line (... ] a four-

(Lestrade,1935:4)
This quotation has been of seminal importance in subsequent prosodic 
discussion for over fifty years. In 1937, Lestrade modified hie defini­
tion only slightly by stating that "each line containing a varying 
number of words, with however a more regular number of strong stresses 
[...provided...; the balanced metrical form" of praise poetry (Lee-
trade,1937:295) . For Lestrade, tho concept of 'verse line' was linked
to the strong stresses which make certain syllables more prominent than 
others. Rycroft (1960) hoe levelled severe criticism against the Les- 
tradean definition, showing first of all that "exactly the same kind of 
patterned stress-grouping is also to be heard in ordinary spoken Zulu";



secondly that, based on observation of both performed and transcribed 
praise poetry, "Lestrade'e claim about there being 'usually' three or 
four nodes per line (le) totally unacceptable") and, finally, "he tells 
un nothing at all about what he means by a 'line'" (Rycroft, 1980:296). 
It is Rycroft'a description of the vain search for metre in south 
African praise poetry which eventually leads him to make a claim for an 
"extrinsic metre against which the oral delivery is timed and 
regulated" (:298). We shall consider this claim in further discussion.

Blacking (1967), describing Venda children's songs, gives us the
timely reminder that

the concept of a 'line' of verse or music obviously cannot exist 
where there is no tradition of writing

(BlackingilS)
and his own use of our literate conception of 'line' la determined by
what he calls the "basic metre of the song". This is

established in the first word pattern, or 'line', the remainder 
of the text generally conforms to this pattern, and the number of 
syllables is controlled accordingly
Bach 'line' of a song is in itself a total pattern (...] a 
syllable or two may liu outside the 'endpillars' of the metrical 
pattern either at the beginning or the ending of a 'line' [...] 
provided that the metrical pattern is not affected.

(Blacking:156 6 159)
For Blacking, the concept 'verse line' is bound up with the rhythmical 
patterning of the melody, and indeed he expresses explicit agreement 
with von Hornbostel, that there ia no such thing ae spoken verse, "only 
everyday language and song" (von Hornbostel,1928:55), and in Venda, 
spoken verse and song "are united in the same category by virtue of 
thulr metrical difference from ordinary apeooh" (Blacking:155. 
Blacking’s omphasio).
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the term "eonga of the Venda" nyimbo dza vhavenda includes all 
tunes that "are sung" or "played on instruments', ae well as 
patterns of words that are recited to a regular metre .

(BlackingilB)
Blacking's data lead him to conclude however that

the rhythms of the Venda children's songs are not children's 
rhythms so much as fairly elementary Venda rhythms .

(BlackingilSO. Blacking's emphases)
He thus does not support the universalietic claims of Brailoiu
that rhythmic patterns based on eight short beats are most
characteristic of children's poetry, with the use of triplets being
aberrations (Brailoiu:?). Of the 58 songs collected and analyzed by
Blacking, 28 are based on dotted crotchet (i.e. triplet) beats.

Harden makes an ambiguous link between 'verse line', 'breath group1
and ’semantic unit' for Tsonga, when in his description of the Tsonga
folktale technique he states that

Tinxaxa leti landxelaks masungulo lawa ti blayiwa hi ku longoloka 
hi tinxaxa-xaxa ta switlhokovetsele. kuabe swiphato. Rixaxe 
rin'wana ni rin'wana ri fika ri hela Xaha outshcketi a fikaka a 
hafemulaka kona, kumbe laha mhaka yi he.le kona. Bi mhaka yaleye, 
tinxaxa ta utsheketo ta hambana-hanbaot hi ku leha ka tonal 
tin'wane ti lehile, kasi tin'wana ti komile

(Harden, 1566:15-16)
The lines following this introduction are told in the same way as 
the lines of poetry or praises. Each line ends at the point where 
the narrator draws a breath, or where the topic ends. For this 
reason, the lines of the tale are of different length, some are 
long, while others are short

Harden's conflation of the techniques of folktale narration 
(folktales in Tsonga are poetic in structure and style), general 
poetic performance technique and the performance of praises leads to 
an unclear definition, and hia further explanation does not clarify 
his use of the concepts.
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Kunene’a description of the verse line of Sesotho Hthoko -praise 
poetry' is similar to that of Damane and Sanders for this genre. For 
Kunene the guiding principle is "that of the phrase for the deter­
mination of the verse line" (Kunene.1971:53), while for Damans and 
Sanders ’the lines (...j are units of meaning" (Damans and 
Sanders,1974:52), with the result that

most lines can stand as complete sentences in themselves, for the 
relations between them are seldom made explicit (...) each 
(...) may be inconsistent with the lines around it-

(Damans S sandersi53)
This would appear to imply that a 'line' may be either made up of two 
'units of meaning', or that two 'lines' make up one 'unit of meaning', 
in praise poems. The ambiguity is not resolved by comment by the 
authors, and we recall that in the classical definition of the 
caesura, it is linked to a "pause within the line created by the 
syntax" (see Attridge:8, our emphasis).

Rycroft'a investigation into the relationship between linguistic text
and musical accompaniment of the 4ulu bcw-songe led him to the
conclusion that non-simultaneity of vocal and instrumental phrases are
characteristic of this genre.

the two parts are in an overlapping arrangement [...) the vocal 
entry point also has a fixed position provided that the lines are 
of equal length (...) the longer the line of text, the earlier 
its commencement

::53, Rycroft'a emphasis)

I



While this explanation shade aome light on the intet-rela'-ionship
between linguistic text and .aelodic line, it is not particularly
helpful for our purposes of definition of the concept of 'verse line'.
we note however, in the same article, but in the context of metre,
that Rycroft remarks that

the lines are mostly 'unmetrical' by Western standards, having 
varying numbers of syllables , and no regularly recurrent pattern 
of long and short, or of strong and weak syllables. Texts of this 
kind are very common in most categories of Zulu song, though 
inilolozelo ('children's songs') are usually more metrically 
stereotyped ,

(Rycroft, 1975bi66)
In a footnote comment on Jones' claim that "any song which can be sung 
during dancing must, ipse facto, be metrical" (Jones,1964:7), Rycroft

it would seen more reasonable to consider such texts to be 
inherently unmetrical in themselves, and to regard their metrical 
organization as something imposed upon them .

(Rycroft,197Sa:80)
The whole thrust of Rycroft's investigations has thus led him to a 
definition of 'verse line' which differs radically from the classical 
understanding of the term, and which is closer to the analyses of Bird 
(1972,1976). While we shall follow certain of Rycroft'a arguments, the 
nature of our data will not necessarily lead us to identical 
conelusions.

Shole has a different approach to the concept of a Tewana 'verso line' 
which he associates with rhythm, with 'thought unit', with 'breath 
span', and even, usually, with syntax, unless this is run-on. or 
enjambed to the following verse line

the most reliable unit of rhythm is a line, which may consist of 
any number of syllables, but which forms a complete unit of 
thought. Except in cases of enjambement, a line forms a phrasal



unit [....its...)) length le not based on the number of syllables 
only, but also on breath-epan: lines are of equal length if they 
can be uttered within equal breath spans

(ShOle,1981.118-9)
This omnibus definition attempts to capture all the essential elements
of the concept of 'verse line', but its weakness, in our opinion, lies
in two aspects, firstly, the equation of 'unit of rhythm' = 'line' =
'unit of thought1 = 'phrasal unit' would appear to beg several
questions. Is a 'line' made up of only one 'unit of rhythm'? Does this
Imply that only one prominent v liable is perceived in each 'line'? Is
a 'unit of thought' always phrasal? Secondly, the concept of 'equal
breath spans' introduces a physiological element into the discussion,
one which ,iae proved extremely difficult to define. This was poinwad
out as long ago as 1938 by one of the earliest African commentators on
Zulu verse, Vllakazi, when in a diacuasion on the development of Zulu
poetry he stated that

a unit of poetry or verse in Zulu is a breath group of words.
Allow the poet to recite slowly, and he will always breathe at
certain Intervals and inhale before starting on another verse. 
But if you allow the poet to be carried away with ecstasy, he may 
take two verses in one breath [...) you will detect in the middle 
of the verse a very short break, which I would mark with a 
caesura. Then the verse le composed of two rhythmical parts, each 
of which may have one or more stressed sounds, accompanied by 
unstressed ones.

(Vilakatl,1938:112)
(It should be noted that for Vllakazi, 'verse' is the equivalent 
of 'verse line' in modern usage)

Ntuli, commenting on Vilakasi's written poetry, shows how Vllakazi has 
interpreted this caesura, as being dictated not only by a rhythmic 
break, but also by a sense break INtuli,1984:225).

Me conclude this brief discussion of the concept of 'verse line1, By a



a few quotations from Dhlomo, whose series of articles in the Native 
Teachers' Journal in 1947-8 on 'Zulu Folk Poetry' contains several 
helpful insights on the nature and characteristics of what he calls 
'folk' or 'tribal' poetry:

[in] the poetry of our forefathers, of the soil and the soul of 
the oountrv (...(they)..) observe w.' :h sure and artistic instinct 
this universal law of rhythm

(Dhlomo,1947:5)
(... 1 depended on rhythm and stress (...) it employed a line 
divided into two or three rhythmic parts with stressed and 
unstressed measures, divided by a caesura or pause, stress (...) 
did not depend on the number of syllables (...) The irregularity 
of the caesura was due [...]not to haphazard and illogical 
methods,, but to the musical nature and origin of seme of those 
folk compositions. The words, it seems to roe, sometimes followed 
rather a musical than a purely poetio foot.

(Dhlomo,1948:47)
it would appear that some of the folk poems sprang from or with 
the danoe. The dance is rhythmical, and rhythm in the essence of 
poetry (...) the poetic compositions have outlived the ritual and 
the dance. But the point is that in tribal society poetry and the 
dance played a living part and were inseparable twins (or 
triplets, if we include music).

(Dhlo.no,1948:48)

We have seen that for the Vends, "spoken versa- and ecng are united in 
the same category" (Blacklng:155), and that for the Zulu, "poetry and 
dance are inseparable twins". It will become evident in our argument 
in Chapter Four that we sharo these understandings, and for the simple 
poetry we are considering, spoken verve, song, poetry and dance are 
often indistinguishable rhythmically. Our definition of verse line 
will have more to do with rhythm than with breath group or syntax or 

meaning.

B: FBBT AND NODES
These terms have sometimes been used interchangeably in the literature 
on the South-East Bantu Zone, and it would appear advisab) to





syllabise and the upper limit Being three syllables. The paint to be 
emphasised la that in the foot, by definition, more than one syllable 
may be a carrier of stress, the type of stress beit determined by the 
particular linguistic code. On the other hand, in the Lestradean 
node, only one syllable will be stressed, and it will be "surrounded 
by" two to four unstressed syllables, thus from a minimum of three to 
a maximum of five syllables per node. It is clear from Lestrade's 
discussion (1935) that his "stressed" syllable corresponded to the 
word penultimate syllable, but he does not describe the nature of this 
stress, and its syntactically determined position is disguised by the 
fact that his examples are taken from 'ulu, written conjunctively, and 
from Sesothe, written disjunctively.

eg Ubheku / Iwabafaxi / bokwoHomgabi 
'the play of the women of Nemgab.V

Kxomo / di kene / ka yona / di sa lie
'the cattle enter Into it on their way

These are examples of a "three-node line' and a ’four-node line'
respectively (Lestrado,1935:4). By ’937, Lestrade is talking of

strongly marked dynamic stresses, occurring in more or less 
regular positions in all words of the same language, and the 
fairly regular incidence of long syllables also usually in the 
same positions .

(1917.303)
These "dynamic stresses" are the "basis of Bantu prosody" (1935.4) for 
Lestrade, and the resulting terminological contusion in the literature 
may largely, we feel, be traced back to his equation of "dynamic 
stress" with "long syllables also usually in the same positions', one 
could also raise questions as to the dynamic nature of a stress which 
occurs in "more or less regular positions in all words". Does Lestrade
moan by this, 'penultimate position'? The nature of stress in the



South-Baofc Bantu languagaa will be further diBcuaeed under the rubric 
of Bupraaegmental featucea.

Early commentators on the statue of the poetic foot in Bantu oral 
poetry emphasised for instance tnaL "Zulu has none of these outward 
decorations" (Vilakaei,1930tlll|i for Tswona, it 'hae no prosody" 
(Thema, 1939:44) j for Northern Sotho, "the rhythm is somewhat 
irregular!...) there Is always a dominating foot throughout" (van Zyl, 
1941i119)i for Zulu, "folk poetry did not of course use the poetic 
foot based on each syllable of the word" (Dhlomo,1948i47Jj for Ryoroft 
"in the izlbongo (•••J such things as regular feet are not to be 
found, but rather the natural rhythms of speech" (Rycroft,1962*01). In 
spite of these sometimes contradictory statements, and the influence 
of the idea of the Lestradean node, one finds a hankering in the 
writers of this era to find some reflection, however pale, of the 
classics: "’Stic feet.

Thus, we find Vilakazi stating that
the metrical basis of rhythm in Zulu will naturally be dactylic. 
But there are so many derivative words with added syllables to 
which this does not apply that Zulu will range between dactylic 
and trochaic metres the poet will always use a dactylic
verse to begin his narrative, and in this break the law of 
penultimate stress .

(Vilakazii1936i112)
Dhlomo considered that

our poetry can use the trochee in disyllabic, and ttha amphibrach 
in the trisyllabic words. I think we can also employ the spondee 
and (...) the dactyl, if we break tha rule of penultimate stress.

(Dhlomo,1947i46)
The fact that the application of the classical concept of the poetic 
foot should load to the ’breaking' of a phonological rule of the Zulu



linguistic code should have bean a warning sign Co those whose 
Western-based literary education was misleading them into an 
uncritical acceptance of its precepts.

Moloto accepts the Lestradean node, "with the word 'length' Imutatls 
mutandis) wherever Lestrade employe the term 'stress'" (Molo­
to,1970i30) . He continues

'nodes' are the embryo of the 'verse-foot', or are in fact to the 
Tewana verst what the English verse-foot is to the English versa.
words or 'nodes' or verae-sogments or 'verse-feet' bear the 
duretic pattern short-long-short, which may, in written practice, 
develop in the same relation to Tawana verse, as the amphibrach 
foot to English verse.

(i31 and 33)
(The 'words' to which Moloto refers are praise names)

Moloto was oven prepared to argue for a "chiselling or polishing" of 
nodes in Tswana poetry, which could thus be "developed into 'verse- 
feet' In the popular sense" (Molotoi31).

Moloto's argument for a basic trisyllabic metrical foot has not been 
unchallenged, as we shall discover when describing Shole's ware, but 
we turn briefly to an earlier writer who also put forward the idea of 
a trisyllabic amphibrach toot being the basis of South Sotho oral

Khakotla, in his introduction to Lipnhamathe (1954), describee the
rhythm of Seootho aa being booed on

linoko tea aantsoe tee nnng le kina, ha li arohantsoe ke ae le 
song kupa 11 le peli, tse se nang kina (...) 'me ha motbo a bala 
aiclana ena, ho Ulaha monate o mong, o kong o« pare ha e khelopa e 
iketlile, e re koatluka {.., ] e bolokile nako

(Khaketlo,1954ivlii)



She syllabize of the words which have atreaa, are not divided by 
one, but by two from those without stress [...) thui when one 
saye these lines, in order to show their essence, it is like a 
horse galloping quickly, saying koatlaka [...) it is keeping time
(keatlaka - an ideophone representing the galloping of a horse)

Kunene has summarily rejected these ideas, or what he calla
the galloping horse poetry...how do you get a galloping-hcree 
rhythm out of a language wk ,se main-stressed syllables are 
separated by widely varying numbers of syllables carrying 
secondary and tertiary stresses?

(Kunene,1971ixiil)
Kunene, as we have seen above, bases his concept of verse line, net on 
poetic feet, but on paragraphs.

Nkondo is the only modern isonga poet to have made any comment upon
the nature of the poetic foot. In his introduction to his collection
of poems Ntbavele ya Hiehloketo ('The Sp- .ng of Thoughts’), Nkondo
discusses poetic form

Xitlhokovetselo xi na xivumbeko xa xona. A xi fani na leswi 
sabungu man'wani, na nga tsarisiwa swoon, xikombieo, oka 'Nkoei 
wa Bamuta', languta leswi va age 1 milonoe ya xitlhokovotselo

I ndahe - nga wa - xixi - ka
Laha mi voaa mileage mirhsrhu na xiphemu xin'we xa nongo

(Nkondo,1971(?)ivlii)
Poetry has its own form. It is not the same as other literature 
in the way it is written, for example, consider, from (tho poem) 
Nkosi wa Baauaa, what are called ooetlo feet

'It is a winter afternoon'
Hero wo have therm font and ono part of a foot
{Underlined words are in heavy print in the original Tsonga.)

Nkondo has market the unstressed syllables by the usual convention (-)
and the ponultLnatoly lengthened syllable by a hyphen sign within the
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text. His interpretation of this line of text aa iambic appears unna­
tural however, since the wa (possessive concord) would not carry 
stress in either natural or poetic diction, unless it was in phrase 
penultimate position. Nkondo makes no further attempt to elucidate the 
prosody of his poetry, but it is certainly not characterised by iambic

An altogether different approach to the concept of 'verse foot', is 
that adopted by Oroenewald, In his discussion of a simple song which 
opens the action of Hauheroue, a Northern sotho play by Frans (1949). 
Oroenewald describes the motriese maatstcf (metrical measure) of this 
poem as being based on a pentasyllable group which is 
woordgroepfonologiee bepaal (determined by the phonological word 
group). It consists of a ritaios-dinamleae sillabo x en [...die..] 
riteieso-paselewe sillabo - (a rhythmically dynamic syllable x, and a 
rhythmically passive syllable - ). These are patterned as (-)— -x. The 
rhythmically active syllable corresponds to length and/or immediately 
following tonal level -hlftt (Oroenewald,1972i24-5). He describes the 
song as being built up of verse lines made of two 'membra', in 
beginsel it elke vyfde sillabe 'n momhtuugroaa (in principle, every 
fifth syllable represents a membrum boundary). This syllable la 
rhythmically active and has a demaroative function; every tenth sylla­
ble la a period boundary (or, to use our terminology, 'represents the 
end of a verse line'), which Oroenewald also describee as a koordina- 
siopunt (coordination point); and the membra making up each 'period' 
are separated by a korreapondenslopunt (a correspondence point) (i26), 
This would not appear to be related to the concept of caesura, since 
in Oroonowald's analysis it represents a break between 'metrical



measures' rather than a semantic or syntactic break. Unfortunately,
Oroenewald does not indicate syllabic tones, and his determination of
the pentasyllable group appears to be a mechanistic and artificial
manipulation of the linguistic material.

for eg. Oe ke le kuwa Xukatole (9 eyll-bles)
While I was there at Tukatole

is split up into
Oe ke le kuwa (S syllables)
Tukatole (4 syllables)

for no other reason than that it should follow the
segmonteelfonolegiese reeks and the woergtoepfonologiese reeks (124)
(the phonological segmental series and the phonological wordgroup
series) which led him to an acceptance of the ’metrical measure’.
Syntactically and semantically Oe ke In kuwa Tukatole would appear to
be one unit.

Our discussion of ’feet' and 'nodes’ has not led us to arv helpful 
decisions fee the analysis of the Tsonga children's poetry which make 
up out data, and we continue our overview of preaodio work in the 
South-East Bantu Zone by a consideration of the writing of 8hole, 
Ntuii and Lenake.

Cl RHYTHM
These three writers appear to have made a determined effort to break 
with attempts to identify verso lines based on feet or nodes, and have 
rather focussed on ’rhythm' as the dominant concept. In this, they 
endeavour to systematize previous writers' refereneee to the feature 
of rhythm as organising principle, since most of these were of a very 
general nature (Grant (1929), Vilakazi (193B), Dhlomo (1947-8)|
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trade (1931:294); Schapera (1V65)' Cope (1968:40); Hakuya (1971:37
ane and Sanders (1974:52)). Finnegan, after an encyclopaedic
nary of the evidence concludee that in Africa,
rhyme and regular metre are uncommon or non-existent (...) in 
other cases again, it seems that either- the musical setting, or 
such features as repetition, linking, or parallelism perform 
certain of the functions we normally associate with metre or 
rhyme. But the whole question is a difficult one I-..) relatively 
little study has apparently yet been made of this aspect of 
African literature,

(Finnegan,1970:74-5)
negan has in later work pointed out that poetic rhythm is "not a 

rural and relative" concept; it may grow on musical 
roots, but these are not universal , yet (quoting Edmonson), "the 
simplest, most, fundamental and most widespread feature of poetry is 
rhythmic structure" (Finnegan,1977:91-2).

Shole, Ntuli and Lenake have, each in 
define this rhythmic feature for Tswan: 
respectively and we shall describe their 
applicable for Tsonga children's poetry f

lulu and Southern ;

Shole emphas a the oral natur 
vice which must

of rhythm which 1
i with the ear rather than the 

eye I... I it refers to the arrangement of sound units like 
syllables into patterns that give a particular movement to the 
poem (..and...) regulate the pauses between groups of wotus or 
syllables forming rhythmic segments .

(Shole:112-3)
warns however against a blind acceptance of Western concepts like 
ress', as a regulator of rhythm - it is "foreign to the sound 
;em of Setowana" (:114), He equally reV-Jts tonal patterning as 
ilator of Tswana poetic rhythm, as well as numerical syllabic 
:rol, though "in some children (sic) poetry we do find an equal
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number o£ syllables to corresponding lines of

- and flexible as we find in most 
wn oral poetry .

(Shole:116-9)

'written'? Tswana poetry, he comes to the conclusion that
a rhyt.limic pattern can therefore be regarded as the organisation 
or arrangement of lines of a poem into various lengths and forms 
(...] length le not based on the number of syllables only, but 
also on breath-span

By this, one presumes that he is referring to the recital of written
poetry - or else that the poet composes 'orally', arid then commits hie
work to writing, (see for instance his reference to the Tswana poet R
Holefe, SholeilI3). Shole equally rejects penultimate syllabic length
as rhythmical organiser, "since not all rhythm segments are marked off

the most reliable tools for attaining rhythm in Settswanan poetry 
(...(are)..] the kind of rhythm expressing what the poet desires, 
and following the rhythmic quality of natural speech. We do not 
come across any regulated accentuation or patterning of 
"stresses" and "nodes" ,

For Shole thus, rhythm in poetry cannot le conceived of apart from its 
aesthetic function, and its nature la that of "natural speech". We 
find difficulty in following some of his argument, since he has rejec­
ted "stress" (by this does he mean 'intensity'?), which he saye "would 
surely interfere with the tonal patterns of words" , vn, as well as 
tone and length as regulators of rhythm. One w . re what other 
feature of natural speech could perform the poetic organising



nature of rhythm and on the role of the auprasegmental feature of
length in particular as rhythm,leal organiser in Zulu. Although he la
discussing Vilakazi's written poetry, his definition of rhythm is
performance based:

by rhythm in a poem we generally mean a more or lees regular 
recurrence of time patterns and patterns of successive and 
positional association of emphatic elements to lees emphatic 
ones. These patterns include a combination of the various degrees 
of stress, duration or length and tone (•■•) languages like Zulu 
use patterns of tone and length.

(Ntuli,198v:220, our emphasis)
The most important rhythmical organiser in his opinion is length

this means that we shall have cases where a whole line is a
'verse-foot' because it only has one length (...] we suggest the
term 'rhythm segment' when we refer to the interval betwien these 
lengths. The occurrence of these lengths at well-regulated 
intervals, therefore, gives a rhythmic pattern to the poem .

However, since syllabic length determined by syntactic position does
not always occur in Zulu, Ntuli finally decides that the

pause, rather than the length, (...] is a better criterion for
determining the boundary of a rhythm segment. We get such a pause 
wherever sense dictates that we must have a break or caesura 
between items (...) if we use the pause as our key concept we 
shall have more agreement because we can use it to mark the end 
of a rhythm segment irrespective of the presence or position of 
length in the preceding syllables.

(Ntuli!224-225)
Ntuli thus makes the rhythm segment dependent on meaning, the sense 
break resulting in a pause, but this does not define 'verse line', nor 
is it, seemingly, related to 'breath group'. However, cadential fall 
in voice pitch at the end of sentences, especially if the sentences 
are "of more or less equal length" (:225) will, he claims, reinforce 
rhythmical patterns.

Lenake's discussion of the poetry of Ntsane touches briefly on
rhythm, and he concurs with Ntuli's analysis, although Lenake prefers
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the term -rhythmic segment" (lenake, J.984ii53) to Ntuli's "rhythm
segment". Discussing Ntsane1s poem Lemo aa 1939, which Lenake shows to
have many features of $ raise poetry, he remarks that

we have rhythmic eê ments demarcated by pauses. The pauses 
indicate (a) either a brief delay between the first and second 
members of a couplet (...) or (b) a longer or full break at the 
end of a couplet [... J The segments coincide with verse lines 
[...) but there (...) are pauses within the lines. Thus there is 
more than one rhythmic segment in (some) lines.

|Lenake>162)

After attempting to capture patterning within segments, however, 
Lenake concludes that rhythm is very complex -"a special study of this 
aspect is still to be undertaken by scholars of African poetry" 
(Lenske:163-165)

The work of these three writers, Shole, Ntuli and Lenake, has however 
shown that some progress has been made towards more precise definition 
of rhythm. Possibly the least successful analysis has been that of 
Shole. He shall make use of some of their analyses and ideas in 
ongoing discussion in Chapter Four.
Dl SUPkASBOMBHTAL FEATURES, PROSODY AND METER
We conclude this overview of studies dealing with theories of meter 
and rhythm in the South-Eastern Zone by a brief consideration of the 
descriptions of the roles of the eupmsegmental features of tone, 
length and intensity in poetic language. He have made passing 
reference to these in the discussion above (in particular in 
considering the remarks made by Shole, Ntuli and Lenake) and our aim 
here will be to summarise, as far as possible, the disparate views 
expressed.
Typical of many of the early commentators, whose Euro-centred
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understanding of the features of poetry effectively prevented them
from 'hearing' Bantu poetry, were Dieterlen and Kohler, who remarked
that for southern Sotho

in these eulogies, there is neither rhythm, metre nor rhyme, in 
other words nothing that co latitudes proper verse ae we see it

(as quoted by Kunene,19711il. 
In partial eupport of these ideas, we find Ryoroft'a claim that for 
the Zulu how-song "it le the accompaniment that in fact supplies 
metrical regularity" (Rycroft,197Sai81. Rycroft's emphasis)

What both aro effectively saying Is that these poetic forme are not 
controlled by any known system of prosody or meter. The worst 
Interpretation that could be put on the remarks le that the languages 
are intrinsically non-rhythmicalj that they have no inherent 
linguistic features which are capable of rhythmically organising them 
aa poetic languages. We would wish however, to arguo that while we 
find some sympathy with Ryeroft’s position, we cannot accept that 
musical rhythm, or, in its absence, rhythmical body movements, are the 
sole controlling elements in poetic language, R-troft's states 
further that

Sow-songs end leading parts, choruses in dance-songs, and 
children's jingles thus demonstrate three different degrees of 
metrical organisation for the texti firstly, apparent rhythmic 
freedom, with overall timing control supplied by the extrinsic 
metre of the accompaniment) secondly, imposed metre, causing 
textual distortion) and thirdly, inherently metrical texts (which 
appear to be only fit for children).

(Rycroft,197Sata3)

A fourth type of metrical organisation decribed by Ryoroft is that 
found in the praise poetry, for which "such things ao regular 'feet' 
are net to be found, but rather the natural rhythms of speech" 
(Rycroft, 1962i81). By "inherently metrical texts" Rycroft implies



"metrical lines with veyularly recurring feut" (loc.clt■) as found in 
the inilolojelo, traditional children's jingles. Our discussion of 
Tsonga children's poetry will show that even texts which do not have 
'regularly recurring feet", are rhythmically organised by an 
interaction between the rhythmically patterned pulses and the 
intrinsic supvaeegmental features of length and intensity. This 
argument will be developed in Chapter Pour.

The underlying cause of the oonfuaijn surrounding the definitions of 
rhythm, metre, and prosody has been the lack of clarity about the 
nature of stress in South-Eastern Bantu languages. Me shall therefore 
initially clarify our own understanding of ■stress', which is based on 
the analysis of Hyman (1977). Phonetically, a "stressed syllable is 
frequently characterised by pitch change, by greater duration, and by 
greater intensity" (Hyaani40). In terms of linguistic function, stress 
may be 'fixed', i.e. its position can be predicted from a word- 
beundary, thus it has a demaroative function e.g. in Polish; or else 
it may be 'free', non-prediet able, thus lexical, in which case "it 
will fall on the same stem syllable throughout the declension", for 
e.g. in Russian. Its function will in this case be morphological.

We therefore distinguish between lexical and grammatical stress, 
with the latter being further differentiated into morphological 
vs. deiuarcativo sub-functions.

We take note of Hyman's footnote 19 |i77) "that in a tone language, 
pitch will tend not to be the primary perceptual cue of stress”. Our 
empirical argument will lead us to propose that duration and intensity



are the chief stress cues for Isonga, but we will also bear in mind
Rycroft'a warning (with reference to the failure of instrumental
efforts to measure intensity stress) that

where the investigator (or even the speaker himself) subjectively 
feels dynamic stress [...) it seems feasible to suggest that - in 
Santu langujges generally - the listener may tend to project, 
conceptually, a kind of 'lexical prominence' on to root syllables 
by reason of their semantic importance, whether or not they 
happen to be actually louder .

(Rycroft,1970.306, footnote 23)
He note however, that Rycroft has in the introduction to his concise
aiswati Dictionary made a claim that

dynamic stress is potentially associated with the first syllable 
of each root or stem, speech rhytlim, based on isochronous stress 
timing in eiSwati, may condition additional stresses In words of 
more than three syllables.

(Rycroft,1981ixi)
Rycroft presents no reference for research which would back up these 
claims. With this caveat in mind however, our argument can only claim 
to be based on our subjective perceptions, whether these be conoeptual 
projections or not.

Ml of the auprasegmental features, in isolation, or in various combi­
nations have at one stage or other been proposed as rhythmical organi­
sers for the sintu languages of South Africa. We give a selection of 
those below:
1) •stress1 (= intensity?)

the initial syllable of the first verse in Zulu poems is 
stressed. This point reminds ono of musical beats, where the 
first note must bo emphasised

(Vilakas:.,1938:11?.
li) 'etrooe' or 'dynamic accent’ (= length?/intensity?)

by which syllables are made more prominent [...} every complete 
Bantu word has a main stress on one of its syllables, secondary 
stress falling at intervals on other syllables of polysyllabic
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words. The m In ettresB is then a great factor in word- 
building (...and falls..| typically on the penult syllable

(Doke,1954143)
Doke defines two other prosodic elements which he calls 'length'
and 'tone'.

Ill) 'prominence' (- lengthf/mtensi y?)
prominence on the penultimate syllables of sentences (...) is in 
many cases preserved in the meter of the songs by lengthening 
those syllables, if not accenting them

(Slacking:155)
iv) 'tone' together with 'length'

seem to play an important part in the determination of (Vends) 
rhythm

(Makuya,1971:38)
Me note however, that Makuya provides no proof for this statement.

v) 'length' and/or 'tonal level changes'
die ritmiese kern (d.w.s x) word woordgrocpfenologies bepaal en 
ken in Hoord-Sotho saamhang met 1eagle en/of 'n toonvlaks- 
verandering direk daarna

(Groenwald,1972125)
The rhythmical nucleus (i.e. x) is determined on the basis of the 
phonological wordgroup and can be concomittant in North Sotho 
with length and/or directly following tonal level changes

vi) 'intensity and ' length'
despite such alterations of the length patterning in song, the 
position of intensity stress in each word appears to remain 
unaltered (...) syllables bearing 'prominence', either by length 
or stress, need not necessarily fall on a metrical down beat
Syllables with an ’inherent' length feature (...) appear to be 
less subject so alteration in song, on tho other hand 'imposed' 
length (...) is very frequently either displaced or 'lifted off

(Rycroft,1970:306-9/ 
vide also Lanham,1960:146 ff)

vll) 'tone' and 'length'
in the African languages, accent or stress are only fid h2E 
prosodic features, their primary prosodic features being high or 
low tone on syllables and various degrees of length on the
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penultimate syllables of specific syntactic units
(Lenake!152)

viii) 1 tone' and 'length' and 'stress’ {"intensity?!
languages like Zulu use patterns of tone and length. In Zulu 
certain syllables are sometimes articulated with a measure of 
emphasis. He regard this emphasis ae stress, and it normally goes 
together with length, especially the length of the penultimate 
syllable

(Ntulii221)
He noted above that Ntuli, mentions "the various degrees of 
stress" (>220) which are used in different languages , and we 
have some difficulty in reconciling thie present statement, which 
appears to underline the emphatic cole of stress and its explicit 
link with the length of the penultimate syllable. Lanham (1960) 
has described tl,u cole and nature of emphatic stress in Zulu,

For Tsonga, very little has appeared in the literature on the nature or 
function of stress, and these few references are noted, without undue 
comment, in chronological order of publication,

1) Bortheud (1908) in his posthumous Bhangaan Oraansar 
deacribos the five vowels

pronounced as In Italian or <5 -rman. They are sometimes long, 
sometimes short, Bx.i faaba, t> go, the first syllable is long, 
the second Is short

(Berthoud,190811).
Bortheud was also the first to recognize the fact that all sylla­
bles in 'shangaan' aro "aesn, viz. "hey all end by {ate) a vowel"

li) Junod (1932) in tho first complete gtvnroatioal description of 
Tsonga, Elementary Grammar of the Thongo-Bhaov.ar.t Language under 
the heading 'Syllabic system and accentuation' states
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The aeoente In well mar 
word In polynyllabio ( 
accent

(Junod,1932:12. Junod'B emphasis)

ill) Ouwehanr1 in Everyday Tsonga states quits nimply "usually 
the accent In the word in on the last syllable but one (the 
penultimate)" (Ouwehand,1965tll)

iv) Junod1s Vuvulnvuri bye Xltaonga, which le a revised version 
written In Tsonga for school use of the 1932 work refered to 
above, refines his initial definition as follows:

v) The UMISA Handbook of the Speech Sounds and Sound Changes of 
the Bantu languages of South Africa, distinguishes clearly for 
Tsonga between
a) long vowels (which) occur in the penultimate syllable of a 
word in isolation, or of a word at the end of a phrase or 
sentence e.g. ku voinu 'to see'; ku vona waneaiti 'to see a 
woman1i b) halt-long vowels (which) occur in the penultimate 
syllable inside a sentence or phrase vasa.tl va vo.na vamhu 
'the women see the people'; and c) short vowelj which occur in 
certain Idoophones, and at the end of interrogative clauses

(Ziorvogel a£ &li1967:56-7).
We note also their conclusions regard.ng stress:
stress is not an inherent or ense.n lal characteristic of the 
southern Bantu languages. It le on.y a concomitant occurrence 
appearing sometimes to indicate, nlesrly a difference in tone or 
length. When a speaker wishes to inJ.co:;e clearly that a syllable 
has high tone or length, ho also atw.t«ia that syllable

(Ziervegol al.:3B)





state that Unguio-lo rhyth-n, whether pcoduoad or perceived, Le rooted in
musical rhythm alone. While Brailoiu (1954), Burling (1966), Calvet (1979),
Steli and Gil (1990) have bean able to make out a case for simple forma
like children's versa, cheers, sports eonga, chants and political slogans
having a universal rhythmic base, we find difficulty in stretching these
arguments to oral poetry in general. Calvet has distinguished three
potential conflict zones in the relationship between language and music,
these being oeiodigue (...) duratif I...) et accentual (melodic, durational
and accentual) (Calvet,1979:85). Referring specifically to the potential
conflict between different rhythms, he claims that

11 eu v* do aeue do tout#: lot productions podtiquos, puisque toutes 
ont exists avant i'ecriture ot cot 6t6 aasociSs, 6 1'origln, a un 
rythmo, la danse ou le chant. Plus tard, lorsque I’aariture a 6t6 
utiiisde et qua la poSeio a 6t6 tranaorite, cette influence du rytbae 
noa-linguistique our le linguistique a du etre trnduite A 1'aido do 
formulas verifies: lo metre, la longueur, I'alternance de syllables 
aecentufioo et noe-acoentufios, selea lea longues, an conaarvant bisa sur 
lea coractfirlstiques proprea 4 la tradition oralei rimes, allitfirationa 
ot aesenoncos. Lo contrainto originelle, extfirieure 4 In longue, ost 
done technique eu eorporellei lea instruments utllisfis, los 
claqueoents de main, lea bnttoments du pied, la maroho, la danse, Bt 
cette conjonction de la longue et d'une rythmique noa-linguistique 
unifie dos productions de types divers: slogans, eomptines, chansons, 
fipopfiea de griots [...,(onis)..] d'autre part olio tendrait e nior la 
prfisonee du rythme dons la longuei le rythmo viendrait d'aillours. Or 
si lo longue se plie volontiors ou* inpfirotife rythmiquea du slogan ou 
de la oliauson, Cost peut-etre parse qu'elle ports dfijft le rythmo on 
oils et qve nous la roduieens induawnt on la romonanfe au systeme 
digital syabolisfi par la transcription orthographiquo ot enturinfi 
d'une oortaino aanifiro par I'nnolyse phonologique traditionolle.

(Calvet:43-5)

The snmo phonomonon is observable in all poetic productions, einco 
they all oxiatod before writing and were aosociatod, originally, with 
rhythm, dance or song. Later, when writing was used and the poetry was 
transcribed, the influence of the non-linguintio rhythm had to be 
interpreted in different ways, by motor, by length, by the alternation 
ot accented and non-accontod syllables, according to the languages, 
all the while preserving the particular characteristics of oral 
tradition: rhymes, alliteration and assonance. The original
constraint, outside of language, was thus technical or physical: the 
tools used, hand-clapping, foot tapping, walking, or dancing. And this 
union of language and non-iinguistic rhythm typifies various kinds of
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m 9riots [....but ] on the other hand, this (argument) may tend to deny 
the presence ot linguistic rhythms since the rhythm comes frow else­
where. Now if language submits easily to the rhythmical imperatives of 
the slogan or of the song, it is perhaps because it already possesses 
its own rhythm which we have inappropriately reduced by demoting it to 
a digital system symbolised by orthographic transcription and ratified 
by a certain method of traditional phonological analysis .

This is a long, and a strong, quotation from a scholar who has forcefully
argued in the same work for the existence of "rhythmical competence", and
"poetic competence' as well as "linguistic competence" in the Chomskyean
sense. "Cest aussi quo le rythme qui preside i la preferstiom de certains

(Thus the rhythm which rules the utterance of certain oral texts 1.. .3 is

conclusion a statement of Lehiste for whom
the essence of the suprasegmental structure of a language is 
crystallized in the meter of its oral poetry [....) rhythm is one of 
several organizing principles.
Even though poetic form superimposes a set of rhythmic constraints on 
spoken language, these constraints operate with the possibilities 
provided by the suprasegmental structure of the language.

(Lehiste,1985:145 and 150) 
Thus our answer to the question "Linguistic and/or musical rhythm?" is that 
it is in the interaction between these two organizing principles that 
poetic rhythm is manifest.
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CHAPTER THREE THE COLLECTION, TRANSCRIPTION AND DESCRIPTION OP THE DATA

3.0 Introduction
Within this chapter, the data collection process will firstly be outlined. 
Since there was no pre-existing body of material available in recorded form, 
in either the aural or the visual medium, a period of fieldwork preceded 
that of analysis and research. The geographical and social situations within 
which data were collected will be outlined. Attention will be given to 
describing the performance events, their organization, the characteristics 
of the performers, and the presence of other participants or audience. A 
further factor considered in this initial section will be that of any 
possible bias introduced into the data by reason of the methodology chosen 
or by inadvertent oversight.

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 
dissertation, the data collected during fieldwork has to be presented in a 
written form as wall, for the purposes of description and analysis. The 
second part of the chapter therefore, deals with the process of 
transcription, translation and annotation of the data. The taxonomy 
developed for the description of body movements which accompany the poetic 
performance will be explained and discussed. The performers' body movements 
represent 'concealed' data in that they are not normally represented within 
textual transcriptions. The aolutlone adopted for reflecting these within 
both the textual transcription and the rhythmical analysis will be 
explained and illustrated. Reference is made to melodic accompaniment which 
is transcribed within Appendix II of this dissertation. Additional input 
referring to children's poetry obtained through an interview with a mother 
tongue speaker will be discussed within this section.
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Finally, i.ttention is given to a general description of the nature of the 
data. This involves discussion of the types of children's poetry recorded, 
the children's performance styles, as well as a brief outline of the various 
structural characteristics of the poetry. Reference is made to published 
versions of the poems, which are presented in Appendix III-

3.1 The Collection of Data
3.1.1 Geographical and social loci 
Fieldwork was carried out in the period 1982-83 during three trips to 
the leonga 'Homeland' of Gazankulu. Schools and villages in the 
Giyani and Ritavi areas were the loci of the data collection exercise. 
Giyani is the capital of Gazankulu and is situated in the Hlavl area. 
Within this area the Xihlavi dialect, upon which the standardised form 
of Tsonga is based, is spoken. Data were recorded at three schools, 
Hbhureni Higher Primary School in Khanart village (approximately 20 
Km west of Giyani); Hlaketo Primary School, in Basani village (about 
15 Km west of Giyani); and Sukani Primary School in Giyani itself. 
Further recording took place In the village of Hosi (Chief) Ngove, 
about 8 Kro south of Giyani, across the Klein Letaba River. In the 
Ritavi area, where the Xinkuna dialect is spoken, data were recorded 
at Burgersdorp, a Tsonga village approximately 25 Km S-East of 
Tzaneen. (The location of all these areas is indicated on the map 
iaotag this page).

The theoretical framework within which the data collection was under­
taken has been described in Chapter Two. Once the decision to focus on 
performance had been taken, a search for suitable data was made. It 
was realised that very little existed In the way of audio recordings



of the genre, apart from a few children's songs in the reel-to-reel 
material collected by Johneton (Johnston, 1971), and no video 
recordings of poetry performances existed at all. The decision to 
focus on schools was a pragmatic one, since in the rural area, vil­
lages tend to be scattered throughout the bush, and the schcil play­
ground is the regular and natural meeting ground for children. With 
the cooperation of local school principals and class teachers, the 
organization of recording sessions presented very few problems. The 
children's ages ranged from about six to thirteen yiiare. Within the 
school setting, the children tended to perform in class groups, thus 
the age groups corresponded roughly to the average for that class 
level. Within the two village settings where recordings were made, the 
children were not grouped by age, but by the social circumstance of 
living in the same village.

3.1.2 Period and d
The original plan 
exploratory trip ti 
the purpooes of r«

ration of recording trips
for the collection of data had envisaged c 
Gatankulu, followed by at least three tripe I 
wording, during 1982-63. In the event, after t

exploratory visit, only two further visits were maiie.

(a) Exploratory Trip, 15th to 17th April, 1982
This was a contact visit during which ground plana were made for lat 
recording sessions) permission was sougfte sod obtained from t 
Offices of the Departments of the Interior and of Education for t 
purpose of visiting schools within Gazankulu; and initial visits we 
made to Hbhureni, to Hlaketo and to Sukani Schools. At Hbhureni, sc 
audio recordings were made, but at that stage, the video equipment v,



not available. During this time, interviews were held, both with 
officials of the Department of Education and with Tsonga speakers 
interested In oral poetry.

<b) First Recording Trip, 3rd to 16th July 1982
Following on arrangements made by correspondence with the School 
Principals concerned, video recordings of performances of children's 
poetry were made at Hbhureni, Hlaketo, and Sukani schools. A visit was 
made to the village of Hosi Ngove, where further performances were 
recorded. At Giyani, video recordings were made of oral poetry perfor­
mances of some of the same poems by two adult women. These unrehearsed 
performances at Ngove and Giyani were to prove of great value for 
latter work of verification and comparison during the period of tran­
scription.
(o) second Recording Trip, 16th to 19th December 1983 
Thin trip focussed on the area near Tzaneen, and recordings weri made 
in the village of Burgersdorp. Here a group of children living in and 
around the village, performed their poetry spontaneously, in contrast, 
during the first recording trip, the school teachers had, for the most 
part, arranged a choice of poeraa, and had chosen particular classes to 
recite them. The classes, we auspeot, were made to rehearse before 
the recording sessions. These spontaneous recordings, from the Xinkuna 
dialectal area, were thus of considerable value for the subsequent 
work of transcription and comparison.
3.1.3 She recording process
(a) Equipment used.
A Sony TCH-7S7 tape recorder was used both for Interviews and during 
the recording sessions. This relatively inexpensive piece of equipment



which has a built-in microphone proved adequate for the purposes. 
Standard c-90 recording cassettes were used.

Two possibilities are available for the making of video recordings, 
either to make use of sound film equipment, or to use a video cassette 
recorder (VCR). For the first of these, the initial capital outlay may 
be Less by a factor of several thousand rand. The disadvantages howe­
ver rapidly outweigh this seeming advantage. There are no monitoring 
facilities for the operator; it is almost impossible to separate the 
sound track from the visual track for analytical purposes; the sound 
track is often of inferior quality; frequently the reproductive pro­
cess leads to unsatisfactory or unusable results; there is frequently 
difficulty in the editing process because of time-lag between the 
visual and the sound tracks. There are many advantages to the use of 
VCR equipment, and it was decided to employ it because of its ease of 
operation, its portability, the possibility of re-use of cassettes 
and, moat especially, because of the Instant play-back and ease of 
monitoring the film. The camera used was a National WV-3200 N with the 
field monitor. The equipment carries its own batteriee, which are 
rechargeable overnight off standard electricity supply, but in the 
event, those batteries wore found to be of insufficient duration for 
field work. Use wan then made of a car battery. This equipment has 
many advantages in use, the only disadvantages encountered were with 
the microphone, which would have given better quality recordings with 
a windshield; and with the trolley upon which the equipment was 
installed for 'easy transport - the wheels were too small to cope 
with the rough terrain encountered in some of the school grounds and 
villages. Also an overall plastic cover would have obviated the entry
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of the fine duet which seCHed on and inside everythinq. The presenoe 
of obtrusive equipment, lights and unnecessary paraphernalia should, 
in oue opinion, be avoidedi as much aa possible in field work, 
tispeaially when the performers are children.

Subsequent replay facilities were provided by the Central Television 
Unit of the University of the Wltwatersrand, and use was made of the 
Panaeonic VCR NV 6200 machine. Thie equipment facilitated analytical 
work, as playback of the tapes could be slewed down considerably so 
that the inter-relationship of spoken syllables, body movements, and 
melodic accompaniment could be established. Obviously this was only a 
few steps battsv than a purely Impressionistic approach to the 
question of synohronicity, but it was felt to be adequate for the 
purpose. Finely graded segmentation of the visual record was not 
deemed necessary ft this stage of the n  jaroh (vide. Condon s Ogeton, 
1966, igSIf Kendon, 1980). The sound tracks of the video cassettes
were transferred to audio tapee tot tapidity and ease o£ transerip-

(b) Recording Prccedure
HShlig has recently (1931) warned against the fatal error of relying 
on one's own perceptions in language analysis, particularly if one Is 
not a mother tongue speaker, no matter how geofioient one has become
as a foreign language learner of the target language. Discussing
pr©8odologS.cal analysis, Mohlig state? as his 'First analytical prin-

un corpus de realisations linguietiquee doit 6tre eolloctiennS.
Ce corpus doit oontenir des textea libra: airtsi qua dee textea
u/Btesatiqunuent conditionnSs

(HShUg.l,81:36)
a body of llnguistio representations must ba collected. This body

\



mat contt ' .'ree eexto ,.o well as ayatomatlcally controlled ones 
He also underlines !.-•>« Important it la to have recordings from many 
mother tongue egeakers, Even at the early stage of data collectIon, 
the building up of a body of material which can be used tor compara­
tive purposes is a goal not to be lost Bight of. Thus the need for
multiple recordings of eho same free texts and by speakers from diffe­
rent geographical areas was a guiding principle during the project. It 
is a well-documented fact that no two performances of an item of oral 
literature are -identical’; there is no one •correct' text (vide. 
ScUeMb.V310) and It Is with this understanding that mul'.lple recor­
dings of the 'same' poem were considered in the recording process to 
bo ■ freo texts'. "Systematically controlled touts' may become the ob­
ject of further data collecting , vith different objectives at a 
future date. One could envisage for instance, a comparative study in 
watch dialectal differences within a specifically selected number of 
eta name poems might be traced on a geographical basis.

Sir.::n the aim was the collection of a body of free texts, very few
rccEiQint# '-ere put upon the performers. Upon arrival at a school, in 
a village, some time was spent talking to the children and adults 
present, about the songs and poems that they knew. Before long, the 
children would offer to sing soma songs or recite some poetry. Once 
thoy started performing, and aa they began to get into the mood of the 
occasion, r.he equipment would be set up. At this stage, questions 
would be answered about what each piece of apparatus was for. in all 
cases, recording cook place outdoors, usually in the shade of a large 
tree in the school playground, or in the usual village meeting place. 
Specific poems were not requested, except on the third trip, when



analytical and comparative work was being planned. It was of interest 
for instance to discover whether a poem like Xikhongolctana, of which 
four different recordings had been made near Giyani, was equally well- 
known at Burgersdorp near Tzaneen. In some cases, ae mentioned 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
started, the children were asked to repeat a poem, where the words in
the first rendition had been unclear, or a lorry had passed by, or the 
children had been distracted by bigger children laughing at them. The 
usual procedure was to allow the children to produce poems in group 
recitation until they reached the end of their programme, or if they 
began to find it difficult to think of other poems. At that stage, 
some sweets would be offered to the performers, and attention moved to 
the audience. The audience was usually made up of other children, 
mothers, women from the nearby villages and some old men. General 
conversation on the quality of the performance, with expressions of 
interest and enjoyment in the event were the usual topics discussed. 
Occasional comment on language use would be made, but the audiences 
were not over critical. The children would be asked if they had 
thought of any other songs or poems, or if they had any games that 
they would like to play which contained songs or poems. Recording 
sessions lasted usually for about one and a half to two hours.
(o) Factors which may have biased the data
In the early stages of the project, the gathering of as much material
as possible constituted the main goal. The focus soon shifted from 
quantity to quality, and the later video and audio material is 
certainly an improvement, technically speaking, on the earlier
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material. The achool-baeed locus oi the recording sessions was 
introducing several factors which could influence the data and its 
subsequent interpretation. The first of these was the most obvious
one, that many poems which were being performed had been learned from
the same published poetry collections. Thus we were no longer dealing 
with 'free texts’, but with texts 'fixed’ by the process of
publication. A type of textual control was thus introduced which had
not bean anticipated at the initial stages of the recording process. 
The advantage of this however was the provision of material which was 
comparable in terms of the rhythmical interpretation of the same texts

initially perceived as a negative one was that the classes had been 
over-drilled by enthusiastic teachers. This resulted in a reciting 
style which over-emphasised the rhythmical patterns, often led to a 
falsification of intonation patterns, a sing-song type of delivery 
which was sometimes exaggeratedly Blow, and sometimes too fast, in 
comparison with what could be called 'normal' speech rate. On the 
other hand, over-emphasised rhythmical patterns are not false 
patterns, and since the main interest in analysing the material was 
the relationship between intrinsic linguistic stresses and the 
underlying rhythmical patterned temporal pulses, the observer's task 
was made that much easier. Over-emphauised intonation patterns, and 
variable opooah rates can be considered as irrelevant variables. The 
possibility of recording adult performance, as wall aa in two out-of 
school loci was therefore welcomed, as this provided the opportunity 
of oceans to material which was not pro-rehearsed, was removed from 
the direct control of a teacher and was spontaneously offered. This 
material In effect con be considered as 'control' material in so far



aa it was not affected by the above school-baaed factors.

3.2 Transcription, Translation end Annotation of Data
The data collected hoe been transcribed, translated and annotated, and is 
presented in Appendix Ii203ff. The corpus consists of thirty-three poems. It 
must be impbaeiaed that this collection dosa net aspire to offering a 
complete representation of Tsonga children's oral poetry. No attempt is made 
to classify the poetry according to its type (e.g. counting poem, game poem, 
'nuesery thyme')) according to Its temporal getting (e.g. relationship to 
seasonal or cultural activities}) according to performance atyle (e.g. sung 
or chantedj unison, responsorlal or antiphonal performance) voice usage)i 
according to struotur 1 characteristics (e.g. with or without ntianzaic 
structure) (for examples of such elasslficatory presentation, see Opie 
(1969), Blacking (1967), Seart (1955), Johnston (1971)). Our collection Is 
we believe, a representative sample of Tsonga children's oral poetry a.id it 
is used as the basic data for rhythmical analysis, since children's poetry 
in all cultures very seldom has a 'title', but is known by the words of the 
first line, the poetry is presented here in the alphabetical order of the 
first word of the first lino, and the first line is given ae the 'title', it 
la by thin convention that the children refereed to their poetry, with the 
one exception of the poem Mina xinanga xa tihova (’I am the cat of the 
bush'), which was preceded by the declaration of the title "H'waHpfuudla" 
(•Mr. ttace'i <c£, eoem ttxmber 11>. the poemo are nurotiered according to the 
alphabetised orU»?, wish different versions of the 'same' poem being 
indicated by 'gs.-_al.en a', 'vftgfllan 6'- etc.

It will ba recalled from the discussion in Chapter Two that one of the main 
concepts around which controversy has arisen io that of 'verse line', and
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thrust of our argument is that there axis
abstract rhythmical scheme which can be rej
pulses. Theso are perceived as being pattei
'beats'. These interact with the syllables of
context at performance to produce a verse .
realisation, ie rhythmically patterned. By assigning syllables to strong or
weak positions in the schema, the performers produce 'rhythmical language',
i.e. language which is rhythmically patterned, and which is perceived as
such by the observer. Me 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
Vends concept of 'song'. Ho< --er, we would prefer to state this as 'patterns
of words that are recited to a regular rhythm', The strong pulses, by being
assigned to syllables in the linguistic string, produce prominence which
may, or may not coincide with the prominence which is produced and perceived
during natural speech, We believe, with liberman and Prince that "patterns
of stress are a phonetically real and linguistically significant aspect of
speech" (Liberman and Prince,1971:331). Within the performance of poetry,
these ■patterns of stress" are foregrounded. The objective of the prosodic
argument is to investigate the relationship between what Bird has called the
two types of prosodic constraints

the first type la one stated in terms of the linguistic units of
the language. For example, a line might be defined as a sequence of
ten syllables, or it might Be defined ae four accented or stressed 
syllables (... ] we call prosodic constraints stated in terms of 
linguistic units. Internal constraints. External constraints defining

4
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the line ace ehoee stated in terms of extra-linguistic factors f... j 
for example (... ] an instrumental accompaniment

{Bird,1972t207-8; Bird's emphases)
It is worth stating at this point that we consider the term 'constraint' to
be too restricting, and we prefer to refer to the rhythmical pattern as a
■foundation' upon which the poetic structure is built. It is evident that we
make no distinction between recited, chanted and sung poems, since they can
all be analysed within the same methodological framework. (This last point
is discussed further under 3.3 below).

Our data show that in the majority of cases, verse line coincides with

sign # in the transcription of the rhythmical analysis. We have described 
verse lines which ar.1 patterned by B, 12 and 16 pulses, the latter being a 
sub-set of the 8-yulse verse lines. Within the corpus of 789 verse lines, 
483 arj defined by an 8-pulse pattern; 209 by a 12-pulse pattern, and 97 by 
a 16-pulse pattern. We shall illustrate our transcription, translation and 
annotation process by reference to one poem, number 28, Tinyimpfu hi let! 
('Here are the sheep') (Appendix Is264ffj Video 290; Tape 2-S7J

3,2.1 Transcription of the text
This poem is performed in a chanted unison monotone, as an
accompaniment to a simple game in which the children move around in a
circle, each child holding onto the shirt or skirt of the child in
front, presumably as sheep walk round following each other.
Structurally, the poem consists of two stanzas, each made ap of a
repeated couplet, thus we have eight verse lines, each of which is
performed to the 8-pulse rhythmical pattern.

=1= Tinyiapfu hi lefci 
Sere are the sheep
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3 looking for fat

Veres lines are numbered, and the equal sign bracketing a number

3.2.2 Textual translation
The second stage in the transcription process was that of translation. 
M. this stage, a choice had to be made between three alternative 
presentations of the English text. The first would be a basic one-to- 
one formally equivalent version, or what one might call "Tsonga- 
English"

e.g. Tinyimpfu Ui leti
Sheep they-are these

The second alternative would be to present a linguistically congruent
version, i.e. a reproduction in recognisable English of the formal
tranolatlon, or what one might call "Engliah-Tsonga"

vis. 'Mere are the sheep'
The third alternative Is that of the presentation of a dynamically
equivalent version, or what we could call "English-English"

vl*. 'We're sheep!•
(For discussion of these translation terms, see Bill,1982. Sub-linear
translations are not presented within quotation marks in our
analysis).

The second « 3 was chosen as having the advantages of being

I
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taithfull to the original Tsonga; of being readable English; and of 
avoiding the problems of searching foe Idiomatic English expressions 
which might result in the loss of the idiomatic flavour of the Tsonga

Ae a final step in the translation process, comment was added, beLow 
the transcribed text and following the verse line numbering, on diffi­
cult expressions, on idiomatic significance, on words of unknown 
meaning or origin, on ideophones, or on culturally significant lexical

e.g. 2i The children were unable to explain why the sheep were 
■looking for fat' (Appendix 1:265)

in multiple version poems, only one version ie given in full. Textual 
comment on other versions, which often differ by only ft few words, or 
in the ordering of verse lines, is then given.

3,2.3 Graphic representation of textural and textual body movements 
By slowing down the replay oE the video cassettes, the observer is 
able to determine the relationship between the performers' body 
movements and their speech. The oboesvable synohronicity between 
gesture and uttered syllable has been well documented for many types 
of speech behaviours and interactions (vide Condon and Ogscon 
(1966,1967)). They have described how, in observing very fine 
segmentation (one forty-eighth of a second) of cine film of social 
interaction

the body of the speaker was found to 'dance' synchronously with 
his speech .

(Condon and Ogston,1967:234) 

Other work in this ares focuses on the categorisation, description,
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end usage of non-verbal behaviours, gestures in particular being the
focus of the work of Sandor (1967), Creesmell (1966), Bkntan and Frle-
sen (1969), Morris (1978) and Kendon (1980). Kendon has emphasised how

gesture is not ao mur'.i a common ttocnmpaniment to speech but 
(...J it is an integral part of the whole act of uttering [...] 
it may encode the most central and abstract ideas also being 
encoded in speech ,

(Kendoni355)

In his work, he defines a "gestlcular unit" which is made up of one or
more "gestlcular phrases" or *O-Phrases" . The gesticular phrase

is distinguishes for every phase in the excursionary movement in 
which the limb, or part of it, shows a distinct peaking of effort 
|,..] such an effort peak [...] is termed the stroke of the 0- 
Phrase. It is usually preceded by a preparation, ie a phase in 
which the limb moves away from its rest position to a position at 
which the stroke begins. The stroke is then suoceded by a 
recovery or return phase in which the limb is either moved back
to its rest position or in whioh it is readied for another stroke

(Kendoni342f Rendon's emphasis)
8-Phrases are manifestations of the 'idea units" the utterance is 
giving expression to [...(they)...) may be distinguished in terms 
of nuclei of kinesic emphasis, much as Tone unite, may be 
distinguished in terms of nuclei of vocal prominent.

(1348-9)
(It should be noted that the basis of the definition of 'Tone 
Unit" ie International and not segmental (Crystal,1980:356-7)

We shall. In several poems, find evidence of 0-Phrases, as well as
many examples of simultaneity of O-Phraeal strokes with the utterance
of significant syllables.

In order to avoid the ambiguity surrounding the terms "gesture" ("ob­
served action", Morriei34) and "gesticulation" ("a manual action", 
Morris127), which are too often used in tho literature to mean only 
"manual gesture", we have used the term "movement" in our description, 
and this movement is always qualified by the concomitant use of the



name of the body part involved, I.e. arm, foot, torso. We have 
developed a simplified descriptive taxonomy which satisfactorily 
handles the data. Its outline ie as follows!

1. Textural Movements
a) Baton movsments "which tints out, accent or emphasise a 

particular word or phrase" (Ekman and Friesen:68)
b) Affective movements, whioh indicate the emotions of the 

performers, or their feelings or attitudes towards the 
events, actions, persons, animals or objects being 
described within the poetic text

2. Textual Movements
These are illustrative movements, which may be
a) Imitative movements, by which the performers attempt to 

mimic the action of a person or animal described within 
the poetic text. (This item represents a conflation of 
Morris' "mimic gestures" (i28) and "schematic gestures" 
which are "gestural shorthand” <i2»f)

b) Symbolic movements, by which the performers attempt to 
express the nature of a person, animal or object 
described by the poetic text. A 'symbolic ges­
ture (... ] indicates an abstract quality that has no 
simple equivalent in the world of objects and 
movements" (Horrisi30)

s) Descriptive movements, by whioh the performers attempt 
to indicate the size, shape or characteristics of a 
person, animal, objnct in the poetic text



d| BxpveBBivg movements, by which the performers attempt 
to describe the feelings or attitudes of persona or
animals in the poetic text, towards other persons,
animals, objects, actions or events within the text, 

e) indicative movements, in which performers point to 
their own bodies, indicating body parts mentioned in

our division of movements into textural movements and textual
movements owes something to opland's usage of Duodes' terms

textual concerns are opening and closing formulas and the inter­
nal structure; textural concerns are rhythm of delivery or vocal 
effects that would not be apparent from an examination of the 
verbal text of the performance,

(Opland,1983.236)

Opland conflates both of those into one, vis. the "expressive" 
element, and he uses "textural" to mean "nonverbal aspects audible and 
visible to audiences" (:239). Those are the hidden data which we 
attempt to describe by our categorisation of "textural movements". 
Flauman, discussing tho performance of oral narrative has clalmsd that 
there Is an "Indissoluble unity of text, narrated event, and narrative 
event" (Bauman, 1966(2), and our textual and textural description is 
an attempt to express this unity of text, textual movement and 
textural movement within tho context of poetic performance. The 
movements are all what Ekman and Frieeen have celled 
"illustrators...movements whioh are directly tied to speech" (Bkman 
and FrieoemSB), but tho baton movements are the only ones which

have no independent meaning or connotation when viewed without 
hearing the words [...] they are forms of rythmic (sic) iconic



encoding. They tali no message [...(but)...] they are still 
iconioally coded, but In terms of rhythm,

(Bkman and Frieseni69-70) 
He have also drawn on the work of Desmond Morris (1976), and have 
taken from him the usage of "Imitative1' and "symbolic" as descriptive 
categories for movement (vide also Sandor (1967) for a similar 
descriptive system for story telling).

To return to our example, the children's movements round the circle 
are described as imitative textual movements in that they attempt to 
mimic the head-to-tail movement of sheep following each other.

We turn now to a consideration of how the description of body 
movement* ie symbolised, and to the graphic representation of these 
within the textual transcriptions.

The taxonomy is based on Labanotation, a system which is used In
choreography. The basic elements of this system are

The PART OF THE BODY that moves (or several parts)
The TIMING of ths movement (fast or slow)
The DYNAMICS, the texture of the movement (strong or light,
The pattern or flow in the movement (bound or free)

(Hutchinson,1954:11; Hutchinson's emphasis) 
We have not taken over this system in Its entirety, as it is sxtremsly 
complex, but we have attempted to extract its esssnce, to adapt it to 
our data. We had also to aim at producing a system of iconic symbols 
which would be computer compatible. Apart from the basic elements 
outlined above, direction symbols (up,down? left,right) 
forward,backward); body parts (hands, arms, shoulders; feet, legs, 
pelvis; head, eliest, hips, whole torso); and the different categories 
of movement (tilting, rotating, shifting, facing) were needed within





the taxonomy. Latienotation 1b based on a stylised representation of 
the human body, viewed from the back, so that movoments made by body 
parts on the left hand Bide of the body are seen represented on the
left hand aide of the printed page, our simplified taxonomy is shown
on the facing page, together with the "Body Signs" of Labanotation 
(Hutehinooni263)
The following will be noted:
DIRECTION SYMBOLS {Hutchinson!13)
i) circumflex sign indicates upwards movement: * 

full stop sign indicates downwards movement: .
ii) hyphen sign preceding body part indicataa movement to the left 

e.g. -/ left leg moves left;
hyphen sign following body part indicates movement to the right 
e.g. )- right arm moves right
(forward and backward movements art: not indicated La the 
graphic representation of movement)

BODY PARTS (Hutchinson:131)
i) curly brackets identify hands:

( left hand, > right hand, <) bcti handa
ii) curved brackets identify arms:

( left arm, ) right arm, o bc-th acmr 
(shoulders are not indicated in thi taxonomy) 
ill) 'leei. than' and 'more than' oigne idontu?? foot:

< loft foot, > right £oet, <> both £cet
iv) slash signs identify legs:

/ left leg, \ right leg, /\ both logo
v) upper caeff 0 identifies tho pelvis; lower case o identified the



head and tho figure B identities the whole toreo 
Cheat, shoulders and hips are not Indicated within the taxonomy, as 
such body pacts seemed not to play a major role in accompanying 
movement, but one could for instance use |, the vertical dotted line 
for chest| square brackets ( ] for shoulders; and the variant uign - 
for the hips.
CATEGORIES OF MOVEMENT (Hutchinsoni151>
1) ‘tilting" refers to "inclining, bowing or bending" and we have

equated these terms with up and down movement, thus our ' and .
are used for this category

ii) "rotating" refers to "twists in the body", which we indicate by

iii) -shifting" is "the displacement in space...usually on a horizon­
tal plane*. Me have equated this to right and lait movements, and 
the hyphen sign is used as explained above

iv) "facing" means "turning towards the direction stated", which
again we have interpreted as right and left movement by using the
hyphen sign.

OTHER MOVEMENTS

i) clapping is a frequent aocompaning movement which we have indi­
cated by the usual rousicological convention of the plus sign +

ii) stepping and skipping are common movements in games, and we show
those by upper oane s and lower case a respectively, in combina­
tion, stop-skip, these are shown 8s, preceded by the indication 
of the leg, viz right or left

iii) any other body movement, not covered by these iconic symbols is 
indicated by and the movement is described in the text.



We return to the poem chosen, in order to illuetvate the taxonomy in 
use. The iconic symbols are placed in the line immediately above the 
textual transcription, and correspond in spatial position as closely 
as possible to the perceived temporal relationship between observed 
movemenV and beard syllable. Only the stroke of the O-Phrase is mar­
ked, since to indicate preparatory and recovery phases would result in 
overloading of the text .1 transcription with unnecessary detail, 
which is not oi any value tor our analysis. The complete graphic 
representation of the textural and textual transcription is thus

=1= Tinyimpfu hi loti

2 Ti lava mafurln 
Looking for fat

/s \s /s \s
=5= Ti karhele ti karhele

They are tired, they are tired
/S \s /s \S

6 Ti khoeana hi einoila
They hold each other by the tail

This is to be read, verse line by verse line, as
=1= 'left leg step-skip, right leg step-skip"
2/3/4 (as above)
=3= "left leg - right leg step, two times"
6/7/8 (as above) (Appendix H26B)

One is occasionally placed in a descriptive dileraa when confronted 
with such data - are these "textural baton leg movements" or are they 
to tie interpreted ae "textual imitative movements"? A decision was
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There ia no variation in thie pattern within the performance of the 
poem, each verse line commencing with an unstressed pulse followed by 
a stressed pulse. Basing our transcription on the analytical method 
followed by Coupez and Karoanzi (1970), we make use of eight columns 
which correspond to the eight pulses. Within these columns, the 
syllables of the verse line which are performed to the abstract rhy­
thmical pattern which these puleee represent, are transcribed in lower 
ease letters, word boundaries being indicated by a space, and syllabic 
junctures by a hyphen sign. Perceived vowel lengthening is indicated 
by transcribing the vowel twice, separated by a hyphen viz. e - e. In 
the majority of cases, the verse line corresponds to a breath group, 
and the transcription should be understood ae conveying this 
information. The end of the stanza {"verse" in popular terms) is 
indicated by ## and this may co-occur with extra long syllables. The 
concealed data, i.e. textural movements, are shown within the rhythmi­
cal transcription by making use of upper case letters. In all cases, 
these capitalised syllables will have been observed to tie those which 
correspond to the stroke of the O-Phrase. At the right hand side of 
the rhythmical transcription is a column marked "SsP". "S’ represents 
the number of syllables within the verse line, while "P" represents 
the number of pulses. This poem is made up of two repeated couplets, 
which accounts for the highly regular nature of the SsP relationship. 
It will be rapidly apparent from a perusal of the data in Appendix I 
that such regularity Is the exception rather than the rule in Tsonga 
children's poetry. The SiP relationship will be found to be a useful 
analytical tool in the prosodic argument which la presented in detail 
in Chapter Pour.
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1 ti - HV1- mpfu HI ~ i LB - e - II 6:8
2 ti LA - va HA •- a - FU - u RitA 6:8
3 ti - NYI- apfu BI » i LB - e - II 6:8
4 ti LA-va KX - a - FU - u - R W #  6:8
5 ti KA - rho- LB ti KA - rhe- IB 1:8
6 ti KHO- ma - HA hi MI - nci- LA 7:8
8 ti KHO- ma - HA hi HI - nci- LAf/ 7:6

riUe rhythmical transcription is an attempt to capture, in print, the 
observer's perception of the phonetic realisation oC verse lines in 
performance. The presence of the concealed data, which is textural in 
nature, is also indicated within this transcription. Neither the 
textual-textural transcription nor the rhythmical transcription is a 
■performable text" in the sense in which Tedlock uses this term 
(Tedlock,1983:6) i.e. a script from which one could deduce all the 
’stage instructions' necessary for a passable reproduction of the 
original performance. Both transcriptions however, do offer a visual 
representation within the written medium of the significant textural 
features of the oral performance, since our focus is on prosody, we 
decided to maintain the presentation of the rhythmical transcription 
as shown, rather than attempting to use the elements employed by 
Tedlock to indicate the temporal and other acoustic features, viz. by 
the use of different type faces, long strings of repeated vowels, as 
well as vowels transcribed in falling or rising lines of type to 
Indicate falling or rising glides in epeeoh. The rhythmical transcrip­
tion we have developed serves as the basis of our analytical argument, 
and this tabulation represents the final step in the process of trans­
cription, translation and annotation of the data. (Per discussion on
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nv ’tiple transcription texts vlda Fine (1984) Ch.4i89ff)

Once the 68 recordings of poems had been transcribed, they were 
grouped into poena with the same "title" (i.e. the "same" first line). 
poems which had melodies based on heptatonic, rather than traditional 
pentatonic scales (Johnston, 19711112), and which were marked by 
Western or 'township' rhythms were rejected. For instance a very 
popular children's song is performed to the tune of "Auld Lang Syne", 
and the rhythm of the Tsonga words is quite western (e.g. long final 
vowels), similarly rejected were two Sipedi songs which the children 
sang at Burgeredorp. This process of selection finally resulted in a 
corpus of 33 poema, varying in length from 2 to 78 verse lines, giving 
a total of 789 verse lines in all. Thie total of 789 versa lines 
consists of 483 6-pulse verse lines, 209 12-pulse verse lines and 97 
16-pulse verse lines.

In order to reduce this data for analytical purposes, and so that 
results would not be skewed by a preponderance of certain types of 
verse lines, it was decided t - adopt the convention that repeated 
verse lines in the same performance would only be counted once. 
However, if the same verse line was performed by another group of 
children, or by the same group of children on another occasion, it 
would be be counted twice. This procedure resulted in the production 
of a body of 365 B-pulee verse lines; 112 12-pulse verse lines and 97 
16-pulse verse lines. (There were no repeated 16-pulse verse lines)•

3.2.5 Interview with Hr Lybou Htaetweni
We conclude this section with a consideration of the comments end the 
poetic performance of Mr Lybon Mtsetweni, a Tsonga poet. These were



/
4

ascertained during an interview held in his office on the 1st of April 
1962, in which the question of the rhythmical basis of Toonga 
children's poetry was discussed. It was felt that his views added 
weight to the observer's perceptions and reinforced what were 
initially our very tentative intuitions. Mr Mtaetweni exposed his 
understanding of the topic by performing four examples of the genre.

a) The first of these was the initial two stansc 
XDtbcmgolotena (poem 32, Appendix 1:272 f£) which he sang t 
accompaniment of hand claps as follows

Your father Is coming a a 

a described hio performance by saying

3 songs end 

scorded versions of th! s poem within the



corpus in ttt.rms of a regular underlying rhythmical series of 12- 
8-12 pulses pec verse line; these pulses being patterned by 3-2-3 
beats per series (Appendix I;282 11}.

b) His second example was preceded by a brief description of the 
game action in what he called Hauachuohubengs (poem 16, Appendix 
1:240 ff). The performance was accompanied by four hand claps per 
verse line. (As shown in our discussion of this song, the words 
are untranslatable),

Saeachutiiiibaesra

Bangs anogololi

Hangololi ynae
in our analysis, we show this song to be organised by the most 
frequently recurring 9-pulse pattern X x x x X x x x ,

a) The third song was Isoiu tsema nhonga ya nga (poem 29, 
Appendix Ii266 ff), which he said "yo kota leyi" ('is like this', 
i.e. the preceding one) and which he accompanied in performance 
by eight claps per verse line

t (it), take (it)

4
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indicates the Cali, separated from 'Re' th« Raaponee by 
the aeteciak sign; the apostrophe indicates what are per­
ceived as stressed syllables. This poem would thus .appear to 
be rhythmically organised by a pattern of these strong bents 
with twelve pulses per verse line (for discussion on the 
nature of 12-pulse verse lines see chapter PourslSi ft).

3.3 Mature of the Data
Within T.his section the various types of children's poetry recorded will be 
discussed. Attention will be paid to the structural characteristics of the 
poetry and to the various performance styles used By the children. Finally, 
a brief description of the literature search which concluded the period of 
time spent on data collection, transcription and preparation will be given.

3.3.1 Types of poetry and number of poems
No cttempt fiao bean made to classify the poems into different types, 
one could for oxample divide thorn structurally into poems with or 
without atansaio structure; or functionally, as counting poems, or 
game poems; or toxturally, aa those with or without body movements, or 
with or without melody. No correlation was found between any of those 
categories and the different perceived rhythmical patterns, thus such 
tteropto at cloBsifioation were considered to be superfluous to the 
purpose of thia study. We shall briefly discuss the various types of 
poems within suoh possible olaoDificetory schemes below.

I



$MLB II RHYlHMtC PSTOEHNS, STRVCSVKAT CWUMCrSJilSSICa, AND HZLODIC 
ACCOHPMUHEHI IN 33 MOHOft CHILDMK'B POBHB

{(2(2>J+I2(1)J}BBlliQ*R9>]+4(3(C*RB>!
p{C*Ho>JSp

(S|*(6)Rp/(4)Rp/(6)Rp/(B) 
16/112 <81

2|2|2))/2I2(2)]

212+2(11| 
7[2]/7(21

{2(C*Ss>J+{2(C*Ra)3 *
22t3l*<2l/l9{31+l/33(3)/2IU2) 
(1)»6!31*12>/6!3|*(2>4-3E3]*2 «

Keyi () onolooo verso Unoni [] enolone stanzas; numbers before tiraakeee
indicate the numbar of ropetitiona, W o  6{c*Rs) cepreeente 6
ropatitiono of call-Reoponae veeoe lin<iaj Rp indioBteo countloae 
repetitiona, and ie plaoad behind brookotto, thus [4lRp reprosenta 
eeuntlOBB copotltiena j£ a otansa of four verso linae
0,Rq indicate call and Responds roapeotivelyj (c«Re) indioataa
Cail-Raopsnoo within voroo linol (Q+Ro) indioaeee Cull-Honponea in
alternate vorao lineei t indioattaa vocoo liiiea of CaH-Reoponne 
otruoture, portormod in unison
/ indioateo differing varalone of the sons poem



a) sttuctural oclterla
Of the 33 poems recorded, 20 have a discernible stanzalc 
eeructura, which we Indicate by [•►St), the remaining being [-St) 
(see table I on facing page).

i) Non-etanzaic poems could possibly be considered as poems
with one stanza, but it was felt that the concept "stanza"
Implies more than a simple series of verse lines. For
Preminger, a stanza is

a structural unit in verse composition, a sequence of 
lines arranged in a definite pattern of metov ani rhyme 
scheme which is repeated throughout the work .

(Preroingeri267t
These non-Btanzaic poems range in length from 5 verse lines 
(poem S), through countless repetitions of 4, 5 or 6 verse 
lines {poem 16}, So 22 verso lines (poem 3). Within the 
verse lines, antiphonal structure is sometimes apparent and 
performed as such (posms 9, 14 and 23) i in another poem, 
however, the antiphony is expressed in alternating verse 
lines (poem 10)i in one case, while antiphonal structure is 
evident within the verse lines, they are performed in sung 
unison (poem 14).
ii) Stansaic poems range from two stanzas of 2 verse lines 
each (poem 20) to the longest poem in the whole corpus made 
up o$ 33 stanzas of three verse lines each, It should be 
noted time stansaic structures within one poem may not be 
identical, e.g. poem 1 consists of an initial stanza of 2 
verse lines, followed by 9 (version a) and a (version b) 
stanzas of four verse lines each, antiphonal structure
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oocure within these Btamalo posioa ss described above, but 
In all the recorded versions, none was found in which 
antlphcny extends across verse line endings, poems 24 and 
31, while being antiphonal in structure, are performed in

ill) Rhythmical structure of the poems may be based on 
series of 6, 12 or 16 pulses, and this Is indicated within 
TABL8 I by the figure i6, i!2 or il6 following the pcera 
number. 22 of the poems are based on 8-pulse patternsi 2 on 
12-pulse patterns? and S on 16-pulse patterns. Poem 17 Is 
unique in that it is the only poem with an irregular 
pattern, Che initial and fourth verse lines being based on a 
16-pulse pattern while the remaining six verse lines are 
based on a 12-pulse pattern. Poem 32, likhongolotane, as 
discussed above {i87) has a regularly recurring 12-0-12 
pulse pattern in each stanza.

b) syntactic Struotura of verse Lines
A brief consideration of the syntax of the language of the verse 
lines may be carried out by a comparative consideration of 
the structures in 8- and 16-jiulae verse lines, grouped under the 
following headings1.

Noun Phrases - consisting of at least a noun or its
substitute, but lacking the Subjnct-

(Cryst«H244 6 270) 
simple Sentences - whether Declarative, interrogative,

Imperative or Exclamatory, The main

I
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TABLE III SXAHPLES OF SYNTACTIC STRUCTURBS IN 8-PVL8B VERBS LINES

MOON PHRASES

xituva kbwithi milenga 'cheat atoroaoh loga' 
xikhongolotnna 'little raillipede'
Bwiayanyana swa ntlhanu 'five little birds' 
Jewaie lenkovani 'over there in the valley' 
euhlerukMcni 'at the drift' 
swoswi Vann ’now, children'
xipono xa mnnanga 'the ateenbok of the desert' 
kaei genu lori 'but thia bulging forehead' 
xa ku tahuuka ngopfu 'the very red one'

atamping the road'

SUBOROINATa CLAUSES
xi tahana eatitokweni ‘sit 
ndlela v» cga yondli 'not 
loko ri odii vona 'when 1 
a veke epotweni 'putting

SIHPL8 SBNTBNC6S

Uiarbi wa ku w<i ta '"our father io coming' 
lenge wu ku bare! ol "The leg goeg aprawling o 
l tipipi loti 'These are plpee'
4 hi eavoye lawa 'Thia ion't fur'

(26a-2S) 
I Oh I'(5b-4>

*«Haotie2a There lo the daughter of the frog' 113-3)
go yi aa ntlbambi 'The herbalist has a herd' (32«-3S)
a nkondlo 'Look out, mouael' (4-1)
ta kaabe 'Do it again!' (10-11)

COMPOUND SENTENCES
Ha khona? Khoa 

COMP LEI SBNT8NCEII
a oatoh you? Catch!'

I
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Examples of each type of structure are giver in TABLES II and 
III (facing pages 93 and 95).

?or the 8-pulse verse lines, Simple Sentences predominate
(46,69%), but Noun Phrases and Subordinate Clouses together mafce 
up almost half of the material (31,23 ♦ 17,66 = 48,89%). This 
implies that the syntax of the sentences ie either extremely 
rudimentary, and is end-stopped, or else that it la run-on, using 
this latter term here with its traditional meaning (vide page 12, 
above). Examination of the data shows that a syntactical sentence 
may in performance extend over two or three verse lines, that is 
to say its rhythmical organisation is patterned by more than one 
rhythmical unit. The language is centred on Nouns with simple 
descriptive elements and it will be obvious from all the examples
use6 for illustrative purposes in Table II, that the poems
reflect the objects, actions and childlike pleasures of children 
brought up in a rural setting.

For the 16-pulse verse lines, we are considering a corpus of 96 
verse lines. It is obvious that with ti.e larger numbers of 
syllables per verse line possible in the 16-pulse verse lines, 
increased structurcl complexity occurs. We note that more than 
half the material consists of compound and Complex Sentences. 
However, the 16-pulse verse lines are characterised by frequent 
repetition at words anti phrases or clauses. (This is further 
discussed in Chapter Pour, il61 tf.). Thi Increasing syntactic 
complexity dees not necessarily entail a, greater semantic load. 
The words used remain those of the everyday world of the Tec.nga
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tiHd, reEereing to familiar animals, birds, people 
n the natural and home environment as Is shown by < 
(I TABLE III, facing thia page.

oj Functional criteria 
Only one criterion emerged 
the corpus, and that is 
games. Of the 33 poems, 11

aving functional, significance In 
some poems accompany children's 
performed with this function, and

within this category, only one -ould be called a "counting out" 
poem, vie. poem 16. The call Hbhalele Mbhale, ami the two short 
poems Focilo and Aeaebueliubenga are all part of the process of 
eliminating members from the group, this being done by the caller 
tapping cut the rhythm of the song on the outstretched legs of 
the children seated on the ground (Video:173 ft.). The other 
poems are often accompanied by rhythmical body movements, these 
being either textural or textual in nature. Poems performed as 
game accompaniment are numbers 4,6,7,8,9,10,12,16,21,26 and 30, 
and description of the gomes is included with the transcriptions 
in Appendix I, The other poems were all performed by the children 
in what we call a 'concert" mode. I.e. the children, either with 
the Initiation coming from the class teacher, or spontaneously, 
offered a "programme" of poems, which they chanted or sang, 
standing in a more or less formal group. The different modes of 
performance can beat be appreciated by viewing the visual 
material which accompanieo this study. We could describe them as 
being arranged along a continuum from "froaen" to "free", these 
modal terms reflecting the children's behaviour register which



ranged front the fixed oonaoioua awareness o£ the presence of the 
teacher, the witching audience and the recorder, to the relaxed 
natural behaviour at children at play.
These contexts and modes can be illustrated as follows:
CONTEXT! concert - Supervised play - Spontaneous concert - Play
MODE; Frozen - controlled - Relaxed - Free

S) Melodic criteria are indicated by the feature (+H) or (-H) 
in TABLE I. IS poems are accompanied by melody, while the 
remaining IB are performed as chants. The dichotomy between 
"eune" and "spoken" poetry would not seem to be a relevant factor 
in poetry performances in Africa, and is in fact explicitly 
rejected by Andreejewski and Innes. They claim that "whether we 
treat a particular oral composition as a sung poem or ae a song
with a poetic text is a master of emphasis" and they make use
only of the term "poem* in thoir descriptions (Andrzejeweki and 
Inneo, 197SI9). Kketia also talks of "poetry - sung or spoken" 
(Nketia,1972!l42). Finnegan describee the three performance modes 
as beiny expressed through the

singing, intoning and spoken voice (...J but a recitative
type of delivery is also common

(Finnegan,1977:118-9)
It in not clear from this description whether Finnegan's 
"intoning" or "recitative* mode corresponds to our use of the 
term "chant" (see also fiouget (1966)). We shall follow 
Andrgejewski and innes, and Hkeeie in referring vo all our data 
as "jioemti', butt for further clarification of our usi' of the term 
"chant", we turn to the work of Welsh (1973;.



According to Welsh, the three distinct roots of "melopoiaa" - the
musical property o£ words - are "charm melos", "dance meloe" and
"speech melos", which he describes respectively aa

the rhytlims and sounds of primitive charms [... ] the rhythms 
of dance-songs [.,.) and the rhytlims of (...) man speaking

(Welehi22>
In "charm melos”

the external rhythms of music organize and direct the Words 
of u song. A regular rather than an irregular rhythm, it is 
based on pure, physical pulsation (...) human art expresses 
such rhythm first with dance and drum. And when such 
rhythms, essentially Independent of language, enter 
language, we have song (...) Primitive songs sung primarily 
for pleasure and entertainment seem mainly to use the 
ordinary language of everyday speech, but the language Is 
always subservient to the musical rhythm (.,.) we find in 
the songs of many cultures words and syllables that are 
truly "nonsense" sounds, or rather sounds which make only 
rhythmical sense I-..) they ara sounds used as time-makers, 
as part of the rhythmical pulse.

<Welshil«2-3>

In "chant" however, the "poetry (ie) organized by both the 
nternal rhythms of language and the external rhythms of music" 
\il66). In chants, the "speech rhythm gives way to chant rhythm, 
yielding a special chant language characterised by strong 
patterns of repetition in sound, word and verse-line" (1172). 
Among the chan-:] which Welsh describes, he includes "the game- 
songo of children, snd the songs and chants of football games or 
protest marches’• (il7S. vide also Stain and GJ1 (1980), and 
Calvet (1979)). It is with those insights that we shall use the 
terms "chant" and "chanted", our poems are thus categorised as 
being "sung" or "chanted" by which we imply that they are 
performed either with or without melody. Our data indicate thac
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the ehytteii.cal organization In performance iB the a am® for both 
modes, and the preuenae or absence rf melody lo not a significant 
feature, aa la shown by the following matrix which ahowe the 
relationship between at&nx&lo form, t+St) or I-St), and melody 
t*M) and |-K]:

(♦St) (-St) Totals
t+M) 10 S 15

s) k Surthot &speot of performance la that of participation. The 
poems In our corpus are further described as being sung or 
chanted "solo", "in unison", "responsorially" or "antlphonnlly". 
O'ly the latte* two categorisations need definition: 
"rosponsorielly" is used to mean that 6 sail/response pattern is 
evident in the poem, end thia La effected In performance by two 
groups, for example, boys and girls; while "antlphonally" means 
that the oall-rosponse structure is e£*aoted by a solo call with 
a group response. The relationship between stanzais form and 
participatory mode Is shown by the following matrix:

(-st) Totals

nooponserially 0 
Antlphonally 4 

Totals 20 
a largo number of songs which j



being performed In unison, is probably a reflection of the 
recording situation in which what we hsva termed above as the 
concert” oonsexc, predominated. Further fieldwork would be 
necessary to substantiate or refute unison performance as a 
typical characteristic of Taonga children's poetry.

£) The relationship between otanxaic form and rhythmical 
structure, which we have briefly described above as being 
organized by either S-, 16-, or 12-pulse patterns, is shown by 
the data extracted from TABLE I, and given in the matrix below: 

(*st) t-Stl Totals
8-pulse 15 7 22
12-pulse 2 1 3
16-pulee 2 4 6

Totals tl 12 33
The rhythmical structure with the highest frequency o 
is that of poems with 8-pulse verse lines, with staiuaic 
structure; while the same rhythmical structure, but without 
Btanzaic structure, is oi the next highest fequeney of 
occurrence) the 16-pulse rhythmical structure (which we show in 
Chapter Pour to be a sub-set of the 8-pulse rhythmical structure) 
occurs in 6 poems in the corpus, with non-etanzaic poetic 
structure being more characteristic, if we combine the figures 
for the 8- and 16-pulso patterns, wa have 28 of the 33 poems 
occurring with this form, and these pulae series are patterned



with tour beats. Brailoiu'a argument therefor tor a "universal" 
rhythmical patterning in children's poetry is thus in part 
substantiated by our data. We do have however, poem 33, in which 
the stanzas are regularly made up of three verse lines, 
rhythmically patterned by a regular 12-8-12 pulse series, 
with 3-2-3 beats. Then wo have three poems, 7 and 8, and 14, 
with 12-pulS6 series, rhythmically patterned by 3 or 2 beats (for 
theoretical discussion <an this point, see Chapter Founl84 ffI 
and the individual poems in Appendix U220, 222 and 236) > Per the 
large part however, our data would appear to support Brniloiu's 
statement.

g) Blacking makes a comment an Vends children's song
performance;:, describing the age and sex differences in
performance styles, which ie fully substantiated by our
experience in Oatankului

It may be said that Vanda children’s songs are performed as 
are children's songs anywhere else in the world: they are 
eung haltingly, breathlessly and huskily by tiny ohidren, 
brashly by growing boys, and shyly and eelf-consoiously by 
young girlsi they may be rattled off at top speed, or yelled 
by a group of giggling girls as they run away, after saying 
that they do not know any son(,s. Small children enunciate 
the texts and music very deliberately, while older children 
often slur thoir melodies and elide from one pitch te 
another,

(BlB0kingi35)
These varying styles of vocalisation and the affective factors 
which are ago and sox related may be clearly perceived in the 
visual material which at)companies this dissertation. They do not 
affect either poetic or rhythmical structure however, and have 
not been taken into consideration within our theoretical 
argument.



3.4 Literary Versions
The final stage in the research process was to undertake a literature 
search which involved attempting to trace published versions of the 
recorded poems. Of our 33 poems, 17 versions were found in the 
literature, mainly occurring in colluctions of poetry tor school 
children. Many ot these collections, dating moinly from the early 
years of what we have called the era oj. "Teonga creative Writing" 
(Bill, 1983), were written for the first school yeara, and contain 
transcriptions of traditional oral poetry, as well as the early 
writings of Teonga poets like Ndhambi, Marolen, Ntsan'wioi, and the 
Venda poet, Raeengane, in personal correspondence, Rasengane has 
explained th'i- he deliberately created the word mitlhokovetselo 
(recitations! tor M e  collection, in favour of sMitlholtovatnelo 
(poems) favoured by other posts, for his title. Both Nouns are derived 
from the verb ku tlhokoveteela (te recite elan praises (C)). The 
motivation for his deliberate choice of a neologism was that ha wanted 
a "new terminology quite different from the current terminology (ot) 
awiphato (praise poems). [.,.) but only the current popular ones (i.e. 
children's rhymes) were included in the volume" (Rasengane, 198S, 
personal communication) The occurrence of the poems in Che literary 
collections is indicated belowi

Poem Number and Titlo Collect.' in 
li A hi mina nfenhe Nkuna (1979:16)

xlnyanyana Raaongane (1963iIS)
9i HoyJ. skolumunl

10: Hi wena aani "ena Rasengane (1963:32)
Hi llure, hure, hdre Rasengane (1963:16)
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16i Hbhalele

18: Mpfula epfula

Kidd (19061101-2)
Earthy (1933,93-4) 
NCaan'wisi (1960i9) 
Raaengane (1963:14) 
Blacking (1961152-4;56-9 
Rikhotso (1985)74-5)

Haaengane (1963:20)
Nkuna (1979:14)
Rasengane (1963il8)
Ntean'wial (1960:50-: 
Raeengane (1963:18)
Raaengane (196317)

32: Xikhonaoletana

Iheee published vecaiono (with the exception of those in Johnston's 
unpublished thesla) are reproduced in Appendix IIIi300 {£. Since the 
focua of this present study is on performance, we have not attempted a 
prosodic analysis o£ these published poemsi indeed, the thrust of our 
argument in Chapter Two was that such traditional analyses have 
failed, precisely because the poems have often been, to quote Coupoz, 
tmneerite de aaai&ro ddfieiont# (Coupez:22) (transcribed in an



unsatisfactory manner). Detailed comparison of published versions and 
performance-based prosodic analyci'.a is considered to be beyond the 
scope of the present study, but for illustrative purposes, two 
published versions of poem 31 ore given below, written in verse lines 
and stanzas which follow exactly the printed versions These are 
followed by our rhythmical analysis

a) Vonani n'wana wanga (Rasengane, 1963:9) (Appendix 111:311)

Vonsni n'wana wanga,
Sekureodze, kurendze, kurendxe...,
V ala aa >u dya ha I
Sekurondie, kurendze, kurendze, kurendze...I 

N'wana wanga, hiebo, hiaho, hiohol 
Wa mandleve, hicho, hiobo, hiohol 
Bi ya dledlo, hioho, hiebo, hiahoI

b) N'wana wanga (Nkuna, 1979:12) (Appendix 111:311)

Vonani n'wana wanga 
Sckurendze, kurendze, kurendao 
Sokurendze, kurendze 
U ala na ku dya 
Sekurendze, kurendze 
Kurendze kurendze,
Na tindleve
Z1d)oo, zinjoo, zinjoo — I
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a Manga (Appendix 1:272)

We note that it ie precisely in the transcription of the rhythmical 
markers made up by the nonsense syllables of (se)kurendie that both 
the Rasengane and the Nkuna versions fall short of giving an 
indication of the rhythmical nature - and hence of the organising 
principle - of the poem. The Rasengane version has three and four 
repetitions of the word in lines 2 and 4 respectively, while the Nkun-. 
version has three, two, two snd two repetitions in lines 2,3 and 5,6 
respectively. A scholar attempting a traditional prosodic analysis of 
this poem, and faced with these two versions would surely find the 
task very daunting, if not impossible.

3.S Conclusion: the "Mistakes that Confound and Puzzle us"
We are reminded of Dhlomo'e remark concerning the form and rhythm of 
the praise poems of the Zulu that

(Dhlomo,1948:47)
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CHAPTER TOUR PROSODIC ARGUMENT
4.0 Introduction! the structure of the Chapter
Underlying our argument ie the hypothesis that within Che context of the 
performance of the specific genre ot children's poetry, there exists an 
abstract but perceptible underlying rhythmical system, which consists of 
series of temporal pulses patterned by alternating strong and weak accents. 
These pulses are allocated during performances to the linguistic material of 
the poem, with the result that during the process of their phonetic 
realisation, the ayllableo become rhythmically patterned. The rhythmical 
system not only tends to exert a temporal Influence upon the syllabic tier, 
but also patterns the linguistic material into verse lines. The word 
'meter' (Sycroft (I960)) is not used within this argument, since it implies

descriptive or analytical tool. #e maintain that while the rhythmical system 
may be a psychological abstraction, ir even a psychological universal, its 
particular patterning is genre specific. The allocation of pulses to 
performed syllables is not an automatic, mechanistic process, but is the 
result of a dynamic inter-relationship between the abstract rhythmical 
pattern and the reality of language specific suprasegmental features of 
natural Tsonga speech. In some cases, these features may be given additional 
prominence, or they may be perceived as 'normal'. In other eases, they may 
be neutralised or even distorted. The poetic rhythm of performance speech 
for this genre me/ thus be perceived as being a manifestation ot either 
highlighted, normal, neutralised or distorted speech rhythm.

The thrust ot the argument will be to elaborate, by approximation, 
conventions which will enable us to describe how the linguistic mat 
associated with the rhythmical pattern, our empirical argument will
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;he allocation of pule 
sonetrainta, lingulettlo < 
sonditiona and semantic c

is determined by performance 
i mainly euptaeegmental, parsing

aiderations.

The rhythmical patterning ia perceived subjectively by the observer. Slowed 
down replay of the visual record enables the observer to establish which 
syllables within the utterance are being physically highlighted by the 
performers, either by emphatic baton movements, or by jther gestures. The 
statistical relationship between the number of perceived streseed syllables 
and those accompanied by observable 0-strokes is Investigated. A significant 
relationship between these would contirm the validity of the observer's 
perceptions.

The recorded material was described briefly as being patterned by three 
different pulse series, the 8-pulse, the 12-pulea and the 16-pulse series 
(Chapter 3 above). The argument will be developed for the 8-pulee pattern, 
focussing Intially on the prominent pulses; initial definitions are followed 
by the development of five Approximative Prosodic Statements, which take 
account both of the rhythmical nature of the data and its semantic and 
syntactic features. The existence of secondary stress occurring on root 
syllables in Tsonga is hypothesised. This leads to the formulation of a 
General Prosodic statement, whose application to Che other pulse patterns is 
then discussed.

4.1 8-pulse P

4.1.1 Pulses, pulse patterning, degrees

The pulses ere perceived as occurring J 
indicated by

and positions 

i eight. These

4
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in which lower case x indicates a pulae. saoh pulae repreaenta in the 
syllable tier, a slot, i.e. a position to which a syllable may be 
allocated during performance. Each temporal pulse thus represents 4 
syllabic slot, which may bo filled by one, more or no syllables. This 
infers that a silent pulse may be phonetically represented by an empty 
slot, and this, we claim, ie an Integral part of the rhythmical 
patterning of poetic speech In performance.

The pulses are nos perceived as being of equal prominence. Two are 
perceived aa strongly stressed, indicated by upper-case X, and two as 
weakly stressed, Indicated by underlined lower-case $. The remaining 
pulses are perceived as being without stress. I#e shall indicate the 
two strongly stressed pulses by X1 and X2 respectively. Ho snail refer 
to the two strong stresaly pulses as rhythmical pillars (of, 
Blacking's term "end pillars" {Blacking:159)). The 8-pulse series is 
thus patterned by two degrees of stress, which alternate with 
unstressed syllables x to produce a binary abstract rhythmical 
pattern, which we represent as

This an abstract representation of the perceived rhythmical pattern 
Btrong-sero-weak-sero-strong-zero-weak-iero 

and It yields a four beat verse line, the beats themselves being 
patterned aa strong-weak-strong-weak. Our discussion will show that 
this, although It is the most frequently occurring 6-pulse pattern, is 
not the only pattern. Our data show that the verbal material of the 
poem may, in performance, consist of verse lines Initiated by one or 
two unstressed syllables. We understand these phonetic representations
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For the sake of completeness, -Je note these patterns here, delaying 
the dlecuaelon of their nature to 4.1.4. He shall call the first 
pattern the Type I ••■pulse pattern while the other patterns we shall 
call Type II and Type III 6-pulse patterns, and they are represented, 
together with the Type I pattern as

Type Ii X1 x * x X2 x x *
Type II! X X1 X X x X2 x x
Typo III: x x X1 x x * X2 «

(The reason for the columnar lay-out will become evident in our 
discussion). For the moment we note simply that each is based on 8- 
pulses, patterned in a different way. When we wish to refer to the 8-

where x), in to be read as unstressed pulse(s) which initiate(s) Type 
I and II patterns; (x, (x ere to be read as unstressed and weakly 
stressed pulses which conclude Type III and II patterns. He note that 
according to our definition, a series initiated by a strong pulse X 
will be concluded by an unstressed, a weakly stressed and an 
unstressed pulse respectively. A series initiated by one unstressed 
pulse will be concluded by u.i unstressed and a weakly stressed pulse, 
while a se.-isa initiated by two unstressed pulses will be concluded by 
one unstreieed pulse.

A concept which underpins our argument is that of position which we 
define as a slot boundary. The inclusion of this concept becomes 
necessary to allow us to consider instances in the data in which vowel 
lengthening is perceived in performance. These lengthened vowels are
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porcBlvsd as Being assigned to two or more temporal slots, and we 
shall apeak ot them as toeing lengthened across slot boundaries in 
positions which we shall (following Coupez and Kamanzii120ff), 
indicate by the letters a,b,e,d,e,f,g. Out data require the addition 
el positions a’ and to' which precede Type XI and III patterns. These 
occur as shown below
Type I X1 * a x X2 x i x

a b c d e l  g
Typo IX x x1 x 4 x X2 x

a' a to t. 4 e £
Type III x x X1 x x X X2 x 

b' a' a to o d e
The general representation of the rhythmical patterns for the fl-polse
series which includes an indication of positions is

x) x) X1 x x x X2 x (x (x
to') a') a to t d e (f (g

in which to1), a'), (f and (g are to toe read as optional positions.
For a Type II pattern, the positions available are from, a' to 1, while
for a Type III pattern, the positions available are from to' to e.

4.1.2 The syllabic tier, verse line, breath group, enjambament,
compensation, silent pulses and Sip relationship

The 6-pulse patterns are considered to underlie, during performance, 
the verbal material of the poem. We will rofor to the verbal material, 
or linguistic string, as the syllabic tier or CV tier. We thus define 
a verse line as being that linguistic material within the CV tier
Which is rhythmically organised toy the underlying series of pulses
(of. Bird,1976:90). This may, or may not, correspond to a breath
group. m  some cases, a breath may be taken within the verse line, at
what may, or may not appear to toe a suitable syntactic or semantic



break, Thia occurs only In 22-and 26-pulse patterna, but la noted here 
for ccmpleteneeB' sake. These Intrallnear breaks are Indicated by #. 
Where # does not appear within the written representation of a 
performed verse line, it is to be understood that the verse line and 
breath group coincide. Intrallnear breath breaks often lead to verse 
lines being run-on or enjaebed, and th e Is indicated by //. An 
example of this la to be found in poem 15, version fe, linns 3 and 4 
(which we Indicate by the parenthesis (lBb-3/4))

In performance t 6-pulse verse lines become

ui-tsa-yi-tse-yi //

Duplicated vowels e.g. e - e indicate vowel lengthening; capitalised 
syllables e.g. US- are a representation of those accompanied by 
observable body movements; the apostrophe ' indicates vowel elision. 
Bnjambement occurs, according to our definition, when the series of 
temporal pulses are perceived as being continuous, i.e. without break 
or pause for breath at the end of the verse line, it should be noted 
that when enjsmbement occurs, the series of pulses in each 
corresponding verse line is a complete series, ffhen either of these is 
incomplete, the phenomenon of compensation is observed. According to 
Preminger, one of the ways in which compensation occurs is

4



when an extra syllable in one toot ma 
missing syllable in another, or wher 
one line may be compensated for by a

a said to compensate for a 
missing metrical unit in 
ixtra unit in an adjacent

(Premingert42)

The first verse line corresponds to only 7 pulses, end the initial 
syllable from the following line, is allocated to the slot 
corresponding to the eighth pulse. Compensating syllables are preceded 
by a square bracket (, The written representations of performance 
speech manifestations will be distinguished, in on-going discussion, 
from textual transcriptions, by the insertion of >$ preceding the

Whenever a slot is perceived as containing no audible material, the 
pulse is considered as being a silent pulse, and this ie indicated by 
the zero sign 0 in the syllabic tier. Silen1 ■>. a&o are perceived as 
necessary for the maintenance of the rhythmical pattern. When a silent 
pulse is aecompaniod by an observable body movement, this is indicated 
by underlining, £.



It is important to emphasise that while the rhythmical aeries consists
of 8 pulses, the data collected consists of verse lines oontalnLng
from 3 to 11 syllables. This nature of the relationship between 
syllables and pulses we indicate by the proportional sign flip. The 
syllable content of the verse lines does not appear to tee controlled 
by any known footer, e.g. numerical constraints, regular patterning of 
syllables (short-long; heavy-light; high-low tone), or atansaie 
demands, as in classical or other meters (see Chapter I). In poem 3 
for instance, the numbers of syllables per verso line are

and no numerical patterning is apparent, yet each of the verso lines 
is rhythmically patterned by 8 pulses.

4,1.3 Second strongly stressed, slot and the development of the 
first two approximative prosodic statements

Wo initiate our prosodic discussion by a consideration of tho
situation represented by the second of the two rhythmical pillars, 
i.e. the second strongly stressed slot I'1,

Of the total number of ‘’99 verse lines, a corpus nf 493 verso lines is 
perceived as being organised by the 8-pulse pa, ram. We shall refer to 
those as B-puloe verse lines, it will be recalled that according to 
the convention adopted for the transcription the recorded data, 
verse lines repeated within one performance «..«• transcribed ones
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, S-PULSB VERSE LINES

Totals) IS 93 365 365 365 364 365 364 325 21
0 2 129 34 76 9 258 10 IB

tl 2,1 35,3 9,3 20,8 2,5 70,7 2,7 5,5
SiP Number of syllables in the verse lineiNumber of pulses (=8)

First row for each SiP gives the total number of eeeurrenoea of
verbal material in the slots in the syllable tier
Second row for each SIP gives the total number of occurrences of
vowel lengthening across slot boundaries, i.e. for each position

Totals! for each slot and position
31 Number of occurrences of vowol lengthening as a percentage of total

number of occurrences for each position
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L LEliOTKBKIHO XCROSS SLOT BOUMDMIBS, S-PULSB VERBS LISES

185 185 173

3 20,B 2,5 70,7 2,7
Number of ayllebles lo the vene llneiXumbor of puleea (“8)
First row for each SiP gives the total number of occurrences of
verbal material in the slots in tf-e syllabic tier
Second row for eaeh Sip gives the total number of occurrences of
vowel lengthening across slot boundaries, i.e. for eaoh position

Totalsi for eaoh slot and position
> percentage of total
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leaving detailed and illustrated discussion to 1,3.1 below.

The syllable carrying penultimate length ie assigned to I2 - * in 
181 occurrences, i.e. 66,St of all occurrence . The penultimate Blot s 
is filled in 267 occurrences, while the final slot is filled in only 
29 cases, and none of these are enjambing or compensating syllables 
for the 8-pulse verse lines, i.e. in 243 occurrences the final slot is 
an empty slot.

The syllable carrying penultimate length is assigned to X* - x in 66 
out of 78 occurrences, i.e. in 84,6t of all occurrences. There are 
only 51 occurrences o" final vowels in the final slot for this pattern 
X, which, as in all cases of final vowels is perceived as being 
devoiced. Although in the abstract rhythmical pattern, this pulse is 
weakly stressed, in the actual data, a syllable allocated to the 
corresponding slot ie most often inaudible. Pinal vowel elision would 
thus appear to be a feature of Type II 8-pulse verse lines,
c) Type III
The syllable carrying penultimate length is assigned to X2 - * in 11 
out of 15 occurrences, i.e. 73,3% of all occurrences, and the final

phenomenon of compensation which we discuae more fully in 4.1.3.1 below, 
we note merely that this represents what would appear to be a ninth

4.1.3.1 The final pulse and a first prosodic statement 
In only 29 occurrences of the 365 verse lines i.e. 5,5%, is there 
any audible material perceived within the final slot x. A brief 
examination of the nature of the syllables occurring in this



(xxvUil

(22b-5/7)

(22a-6/B)

(Reman numerala are referred to within the discussion)
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d) Five verse lines |iii to vi, and ix) come from the first poem 
pooilo of the cyclic performance of poem 16, Mtahalele Kbhale, 
which is extensively discussed in Appendix 1:241. The rhythmical 
analysis shows that these lines are performed with final vowel 
length in position g. This appears to be different from the 
rhythmical patterning established by the rest of our data, and 
more closely resembles the rhythms described for Venda children's 
music, although the words of the song are neither Taonga nor 
Venda (Blacking:57-59). He note however, that the other two verse 
lines (x and xi) from the second poem Amachuchubanga of this 
cyclic poem, penultimate vowel lengthening is preserved in 
performance, and the final vowel ie elided

ya ya khoadla >5 ya ya kho - ondl'
e) Ten verse lines are syntactically similar, consisting of two 
content words, and are discussed together here
Reduolloated verb (xli, xiii and x)

famba famba 'to walk around'. It is worth noticing that two 
different perfeimance strategies are employed by the 
children in these two different versions. In tho first, 
penultimate lengthening is preserved, and the final vowel is

phonetically realised in full but this involves the 
disappearance of predictable prefinal vowel lengthening, viz 
>$fa -aba fa -mba
tshwo tswho >3TSBWO-o TSBWO-o la derived from the verbal 
radical tswha 'to burn', and is a speech form particularly 
used by women and children. It has no semantic significance 
whatsoever, and in normal speech ie similarly lengthened.



verb olua naan {xxii, xxvii, and xxvi.it>
beam* Benge 'cut the leg' >SltSB-iaa NB-ngn, i.e. four short 
syllables

nyika ximanga 'give it to the oaf which is realised in two 
different versions as >$nyi-ka x'ea-nga four short syllablea 
with the elision of -i- of the Noun Prefix xi-; and as 
>$OTl-ik' x'W-ang', two long syllables, with the deletion 
of word final -a and the profixal -1-, respectively. These 
examples show how normal speech patterns are transformed in 
different ways in response to the rhythmical pattern.

2H6 nouns (xix and xx>
khwirhi mileage ’stomach legs' in which five syllables are 
realised phonetically as four short syllables with final 
vowel elision, >$KBWlrbi mi -LB -eng1. The first two 
syllables are perceived to occupy only one temporal clot. 

Verb plus adverb (xiv)
vuya rini 'come back when?' >SVU -ya RI -nt, i.e. four 
short syllables

g) kbangaia, dyatetola <xxi, xxvi and xxix) are nonsense words, 
which by analogy with real words, take prefinal vowel lengthe­
ning. In the first of these, the final vowel is preserved in 
performance,
khangnla >$KUH -nga -A -la; while in the second two incidences, 
from two different performances of poem IS, the final vowel is

dyetotolB >$dye -to -to -el'



h) In >$ea -a -ko -tla 'shoulders' (i), the penultimate length
expected on -ka- la lifted off and coincides with the utterance
of the Noun Prefix >Saa-a. This is an example of what we call 
'displaced penultimate length'.

To sum up the preceding facts, it ie clear that
I) the amount of linguistic material available in the CV 
tier of eaoh verse line is a factor determining its 
realisation in performance.
II) secondly, the nature ot the syllable is also important. 
The speakers of the language do not consider it appropriate 
to elide semantically significant syllables of content words 
which are allocated to the two final slots.

Taking account of all the factors raised thus far in the 
argument, our first approximation t-wards a • .osodic statement 
in which we attempt to describe the syllabic nature of the verbal 
material allocated to the various slots is
APSI First Approximative Prosodic Statement

x) x) X1 x x x X2 x (a (x 
b') a') a b o d e (f )g

......... F =4L-cv evJ to 0 >
where, without prejudice to our further argument, ...... rcpro-
eente that linguistic material within the CV tier whose nature 
and allocation within performance has yet to be described.
CV - V indicates a prominent syllable within which tho vowel is
lengthened. Or, to express this in other words, a syllable
realised with length stress in performance. We make allowance for
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i of a 11 ' '..‘Ole withOv t length In X2 by CV ov. 
Although the second £ ie a representation of a weakly stressed 
pules, In performance it is most usually perceived as unstressed, 
thus ct indicates a syllable within which the vowel is unstres­
sed, or may even be strongly do-voiced, similarly, in final slot 
x, such a syllable may occur, or the slot may be empty,
representing a silent pulse, and three alternative possibilities 
are allowed for in the initial statement, we are using ’CV and 
'cv' as idealised representations of the concept 'syllable', and 
are net at this stage concerned with the variant forms of the 
Tsonga syllable, i.e. v, c or VC

4.1.3.2 Degree of tension, syllable load and a second
approximative prosodic statement

There will be a varying degree of tension (DoT) between the 
rhythmical pattern, based on a series of eight pulses, and the
number of syllables (from three to eleven), making up the
linguistic material of the verse line. This tension io resolved 
by the use of various strategies during performance, by means of 
which the verbal material in the CV tier is accommodated to tho 
abstract rhythmical pattern. According to our first prosodic 
statement, and for Type I 8-pulse pattern, there are still four 
available slots for the allocation of this material, we define 
Dot at having zero value when there is exact equivalence between 
tho remaining syllables in the verse line and the rhythmical 
pattern. Foe DoT=zero, and continuing to assign the syllables of 
the CV tier to the pulses of the rhythmical pattern from right to 
left, our second approximative prosodic statement is



APBII Second Approximative ProBodie Statement

T\

«ev ie to be interpreted as a syllable whose nature is as 
yet unspecified.

Based on our argument thus far, and for the majority of 
occurrences, a "typical" Type I 6-pulse verse line will be of the

 -----
representing the verse line in its performance realisation.
It will be noted that this represents, in the overwhelming 
majority of cases, a verse line made up of 6 syllables performed 
in the rhythmical framework ot 6 pulses, i.e. s>P is 
prototypically 6:8. Examination of TABLE IV reveals that it io 
vorse lines whose nature eorrespends to this prototype 6)6 which 
occur with the highest recorded frequency of occurrence in the 
observed material. 186 verse lines of 6 syllables wore recorded, 
i.e. S0,7i. There appears to be a tendency for verse lines in 
this simple type of poetry to be structured with tore degree of 
tension, or, in other words, that a "typical* 8-pulse verse line 
is made up of 6 syllables.

The concept of dot is defined in terms of what wo call the 
syllabic load of che veras line. According to our definition, t 
syllabic load of 6 syllables represents DoT*0 within the 8-pulae



pattern, h typical versa line of zero DoT, and with a syllable 
load ot 6 is

>$lo -ko ri ndai vo -o -no 0 
The allocation of syllables to pulses on a one:one basis is not 
automatic, and ongoing discussion will shew how different 
strategies, determined by semantic and syntactic considerations, 
are ueed during performance.

When the number of syllables in the verse line is greater or less 
than 6, the syllabic load increases, either positively or negati­
vely, ana this lends to n change in the degree of tension, as 
shown below

Syllabic Load 3 4 5 6 7 6 9  10 11
Degree of
Tension -3 -2 -1 0 +1 *2 *3 M  +5

Thus, while the syllabic load is numerically equal to the number 
of syllables in the verse line, the degree of tension varies and 
is of a different nature whether the syllabic load ie greater or 
less than 6, and the performers employ different strategies in 
order to allocate tho syllables to the rhythmical pattern. 
Performance strategies for the following 19 verse lines, with in­
creasing syllabic load, aro illustrated by the performance 
realisations given in TABLE VI, facing :124.
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C » -3} Syllabic Load e 3

Dor = -2i Syllable Load •= 4

i syllable Load a 5

r = +lj Syllable Load a 7

a +2; Syllable Load a

DOT a +3) syllable Load » 9
(Kill) ndzl SU -ka n'te
(xiv) nd*l xi khu -In -k’aa oa
(XV) KRAngala KRAagala
(xvi) » to SA -1'u

DOT a +*[ Syllable Load a 10
(xvll) se -K'RS-nde K'RB -nde

DoS a +3i syllable Load a 11
(xviil) te -ka r'ko -k'u
(xix) x'nang xa ken' xa

<Honan nuaorole aro ralerod to In diacuss

-ka X'Bl -lb'

4



from khwambe 'pumpkin'

little millet

tibakatana

teka sisibi 
ake the soap



Bsl * i&x Svllablo Load IS

! Syllable Lead II

8 pertormeca may be euma

e syllable load < 6; degree of tension la negat

vocalic nuclei are lengthen 
normal speech rhythms (1 ■ 

awe.awl in normal epeec 
tihu.ku in normal speec

esulting In distortion ' 
. Poe Instance 
routes >5swe-e-awi -1 
rooea >$ti-hu-u-ku-u

in these examples of performance speech. He note also that 
the prefixal ti- la 'dislocated' and lies outside of the 
first rhythmical pillar . In other words, it is realised as 
an unstressed syllable in the syllabic tier, which precedes 
the first strongly stressed syllable allocated to X1. Type I 
pattern thus becomes a Type II pattern. By analogy. It 
appears that the 'prefixal' a- in the euphonic filler 
akhwambe is allocated to the initial unstressed slot and this 
strategy is common to other examples (xll and xvll)
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- the interrogative enclitic I 
Iiv) which would oorreapon 
queatione, where it a occurre 
penultimate syllable as well 
enclitic itself.

ordinary 9 realised a

> la lengthened phrase finally 
to its use in rhetorical 

ce results in length on the 
as unchecked length on the

(b) when the syllable load is > 6; degree of tension is positive
- there is an increasing tendency to allocate syllables to 
the unstressed slots preceding the initial stressed slot X1

- increasing use ie made of the final slot x (xli, xv, xvi, 
xviil and xix)

- increasing elision ot prefixal, euffixal and final vowels, 
e.g. exisakeni >8 e-x'sa-KZ-en' (x|

u ta eala u ku >$U ea SR-l'u k1 (xvi) 
and the deletion of consonants within function morphemes 
e.g. ndzi >$n' (xiii)
On the other hand, content words, and especially their root
syllables, do not appear to be deformed in this way
e.g. khulukisa >$Uhu-lu-k'sa (xiv)
and rikoko >$r’kok') ximanga >$x'siang' (xviil and xix)

syllables become temporally "crammed" together, e.g. the 
tri-eyllabic khangala is perceived as being performed in the 
time of two temporal pulses (xv)



- the inherent shortness or length ot Ideophones is preserved 
e.g. tlhukwaI, short vowels, and gee I, a long vowel (xvi)

- the consonants -n- and -a- may function syllabically, i.e. 
ao a meliamattio syllable, occupying a pulse slot (viii and

This discussion of the performance of 8-pulse verse lines has thus far 
given an indication of some of the strategies used by performers in 
the allocation of syllables to rhythmical pulses. He have seen that 
the penultimate syllable of verse lines la in a large majority of 
cases anchored to the second rhythmical pillar, X . Syllabic load and 
the resulting degree of tension between the number of syllables and 
the availability of pulse slots leads to other strategies which enable 
a 'fit' between the abstract rhythmical pattern and the verbal 
material of the syllabic tier to be attained. This consideration has 
led to the development of two approximative prosodic statements.

4.1,6 first strongly stressed slot X1 and a third approximative 
prosodic statement

We new turn our attention to the first strongly stressed pulse, X̂ . 
Further examination of the data in TABLE IV shows that vowel 
lengthening ir perceived in position a, i.e. between slots x̂ -x, in 
129 occurrences out of she 265 tokens, i.e. 35,31. In the other 246 
occurrences, which make up the majority of the data, the syllables in 
slot X1 are perceived as being spokon/ohanted/sung louder or higher 
than the preceding or succeeding material. (Olscusaion on whether this 
represents an intensity or a pitch stress will be postponed for the 
moment). In view of the close link between the second strongly
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stressed pulse, and the lengthening of the penultimate vowel in the 
syllabic tier, it is not surprising that an equivalent phonetic 
response is sought by the performers to the equally strongly stressed

reformulate the prosodic statement to allow for the possibility of 
either intensity/pitch or length stress in this position.
APSIII Third Approximative Prosodic Statement

in which «CV is to be read as a syllable perceived as prominent either 
because of higher pitch or of greater loudness. Its exact nature being 
as yet unspecified, cv - V we have already defined as being a 
prominent syllable of greater duration, which is the third possible 
phonetic manifestation of associated strong stress.

4.1.4.1 type I and Type II patterns and the nature of x) 
examination of the data in TABLE IV above, as well as the discus­
sion in 4.1.3.2, provide proof that the Type I pattern, initiated 
by a strong stress, although the most frequently occurring 
pattern, is not the only rhythmical pattern used in performance. 
He have seen further, that the allocation of syllables to slots 
la not a mechanistic proceedure. Performance constraints, for 
example the desire to maintain a steady beat, are but one aspect 
of the assignation of syllables from the ov tier to the 
rhythmical pattern. Linguistic criteria, parsing conditions and 
semantic considerations also play a role. In many cases, verbal 
material is perceived in the unstressed slots preceeding x1. He

The figure of 35,3% indicates that it is advisable to



new proceed to a discussion ot the content of the alot(e) x).The 
immediate question which arises is whether the syllables 
occurring in these slots x) are enjambing or compensating 
syllables?
a) Bnjambement occurs by definition only where the pulse series
in both verse lines are complete and occurs usually only where
intrallnear breath breaks are taken in 12- and 16-pulse verse
lines (which will be discussed in full under 4.2 and 4.3 below).
It may also occur when two verse lines are performed within the
single breath span, and this is often observed in 8-pulae verse
lines, where a Type 1 pattern succeeds a Type I pattern:
e.g. chela,chela,

Prog, frog,

>$oh -e -la -a cho -e -la 0 //
lo -ko ri ndti vo -e -na 0 ...

Similarly, enjamboment may take place when Type II or Type III
patterns follow each other.

One of them says
Wanuna ni xibamul 
h man with a gunI

>#xi -Jf'HA -oya -NA -a xi

3 first verse Hr
the couplet concludes with a silent pulse, which completes the 
rhythmical series, but without taking breath, the performers



carry on to tho next verse line. The desire to maintain the 
rhythmical beat, which in particularly insistent in some poems, 
is a possible explanation for enjerabement. The rapidity of 
utterance rate also often allows little time for the drawing of 
breath. We emphasise onoe more, that in our usage, the term dcos 
not imply the carrying over of syntax from one verse line to the 
next/ as in the classical understanding of the term, but simply 
that the two series of pulses are perceived as continuono. 
we can Illustrate the phenomenon of enjambement schematically as 
follows:

Typa I verse line followed by Type I verse line 
 X* x x x // X1 x x  ....

Type II verse line followed by Type II verse line 
 * x2 k £ H  * x1 * as .....

b) componoation however, is a strategy for the stabilization of 
"a basically irregular foot or line" and one of the ways in which 
it occurs is when a "mifloing metrical unit in one line" Is 
compensated for "by an extra unit in an adjacent line" (as 
defined by Promingeri -12 j. since we are avoiding the use of the 
terms 'metre' and 'motrical'in the present work, we shall define 
cu. pensation as the filling of a final slot in a pulse series by 
a syllable from the beginning of the next syntactic unit in order 
to stabilise rhythmical patterning within poetic language.

Before this phenomenon is illustrated however, a brief resumu of 
the structure of stanza and poem will be given. One of our 
underlying claims in the present work is that the underlying 
rhythmically patterned pulse series organizes verbal material
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into verse lines, and the other claim is that it tends to have 
a temporal influence upon the syllabic tier. He have thus Car 
diocuooed only the second of these claims, but some attention 
must be given to the organic icion of stanzas and of the poem

Examination of the data reveals that the arrangement of verse 
lines is not haphazard, but that formal patterning both at the 
level of the stanza and of the poeto as a whole is apparent. By 
this we mean that pulse patterns of the three typed are 
themselves patterned. We have already established (Chap 3. TABLE
I) that the large majority of the poems recorded follow only one 
pulse series. 22 poems are organised rhythmically by the 8-pulse 
series; 2 by 12-pulse aeries) 6 by 16-pulse series) 1 (poem 32) 
by a regular arrangement of 12- and 6-pulse series) and only one 
poem (poem 17) has an irregular arrangement of 16- and 12-pulse 
series. He focus now on the poems which have 8-pulse verse 1. nee 
and on the arrangement or sequencing of the three types of 8- 
pulse patterns.

Of these 23 poems, i.e. including poem 32, 16 have a stanzaio 
structure, and 7 are non-otanzaie, or consist of a verse 
paragraph, "one or more sentences unified by a dominant mood or 
thought" (Promingori296), We shall discuss these in terms of 
regular and irregular patterning, and this will be described as 
occurring either as intraatanr.aio or interstanzaio patterning for 
the stanzaic poems, and as intraparagraphal patterning tor the 
non-stanzaic poems respectively. TABLE VII (facing : 132 ) gives
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the data for these 23 poems.

The obvious tendency in children's poetry is towards regularity,

ie consistently used by performers in order to attain this ideal. 
The most frequently occurring situation is when a Type II pattern 
becomes a Type I pattern, as in poems 4, 16,24, 26b and 13.
Wo can illustrate Chiu compensation schematically as follouox 

Type i verse line followed by Type II verse lino

I) x»

>$CHA -a -VA -a mco -o -NDLO [xi-
MA -nga XA ku Ltf -ue' 2 0

in this example, a silent final slot is filled by tho initial
syllable from the syllable tier of the following versa line. This
results in all 8 pulses in the first verso Ur.? having syllables
allocated to them, while in the second verse _j.no, iso existence
of the final silent slot in shown by the final hand clap,
represented in the rhythmical analyn-jj »y an underlined ft.
{Similar exwnplos can bo seen In racm° 13 and 18). The two
versions of poora 26 are of interact in that, alti;ugh they are
tho 'same' poora, the patterning in vngn,ici? a 1° regular
intrastannaio Type II, with enjamLomont in the rarno lino final
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 'po -t«e -ni -i ## [u
a kwe -e -e -e -« e -mbe
a _ ve -ka 'pe -twe -ni -i ## [u

In the non-ctanzaic, or verse paragraph poems, regular 
intraparagraphal patterning La oaLntaiv.ed by eonpensation In poem 
13 aa follows, where a Type II line becomes, by compensation, a

Teka pbal Xi wela 
Take that I It £aU.e
Hi ya honetela
We keep on hitting it
Ku hela poago leri 

Ku hela pongo leri
This noiae stope (13-6 to 9)

Inter eta nzaic patterning ia characterised by regularity., with 
only two exceptions, poems 12 and 31, in which the stanzas are 
organised By Type I-II-I-I, and by Type II-IX-I-I-I patterns 
respectively, stanzaic closure is characterised by accentuated 
downdrltt, by unchecked final vowel length and by pronounced 
pause. When a stanzaic poem is sung, ae for instance l.n 
Xj.khonyolotana, poem 32, then the melodic accompaniment, which 
we have discussed in Chaptsr 2, as being dlatinguialied in Teonqa 
by a cadential drop, is a further cue to stanzaic closure. Apart





developeest of a

The prosodic statement at this stage in Lts development contains two 
types of syllables whose nature Is not as yet ascertained, viz *CV 
and *cv. Discussion of these will be initiated by a consideration of 
•ev, following which attention will be given to syntactic and semantic 
aspects of the syllables in I2 and X1 which will enable us to define 
the nature of *CV, thereafter the prosodic statement will be 
generalised for 8-pulse verse lines. The argument thus far has taken 
into account very few semantic or syntactic factors, and these will be 
then be considered before we turn to an examination of 16- and 12- 
pulao verse lines

extracted from TABLE IV, and they show, in 
frequency, the perception of lengthened 
her than e and a, which have been discussed

The figures below e 
descending order 
vowels in poaitions

favoured position for vowel lengthenening, i.e. in 70,7% of 
occurrences, position a whore vowal lengthening is perceived in 
35,31 of occurrences fallows as the next most favoured position

a manifestation, and the other positions 
i hierarchy of favoured positions as shown

: (slot boundary £-x)
> {slot boundary x-s)
I (slot boundary (a-(x) 
f (Blot boundary x-($)
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po- .Lion d (slot boundary x-Z2) 2,5% 0 > S
position e'(Blot boundary x)-!1) 2,It 0 > S

Using the abbreviations S, a and 0 to indicate strongly, weakly 
and unstressed syllables respectively, we can indicate the nature 
of change in stress level for each of these positions, Vfe note 
that for positions o and g, this change Is identical, i.e. from a 
weakly stressed pulse & to an unstressed pulse x. For position b, 
the change in stress level is from an unstressed pulse x to a 
weakly stressed pulse &. These changes in stress leval do not 
occur on meaningless elements, but between syllables, which may 
be morphemes, constituents of words, or even words. We have 
chosen to focus on length as surface phonetic manifestation of 
stress for the simple reason that it is the most easily 
perceptible in the performance situation, and in recordings of 
such performance, Where vowel lengthening is not perceived, the 
perception of stress is that of either a louder or a higher 
pitched syllable. According to our approximate prosodia 
statement, *cv syllables whose natun is as yet undefined, are 
allocated to the slots s and x, whose boundary we have named 
position c. In slightly over one fifth of all occurrences, 20,St, 
vowal lengthening is perceived in this position.

Position c
On analogy with positions e and a, where the shift is from 
strong stressed to unstressed slot, we should not be surprised 
that the performers, aiming at the production of rhythmical 
language, make a phonetic response to this slot boundary which 
represents a change In stress level from a weakly stressed to an
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unetraesed pulse

>Sti -HYX -nptu HI -i

In the ocher 79,21 o£ occurrenoee, intensity/pitch stress is 
perceived in the phonetic realisation of the syllable allocated

This argument enables us to decide that into slots £ and x, 
performers will most frequently allocate a weakly stressed 
syllable, which we shall call gv tollcwed by an unstressed 
syllable, cvj they may however, alluoate one syllable only to 
these slots, which is perceived ae a weakly stressed syllable 
with a lengthened vowel yr - We thus replace *cv in the 
approximative prosodic statement with these idealised symbols

AFSV Fifth Approximative Prosodic Statement.

where S£ reprBsente a weakly stressed syllable <



length are 9,3%

position,
weakly
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occurrences are of final vowel lengthening in variants of the 
word B«onge - seoge - xenge 'like, as'. This ray be a 
manifestation of inherent length on the final syllable of this 
wcrd, but phonetic data based on normal speech patterns would be 
needed to confirm auah a hypothoeie.

e.g. Swonge tibekwe (3-21)
1 ike the parrots
Xenge xipene (32a-65)
like a eteenbok
x1 x $ k s2 x a x

a b e d  e f g
>Sbwo -ngo -e ti -bo -o -kwe 0

and xe -age -e xi -pe -e -ne 0

An observation of body movements confirms the validity of this 
perceptual analysis. For instance in the singing of lines SI, 52 
and S3 of poem 32, version a, one little girl is performing small 
textural timing out movements, and her hand movoa os follows 

up - down - up 
xo - ngo -e

In all other cases, the syllable in x is perceived an being 
without stress
e.g. Twana pongo ra kwe (13-4)

>SIWJV -no PO -ngo RA -a KWE 0 
or position b, we can conclude that our initial deduction that 
t represents an unstressed syllable cv in slot x, was correct,
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positions t, d and s' with percentages below 2% are considered 
to be non-significant. All three represent stress changes from 
an unstressed pulse to either a weakly or strongly stressed 
pulse. For positions f and d, it will be seen frcm TA8LB IV that 
the occurenees are roost frequent in verse lines of low Degree of 
Tension, i.e. where excessive vowel lengthening occurs across 
almost all the slot boundaries in the syllabic tier of the verse 
line, thus the data ie skewed by these figures. For position a', 
the two occurrences come from one performance, version a, o£ poem 
26, and the perception of lengthened vowel in a1 ie contradicted 
by the performance of the same verse line, without lengthened 
vowel in version & of the same poem, thus the data is 
inconclusive.

To conclude this section, we generalise our prosodic statement 
including all tho above considerations,
OPS-B General Prosodic Statement for 6-pulse verse lines

In generalising the approximative statement, we have taken the 
following steps:
(i> tho rhythmical framework has been omitted, including the 
indication of positions across slot boundaries.

(ii) tho expression (c»> indicates none, one or 2 unstressed 
oyllablae prnaadlng tho first strongly stressed uyUable xl

(Hi) the expression - cv provides for the possibility of

where o < n > 2



two syllables, viz. a weekly stressed followed by an unstressed 
syllable, or
(Iv) the alternative possibility is indicated by si - v which 
is to be read as one syllable, with a lengthened vowel, but per­
ceived as weakly stressed.

4.1.5.2 The syntactic and semantic nature of syllables felling 
within slots X1 and X$

We have established that the two equally strongly stressed pulses
S1 and X* are representative of two different linguistic situa­
tions. To consider the second of these first, since it represents 
& situation of fixed, linguistically predictable stress, we have 
been able to show that performers, in the large majority of 
oases, allocate to %*, the second rhythmical pillar, the phrase 
penultimato syllable, lengthened in performance as also in normal 
speech utterance. This we call the primary stress, both in normal 
«.id in performance speech. It derives from the syntax of the 
verbal material, it is demarcative in function and its nature, as 
perceived in our data, is durational. He have described the first 
situation in X1 as being associated with a prominent syllable, 
involving either intensity or pitch stress, allocated by 
performers to this slot. Most usually, the syllable iv in phrase 
initial position. a working hypothesis, we propose that the 
data can not be suocoosfully explained without postulating that 
this Id a syllable which in normal speech is a bearer of what we 
will call secondary stress, which is lexical in origin. This 
ayllable is normally the first or only syllable, but in



polysyllabic words it may fall on the second syllable. Me shall 
call the syllable bearing this stress the root syllable. It ie 
perceived in nominal sterna, verbal radicals, conjunctions, 
adverbs, and other content words. The role of secondary atrese Is 
to accentuate this syllable, and its nature as supresegmental 
phoneme is that of Intensity which is concomitant with the tonal 
phoneme which accompanies every Tsonga syllable. He further 
postulate that performers, faced with a choice of syllables 
within the verbal string which are to be allocated to the 
abstract rhythmical pattern, favour the choice of a syllable 
which in normal speech carries secondary stress, Above that of a 
syllable which is unstressed in normal speech. Within the context 
of the performance of these simple poems, small children thus 
acquire, through the process of internalisation, the underlying 
rhythmical pattarns ssoociated with the genre, oe wall as the 
rhythmical patterning of normal speech. This is the "poetic 
competence" of which Bird speaks (Bled,1976195), and it coexists 
at a sub-conscious level with linguistic and communicatiye 
competence.

Since the identification of secondary stress and its locus within 
the word has not as yet been the subject of investigation in 
Tsonga, It is necessary for illustrative material of both these 
facets to be adduced to prove our hypothesis, we now turn to a 
consideration of the 'ata showing the syntactic and semantic 
nature of the syllables found in the two strongly stressed 
pulses. TABLE VIII (faoingil46) gives this breakdown, first ef 
all, of the words within which the syllables occur, within the
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euphonic fillers and exclamations which are often purely rhythml-

semantlc categories are indicated by capitalisation). Within

categories within which the syllables occur, is calculated, 
making use of the abbreviations in customary usage for leonga 
linguistic description (the list of abbreviations will be found 
on page ix). He shall not consider further the category of 
nonsense words in our argument, 
a) She situation in X2t primary stress
Within X2, we would expect to find syllables which are derived 
from words usually occurring phrase-finally, and this is indeed 
the case, as shown by the high percentages representing 
syllables, either first (SI) or second (S2), of stems and radi­
cals. Typical syntactic structures with stem or radical in 
phrase-final position are Noun Phrase - Verb - Noun Phrase and 
Noun Phrase - Verb phrase respectively. fSxwples of sentence 
types actually occurring have; been .llustrated in TABLE II facing 
:93). There are syllables from 127 nouns occurring in Z2, 
(i.e. 119 represented by their first syllable, 91) 1 represented 
by their second syllable, S2i and 3. represented by its third 
syllable, S3). There are syllables from 67 verbs in Z 
(represented by SI in 43 occurrencesj by S2 in 23 occurrences and

th«. context of phrasal position - if they represent penultimate 
syllables, they would by prediction carry a length stress in 
normal speech, and we have shown above how closely associated X ,

!



the second rhythmical pillar. Is with phrasal penultimate 
syllables. Primary stress in this position co-exists with

Even within this discussion of the situation in x2, we oan still 
make out a case lor the existence of secondary stress, and also 
tor performers associating syllables with secondary stress to X , 
by considering the 63 examples of non-penultimate syllables which 
occur in x2. What sort of syllables are allocated to this 
position? examination of the data reveals that of theee,
29 are first syllables of stems

:omach legs 
syllables of verbal radicals

2 are first syllables of ideophones 
e.g X2 x x x

stlhu -kwa ga -a (27b-6/6)
He see then that even in a situation where the penultimate 
syllable is not associated with x2, preference is given (in 45 
out of 68 occurrences) to a semantically significant syllable 
within a content word.
He return to TABLE VIII, and we note that apart from the 
predominating position of syllables of content words, i,e, 65,6%, 
the only other high figures are those of 6,6% for Noun Prefixes
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ir Diminutive Suffixes. Of the 24 < 
\ X2, 22 pruoeed monosyllabic at
position, and are performed wi

preflxal vowel

In only Z of the 24 c 
panultimaee position ai 
performed with length o

The relatively high < 
reflection of the natur

MB' 0 (la-2)
:currence of Diminutive 
of the language used in

children's poetry throughout the world, objects, animals, or 
people described are • little; or ’small’, thus we have 
yetnkobyanini 'in the little valley’ (32a-33), ephehwaoa 'a little 
millet' (10-6), xikhongolotana 'the little millipede' (32) end 
eawieataalnl ’in the little pool' (literally, 'in the small 
amount of water') (1,3-2).

(b) The situation in X1! secondary stress
The argument eoncnrning x2 will be continued below, but wo turn 
again to TABIS VIII for a consideration of the situation in slot 
X1. The highest frequency of occurrence is for syllables found in 
radicals and nouns, 17,0 and 14,2%, respectively. The next 
highest frequency of occurrence, is for Subject Concords, 12,1%, 
Verbal Markers And Conji-nftions 8,2%. To take the case of the
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verbal radica a is obviously a positional factor at 
work here, since, according to the linguistic rules in operation 
in Taonga, the verb in phrase initial position, unless it is in 
the Imperative Mood, will be preceded by at least a Subject 
Concord, if not also by markers indicating mood, tense, and/or 
negation. It will be helpful at this stage of the argument to 
determine whether the eyllablee allocated to the unstressed slots 
x) preceeding X1 are in faot forraatives of this type.

1} When both the unstressed slots x) are filled.
In all cases, the syllables in x> are function words, being 
markers of various kinds which preceed a verb in X*

e.g. x) x) x1....

Su ta swe-ka ... (11-5)
she will cook...

11) In the case of only one unstressed slot *) being filled, in 
irst syllable of a content word which 
is second syllable being allocated to x*

five cases this is 
initiates the verse

occurrences are manana (x2| 'mother', 
and one other occurrence of tatano.

question oE which Is in fat 
’exioal, secondary stress J 
these would appear to coi 
necessarily the first sy 
carries the root stress.

oa 'a middle 
i raises the

■e root syllable which receives the 
ese Noun Class la words? Data like 
ft our suggestion that it is not 
ile in polysyllabic words which 
tonal patterns for the Singular

I
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forms of the words 
H-H respectively.
United to high tone, bu 
and its validity would n

a tataaa L-H-L, eanans H-H-L, and wacuna H-
i might conclude that eeoom'ary stress is 
but this would be a premature assumption.

In 22 cases, Noun Prefixes precede a 
e.g. x) X1

i lexicon.

a, slot x) ie filled by tin 
i syllable being allocated t

first syllable c

He have suggested that it ie the root syllable, carrying 
secondary stress which ie allocated to the first rhythmical 
pillar, x\ and data such as we have shown above for tatano, 
manana, wanuna and -hlaobanya would appear to substantiate our 
hypothesis. The tonal pattern on tttambanya is L-L-L, thus it 
would appear that it ie not necessarily a high toned syllable 
which is allocated to a rhythmical pillar during performance. The 
question of tone and stress is further discussed below.

of oontecit tiotda tilling x) are Copulative

*
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iv) Finally, 1 
preceding a Ve

I ’.sava...

There ere 93 verse lines in all (vide Table IV) in which these 
unstressed slots contain verbal material. Ten of these verse 
lines consist of nonsense words, and for the balance of 83 verse 
lines, in the majority of cases (77 out of 83), syllables which 
are function words preceed x*. These formatives break down into 
32 Subject Concords, 15 Verbal Markers, 13 Noun Prefixes, 5 
Copulatives, 5 Possessive Concords, 4 Object Concords, and 3 
Locative Prefixes.

It is of importance for the development of the argument at this 
stage, to look more closely at verse lines of zero degree of 
tension (DoT-O), because it is, by definition precisely in verso 
lines ef this type that we would not expect that performers would 
uood to displace syllables outside of the rhythmical framework of 
eight pulses, since there are sufficient slots available for the 
syllables on a one to enu basis. As we have ehown in the above 
dlaoueeLotx, L\\ T? ocouctoncoB, the root syllable of a ttoun tot 
its equivalent, o.g, an Absolute Pronoun) or of a verb allocated 
to x1 is proceeded by n function word in the unstressed slot(s)
x). 35 of theoo 17 occurrences are verse lines of zi-co degree of 
tension. This implies that the performers, having allocated a 
root syllable to x1, are then obliged to use other strategies to
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NOUNS (Vi)

•Shi dy> -a
we eat eorghum
o ko -ago
he is aiming att ub

they are looking t 

carry me, carry me

He Python, Hr Python
-rhu n'wo -Hhle -a

'NHLA ka MU

(26a-3/5)

6 cofaro to omall Roman numerals)

1

I
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allocate the remaining syllables to the rhythmical fcamework. 
Bxamplee ot these etrategiee are illuetrated in TABLE IX 
(feoing), and they are dlsouaaed in turn below.

ftooocdi.ng to the Third and FifCti Approximative Prosodic 
Statements, the prototypical verse line with 6 syllables, and DoT 
«> 0 would be

CV ev 22 ev CV - V 0 
H  Monosyllabic verbal radical dya is allooafced to xl-x, with 
the vowel lengthened, in preference to stressing the Subject 
Conoord hi;

i.e. cv av - V gx ev CV - V cv

11) By avoiding lengthening any syllable of the verb kongoae, the 
performers have two alternative strategies available, to lengthen 
either the first or the second syllable of the emphatic Absolute 
Pronoun hina which occurs in the Object slot. The first 
alternative would result in a long vowel in position d which is, 
as we saw above, a very seldom used position for length stress. 
The necond alternative is chosen, which results in a silent pulse 
concluding the verse line.

ill) intensity stress is placed on the root syllable of lava, 
avoiding allocating the subject conoord ti to x1, whloh is then 
allocated to x). This results also in the lengthening of the Noun 
Prefix of natueba

i.e. ev ov ov gx - v CV - V cv



iv) bobu Is derived from the radical babuls 'to carry child on 
one'a back in baby-ming' (C). Cufinod also gives the farm bebou 
i.e. with a length atreea on the second syllable as an Interjec­
tion, 'at mother to ohLld when she wants Co take it on her book'. 
in this performance, however, length is placed on the first 
syllable of bebu which ie allocated to X1

i.e. ev CV - V 22 cv CV - V ov

v) As in iv), length stress is placed on the root syllable of 
verbal radical which is allocated to x1, thus avoiding the 
placement of stress on the Subject Concord ndso

i.e. ov ev - V sx cv cv - v cv

vi) owe-o is an abbreviation, characteristic of the Nkuna 
dialect, of the standard form of the Absolute pronoun n'wlna, 
(2nd Person Plural). Even in ordinary speech, the vocalic nucleus 
Id lengthened, and carries the tonal pattern L-H, which is also 
that of the unabbreviated version. In this example, t.’ie perfor­
mers' choice Id to stress this syllable, n'we and to lengthen it, 
rather than the Locative concord ka.

i.e. ev cv - V ax ev CV - V ov

vil) mnndte 'eggs' has on alternative plural form matandxa. 
Length is placed here on the plural Noun Prefix am- , and the 
syllable in allocated to X1, while the Copula i Is allocated to 
the unstressed slot x). we note also the deletion of ‘.he semi­
vowel y- of the PoaBetalvo Prefix ya

i.e. ov cv - V ax ev CV - V -ev



viil) Length mf'oe is placed on the root syllable of the stem - 
-nhiarbu, and the Noun Prefix is alLoQttted to the UTiBtzesBed Blot 
x) preceding the rhythmical pillar X1

Ix) The periormerfl avoid aLloaatLng the Locative prefix e- to 
the slot x1, choosing in&sead to ao entuate the root syllable of

x) A further example of avoidance strategy, where the Adjectival 
Prefix xi-ie less favoured for allocation to the position of
stress than Adjectival stem -n'wene-, which is followed by the
Diminutive Suffix, -rrjnna- lengthened in Its final syllable. The 
final vowel of the verse lino -u Is elided, and enjambement

i.e. cv CV ev sx - v CV - V 0

xi) The root syllable <nyi- of the bleyLlabla stem -oyiapfu is 
allocated to the slot x* rather than the Noun Prefix fci-. The 
vowel of the Copula hi is then lengthened

I.e. ov CV cv cv - v cv - V ev

Re oafl conclude from the above discussion that performers of tula 
simple poetry foel no obligation to oonotualn the verso lines 
between the boundaries of the rhythmical framework. Unstressed 
yulnos preceding the first strongly otrnBBod pulse are often 
filled by function words. X1 thus remains a locus for prominoncp 
on a significant i/liable of a verb or Noun.

Wo turn now to a cor.cl.deration oE TMH.B X (facing), which is
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Proqueooy Categories oeeurriag with this frequency o
o£ Occurrence in XI in X2
ZERO CATEOORXB3 SI of Dea Pron. 82 of Adverb

S2 of Adverb Dem.Pron.
Dea.Pron. Id.
Abe.Pron. Copulative
Id. Conjunction

83 of Stee Verbal marker#
Radical Loo.Prof.

Loe.Buff. Asn.Cop.

Adj.Stem (1> 
Adj.Pref. (1)
Verbal Bxt. (1)
Ass.cop. (I)
82 of atee (2)
82 of Radical (2)

SI of Adverb (8>
SI of Abe,Pron. (10)

S3 of Stem <1)
S3 oV Radical (1) 
Enclitic (1)
Bi of Aba.Pron. (2)

Adj.Pref. (4)
82 of stea (7)
Verbal Bxt. (7)
Subj.Con (B)
31 of Id. <9) 
Loc.Suff. (10)

32 ot Radical (23) 
Noun Pref. (24) 
Din.Buff. <2S)

41 - SO Subj.Con. (44) SI of Radical (43)
SI - 60 81 of Stee (53)
«I - 70 81 of Radical (82)

111 - 120 - SI of Stee (119)

Syntactic categories are arranged in ascending order 
of frequency of occurrence



compiled from the data In TABLE VIII, and uhowe the relative 
troquoncy of occurrence of the various eyntactlo categories,Once 
again, nonsense words, euphonic CLlLeee and exclamatione are 
excluded from the data. The categories are arranged In ascending 
order of frequency of occurrence, and the table starts with an 
indloBtlon o£ zero categories, i.e. those categories whioh ate 
not found in X1 and x2.
We note fleetly, that there are fewer zero categories In Xa than 
In Z2. This confirms our claim that as e locus of predictable 
primary stress, the second rhythmical pillar is no respecter of 
syntactic category. The content of Column 2 in this table, i.e. 
the relative Ecequenoy o! occxirrenco within X2, is a reflection 
of the type of syllables carrying primary, linguistically 
predictable length otresa. It tells us something about 
phrasal/sentential structure, at leaot as far as the syllable in 
i--he phrasu penultimate position is concerned.

the content ot Column 1 on the ether hand, reflects what we 
propose to call a hierarchy of attraetabtlity since aa vie have 
discussod above, speakers of the language, while utilising the 
rhythmical framework to organize the spoken language into verse 
linee and also to organize the cv tier within the verse lines, 
are not eonstrainod to confine the HnguUtlc mateeial to thin 
framework. It is treated by them as a flexible temporal 
framework, within which the syllables of the CV tier are allo­
cated, not mechanistically, but in response to performance con­
straints, to syntactic criteria and '■o semantic considerations.
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atreseed slot, given obviously, their proximity to the 
phrase/sentence initial position. Depending also on the degree of

line, performers are more likely to allow stress to fall on the
first syllable of a radical, or of a stem and not to allocate

Markers to the first rhythmical pillar, X1. These tend, as we 
have seen, to be performed during the pulses corresponding to the

thus expect that the first syllable of a stem, with a frequency
of occurrence of S3, will be allocated to X2 in preference to a
Subject concord, which hae a fregency of occurrence of 44, which 
will, in turn, be preferred above the first syllable of the 
Absolute Pronoun, with a frequency of occurrence of 10.

In the same way as Column 2 tello us about the frequency of 
occurrence of syllables in phrase/sentence prefinal position, 
so Column 1 aleo tells ua about the types of syllables occurring 
in phrase/sentence initial position. The thrust of the argument 
has been to show, that given the factor of syntactic position, 
Tsonga speakers show preference in the type of syllable which 
they allow to carry stress, and the most favoured of these are 
the syllables carrying lexical stress. Examination of the freque­
ncy distribution of syllable types shown in TABLE X throws fur­
ther light on the argument at this stage. We note firstly that in 
X2, there is a much greater variety of syllabic types occurring
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with very low frequency of occurrence (13 different typei 
10 times in the data). The two most frequently occurring 
types in x2 are si of stem (119 times) and si of Rac 
times). In contrast for I1, there are 10 different 
types occurring with very low frequency (<10 tines). The 
frequently occuring types are SI of Radical (62 times) i

One major question remains, and that is the relationship between 
this secondary, lexical stress, and tone. Pot primary stress, and 
in normal speech, length is concomitant to tone, einc# it relates 
to syntax. By this we mean that whether the syllable in 
penultimate position has high or low tone, its phrasal position 
will result in length being super imposed upon it in noroal 
speech. However, the relationship between secondary, lexical 
stress and tone has not yet been explored. He believe that a 
study such as the present one, may be able to give some answers 
as to the nature of this relationship in performance speech, and 
may enable ua to propose some general conclusions an to the 
relationship in normal speech. In an attempt to define the nature 
of the syllable in X1, we are faced with questions like the 
following: Are these syllables perceived as being prominent 
because they carry high tone {or low tone)? Or, are they 
perceived as being prominent only because I air allocation to 
X1? This could be rephrased asi are the observer's perceptions 
influenced by tone, or by rhythm? Is tone irrelevant in the 
perception of prominence in performance speech? yan we even talk 
about tone in musical or chanted performance? to ask these





and 51,0 respectively. Within the poetic context, performers thus 
appear to show no preference for allocating either high or low 
tone syllables to the first rhythmical pillar X*. Our initial 
conclusion that X* is occupied by a syllable which is perceived 
as being prominent because of either a pitch or an intensity 
stress can now be modified to state that the perception of stress 
for this slot is of intensity. The observer's perception is also 
conditioned by performance factors like presence/absence of 
melody, insistent rhythm, clapping of hands or other body 
movements. Wy have shown above that the performers preferentially 
allocate to X1, syllables which, in normal epeeoR, would be 
marked by what wo have called secondary stress. This, 
provisionally, we consider to be manifested as intensity, whiah 
will occur as a concomitant with tone, whether this Is high or 
low. This lexical stress Is attached to the root syllable, which 
is most usually the first syllable of a stem or radical, but our 
data would appear to show that the second syllable may be the 
locus for secondary stress in bi- end polysyllable stews and 
radicals.

To conclude this discussion of the nature of the relationship 
between the type e£ syllable allocated to and its tone, our 
data shows that tone is not a significant factor. Within ttia 
constraints of phrasal position, the performers appear to chooae 
a semantically significant syllable from a content word to be 
allocated to the first rhythmical pillar, and they tend to avoid 
choosing syllables which in normal speech are unstressed, for 
instnnc.i syllables which are, or are part of, function worda.



if greater Imports 
syllable tLec <

Semantic and uyntacttc factors a 
the allocation of a syllable 
abstract rhythmical pattern.

4.1.6 Body movement! and the perception of rhythm
We have thus far, too ised mainly on the observer' n perception of 
rhythm In performance, and we have claimed the va'.idlty of these 
perceptions will be substantiated by observation of the performers' 
body movemente, and of the 6-atroke In particular. The G-otroke 
represents a peaking of the excurelonary movement of the limb which is 
preceded by a preparatory phase and followed by a recovery phase. It 
has been claimed (Kendoni3S5) that these movements are "an integral 
part of the whole act of uttering". This aynchronicity arises, as 
Kendon remarks, because -the speech production process is manifested 
in two forms of activity simultaneously: in the vocal organs and also 
in bodily movement" (Kendon:341). It will be evident from the 

cription of our data that synchroniciey of body movement and 
uttered syllable is well attested. Of the total of 483 8-pulse verse 

, a visual record la available for 314 vorse lines. Within the 
rription of performance, we have used capitalisation of the 

uttered syllable which is accompanied by the etroke of a G-phrase, as 
a means of indicating the hidden data of these visual recordings. The 
figures below show the total number of syllables which are observed to 
coincide with the stroke of a 0-phrase for 314 verse lines. We shall 
call these syllables 0-syllables (or 'gestloular syllables')

O-nyllabloe
Percentage
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Theee figures are derived from oveervation of parformancea in a 
variety of contexts, ranging from 'concert' to 'play’, which resulted 
in the children's behaviour varying between 1 frozen' and 'free'. 
Within the more tightly controlled context of the concert performance, 
body movements tended to be restricted, or even absent altogether. As 
the context becomes less controlled however, the performers body 
movements were more relaxed and expansive. There is thue a varying 
amount of movement observable in the recordings of the different 
performances. Given theee factors, the above figures appear to be 
significant, and we find that they validate the observer'a perceptions 
of rhythm.

4.2 16-pulse Pattern 
Within the data, theee is 
of as being made up of ver 
an C-pulse pattern. In all

email corpus of seven poems which were perceived 
e lines rhythmically organised by a 16-, and not 
97 verse lines of thie type were recorded. These

could have been considered as being 8-pulse verse lines with a very heavy 
syllabic load (varying from eight to eighteen syllables par verse line) butt 
this proved not practicable. The poems (numbers 15,17,19,20,23,29 and 30) 
were transcribed aa being made up of verse lines within which the syllabic 
tier was temporally patterned by 16 pulses. As there are no repeated verse 
lines in these poeit -, the corpus available for analytical purposes is also 
9" verse lines.

Pulses, pulse patterning e 
9-pulse patterns

the relationship bafcweea IS- and

a represented again by lower case letter x



These pulses are not of equal prominence, two are perceived aa
being strongly stressed, X, vis. the first and the ninth pulse, whi\e 
two are perceived on being weakly stressed, s, viz. the fifth and the 
13th pulse. This yields tour beat veree lines as ie the case with the 
8-pulse pattern

He thue have the same binary type ot basic pattern as was found for 
the 8-pulee verse lines, with the difference being that there are acre 
available slots within 'hieh the syllables of the syllabic tier may be 
allocated. The two pattern, ate shown together fur comparison

X x 5 x X x , - x
X x  x x  8 x x  x X  X x x z s x x x

We have, ae In the 8-pulse verse lines, two degrees ot stress, strong 
stress X, weak stress $, ae well ae unstressed x. Stein and Oil give 
the example of the stress patterning of the verse line in the Bnglish 
nursery rhyme, which runo 'Baa Baa black sheep, have you any wool',

They argue, in an endeavour to explain the weak-weak-weak seq^rce,

theory of prosody Incorporating only a two-way stress distinction 
resulting from a linear concatenation of strong and weak posi­
tions cannot account tor ouch meters .

(Stein and Oili184)
They claim that it Is thus necessary to assume the exietenae of a 
Temporal Mapping Rule, which -maps terminal nodes of prosodic struc­
ture!: - either positions or subpositions - onto isochronous 
Intervals". Each "foot" consists of "two successive tw— vay 
expansions: one, expanding the foot into two positions, the other 
expanding each position Into two eubpcsitions" (Stein a 011U63-5).
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While we eid not yet In the eituatlon ot being able to develop a 
proeoUle argument of the sophistication of that of Stein and 611, It 
would appear that the concept of 'subpouitione- provides a useful tool 
for the description and analysis of the material to hand. It will 
enable us also to adjust the General Prosodic Statement to cover the 
veree lines typical of the 16-pulse patterns encountered in Tsonga, 
since the basic pattern of the four beats remnlns 

etreng-weak-strong-weak

mlse v eese Hoes, eejnabement, breath groups and

8-pulse pattern

ooopematien

Five exampleB of such lines, of increasing syllabic 
below. Their performance realisations follow, with the 
superimposed on the 16-pulse pattern:
<i) Syllabic Load 8
ndleve eakapu-kapu ntlool (17-4)
very big ear ntlool
(ii) Syllabic load 10

(111) Syllabic load 12

(iv> syllabic load 14
Kdii hlnngene na atlhanu
I met up with six young m
(v) Syllabic load 18

4
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These reaHao 1

>$ndlo~e -ve ae -ka -a -pu -u -ka-a -pu-u ntlo-o -o 0
>$nd*i LA -vaS'wa -na -C8A -a -CHU -u -LB-e -LA 0 in -a 0 0

>5t»o -na tee -aa MHO -o -ng'YA-e oga-a # # nho -o ng'ya nga //
>$nd*i hla -nge «e -oe na KTEiKA-na «a aa j* -a -ha aa RI -i -o'we 0

>$le —c -x'l xi -hlu-tel'bye -Ivie le -ex' # 1 xi -hlu-tel' bya-lwa// 
Two aopeote ace obvious tirem theee transcriptions: firstly, that if we 
ooneider ooch pulee as representing two slots at the level or the 
syllabic tier, in other words, ae representing two possible loci f̂ c 
syllable allocation during performance, then the 8-pulee pattern can 
represent 8- aa well aa 16-pulse verse linesi secondly, we shall need 
tc make allowance for unstressed pulses which precede the first 
strongly stressed pulse, which we shell, following our usage above, 
call X1. The second strongly stressed pulse wo call X̂ . According to 
the data, only two unstressed pulaeo occur, and we shall represent 
thorn by x). The data requires three types ot 16-puleo versa linso 
Type I 11 X X X 8 x * * X 2 x x x x x x x
Type II xX 1 x x X 8 X x X X 2 x x x $  x x
Type III x X X1 x x x > X x x X2 x * X B  x
which wo shall gonocalioo by •' .j the representation

Allowing again for the positions; looi of lengthened vowels, wo shall 
call thoso a', b', o'....o', arj tho positions oorrooponding to tho
unotroosod elot(o) >j wo shall call a" and b". The generalised
rhythmical statement for IS-puloo vorse li/jeo *■’



Several general aspects need to be highlighted in these verse lines 
recorded abovei
a) Kon-ooincidenoe ot veree line and breath group Is a feature of 
many 16-pulse verse lines, (of. ii) and lv)). Of the 97 veree lines, 
<16 have InCra-llnear breath breaks, and 51 coincide with breath 
groups. Ao we noted above breath may be drawn at what do not appear to 
be •suitable semantic or syntactic breaks. In poem 29, for instance, 
of which three different versions were recorded, tho last phrase of 
eaeh verse line is repeated, and is included within the 16-pulse 
rhythmical framework. In performance however, it is perceived as being 
separated by a breath, in oplts of its obvloum association with the 
meaning of the proceeding words, and it is linked by enjanbement with 
the next vorse lino. Thie underlines our claim that the concept 'verse 
line' is tc bo understood as the verbal material which is rhythmically 
organised by the underlying series of patterned pulses. The concept ie 
independent of 'breath group' and ot any syntactic er semantic 
conditions. That breath should be drown intralinearly, and that this 
often leado to enjambemont, is an aspect ot performance.

This is bost illustrated by conolocratlon of oeveral consecutive veree 
lines of poem 29, taken from vnrnion a (fcoptindix H267)

1 $seea tsomu nhonga ya nga, ..aonga ya nga
Out, out my otiok, my stick

2 Va veka endlolenl, endlelm-:
rhoy put (it) in tho road ii th* r.iad

3 Va hindza, va toka, va toie/.
They go past, they take (Hi, '..lay take (it)



4 Ve lunbets Habihani, Mek .hnni
They aoouae Habihani, Habihani (29a-l to 4)

Bach of theee veree lines is rhythmically patterned by 16 temporal
pulses. In performance however, these veree lines are divided as fel­
lows (where # indicates a breath group, and // the resulting
onjarabement). The resulting distortion of meaning and syntax ie
immediately apparent in the transcription based on breath grouping

nhonga ya nga // va veka endleloni # 
endleleni // va hindza va teka # 
va teka // va lumbeta Habihani #
Habihani //

This is discussed further below.
Poem IS, Lexi i xikosi-kosi, lexi i xikoai-kosi shows the same 
phenomenon of non-coincidence of veree line with breath group, 
resulting in enjamberoent across non—il syntactic and semantic breaks 
(Appendix Ii236 ft). It must be emphasised that the deej Lon to write 
tho vorse lines as above, 1 to 4, etc, was not based on semantic or 
syntactic grounds, but on the basis of the perception of a 16-pulse 
pattern. That these verse lines should be split up intra-linearly by a 
breath break was considered to be an aspect of performance.

C) When the syllable load is less than 16, i.e. the situation 
corresponds to a negative degree of tension, considerable vowel 
longthoning tokos pious. In i) for instance, the syllabic load is 8 

ndleve oakspukapu ntlool

>Sndle-e -ve na -ka-a -pu-u -ka-a- pu -u ntlo-o-o 0
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TfIBlE XI: UOUEL LEMO* HENINO ACROSS SLOT aoUNOflRIES, 14-PULSE VERSE LINES

otsurrtnc?!

oceu'TfncfJ

undenlood
w  pu-Imp os fti an the 14-pulee pitUrnj by 'ne oeeuprsnee&' Is 
it no veree lines with IhIi number o( eylUbl?t uns recorded]



A further efcrategy employed in such cases, is the use of non­
significant slot fillers like a - a, which serve the purpose of 
maintaining the external rhythm

x X1 * x X X  XX  xX 2 x x x x x  X
e.g. >5ndzi la -va X1wa-Ma-CBA-a-CHU-u-LE-e-la 0 b - b 0
c) As in the 8-pulee verse linee, use is made of unstressed slots 
preceding X for function words, thue allowing syllables from content 
words to occupy this strongly streesed slot (ii and iv)). This will be

d) With increasing syllabic load, the strategy of elision of final

further discussed below.
4.2.3 Strongly stressed slots X1 and X2
table XI (facing) gives a breakdown of the 97 veree lines and shows 
the occurrence of vowel lengthening across slot boundaries, and it is

certain positions which are favoured for the allocation of syllables 
containing lengthened vowels.

4.2.3.1 Strongly stressed slot X2i primary stress 
The high figure of number of occurrences of vowel lengthening 
in position 1', across slot boundary X2 - x, i.e. 85,6% of the 
totai, is surprising, since this does not represent the

find, on analogy with the situation in 6-pulse verse lines, 
by the allocation of the penultimate long syllable to position 
a', across the slot boundary between the 13th and 14th pulses 
i.e. between $ - x. In this position, vowel lengthening is
perceived in 64,34 of occurrences. The explanation for the high
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figure in X2 ia to be found In the fact that in many of theee 16- 
pulse verse lines, the syllable allocated to X5 does indeed 
occupy tne penultimate phrasal position, since the rest of the 
verse lines are made up of repeated phrases, fillers or nonsense 
words. This is reflected by the fall off in the number of 
occurrences of syllables allocated to the 11th and 12th slots, 
I.e. directly preceding the second weakly stressed pulse &. This 
break, often perceived between the 12th and 13th slots, and 
represented by a silent pulse and/or a breath break, is the 
closest our data come to reflecting the presence of a caesura. It 
would appear aa though repeated phrases, fillers or nonsense 
syllables all act as rhythmical stabilisers, providing verbal 
material which is allocated to the last four pulses.

It will be helpful for this stage of the argument to consider 
more closely the nature of the material occurring in slots 13-16. 
Of the 97 veree lines, S3 conclude with a sentence/clause/phrase 
which is a repetition of words occurring previously in the veree 
line - and in 46 of these cases, this repeated material occurs 
after a breath, and the end of the verae line is rhythmically 
enjambed to the next veree line. One might argue that these words 
should then be written as the beginning of the next rhythmical 
unit. There are three counter arguments to such an interpre-

would argue for cohesion in verae line structure. As illustrated 
above, verse line division on the basis of breath groups results

line division on the basis of rhythmically organised series of



pulses eatlsfiea bo -h the temporal organisation of the poem as 
well as semantic and syntactic considerations. The second 
argument is that the intona:'on curves indicate verse linee which 
correspond to those perceived as being organised by the 16-pulse 
pattern. These 46 verse lines under consideration are from poems 
15 and 29, the first of these boing chanted and the second Bung 
to a simple melody line. In poem 15, the falling intonation curve 
1s perceived to rise again to ite initial pitch at the point of 
syntactic and td-nantic break, In spite of the non-coincidence of 
breath group with verse line, and where enjamberoent occurs in 
performance. There is no work on intonation in Tsonga apart from 
that o£ Bndemann (1952), but in spite of its title, it tells us 
far more of to.ie, and tonal patterns than of Intonation. In fact, 
for Bndemann, ‘intonasie’ ie

die melodieuse oiensicap van 'n woord# sin of peasant of 
enige ander taaluiting in die geheel, wat ontstaan as gevolg 
van die opeenvolging van verskillende toonbeogtes wat op die 
varskillende foae in die woord, sin of passaat gobruik word

(EnQemann:IQ 1
Intonation is the melodic characteristic of a word, sentence 
or passage or any other utterance in general, which arises 
ae the result of the sequence of differing tonal heights 
which are uaed on the different phones of the word, sentence 
or passage

In general linguistic discussion on intonation, agreement has

be represented by a contour line which can be represented as a 
falling curve (Crystal,1960:191). For this simple poetic type, 
one smoothed intonation contour is present in the performance of 
each rhythmical series.



( '  v; x  x x  % x x x  x  x x  x  X-  

k -e  -xi i tha-Uz-tha-vnle-ti^ i tha-va-tiTa-xAx//-.3, >$le-e -xVxi-b-os-ko -os' ie. -ex^ xi -1

lexi i kos?tfosi ,kxi i xiko^Jkas'i . Lexi i thaNO.-bhava, lexi i thava-lha •.
("This is t.he.nape, this is the nope. T h i s ‘sthsf-.ifcanelle;tKis « theFontan %

1. Smoothed intonation curve 4. Syntactic grouping
2. Rhythmical pattern " ” ’' *■*"5, Verse line with translation

6. Breath group with enjamberoent //



The situation occurring can be visualised in the representation 
given on the facing page, which shows the co-occurrence of the 
boundary of the rhythmical series, the rise in pitch of the 
smoothed intonation curve, and the syntactic break. The breath 
group on the other hand, is an aspect of performance which ia not 
related to these other elements.

To turn to the second example, poem 29, which ie sung, the 
melodic line, for each vorse line, with minor Intra-verse line 
variations, falls from an initial high note to a lower note 
(Appendix II:29i). We are reminded of Johnston's remark that 
Tsonga melody in general "exhibits pathogenic descent" 
(Johnston,1974.-53) - indeed thie point was made very early on In 
the history of research into Tsonga by Henri-Alexandre Junod.

...j le refrain commence sur une note elav4e, puis descend, 
dSscend jusqu'6 ce qu'il meure sur une note basee. On recom­
mence tout en haut pour dSgringoler de nouveau {•••] eo 
aaraotere langoureux et triste de la ausique doe Ba-Range 
[..(est)..j ce ph6non&ne de peppetualie d6scente

(Junod,1697131)
...) the retrain starts on a high note, then goes down, down 
until it dies with a low note. Then it starts up again 
before falling once more {...] the listless and sad nature 
of the music of the Sa-Ronga is (realised through) this 
phenomenon of perpetual descent

And Junod repeats these remarks, in his own English translation, 
in The Life of a South African Tribe (1927:11,29(3) in hie 
discussion of 'The Musical System of Che Thongae'. While intona- 
tional and musical factors thus support our decision to include 
the material in slots 13-16 within the verse line, the final 
argument in defence of our transcription can only be the percep­
tual one - thie is how the rhythm is perceived, and on the basis



of the 16-pulae pattern, vecee lines are transcribed accordingly.

Looking more closely at the syntactic structure of the 97 verse
Lines we note that tour main typed of structure occur:
(1) 53 verae limes contain a phraee/clause/sentence, part

of which Is repeated attar the breath break. The repeated
material may be the first part of the phrase
e.g, XI ya koko, yool Xi ya leeka. (19a-12)

It ia pulling, yoo! It ie pulling.
Or, it may be a repetition of the final part of the phraae
e.g. Va hindza, ve teka, va teka. (29a-3)

They will go past, taking (it), taking (it).

In the majority (33) of cases, X2 - x contains the
lengthened final vowel of the phrase, while £ - x contains
the Initial syllable of the repeated phraae, sometimes 
allocaead with a length etreea
.....K X X2 X X X & X X X

...>$te -e -ka -a 0 # VA -a te -ka//
and eomatimeo without a length stress, for inattance from vi.e
came recording of this poem

Va luebeta Hcbihani, Habihani (29a-4)
They accuse Habihani, KahLhanl

-ha -SI - 1 0 #  HR -b'h-a -nl -i//
Thera la no oonaiotent pattern in the way in which Length is
aaelgned ta syllables In thie elot, for this poem. Me note
how ver, that In general, there ie a tendency for the
oylleble in £ to be aesoeiated with a length eteesu (63,9*
in TABLE XI). We have called thie 'displaced length stress',
and it would appear to be perceived as more 'natural' than



the socond example shown above, in which the predictable 
penultimate length stress ia allocated to position »', l.e, 
rapceaentlng a change ecross an unatreaeed-unaBreaaod elot 
boundary.

In the 19 eaaoa where does contain the penultimate vowel 
of the fleet utterance of the phraae, this occurs with a 
length stress across X2 - x, while $ contains a vowel 
without length.

>$le -ex'# i tho -va -tba-vo/f

i linee contain a phrase/eontenee/clause followed by 
f o.g. n, and In all theee caeoe, the penultimate 
i Is allocated to x2 - x, while the filler is 
d to $ - x and lengthened.

(Typo ii pattern)

(iii) 11 versa linos consist of a complete sentence, and in all 
asaoo, a syllable io allocated, with length, to X2 - x, 
while tho penultimate syllable io allocated with length, to 
2$ - x in 10 out of tho 11 occurrences.



 xz x x  x x x  x (Type II pattern)

. -r -ylx' xa xi -i -nkwa
(iv) Finally, we note the presence of 9 veree linee made up of a

phsaae/clauae/oentence followed by an Ideophone or another,
uoually, 'neneenae’ word. Thu data ia not clear for these
veree lines, aa the three following examples ohow.
1) Vuawa u nga dyi, dolengwa, delengwa, delengwn (23-2)

You mustn't eat porridge, delengwa, delengwn, deleagwa
ii) Hina ximanga xa nhova, ntlool (17-1)

I am the oat of the bush, ntlool
ill) vans, vans, vans va nga, vulanga (30-1)

Children, children, my children, vulanga

..,>$DE -la -e -agwti BE -le -eng [Type II)

...>$nho -o -va -a ntlo-o -o 0

...>$VA -no* a vu -LA -a • WA 0
The data ie not clear enough to come to any conclusion

The association between penultimate phrasal position and the two
slots X2 and s is thus far leas Blear for 16- than for 8-pulse 
vorse lines, what la clear however, is that X2 can still be 
labelled aa the 'second rhythmical pillar', both because of its 
association with the underlying strong pulse, and alao because of 
its use by speakers to allocate syllables containing vowele with 
g length stress to it in 65,6t o£ occurrences. In the remaining 
oases, the syllable occupying this slot ia perceived to bo 
prominent, but whether this is because of Intensity or pitch 
utroee has not yet been defined.



4.2.3.2 Degc'. . tB.'olon
It is necessary reconsider the definition of Degree of 
Tension, which was based o,. the situation occurring in 8-pulue 
verso linos. It will be recalled that this was linked to syllable 
load, and was derived from the eases in which there was a 
majority of verse lines in the corpus with 6 syllables. Per that 
situation, we defined the Degree of Tension as being zero, while 
for verse lines with syllable load » 6, the Degree of Tension was 
positive, and for verse lines with a syllable load of < 6  
syllables, the Degree of Tension was negative. Por the present 
material, the basic pulse pattern is 16, and the syllable load 
varies from 9 to IB, and while the concept of Degree of Tension 
remains useful as a descriptive tool, it is almost impossible to 
define it numerically. As TA8LS XI shows, there is no clear out 
peak of occurrence of verse lines with a certain number of 
syllables. In fact the frequency distribution graph, if drawn, 
would bo bipolar, with the two peaks corresponding to verse lines 
of :'u and 11, 14 and 16 syllables respectively. This may arise 
from the fact that we are dealing with a smaller body of mate­
rial, and further field work might indeed show that there is a 
'typical' verso line for the 16-pulee pattern, as the verse line 
of 6 syllables is 'typical' of the 8-pulse pattern. Por the 
moment, therefore, we shall continue to use the concept of Degree 
of Tension, but accepting that at this stage, it cannot be 
numerically specified. Speakers of Tsonga, performing the simple 
poetry we are considering, will use the same strategies as those 
described for the 8-pulse verse lines in order to allocate the 
varying numbers of syllables from the cv tier to the rhythmical
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pattacn.
4,2.3.3 Sfcvoogls efceeeee* a let I1,, the nature of unetreeaed 

syllables prooedlng X* and secondary stress 
Por 16-pulae verge lines 7* ahows vowel lengthening in 22,0s of 
occurrences, the remaining versa lines being perceived as being 
initiated hy a syllable of greater prominence. Ae with the 8- 
pulae verse lines, a consideration of the strategy of initiating 
verse lines by unstressed eyllat a in the unstressed slots 
preceding I1, and a discussion of their nature, as well as that 
of the syllables within x1 will assist our argument at this

There are 37 verse lines in this corpus which are performed with 
syllables allocated to these unstressed slots, being 33 verse 
lines of Type II, i.e. with one unstressed syllable preceding I1, 
and 4 verse lines of Type III, with two unstressed syllables 
preceding X1. This gives a total of 41 syllables and, as was 
found for the 8-pulse verse lines , the large majority of these 
(37) are function words, of the 37, 30 are subject Prefixes and 1 
is a verbal marker, preceding Verba in phrase initial position, 4 
are Noun prefixes and 2 are Possessive Prefixes preceding Nouns 
in phrase initial position.

e.g. taWest orfltlx
S4*l  ...  (19o-6)
I arrive....
Sub-tflot Profit Bias yarfenl marker
Va ta hambs.,... (19c-10)
They will keep on....
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Buphonio fillers 
and Exclamations

Bub-totel
CONTENT WORDO

Radical
is',6 (o!b)

Radical
Dem.Pron.
Ujs.ProOi

Copulative 
Adj. Stem 
Conjunction

FUNCTION WORDS
- prefixal

Bubj.Con.

- sutfixal
Loo.suff. 
Dim.Sufi. 
Sel.Suff.

(List of abbreviations on ilx)
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monetrative pror

category.

It would appear neceeaary to make 
apparently high frequency of occurrei 
(19,6% in both and :*). we are dei 
lines in all, and these 19 tokens all come from two recordings of

of the same form, via Demonstrative Pronoun-Cepulative- 
Houn;tDemonetrative Pronoun-Copulstive-Houn (where :: indicates 
the syntactic break). The first syllables of the two 
Demonstrative Pronouns fall into x1 and x2 respectively, and this 
would appear to have skewed the data slightly. It should be noted 
that syllables representing content words still rate highly in 
frequency, both in *■* and X2. The high figure of 20,6% for 
Subject Concords in X1 would appear to be a factor of phrase 
position. A table of relative frequency of occurrence could be 
drawn up (see TABLB X for 6-pulse verse lines), but even a 
cursory examination of TABLE XII reveals that there are very many 
more grammatical classes falling within x2 than in X1. As we have 
argued, slot X2 in the large majority of cases still represents a 
locus for prominent syllables.

The significant nature of the data can, however, best be 
appreciated by comparison with the figures for 6-pulse verse 
lines, and by conflating the data within the semantic categories 
of Nonsense/Euphonic filler/Bxclamatlon (N) - Content (C) -
Function (?) words.
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16-pulae 1,0 62,9 36,1

syllables tepresentlng eoncene words predominate In both x1 and 
XZ in the 8- and in the 16-pulse verse lines; syllables 
representing function words are of much less prominence in X in 
the 16-pulse verse lines, but are of greater importance phrase- 
initially in both 8- and 16-pulse verse lines.

tfe can interpret these figures in the following ways: 
i) the performers are handling verse lines within which the 
syllabic load Is considerably more than in the 8-pulse verse 
lines. Purely in terms of the physical requirements, considerable 
skill is necessary to utter up to 28 syllables, and to mentally 
process and assign these to a rhythmical pattern, especially for 
small children. It seems to be of importance that the significant 
words which carry the message of the discourse be clearly 
audible, thus content words are favoured above others for 
allocation to stressed slots.

ii| as the linguistic st 

message can be conveyed w

ing is longer, there is more 
tures will be more complex, 
likely to be glossed over sc 
sh success by the content wor<

(For examples of syntactic st 
pulse versa lines, see TABLE I

:tures actually c 
i fading :9S>
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4.J.3.4 Seaondary etreee and tone
In order to confirm the data obtained for the fl-pulse verse 
lines, where one could have made a hypothesis that it is 
syllables carrying high tone which are allocated to the initial 
strongly stressed slot XI, the syllables were marked for tone in 
this position, following the same procedures used for the 8-pulse 
verse lines. Omitting ten proper names, within the remaining 
corpus of 87 verse lines, low tone occurs on 41, and high tone on 
46 of the syllables. Our argument then that it is the root 
syllables which carry secondary, lexical stress, irrespective of 
the tone of this syllable, which are favoured for allocation to
X1 is thus reinforced, as these figures represent 46,6 and 62,3% 
of the total respectively, which does not reflect a significant 
difference

.2.4 Oestioular syllables and the perception of rhythm 
! the 97 verse lines recorded, 94 are accompanied by a visual record 
i performance. The hidden data of the body movements compared with 
ie perceived rhythmical patterns yields the following figures

28 1 16 2 63 0 30 0 41 0 21 0 47 0 21 0
Percentage
[n-94) 29,8 1,1 17,0 2,1 67,0 0 31,9 0 43,6 0 22,3 0 60,0 0 22,3 0
(None of the 37 perceived syllables in x) are accompanied by 
geeticular syllables).
These figures, arising few observation of performance in different 
modes, for the 16-pulse verse lines, lend some support for tho 
validity of perceived rhythmical patterns.



4.2.3 Revision of general prosodic statement
the generalised prosodic statement as developed for 8-pulee ■

e fCV cvp zsx o v i fCV -  V) rev 0 7
(cv) ) I ) ( ) t icv cv>

(.CV - V> Ifiv - v> tcv cv) to 0 j

In the light of the data tor 16-ptilae verse lines discussed above, we 
find that, since we are considering each of the 16 pulses as a 'subpo­
sition' in a possible future generative model, that our general 
pcoeodic statement for the 8-pulse pattern can be successfully applied 
to this data, with very little adjusteent necessary. Allowance must be 
made principally for the greater number of syllables occurring between 
the slots carrying stress, whether strong or weak? and for further 
slots for syllables in final verse line position. These van all be 
handled by adjustment as follows
GPs-16 General Prosodic Statement for 16-pulae verse lines

a,CV cv 1 n fss cv -n n (CV - Vn n(sx - v\ rev c\n
) { (cv) ) V (=v) 1 i (cv) j (jcv 0 i
cv - v5 1 sx - v? ( cv cv) tax cv)*0 0 ■>

Combining these two, GPS-8 and GPS-16, we obtain a generalised
prosodic statement for four beat verse lines
OPS General prosodic Statement for Four Beat Verse Lines

b zCV cv ) n/sx cvn nz-CV - V) nrgy - vnp zov cvn
(cv) i ( (cv) ) ( (cv) ) ( (cv) ) ( Scv 0 (

(cv - vi <az - v) lev cv) (ex cv) io o )



4.3 12-pulse Patterns
There exists within the total corpus, a body of material which ie perceived 
of as being performed to an underlying 12-pulse pattern. There are a total 
of 209 recorded verse lines which are organised rhythmically by 12-pulse 
patterned series. According to the convention adopted for the transcription 
of the data, whereby repeated lines are transcribed only once for the 
purpose of rhythmical analysis, 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 is carried 
out. The syllabic loads range from 5 to 11, i.e. they all present a 
negative Degree of Tension between the number of syllables, S, and the 
number of pulses, P = 12. As the pattern takes two forms, they will be 
discussed separately .

4.3.1 Binary 12-pulso pattern
In 107 of the verse lines, the twelve underlying pulses being 
indicated by lower case x, as before, are patterned by tt -ae equally 
strongly stressed pulses, indicated by upper case X, via. the first, 
fifth and ninth pulses, which we shall call X1, Xs and X3 
respectively; three weakly stressed pulses, indicated by underlined 
lower case $, viz. the third, seventh and eleventh pulses; the six 
remaining pulses are unstressed, viz. all the even numbered pulses. It 
is for this reason that we shall call this type of pattern a binary 
12-pulse pattern, which yields six beat verse lines. In terms of 
stress, this could be written as

strong-zero-weak-zero-strong-zero-weak-zero-strong-zero-weak-zero 
The beats are themselves patterned as

strong-weak-strong-weak-strong-weak



.i

T < .'"

The patterned rhythmical aeries ie thus: 
r1 x s K X 2 * s * x 3 * s *
As we have seen above, allowance will be made for data in which an 
unstressed syllabic slot precedes the first strongly stressed slot 
as well as for positions across slot boundaries within which 
occurrences of vowel lengthening can Be recorded, we shall call these 
positions a’',a’,b',e’,..k’. TABLE Kill below gives the relevant data 

vowel lengthening In various positions for those 107 12-pulse

107 107 107 107 107

3,7 3,7 O 100,0 0,9 4,

107 107 44

of those 107 verse linos, 86 are found in the 4 different versions of 
the long sung p» .n Xikhongelotana tAppendix 1:273). Examination of the 
verse lines shows immediately their resemblance to the 8-pulae verse 
lines which are also found in these recordings. This poem is unique in 
that it ie the only one in the whole corpus within which the stanzas



are organized on a basis ot regularly patterned verge lines. Baoh 
stanza consists o£ three verse lines, patterned by 12, 8 and 12 pulse 
series respectively. The third group of 4 pulses in each verse line 
ie filled with meaningless linguistic material which we have described 
above as •filler', either «-», in three of the versions, or i-i in 
version tj. These meaningless syllables occupy slots 9 and 10 in every 
verse line in versions && fe and g, and slots 9,10 and 11 in version g. 
The poem is characterised by incremental repetition in which the new 
verbal material, either a phrase, or a word, is introduced in the 
final verse line in each stanza. IV visual representation of the poetic 
structure is given below for versions it for version c the
only difference is that the final syllable occupies three slots

a a a,.; b b b..; e o o...indicate 
(without defining either their nature or 
number) the syllables of the CV tier.

This reprosontation also illustrates the highly repetitive nature of
the language in this poem. New material introduced in the third verso
lino of each stanza is repeated, with the filler, as the first verso
lino of the next stanza) repeated again, without filler, as the second
verse lino of tho stanza. In discussion on the transcription of those
poems, it is remarked that "the children eventually stepped singing
only because the adults in tho group began to grumble and one had tho



clear lrapreselo/i that they could have happily carried on singing for 
much longer in this fashion* (Appendix 1:274). This sung poem is 
typical of children's poetry all over the world, in which repetition 
and rhythm are of far greater importance than is the sense of the

These 12-pulae verse lines can, for purposes of linguistic analysis, 
be considered together with the 8-pulse verse lines, which they 
resemble exactly, apart from the filler syllable. Because of the 
convention adopted for the transcription of the poems however, in 
which repeated verse lines within the same performance of a poem are 
not counted for statistleal purposes, the verse lines have in fact 
already been included in the analysis of rhythmical structure, 
semantic characteristics and syntactic form, as well as in the tonal
analyses, and it la for this reason that we have made no comment on
the nature of tho syllables allocated to the three rhythmical pillars. 
In the case of xl end X̂ , comment would be exactly the same as for the 
8-pulse verse lines; in the case of X3, the concluding material is
totally made up of lengthened a or i, which act as rhythm' - U
stabilisers or filler material.

Within the 107 binary 12-pulee verse lines, there are 15 verse lines 
apart from those derived from xikhongolotana.

i) 8 of these verse lines make up chanted poem 7, and they consist of 
a simple oall-reeponse, with identical response for each verse line, 
Each verse line in this poem consists of 12-pulse verae lines.





the rhythmical perception for the binary 12-puloe \ 
follows

These reaultta are, given the context of the two performances,
satisfactory. For poem 8, we note that

the movements [...are those...] of the arme of the caller, 
whenever she is visible on the recording. The other children's 
movements tended to drag behind here, and even to stop 
altogether.

(hppendi* 1,224)
For poem 32, version £, we note that

the body movements of the children [...) are mainly imitative 
textual movements

(Appendix 1,282)
thus timing out is not as important to these performers as describing 
or imitating movements and characteristics mentioned within the poetic

4.3.2 Tentative prosodic statement for 12-puloe verse lines 
Our generalised prosodic statement, which we have evolved for the 3- 
and 16-pulse verse lines, is not able to handle tlto binary 12-pults 
verse lines described above. Very tentatively, wo would expect, 2? 
analogy,that a prosodic statement for binary 12-pulca veroe lino, 
where three rhythmical pillars are perceived, would nocd, based on our 
interpretation of the data in TABLE 11, to allow fx theoo pceitions 
of prominenne in the syllabic tier; according to the data in our, 
admittedly limited corpus, those throe positions art! characterised by 
intensity or length atroue in j1, and by length ntsoos in X2 and Xa; 
it would need to make allowance fcv one, or no, unstressed syllables



preceding the first prominent syllable, and for a final silent pulse.

In view of the small amount of material, however, this generalised 
prosodic statement for binary 12-puloe verse lines is tentative at 
this stage, and further collection of data and analysis might disprove 
its proposed form,
OPS-12 Generalised Prosodic statement for Binary 12-Pulse verse lines

sfCVcvnea ovn f cy cvo
(cv) S I, CT - V j { CV - V cv 0

<CV-v)'££-* ( - v J
where 0 < • > 1

4.3.3 Ternary 12-Pulse Pattern
The data for this type of verse line is very inconclusive, and is 
based on only 5 verse lines in the whole corpus, being the verse lines 
of poem 14. we find here not a binary expansion, but a ternary 
expansion in the rhythmical pattern. The 12 pulses are patterned by 
two strong beats, X1 and x2 which occur on the first and seventh 
pulses, and between these two rhythmical pillars are two weakly
stressed pulses, perceived to bo the third, fifth, ninth and eleventh
pulses respectively, these are separated by unstressed pulses, in

strong-sero-weak-zero-weak-zero-atrong-zero-weak-aero-weak-zero 
and this pattern yields a six beat verse line, but of a different 
rhythmical nature from the verse lines described above. The beats are 
patterned themselves as strong-weak-weak-strong-weak-weak

Structurally, each verso line is made up of an ideophone kwoel, (the 
cry of a chicken) followed by a simple phrase or clause, and then five
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repetitions ol Vweel

In these five verse lines, ve 
only in positions a' and b1 
terms of its unique nature, it 
in the general prosodic disoi 
reveal more euoh Tsonga songs 
The performance was not recorded o 
during the exploratory trip, thus 
observation of b<

10 -e kwe kwe kwe kwo
» -e kwe kwo kwe kwe
« -e kwe kwe kwe kwe
« -e kwe kwe kwe kwe
10 -e kwe kwe kwe kwe
ate that vowel lengthening takos place
While this simple little song is

has not been taken into consideration
gsion. Perhaps further fieldwork may
i which ternary expansion takes place.

video equipment, as it took place

which might validate

4.4 Conclusion! Rhythmical patterns as Foundation in Performance 
The argument developed above has attempted to prove a hypothesis advanced as 
an explanation ao to why these poems are rhythmical. The hypothesis had two 
main thrusts. Firstly, that, within performance, there is an abstract 
rhythmical system which is specific to the gene children's poetry.
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Secondly, Chat this system functions as a flexible rhythmical framework 
within which the language of children's poetry io expressed. This system is 
an abstract representation of a psychological reality, that of the 
production and perception of rhythmical activity. This reality can be 
carried out on many levels of human existence, from the subconscious 
physiological movements of heart beat and breathing, through the mundane 
movements associated with work or play, to the production and perception cf 
aesthetically pleasing ual and visual art forms. For the simple oral art 
form of children's poetry, rhythmical language satisfies both the child's 
need to learn about those patterns of rhythm which are culturally acceptable 
and linguistically appropriate, and the child's sheer delight in the 
production and perception of rhythm for its own sake.

The first claim of the hypothesis was *■' a system of rhythmically 
patterned rhythmical pulses series is constitutive of the genre of 
swinein'wana swa vane (children's little songs;, also known as 
sultlhokoveteslo swa vans (children's poetry). T1 rough learning to perform 
the poems, the children are learning, not only more about the reality of 
their world, but also how the rhythm of the language of the poems is 
organized. By associating certain syllables wlui. prominent pulses In the 
patterned series, the children are at the same time learning more about the 
rhythms of normal speech. They learn that syllables which are stressed in 
normal speech, are the same syllables which are highlighted by being 
allocated to stressed pulses in poetic speech. We have shown that two main 
types of stress function as rhythmical pillars within the poems. The first 
of these is primary stress, which is a length stress, associated with phrase 
endings in normal speech, as it is associated with verse line endings in 
poetic speech. Ti.e second of these, which may be masked by the primary
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stceas, depending on the poaielon of the woi 
secondary stress, which is an intensity stress, 1 
meaningful syllable of content words, which, i 
poetic language, conveys the message from speaker

phrase, is 
semantically

ordinary laztgua

The second claim of the hypothesis was that the rhythmically patterned 
series perform not only the function of imparting rhythm to the words within 
the verse line, but also that of creating a system of regularly rhythmical 
verse lines so that the poems constitute an aesthetically satisfying, albeit 
unsophisticated, poetic genre, sy learning these simple poems, either from 
their mothers or from their peers, the children are being introduced to the 
wide and richly varied oral art forms which make up the oral literature of 
the Tsonga speaking people.

The main thrust of this chapter has been to develop, by an empirical 
argument, a conventionalised system of description which would enable us to 
show how syllables from within the syllabic tier are allocated to the 
strongly and weakly stressed and the unstressed pulses of the rhythmical 
series. Because the verse lines, defined by the rhythmical series, are made 
up of differing numbers of syllables, it was necessary to discover which 
syllables are chosen, and why, for allocation to these pulses. By means of 
this argument, and with illustrations drawn from the corpus of recorded 
data, it has been possible to develop a generalised prosodic statement. 
This, for the two most frequently occurring types of verse line, shows how 
the syntax of verse lines determines the penultimate syllable, which as 
locus of primary, or length stress, is allocated to the second strongly 
stressed pulse. A syllable carrying secondary, or lexical, stress io the one 
most usually allocated to the first strongly stressed pulse in the verse 
line. These root syllables appear to be the ones favoured by Tsonga speakers

1 i



• strategies
Cor allocation to positions of prominence i 
choice of such syllables frequently results 
allowing function syllables which precede nouns and verbs to occupy 
unstressed slots which precede the first strongly stressed slot; the elision 
of terminal vowels of nouns and verbs, or of vowels within function words 
such as markers of tense, mood, negation, or prefixal morphemes; the more 
rapid utterance of words, so that they are perceived as being temporally 
squeezed together, with resulting vowel elision and consonantal reduction. 
All these are ways in which the performers accommodate the verbal material 
to the rhythmically patterned series.

substantiation for the observer's perceptions of the rhythmical organization 
of the verbal material was sought in the elaboration of a system of symbols 
which could be used in the transcription of performed material, to reveal 
the concealed data of the body movements of performers. Gestlcular 
syllables, which are those uttered synchronously with observable body 
movements, were highlighted by capitalization within the transcription of 
the rhythmical analysis. While the results of the correlation between 
syllables perceived by the observer as being prominent and those accompanied 
by body movement were not aa high as could have been wished for, they ware 
encouraging, and can be read as at least partial validation of perceived 
rhythmical language. Against theae results must be held the facts of the 
circumstances within which the recording of data took place. What has been 
called the 'concert context' predominated, and this undoubtedly led to a 
lack of spontaneity which was regretted.

The argument has shown that there is a dynamic and flexible interaction 
between the abstract rhythmical patterns and the verbal material of the 
poetic language. Par from the former being a limiting force which might be
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conceived ao constraining the language within rigid shuttering, it should 
rather be seen is an undergirding foundation, upon which the poetic 
structure la built in performance. The fact that the generalised prosodic 
statements are able to generate a large number of combinations of syllables, 
organised into verse lines of varying types of rhythmical patterns is a 
reflection, not so much of the argument followed, but of the incredible 
richness and variety of the rhythmical language of Tsonga children’s oral

Taking an analogy from music, the time signature, and the musical beat which 
this represents, can be compared to the concept of poetic meter, or to use 
the terminology adopted in this work, the patterned rhythmical series. The 
rhythm of music however, its flow through time, its actielerandos and 
ritardandos, its pauses - all these can be compared to the rhythm of oral 
poetic language. This is not a monotonous, rigidly isochronous, syllable 
timed flow of verbal material, constrained by an abstract binary patterned 
rhythmical framework which acts like a metronome, but the dynamic, flexible 
and variable utterance of poetic language in performance. Of all the poetic 
genres, children’s poetry is possibly, with the exception of ritualistic 
incantations or charms, the moat closely tl.l to the musical roots from 
which it has epmng, yet, even in this simple genre the language in 
performance is varied and everything butt mechanical. Performed poetic 
language represents a dynamic interplay between the psychological 
internalised abstraction of an ideal system of alternating strong and weak 
pulses, and the stresses of normal Tsonga speech. Three suprasegroental 
features can function In language to produce prominence on syllables. These 
are intensity stress, length stress and pitch etrees. It has been shown by 
the argument of this chapter that of the three, length stress and intensity

I



atresa fulfill function as features which highlight the poetic language



CHAPTER rive CQNCLUBIOKt TUB PBOSODV 0? BWISSIH'WANA SWA VAHA 
5.0 Introduotioo
Our oxploration of the performance of swinein'wana ewa vena (children's 
little songs) has brought us to the point where we can draw some 
conclusions, not only aa to the nature of the prosodic and 
versification systems of Tsonga children's traditional poetry, but also as 
to possible lines of future, research. The problems were stated in chapter 
one, and the theoretical background to the present work, as well as the 
methodological approach to our research, were outlined in Chapter Two. 
Within Chapter Three, the processes of collection, translation,
transcription, translation and annotation of the raw data wore described. 
The taxonomy for the description of body movements was developed in the same 
chapter. The hypotheses underlying the research, as well as the development 
of a set of conventions describing the allocation, during performance, of 
syllables from the CV tier to a rhythmically patterned eeriee of pulses, 
wore the focus of the discussion in Chapter Four.

What general conclusions can be drawn from these chapters? What are the 
possible directions for future research?

5,1 general Conclusions
5.1.1 The rhythmical basis of the prosody of Tsonga children's

Lohiste has claimed that "in many languages, a poetic line 1 a 
structured in terms of rhythm" (Lehiste, 1985i145), and
confirmation of this io found for African languages in Finnegan's 
general remark that "the musical setting" (Finnegan, I9l0i14> can 
act as a determiner of rhythm or meter. Our argument has led us
to accept that this is the basis of the prosody of the genre we
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have been studying. "The sounds of the language moving through 
time" (AtttrldgeiB3) sre rhythmioally organised by what Nketia has 
oalled "regulative beats' (Nketiai74S). These undergird the 
structure of poetry. The "life of the poetic rhythm" 
(Attridgei26) however does not derive from regular beats, but 
from the interplay between these and the preeodio linguistic 
elements intrinsic to the Tsonga language which are the essential 
suprssegmental features of length and Intensity. These are the 
elements which, to rephrase Lehiste, orystalise the poetic 
structure, (vide Lehiste, 199Sil4S). we are far from accepting 
that the "regulative boats’ act aa constraints - they are like 
rhythmical pillars which lend support to the poetic structure, 
end around and between which the language of the verse lines 
flows. We have seen that even when melody is absent, when the 
poems are chanted, the rhythmical patterns remain. Just as in the 
performance of Adams oiabete, where "a high percentage of the 
utterances coincided with the rhythmic measure" even without the 
accompaniment of the usual musical instrument (Bird, 1976:90), in 
the performances of Tsonga children, the roots of rhythm remain.

Our definition of the performed versa line in terms of the 
underlying patterned series of pulses is a departure from much 
of past practice, in which breath group was considered by many to 
bo a criterion for the definition of the linear unit. In this, we 
aro closer to what Htuli and Lenako have called the “rhythm 
segment" and the "rhythmic segment" respectively (Htuli, 
:2?4i Lona’:o:163), and although their definitions conoorn mainly 
written poetry, both contain references to spoken language. The



influence of the ideas of Bird (Bird, 1972) is obvious in our 
definition, as it is equally obvious in our development of the 
General Prosodic statement, which is an extension of his idea of 
a "prosodic schema" (Bird, 19721214).

5.1.2 The universality of rhythmical patterning in children's

several claims have been made for the universal occurrence of the 
four Beat line within children’s poetry (Brailoiu, Burling, 
Welsh, Calvett|. within the corpus of our data, the bulk of the 
material, whether 8- or 16-pulse verse lines do show this 
pattern. Of the total of 789 versa lines, SflO are patterned by a 
atrong-weak-otrong-weak beat. There are however 209 12-pulse 
veroe lines for which the pattern is either three equally strong 
boats, or two strong boats, patterned in a ternary extension. For 
the first of these verse lines, we need to speak of three 
rhythmical pillars. Our data thus lends partial support to 
unlvecealietlo olaliro, but it io not conclusive.

Braiioiu'a statement that the length or shortness of syllables 
depends entirely on their position within the pre-established 
rhythmical framework (Broilolui65, our translation, ilS) is not 
supported by our data. Bather we have ooen that syntactic and 
semantic factors to a largo extent determine the allocation of 
syllables to the strong, weak, or unstressed pulses of the 
rhythmical pattern.

That there are "general rules of rhythm" (Burling, 1966:1425) or 
indeed "an underlying iambioitty intrinsic to ordinary language"



IStein and oll!234), ia substantiated by the Tsonga material, but 
only In so far as within this genre the underlying rhythmical 
pattern ie of a binary nature. It is our feeling that the general 
rules and the intrinsic iambioity arlee, however, more from 
psychological perceptions end conceptualisations of the nature of 
rhythm, then directly from within the linguistic code. In this, 
wo tend to support Selkirk, for whom "the diverse rhythmic 
patterns of prominence found in language reflect both universal 
and particular aspects of rhythmic organisation" (Selkirk, 
137). Each language will manifest these patterns according to Its 
own structures and phonological feature® within normal speech, 
while for poetic language, the features will bo highlighted by 
being patterned according to the characteristic rhythm and meter 
of the particular poetic genre, for our children's poetry, tho 
iambic (or trochaic?) nature of the rhythmical patterns ie often 
apparent, particularly in initial position within the verse 
lines. The situation in the final verse line position in less 
clear. The statue of tho poetic foot as a poetic entity is highly 
problematic for this genre, and, we would hazard, for other 
poetic genres, not only in Tsonga but aloe in the other Bantu 
languages of the %ono. This discussion ie however leading us into 
tho field of meter, away from tho rhythmical prosody which is our 
main focus, but it dees indicate one possible line of future 
research.

While we rejoet tho idea of a constraining underlying rhythmical 
grid, whether musically derived or not, we equally reject the 
idea that body movements are regulators of spoken poetic rhythm.



BrailoLu'a claim that the rigidly symmetrical nature of 
children's rhythms derives from regulated movement, If not from 
dance (Bralloiu:96, our translation, 1I6) Is similar to that of 
Jones, for whom "any song which can be sung during dancing must, 
Ipse facto, be metrical" (Jones:?). That these poetic productions 
are rhythmical cannot be denied, but rhythm cannot be equated to 
meter since all meter is rhythmical, but not all rhythm is 
metrical. As Preminger etatec, "rhythm becomes meter the closer 
It approaches regularity and predictability" (Preminger>141). 
Ounner claims that for the Zulu iiibougo (praise poetry) "it le 
possible that body movement may relate to, and provide a kind of 
metronome for, the actual recitation" (0unneri?6) but it is 
equally possible that these body movements, emphasising 
semantically significant syllables in initial verse line, as well 
as other positions, and syllables lengthened in penultimate verse 
lino position, and which are allocated to these positions because 
of an as yet undiscovered rhythmical system for that genre, are 
perceived by the observer as isochronous, but that they 
metronomlcally control the performance seems not yet proven. 
Certainly, for our data, body movement may coincide with what are 
perceived as stressed syllables, i.e. they function as 
maintainern of rhythm, but they equally coincide with 
aomanticaily significant syllables, which may, or may not be in 
positions associated with the rhythmical pillars. Body movements 
an observed in our data, both emphasise rhythm and highlight 
nyllablee which are important for the communication of meaning, 
butt they do not regulate the rhythm.
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S.1.3 She versification system of Tsonga children's poetry
Our problem with attempting to desoribe the vereifioation oyatem 
of these simple poems, is that all the models described by Lots 
refer to metrical systems. There appears to be no place within 
his metrical typology for poetry in which rhythm is the 
organizing principal - indeed he explicitly excludes such a 
principal from his considerations (Lotsi4). The closest we couid 
come to qualifying the nature of the poetry would be to call it 
an 'accentual-quantitative' system, if, and only if further 
research could prove that the rhythmical eyetern we have been 
describing is also metrical. This would offer a further possible 
line of research, in which the nature and position of prominent 
syllables, made prominent by intensity and length respectively, 
would be explored in order to discover whether there is a 
metrical superstructure, made up of patterns of prominent 
syllables, which could generate all the possible acceptable verse 
lines for the genre, and equally, explain those which are 
unacceptable. Our General Prosodic Statements are butt one step 
along the way of such an exploration.

Turning away from exploring this area, which appears not to offer 
much promise at the moment, we consider the typology offered by 
Coupes (1983), which focuses on rhythm, and not on meter. Wo 
recall that Couroe combined the concepts of phonological and/or 
morphological rhythm, and of periodicity, in order to produce a 
categorisation of African poetical rhythms. We have made very few 
stylistic comments on our material, thus the nature and
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ooaurrenea of assonance, alliteration, parallelism, chiasmus and 
other stylistic features within the data have not bean explored. 
What has come to the fore however is that the material is highly 
repetitive, both within verse lines and between verse lines. The 
"repetition of a sound, syllable, word, phrase, line, stanza, or 
metrical pattern in a basic unifying device in all poetry" 
(Preminger 1228) and our material provides ample evidence of 
these. For Coupez, a rhythmical system can be generated by 
supraaegmenttal phonemes and/or morphological features, and a 
rhythm is defined as phonological if at least one of its elements 
is independant of morphology. It would appear that the system we 
have been dealing with is certainly phonological, since the 
rhythm is based upon syllables with non-phonemic Intensity and 
length. That it is periodic arises from the definition of the 
rhythmically patterned pulse series which underlies it. Further 
research would be necessary to establish precisely which 
styliatio features operate, and in which manner, but intuition 
tells us that these are aperiodic. Hence, whether these are 
phonological (eg. through syllabic patterning, which produce 
assonance and alliteration, or as yet undeeoribed tonal 
patterning within the verse lino)i morphological (eg. morphemic 
and word repetition)> syntactic (eg. word groups, phrases, 
clauses and sentences patterned by parallelism, linking or 
chiasmus)i or poetic structures (eg. verse lines, choruses or 
stanzas), they reinforce, albeit aperiodioally, the periodic 
phonological rhythm of Tsonga children's oral poetry.
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occurrence of assonance, alliteration, parallelism, ahiaemus and 
other stylistic features within the data have not been explored. 
What has come to the fore however is that the material is highly 
repetitive, both within verse lines and between verse lines. The 
"repetition of a sound, syllable, word, phrase, line, stanza, or 
metrical pattern is a basic unifying device in all poetry" 
(Preminger 1228) and our material provides ample evidence of 
these. Tor Coupes, a rhythmical system can be generated by 
supraoogmental phonemes and/or morphological features, and a 
rhythm is defined as phonological if at least one of its elements 
is independent of morphology. It would appear that the system we 
have been dealing with is certainly phonological, since the 
rhythm is based upon syllables with non-phonemic intensity and 
length. That it is periodic arises from the definition of the 
rhythmically patterned pulse series which underlies it. Further 
research would be necessary to establish precisely which 
stylistic features operate, and in which manner, but intuition 
tells us that these are aperiodic. Hec.oe, whether these are 
phonological (eg. through syllabic patterning, which produce 
assonance and alliteration, or as yet undescribed tonal 
patterning within the verse line); morphological (eg. morphemic 
and word repetition)I syntactic (eg. word groups, phrases, 
clauses and sentences patterned by parallelism, linking or

stanzas), they reinforce, albeit aperiodically, the periodic 
phonological rhythm of Tsonga children's oral poetry.



i-i
r  T t-A

' /

We have indicated above several avenues oc possible future laaearoh.

system described. Are there higher orders of patterning within the 
syllabic tier? Are there or are there not caeeural breaks? If there 
are, do these define colons? Above the level of the verse line, are 
ataniaic patterns apparent? If the General prosodic statements 
developed in this work are used as generators of verse lines, are they 
comprehensive and sufficient to account for all possible verse lines 
within the genre? A lack which was strongly felt in the present 
research was firstly that of adequate data on Tsonga ttonology, and 
secondly that there le no data whatsoever dealing with natural speech 
rhythms and the euprssegmtotal features which organize these rhythms.

Moving away to 
present study 
children’s game

i more socially and contextually based con 
is rot explored the forms and functions i 
and game playing within the overall culture

In order to build up an ethnography of speaking of the Tsonga people, 
one would need to look at other neglected areas, for Instance that of 
lullabies, sung by mothers to their babies - are the rhythmical 
patterns the same as those of the children's poetry? Or are they adult 
rhythms? The language of these lullabies has never been described, yet 
there are surely many fascinating cultural and sociological aspects 
waiting tt be discovered there. Mother-child talk too has never been 
explored for Tsonga, and results obtained in this area might 
illuminate on-going research into rhythm. Further performance based



praise poetry is urgently necessary. Both prosodic and styli.cr.ie 
research into these genres, with more focus than in the past on 
performance aspects, for instance the keying, patterning and emergent

the indigeneity of the praise poetry genre among Tsonga speakers needs 
exploring.

Eventually, research based on written poetry needs to follow on the 
above, so that the relationship between the spoken and the written 
poetic word, be established. How far do the rhythms of oral traditional 
poetry influence the poems written for children - and how far does 
this influence stretch into poems written for adults?

5.3 Concluding Remarks
Without doubt, this work represents only the first few steps along the 
way in determining the nature of the prosody of Tsonga oral poetry. 
Beginning with a simple genre like that of children’s poetry, certain 
important organising principles in the performance of oral poetry have 
been established. The future for auoh performance baaed research is 
wide open and promises many rewards to tthoue who will turn to oral 
texts, and to their production in performance. Not only to their 
texts, but to the textures of the performance and to the eoitexts of 
the performance, so that subsequent analysis with the listening ear 
and the seeing eye will bring new knowledge and understanding of 
these living, dynamic era;,It ions.
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APPENDIX I
Appendix I contains the tcanscclpticms of thirty three of the poems recorded 
during field work. The collection of poems transcribed below represents a 
sample of Tsonga children's oral poetry, and le the raw data from which is 
extracted the data for all subsequent analysis. The poems are arranged in 
alphabetical order, according to the first word in the title (of. Chapter
3). The poems are numbered according to their alphabetised order. They are
discussed within the following frameworks

poen number i.e. 1,2,3, etc. end TITLE
Pose ttunber, 1 material indicated by the first decimal digit is

of a general nature, and concerns the 
circumstances of the recording!s). It gives at 
least the place and date of recording(e) and 
details any special circumstances pertaining to 
the reoor .ingfei (of. Chapter Three);
version bu. g - in several oases, different 
versions were recorded, these are distinguished as 
version g, version js, etc. The location of the
versions in the acccmpanylng video and audio tapes
is indicated by reference in parenthesis, (Video 
«:Tape ■), where * refers to Counter numbers using 
a Panasonic VCR NV 8200 monitor and a Sony TCH-757 
cassette tape recorder. The material on these 
tapes is presented in order corresponding to the 
number of the poems.
Comment is made on performance context (concert, 
play); performance mode (frozen, free); 
participatory nature (unison, solo, responeorial, 
antlphonal); performance style (spoken, chanted).
The functional nature of the poem is commented on 
i.e. as accompaniment to a game, as well as 
reference being made to possible folktale origin.
finally, a brief structural description la given, 
viz. number of stanzas, number of verse lines per 
stanza, presence or absence of refrain, etc. (of. 
Chapter Three, TABLE I, faoingiSl),

Poem number.2,1 Within the second paragraph, the textual 
transcription is given, with its interlinear 
English translation.
Each verse line le numbered. Verse lines which 
initiate a stanza are distinguished by placing the 
'equals to' sign on either side of the number,
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The iconic cepceaentation of accompanying body
described in the Taxonomy of body movements 
(Chapter Three:75 ff.J,
Each textual transcription is followed by brief 
textual annotations which desoribe difficulties in 
translation, outline elements of cultural 
significance or expand on the literal translation,

Poem number.2.2 Only one version is given in full in 2.1. In 2.2,
differences between the various recorded versions 
are discussed, with complete transcriptions of the 
different versions being provided in the rhythmi­
cal analysis which follows in 4 below,

Poem number.3.1 Body movements which accompany the performance of
the poem are described for each verse line in 
cases where no symbols exist in the simple 
taxonomy, os where these symbols inadequately 
represent the observed textural or textual 
movement. Such occurrences are indicated by the

above the words of the verse line.
Poem number.3,2 Any accompanying game is briefly described in this

section.
Poem number,4 This section gives the subjectively perceived

rhythmical analysis in terms of pulses, using the 
analytical method developed by Coupes and Kamansl 
(1970) and adapted for the present study (as 
described in Chapter Three:S4 ff).
There are 6,12 or 16 pulses per verse line (of 
theoretical discussion in chapter Pour).
Bach verso line is to be read as corresponding to 
a breath group. It breath in taken intrallnearly, 
this is indicated by the symbol #. When this does 
occur, verse lines are often run-on, and this is 
indicated by the symbol // at the end of the 
verse lino. It will be recalled that in the 
classical understanding if the term 'run-on' (or 
'enjambed') the notion of continuity Of syntax le 
implied, but within our material this is very 
seldom the case, and the syabol // should be read 
as meaning that the next aetiae of -ampocaL pulses 
is perceived without a breath or silent pulse 
Intervening (see Chapters Two and Four for 
discussion of this aspect).Silent pulses are 
indicated by the zero symbol 0. Breaks between 
call and response ore indicated by *,
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bbmzaio breaks are Indioabed by the repetition of 
the symbol for breath breaks, i.e. ##.
Above and on the right hand side of the rhythmical 
transcription are the letters SiP, which ie a 
representation of the number of syllables (S) in
made up of a certain number of pulses (P), which 
will be either 8,12 or 16.
Vowels which are perceived as lengthened appear 
twice, viz e - ej syllables which correspond to 
the stroke of a 6-phrase are capitalised, viz.-LA- 
Silent pulses which are accompanied by a 6-stroke 
are indicated by underlining the zero symbol £1,

The simple melodies which accompany many of the poems are given in an 
Appendix 11:295 ff. Literary versions found in published works are referred 
to parenthetically [within square brackets) at the conclusion of the entry 
for each poem, and are presented in reproduced form in Appendix IIIi300 ff.
It will be obvious from the transcriptions that not all of the above 
elements are present in every performance. For the sake of uniformity 
however, the numbering of the framework will be maintained.
In 2.1, numbers in round brackets after Nouns denote the Noun Class number, 
using the Meinhof classification e.g. goau (5) " orge protruding forehead'.
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1. A UI HE MPEHBE MB
l.X Two varetona of c'nle poem were recorded, at Hlaketc (Video Hi 
Tape 1-8) and at Burqersdocp (Video ZliTapo 1-21). The poems were, on both 
occaolone, chanted in unison, with the HLeketo c noert context being less 
relaxed that the Burgeredorp spontaneous concert context. The verse lines 
are strongly rhythmical and pronounced textural and textual body movements 
occur. The text of the Burgersdorp recording ie used as basis for descrip­
tion of the poem. This version, version a, consists of an introductory 
stands of two verse lines, followed by nine four-line stanzas.

=1" A hi me afeelie me,
It's not me that's a baboon me,

2 Hi me aunhu me.
He, 1 am a person.

=3” Kiel gomu lerif
But this bulging forehead?

n't a bulging forehead.

I tiforoko let! 
Those are tho forks

Sa aajaha loti.
Of tho young mon.

I (







II aajnha let
06 the young

hi nclla lowu.

najahe loyl. 
the young men.

KaaL milenge loyl? 
But thoee legs?
/S\3 /S \S 
A hi allonge loyl, 
These aren't legs,

I tlbutnu letl

/8 \S/fl \S 
39 In majaha let
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3i goou - goeo (B), refers derogstively to i -rge protruding forehead.

21: khondoae, of. aosi ya kbondoae (TEO16I.) ’oondeneed milk'
371 tibutsu (11) hae an alternative plural in nabutau (6), and

is derived free, the English 'boots‘.

min'wala
nhoopfu
switshaao

natihlo
tinbompfu 'nostrils’
min'wala
switsbano
mileage

3: hands brought up twigs to point at forehead
a 7-fli hands waving; fingers moving in scratching motion to indicate

long nails 
11: hands pointing to eyes
IB: hands pointing to nose
19: hands pointing to nose again
3 23-28: hands beating buttocks
1 27-30: hands rubbing over trunk, up and down movements 
1 35-39: stamping of feet plus arm movements Indicative of marching

Tho children's body movements In version & are very rhythmical and 
controlled. Body parts are indicated with precise Indicative textual 
movements; the covering and protective function of body fur is shown by tho 
symbolic textual movements accompanying lines 27-30, while during the 
performance of linen 35-38, symbolic marching movements describe the 
function of the tibutsu. Textural claps initiate 13 of the 38 verse lines
In version almost identical Indicative movements arc made, but with loss 
enthusiasm. The children appear slightly over-awed by 
teacher, spectators and observer.

presence of



Rhythaieal analysis
congly rhythmical,

coincide
Intake 06 breath. confers on the performsnc

rhythm.

■RHI -nil' law' 0 
-RBI -mil' MW' 0 
-ode -si ley' 0 
-Sh -ha ley' 0 
-TSHA-mo LBSW'O 
-ISHR-eo LB8W 0



[A written version is found in Nkuna:16. It consists of two introductory 
verse lines, followed by six four-line stanzas. The sequence of stanzas 
differs from both version a and version £ above, viz. goeu - matihlo - 
marbimila - voya -switsbano - mileage). (Appendix IIIilOO)





I
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3 AVUXBHX WHBPHU
3.1 This poem was recorded at Mfchursni (Video 40: Tape 1-43). It is 
chanted In a unison monotone. Apart from the initial salutation given by 
th“ boys, the rest of the poem in chanted by the girls. Rhythmical control 
is not very strong in this performance, which appeared to be hesitant and 
unsure. The poem consists of one stanza of 22 identifiable versa lines. The 
initial verse lines were particularly unclear, and have not been considered 
for analytical purposes.

waTholatholan!

The girls from that place 

They themselves

a one of N'waHangoro
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m

m

Buku loyi nga kona

The parrot o£ the desert 
tape unclear....)

xlylaa (7) refer
tod also has -bakuta 'scoop e
3 any large, heavy object

millet, sorghum' (C),

tihekwei (11) more usually vnhokwe (2a),
It Is difficult to determine 
versions were encountered dur 
exist in Tsongs literature.
3.3 Body movements

leaving 
line 81 bending dov 

something

No written v

e textual steps taken, indicating the movement of 
imitative textual movment, of picking up

' 4
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four textural b

3.4 Rhythmical analysis
This poem le rhythmically organised, apart from the third verse line, tty 
Type I 8-pulee pattern.

sufficiently

4.1 COAVA HKUHDLO
This simple two line poem las recorded at Burgeradorp (Video 4Bt Tape 1-52). 
It la chanted rapidly in unison in the play context, during the playing of a 
cat-and-mouee game. The words are accompanied by rapid claps, the two verse 
lines ft mlng a continually repeated couplet.

1 chavs nkondleI 
Look out, mouse!

2 Ximnnga xa ku luma.



/
4

■■ !'

4,3.1 Body Hovonente
ThBtB are lour textural baton clape per verse line.

The game la played by a group of boye and girls. One child Is chosen to the 
the 'cat' and another to be the 'mouse'. Ho specific procedures were 
involved in the choice of these two players. The children stand in a 
circle, and the cat rune around, trying to catch the mouse. The children 
try to prevent the mouse from escaping through to the outside of the circle, 
but do not seem particularly concerned if this should happen. Eventually the 
mouse is caught. The children chant the poem, clapping out the rhythm as 
the verse lines are repeated. In most of the many versions of this game 
described by Iona and Peter Opie, the children in the ring, by holding 
hands, either try to prevent the oat -cm catching the mouse, or protect the 
mouse from being caught (OpioilK- 5).
4.4 Rhythmical analysis
The rapid hand claps emphasise the regular rhythm of this sung poem, 
performed to Type I and II 8-pulse patterns, with compensation at ’■he end of 
the first verse line.

S. CHELA CHELA
5.1 Two versions of this poem wore recorded, the first at Mbhureni during 
the exploratory trip (Tape 1-63), and the second at Burgorsdorp (Video ssi 
I Tape 1-67). The two versions differ very little, the Burgorsdorp text is 
taken as the basis for discussion. Both performances were spontaneous, the 
children producing the poem without teacher intervention in the first case, 
and as one of a series of self-chosen poems in the second. At Mbhureni, the 
concert context was more marked, while at Burgersdorp the group and context 
were quite informal. The poem was chanted in unison in both instances, while 
at Burgorsdorp v.he children squatted down on the ground, imitating frogs.

I
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Sprawling out ohI sprawling out oh!

tlbukwa! Idaophono 'jumping up in surprise' (C)
bararal Ideophona 'lying sprawled out) be low or squat' (0). 
This idaophono either in its full iorm or in the shorter 
form bars, can also refer to anything big and rubbery which 
drops heavily onto the ground, e.g. an elephant's foot.

version & differs from the above only in verse line 3, which has ro in place 
of rt ku i.e. ro tlbukwa 'it just jumps'

5.3.1 Bot'y movements
These are circumscribed by the children's squatting down, which we can 
describe as a descriptive textual position, rather than 'movement', in that 
their crouched and rounded position le a physical representation of the size 
and shape of the frog. From the squatting position, they perform imitative 
movements as shown below.
line 3i the bodies bounce up-down twice
lines 4-51 coinciding with the three occurrences of bars, there are three 

sideways kicking movements of left-right-left leg with the leg 
being pulled back on each ejaculation ol These represent the 
sideways kick of the frog.

During the second recitation of the poem, some of the spectating children 
clapped out the rhythm, two claps per verse line on each of the stressed 
syllables.

5.4 Rhythmical analysis
The rhythmical pattern is regular Type I 0-pulse pattern,



vagfliion a

vornlen fe (Ho analyBln ot body movement available 1

S BMBX U TA VUYA RIM?
6,1 This poem Is sung to a simple repeated melody. It was recorded at 
Burgorsdorp (Video 59i rape 1-72}■ The song accompanies a dance like game 
and is sung in unison with hands clapping the rhythm. It consists of one 
stanza and e refrain which atv repeated throughout the game. Both stanza 
and refrain are made up of two repeated verse lines.

3-4 ....as lines 1-2
/S \S /S\8 /a \S /S\8

f)=5= Xi lo lo lo le le (xi)

6 ... .as line 5
jo jo flayi possibly u corrupti.m of 'Qeorgo' ard an unidentifiable

Seme of the children concluded this lino with xi



X

Lon movements, timing o

lines l-4t £step-gkip) xS, together with 8 elaps 
lines 5-6:16 steps, while twirling around, with hands 

change of direction between stops 8 and 9;

the children stand in a circle, both boys and girls taking part. While 
everyone singe, one child skips from the middle of the circle towards 
another child. They link arms, twirl around onee, change direction pausing 
briefly to place Hands on hips, then twirl around once more in the opposite 
direction. The second ohild then moves into the centre of the ring and the 
process le repeated. The actions are strongly reminiscent of some of the 
movements in Scottish country dancing, e.g. in an eightsomo reel.
(For accompanying melody, see Appendix lli29S)

6.4 Rhythmical analysis
The rhythm of this sung poem is tightly controlled by the music of the song, 
and is regular Type I 8-pulso pattern.

7 RBKSLBHBKB
7.1 This poora was recorded at Mbhureni (Video v", Tape 1-97). The poem lo 
chanted os accompaniment to a game which invulved walking around in a 
circle. There eoomod to bo no particular pur; -pt to the game, and the
children wore unable to explain why they playe,; .t the way they did. The 
poem consists of a basic antiphenal pattern, >■<thin a throe-line stanza. 
The initial stanza is preceded by a single oc •.l-rnnyonaa, which initiates 
the gome. The moaning of the poem is convoyed by u:,e caller, while the rest 
of the group respond with hake which are moa-r i.g.eat euphonic syllables. 
Apart from the regular stopping movement around < circle, there wore no 
observable body movements.
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1 (Oh) Sekelehoke. (R) Heke.
Hekeleheke- Uoke.

=2= (Gh) Hekeleheke.(R) Heke,
Hokelohoke. Heke.

3 (Ch) Le oga to chupuli, (R) Boke,
The one who will wriggle free, Heke.

4 (Ch) I n'wana xlpululu. (R) Heke.
18 the child of a Itsaed, Beke.

»5= (Ch) Hekeleheke. (R) Heke.
Bekeleheke. Beke.

(6 (Ch) Le ngn to (???). (R) Beke.)....omitted

7 (Ch) I n'wena donki. (R| Keke.
IB the child of a donkey. Beke.

"Se (Ch) Hekeleheke. (R) Beke.
Bekeleheke. Heke.

9 (Ch) Le nga te tahlka, (R) Heke.
The one who will give up, Heke.

10 (Ch) I o'wen* ebyana, (R) Heke.
la the child of a log. Heke.

oll= (Ch) Hekeleheke. (R) Heke.
Hekeleheke. Beke.

IS (Ch) La nga ta tsutsumn,(R) Heke.

13 (Ch) I a'wana xlbodze. (R| Hake.
le the child of a tortoise. Heke.

=14= (Ch) Hekolehoke.(R) Heke,

4i n'wana xipululu, donki, mbyana, xibodxe, ace oomrm
dorogaeory termo uood by Tsenga ohildren at play,

1.3. Body movements
It Is tiifticultt to dlocorn rhythmleal movemento in this game, an the 
children tondod to ohuffla around the circle in an uncoordinated ta.shi.on.
7.4 Rhythmical analy&i:

I
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to be ragged. The chythmioal pattern perceived was that of a 12-pulaa vrcue 
line, patterned by three strong pu'.seo. The large majoti.ty of th.i lines are 
Initiated by a ntrong pulse, but verao lines containing the copulative 
structure were initiated by an unetroesed pulse, which, by compensation, 
fills the last slot of the preceding verso lino.
No syllables have been capitalized In the rhythmical transcription as 
movements were uncoordinated and shuffling of the feet, rather than clearly 
observable textural stepping, characterised the performance.

..TSHAHA BRANS!!
8,1 Thin chanted poem, with the some basic call-response pattern an poem I 
above, was racocdM at Burgersdorp (Video 86: Tape 1-106), Again, the poem 
is the accompaniment to a game played in a circle, but the gome, aa 
described below, seemed to be more purposeful. The meaning of the verao 
linen is convoyed by the solo caller, with the response of the group being 
invariably Kekel Each stanza contains throe verse lines, cash of which is 
antiphonal. This poem has not boon previously transcribed In the literature.

(9) Tehama ohoasil (Ch) I

4
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(S) Wena DanI (Ch) f
You there Danl i

(S) Tabao* shanei1 (Ch) I

The poem continues in this pattern, with the names of all the children in 
the ring - Paolo, Kondai, Mbi, Nwagu, Jo, Pinini, Henke, Beni, ,\daniya, 
Beni, Dodo, JonL, Joeepha, oorri, Hoaiei and Nandi -being substituted one 
by one in the second verse line of each stanza. The poem then continuesi

Ndji ta tshaaa ehansll (Ch) HekeI

s the children moved around in a ring, they slowly, holding hands, swung

4:



e iously the walking movement ceased, 
still holding hands and swinging armi

movements tended to drag behind hers, 
they seemed to find the game rather raonot
. ehcwr, in the rhythoical transcription, 
i followai

children1 
altogether 
points of

be little purpose in the game except 
ie, ae the names were called out by 
illed, the c&llez herself sat down. 4 
gain, starting with Adaniya, with ti

rted to call

analyuis of th 
i. However, be: 
10-, hi-, ~tri- The patternpolysyllz

ssyllabic
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i ohoral responae

9 HEY I SKBLUHUm
9.1 This poem was recorded at Buraeradorp (Video 114: Tape 1-147). It 
accompanies a game of catch, played by boys and girls. The poem consists of 
one stanza of ten verse lines, chanted antiphonally, with one boy giving the 
initial call which starts the game off. As the game la played, the call is 
given by the growing group of those who are caught. The meaning of the 
verse lines is given both by call and response, which are of a dialogue 
nature. The context is one of play, and the game was obviously enjoyed by

■1- (S) Heyi skelUFuni! (Ch) Yebol

(S) Xibuku-ke? 

(Ch) Ti dya vusok

yobo1.Zulu affirmative
maxalata - eaxalana (6) a species of sorghum (C)
-houisa 'used in a game of children, in which they catch one another 
and use the phrases ha honisn "we let you pass, we leave you alone", 
and bonisani "let us pass, leave us alone" ' (C)

I



/

*  ■

8.3,1 Body movements
Thfc poem is rhythmical, hue le not accompanied by coordinated body movements 
the call.

the game is played by boys and girls. They stand in a group behind an 
imaginary line while the boy who is 'on' stands some distance away. He 
initiates the game with the firat solo call and the poem proceeds until the 
final choral response Honisani, at which point the children run towards the 
boy, trying to pass behin-, him beyond another imaginary line. He tries to 
catch them by touching as many of them as possible. Those who are caught 
then join him in initiating the poem again. Eventually all the children are 
caught, the last one then becoming the new solo caller when the game is 
played again. The game has been described three times in Tsenga literature, 
first by liarolsn (Harden: 10-11) who Includes it In his collection of boys’ 
games. H w K Ntsan’wlsi's description of the game in the sub B reader in his 
series Makoaba-ndlela (Mtsan1wiei,1971:37-38) also includes reference to it 
being a boys' game, butt the illustration In the reader shows children of 
both sexes playing the game. Johnston’s reference to this poem as being 
related to Hbita ya vuloabe la confusing. "Be Xikelewa and Kbita ya vulombe 
are normally two separate game songs, but they are here found combined." 
(Johnston,1971i8B and 108). Johnston transcribes Hbita ya vulombe which he 
says "opens with He Xikelewa and other spoken lines" /johnatnniloe.elt.' but 
the game he describes Is quite different from the game as described by 
Harden and Ntean'wlsi and as observed at Burgersdorp. According tr- 
Johnston, it is the mention of honey which causes the two songs to 
combined into one game. The Oples give several versions of this game, 
closest probably being Black Peter, which has a history dating possibly 
au early as 1590 (Opie:124-131).
9.4 Rhythmical analysis
The rhythmical patterns in this poem were perceived only with difficulty, 
as the rhythm tended to be ragged. The first call response appears to be 
based on a 12-pulse pattern, while the rest of the poem is based on Type II 
8-pulse pattern.

(Written ilO) {Appendix 111:301)



HI HBKft KAMI WENA?
10.1 T'nls chanted rasponaorlaj. poem was ceaorded at Hbhureni (Video 1351 
Tape 1-179). It ooneiats of a single 12 line Btama, made op of a queatlon- 
anawor dialogue. The queationa aro asked by the boyo, and the answers are 
given by the girls. This performance Kook piece in a eonoert context, and 
the children's performance atyle waa frozen, which probably accounts for the 
lack of body movements.

88 86
Uuadxulukft Wthacaiiil 
Turn around Mkheoanil

I.
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10 HI MBNA MMI KBNA ?
10.1 Thla chanted reaponaorlal poem was recorded at Mbhureni (Video 13St 
Tape 1-1791. It consists ot a single 12 line atani j, made up of a gueetic 
anauer dialogue. The questions are aelted by the boy a, and the answers a 
given by the girls. This performance took place in a concert context, a 
the children's performance style was froten, which probably accounts tor t 
lack of toady movements.

Who are you?

6@— — 86 
Bundsuluka Mkheoanil 
Turn around Mkhaoanil



ophoho (3) flnget millet (Eloueine coraoana Gact.)(C}. > mphohuBoe a 
'a email quantity of oille!:'

#  ‘‘ 
t:

Indicative textual movement, pointing to self
an expreoeivo textual movement, the bcya pointing at the
girls with a oereain disdain

bentiing down to piolt eomething up off the ground, an 
imitative textual gesture
hands together ko indicate a round pot, moving the hands up 
and down, a descriptive textual movement 
an imitative textual movement of scooping eemething up 
a symbolic textual movement, pointing upwards, the gesture 
used when taking an oath, or swearing by something 
the girls repeat the gesture
girls turn around on the spot, imitating the action expressed

10.t Rhythmical analysis
The rhythmical constraints of thla poem are not strong, probably due to the 
rooponserial nature oS the performance. Patterns of all three types of 8- 
pulse verso lines are perceived in the performance.



(moalio)

pumpkin



e oook poanute

sweka na tindluwa

y

?y -
29 ....the song traillsd off at this point.

.t bure Taonga adoptive of English 'hurray'
•i okweobe the osoond versa line of each stanza ooneiete of a ouphenie

repetition of the root syllable of the noun used in the 
Object Blot in the first line o£ eash stanza.

Ill eteitake (8) ar» mealies whloh are boiled on the oob
14i xingwimbi (7) is a dish of cooked pumpkin, flavoured with ground nuts

and salt v
23: tinynwa (11) the generis name for dried beans

4



29: This poem oould obviouely go on for as long ao a ohtld could think of a
oultoble slot filler. Ones Inspiration dried up, and repetition was 
apparent, the song came to an end.

(For the melody accompanying this poem, see Appendix 11:295)

11.4 Rhythmical analysis
The persistent song rhythm mbs very evident in this performance. The use of 
nonsense syllables as m& ntainere of rhythm and the simple and highly 
repetitive etanzaic structure reinforce the perception of rhythm. From the 
second stanza on, the tirst tee verse lines are sung with one breath. The 
rhythm is Based on Types II and III 8-pulse patterns, only the first line 
of the poet1 follows the firet type of 8-pulee pattern. Compensation occurs 
frequently between verse lines of different types.

-ni -i## [u

-ni -i## lu

-ni -i## [u 
-ay# -a -wo

(A written version of this poem oocurs in Rasengane:16, in which inaccurate 
transcription of vowel repetition during performance of the second ferae 
lines of each stanza disguises the rhythmical nature of tho poem], (of, 
Appendix illi302}
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12.2.1 Body movements
Slow replay of the video cassette shows how the stones see pvsniti from hand 
to hand in a rhythmical fashion with the words of the song being timed to 
oolnoiae with the movements. These movements can be considered both as 
textural baton movements, as well as being affective textual movements, when 
they coincide with the verb tehe, expressing the feeling of pain felt in the 
hands from the hot "eggs'- The passing of the stones oan be represented as

(i) Stanzas 15 2 (lines 1-8). Stones passed from left to eight hand, each 
girl making 32 movements.

(li| Stanzas 3 e 4 {Unas 9-14). Stones paneeO from Qlrl A to Girl s, each 
girl making 16 movements in stanza 3 and 8 movements in stanza 4

12.3.2 Sane
The gams ifl played by girls, sitting In palra on the ground facing each 
other, it involves passing stones from hand te hand (stanzas 1 5 2), and 
from one girl to the other (stanzas 3 6 4), as rapidly aa possible without
dropping them. There does not seem to be any competative element in the
gama. Tho use of khola, a burning ember, and -ttswha indicate that the •eggs'
are boing compared to stones heated in a fire.
(For tho melody accompanying the poe®, boo Appendix Ili29S)
12.4 Rhytiusi.oal analysis
The rhythmical pattern ho-s 10 that ■'£ types one and two of the 8-pulse 
pattern. The first and third stanzas, as well aa the concluding couplet are 
performed to the first 9-pulse pattern type, while the second stanza is 
performed te c.l\a uooorvd type.

4
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2: swimatana literally 'a email amount of water'
S: ko ko rbul Ideophones representing the croaking of the frog
6: phal Ideophone representing a amacking noiae

13.3.1 Body movement*
Accompanying body movements are regular arm swings, ae in a marching move­
ment, with the top point of the swing being reached two times in eaah verse 
line. These can all be described ae textural baton movements of tha anna.
13.4 Rhythmical analysis
The rhythm of this simple poem is regular and insistent. The first seven 
verse lines are performed to Type I of the 8-pulse patterns, while the 
last two verse lines are performed to the Type IX pattern.

It KWBE I MANANA
14.1 A simple repeated one line melody accompanies this sung poem which was 
recorded at Mbhureni (Video 151: Tape 1-220). The poem is antiphonal in 
structure, but ia sung in unison. There are no perceptible body movements on 
the visual recording of the performance. The poetic structure is one of 
incremental repetition, where the 'message' of the song is conveyed by 
changing one phraae in each final verse line.
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eita literally 'thro
ifula literally 'tt 
comparing the a ton 
empty out evert thehe large roun< 

hands to work

liniahea the 
appetite to 
grain basket

vafUpn b
The following di-Etarencea a

This is a burden-beacee....
< -c!wal.e 'to carry" > odzhwalela {3)
thia line wae unclear on tha tape and hae b 
analysis
Lexi i ooaunoBU....
This is the mouth....
Lexi j, xllebvulebvu..,
This is the chin..,.
(Lines 5a and Sb are additional verse lines) 
emitted, but replaced by 6a,b and c

-haia 'to lack/ be without, be lacking. 
The phrase could thus be glossed as ’flat 
{loanee of which become clear in line 6b

-khon 'to bold' > xikhoua (7) ’handle’.
The descriptive action is clear on the V.epa, the children's 
describing round imaginary breasts, and the movement is also 
imitative, as they hold on to them.

xibluto (7) 'beer strainer', byalwa (14) 'maize bear’
The movement of tha hands, indicating the stomach, conveys 
the meaning that the etofliaoh's function is like that of the

I



t

■>b

Further differences between the two veCBiona mainly concern the n’t of the 
DemtPTisMative Pronouns, in version con cordial relationships are usually 
maintained in the Copulative and Predicate
e.g. Lomu i noabonkulu, Icwu i ■ombonkulu (line 3)

Deo. Peon. (3) i Noun (3)....
Leswi i ewitsayltaayi/ leewi i ewitseyitseyi (Line 4)
Dm. Pron. (8) i ttoun (8>

In varaion fe, however, all the versa lines are introduced by the Class 7 
impersonal Demonstrative Pronoun lesi. but on repetition, during the second 
half of the veree line, the conoardial relationship is expressed aeroes the 
copula.
e.g. Lexi i Bonbonkulu, letm 1 eoebonkttlu (line 3)

It is a big forehead, this is a big facehead
Lexi i aultiayitsayi, leswi i switsayitaaji (line 4)
This la ilr&tlies, these are fireflies

15,3.1 Body eoveaenta

vfirBlon ai opart fran the imitative textual movement ol line S, all the body 
movements are indicative textual movements
lino 3i tapping the forehead
line Si blowing the nose and shaking off mucus
line 6i touching the neck
line 7t touching the stomach
line 8t waving hands
version &' ell the movements in this version are indicative textual body 
movements

touching the back of the head 
touching tiie forehead
touching the eyes 
touching the mouth 
stroking the ohln 
stroking the throat 
touching the cheat
touching the breasts, left-right, a times 
touching the stomach, 8 touches

i



19.4 Rhyttunicnl nnolysio
Theae veraiono wore both strongly rhythmical, patterned by Type I 16-pulse 
pattern, and both are characterised by intralinear breath breaks and run-on 
verse linos.
version a

-HE -ta -ngu

tha -va -tha -

-age ya nga

-yi -ISA-yi LS -eew# 'eniTSA -yi -ISA -yi // 1

i-hlu -tol'bya -1
[Literary versions of this poom are found in Htsan'wisii46-9f and in 
Rnoonganoil9, with accroditation to 'P.Ntsan'wioV, This second voraien is 
difioront from Ntoan'wloi'D 1960 voraien in several respects. The Mbhureni 
version as rocorded above io closest textually to tho Ntsan'wisl 1960 
version, while tho Sukani version au recorded above resembles moat closely 
Rasengane'a version). (Appendix 111:302-41
16 MUHALELS KBMALB
Pour recordings were made of this poom which accompanies a well known game. 
Tho 'poem' consists of an initial call-rooponse couplet, which we have 
titled Mbhnlole tohale, followed by two different short stanzas, of varying 
lengths in tho different versions recorded, titled Peelie and Anaohuehubonga 
respectively,

mcfiioB fl MbL.-roni {April 1982, during the exploratory trip,
when no video recording equipment was available)
(Tape 1-253)
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iar to be elements 
not all of Vem oeo
company the Initial 1

different traditions present in the 
in each version, nor in fact do they 
liono. These elements may be word(s), 
minting-out' actions in the game.

1 ease of reference, these have.been entitled a

Aeaehucbubaoge

P
*(

/■!., J  

1

Kied (1906:181-2)
Batthy (1933:93-4) 
Ntsan'wisl (196019) 
Blacking (1967:52-69) 
Johnston (1971i95,110-1))
version b (1982) +
yarslon s (1982) t *
version a (1982) + +
Rikhotee (1985:74-5) + +
The moat comprehensive vereion is thus version ft, as recoreoti at Mbhureni in 
April 1982, and discussion will be based on this. It sk:vId be noted that 
moee at the text is incomprehensible, and glosses are supplied only when 
there is some certainty as to the meaning of the words (see also 
Blackingiloc.olt. and Sarthviloa.cifc,1.

A: Hbhalele abbsio
This four line stanza, is antlphonal in struotur 

=!«■ (S) Hbhalele aibhole
2 (Ch) Mbhnle
3 (S) ....as line 1
4 (Ch) ....as line 2

and is chanted.



=5= (S) Pocilo hangalan
5 HflogaJaii Ba taema
7 Teee tsem xinoni
8 Ilnooi *o gaoa
9 Xe gana aetende
10 Matilo nghunuMe 
Aaachuohubanga

b six-line atanxa ia sung ae a e 
Amachucbubaaga 
Banga aaagoagoni 
Hangeagool ya k«e

. solo by the caller of the prevlo

(<nd»a tsena '

16.3.1 and 16.3.3

a fold arme w  legs' 

complete the first part of the game (of 16.3.2 below).

sxts of the different versions are dlaouaeed under 16.3 

Body movement# and the game

fli Nhialole abbalei
During the oall-reoponoe verse linos, the leader's hand brushes aoroan the 
logo of the children, just below the knaes. Her hand mufee in one direction 
during the eall, and returns during the response. Earthy in her study The 
Valenge Women describes a game called Balnmbelani, played by children ae 
Hkumbeni, about 24 km east of xai-xai.



Uaing the old Lange language.. .the children elr. an the ground, and the 
one who acted ae mother beat their legs, tapping them between the knee 
and the ankle, singing a little rhyme for which I was unable to obtain 
a satisfactory translation, as it appears to be in an archaic form of 
the language.

(Earehyi93)
In •■ohnston's version of the game Anaohuchubango, it is preceded by a 
'shMjti Mbalo-nbale" (Johnston:110). Our varalonn g and d of the present 
study have the same call-renponee pattern as vernlon a above, while 
Rikhotao, in his recently publiahed Tolo a nga ha vuyi ('Yesterday will not 
comn back again') describes the same gome, which he calls Mbaebaleobale 
(Rl:(hoteo:?4-5). (For a Heat African version of this game vide 
BSart.vol.2i643 ff.>.

The poem continues with a eolo eunq stanza. The melody (of.appendix 
11:296) resembles very closely the melody given by Blacking for Potilo, viz. 
the first of his 'counting songs for hoys and girls' (Blacking:52-4, 59). 
The words of our recorded poem would appear to be Toonga versions of the 
Vends words, and no-one could explain what they mean, thue this research can 
throw no further light on the qtiestti.an of whether the Tsonga borrowed the 
poem from the Vends, or vice versa. Khilo oinging the song, the leader taps 
the lego of each child in turn, the four taps coinciding with the stressed 
syllables. On the final syllable -we of tho last word nghunuwe, the 
loader's hand stops, and the child wfcae log is being touched must then pull 
it out of the line by folding it up under the buttock. Tho first stanza A 
Is then repeated with the same brushing motion of the leader's hand across

Ci Amaohuchubanga
ad with stanza s, the loader tape cat the rhythm of Cu words on the 
children's legs. On the final syllable -wo o$ the wocd fcesuwe, possibly a 
euphonic variation on ngbunuwo, tho log izot tapped must be withdrawn, 
variants of the words of this stanza, ao f:unQ in vnrnlom- b. c and fl, and 
In the literature are:
achuehubanga omtshutBbubansa (Kidd, glossed b? ti

n'waBoici-banGa (Ntczn'wioi) 
natnhutshuru-ksnga (Blacking) 
n' wanciecl-bnrga (X-.khot oo) 
cf. alor cuilnMi a=s»tubaaga (51) ■

‘Beetle-
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The seanzae ece repeated until all the lege are withdrawn,
The Oplea' AlBCuaelon of the elimination rhyinaa used fer counting out
en,phaBiBee the durability of nound-related rhymes and pointa i.ut how "chil­
dren who cannot remember1 their eight-tiose table for hall-an-hour, ean
nevertheleae carry in their heads aaeemblagoa of rhythmical oounda" (Opimi

Children are merely marking-off( their requirement ie rhyme and 
regular rhythm to help the memory, and four beate aeen to come more
naturally than five their pleasure ia in asnonance, and
reduplication.

(OpioiSO).
Whether ot not thle La a universal cannot at this stage be established, but 
the present work certainly adds weight to the opies' claim, counting out 
using feet ie alec a universally popular game starting strategy.
(Tor the melodies accompanying the stanzas, see Appendix 11:296}
16.4 Rhythmical analyst*

> analysed in rhythmical termo as it



/
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(xaEitiaa a o£ ci 
vftgflAaa b (Thi-*

exactly as above) 
aion was performed,

» rhythm, four olaps 1

i recorded a : describee

(Literary versions, Appendix 111:306-
17 HINA ZIHANOA IA HHOVA
17.1 This chanted verse paragraph *
the physical appearance of the hare, comparing it to that of a cat. The 
recitation by the group of children, performing in an informal concert 
context, was preceded by the announcement of the title: "H'uaMpfundla", i.e. 
’Mr Rare'. No analysis of body movement was possible as the recording was 
made during the exploratory trip (Tape: 1-358)

4



Stringy fur utloo!
Hilenge ye xiaange utlooI 
Legs of a cat utloo1
I was unable to identify this ideophone

a (3) 'The plant gifappel and oth 
appearance; round yellow fruit of 
figurative uae, large protruding ey

species of similar

rhythmical beat. Verse line

ir i of 12 pulses, excepting for lines 
while rhythmical patterning over t 

:h verse line, one is aware of the j 
3,5,6 and 8 are initiated by an ui

-ve -e ntlo—o 
-ngu -a ntlo-o 
-nda -a ntlo-o 
-ags -a ntlo-o
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18 XPTOA KPFU1A
1B.1 This poem was recorded at Oiyani (Video 218t Tape 1-368), It wa 
recited by two old ladlee win affirmed that they had learnt it when the 
were "still very small". They chanted the poem on a monotone, ft would no 
appear to he linked to a game, but wee learnt merely ae a rhyme. Johnstc 
gives a melodic version of the same poem, stating that it occurs "withl 
stories about drought" (Johnstoni9B-9). No published versions of such tale 
could be located. The version recorded at Olyani differs but little, apar 
from the order of the stanzas, from the literacy versions of the poem. Th 
main difference in the versions is the repetition of opfula 'rain'in th 
first verse line of each stanza instead of the more usual aptula a yi vuy 
'let the rain come back' which is found in the published versions to date.

the poem Bure Bure Bui 
g performers can still 
in the appropriate slo 
.tion is located,

a (poem 11 above),
think of the name 
. in the third verse

i cycle continues as lo 
a suitable food sort 
.tie, where the increment

cycle petered o
1i ntho-tno-t

drip drip drip.

..as lines 2/4/6 
i repeated several times desultory fashion,

leophone of rain falling in drops <-thona 'to 
drop'(water)

2i timba (5) refers to the sweet cane or suiker riot as opposed to 
sugar cane move

3: anrhenga (6) refers to various varieties of vegetable marrows
18.3.1 There are no observable body movements accompanying the poem.

I



18 MPFULA HPFULA
18.1 Thio poem was recorded at Glyani (Video 218: Tape 1-368). It waa 
recited by two old ladles who affirmed that they had learnt it when they 
were "still very small". They chanted the poem on a monotone. It would not 
appear to be linked to a game, but was learnt merely as a rhyme. Johnston 
gives a melodic version of the same poem, stating that it occurs "within 
stories about drought" (Johnaton:98-9). No published versions of such tales 
could be located. The version recorded at Giyani differs but little, apart 
from the order of the stanzas, from the literary versions of the poem. The 
main difference in the versions is the repetition of mpfula 'rain'in the 
first verse line of each stanza instead of the more usual mpfula a yi vuye 
'let the rain come back’ which is found in the published versions to date.
As in the poem Bure Bure Bure (poem 11 abov 
as the performers can still think of the n 
place in the appropriate slot in the third v

, the cycle continues as long 
e of a suitable food sort to 
96 line, where the incremental

Hp.:ula mpfula

s lines 2/4

. . 'f t  J ...as lines 2/4/6 
a repeated several times in a

2: timba (S) refer

marhanga (6) refers to various varieties of vegetable marrows
3.1 There are no observable body movements accompanying the poem.

f



18.« Rhythmical analysia
Rhythmical patterning in the poem is based on Types I and II ot the 8-pulse 
pattern, with compensation.

with accreditatie 
intitled Riaimu sa 
elusion of the poet 
obviously Udhambi'

(Htean'wlsi127-8; RaeenganetZC 
Udhambi (NdhambiiSO) has a po 
song'.with the comment at the 
'unknown composer'. The poem 
traditional Mpfula.1 (Appendix

’P.Ntean'wisV 
igi 'children'

19 trozt ELANOAMS NA NTLHAMU WA MAJAHA KA RIH'KB
This poem la well known in all the areas In which recordings were made. 
Three versions were recorded, differing but little in lexical content. 
Discussion will be based on the version recorded at Burgersdorp (Video 227: 
Tape 1-387), version £, with those made at Hlaketto (Video 236: Tape 1- 
406\.version b, and hbbureni (Video 244; Tape 1-425), version £, referred to 
where differences occur.In all the versions, the poem is sung by the whole 
group, to one basic melo- ' line, which is repeated during the twelve verse 
line stanza which makes up the poem. The poem is initially strongly 
rhythmical, but the rhythm tends to break down towards the end of the 
stanza, possibly due to the heavy syllable count which has to be adjusted to 
the 16 pulse rhythmical pattern. The final three verse lines in particular



09080608 
v* MActtichulela urn, 
a (onaa) of Hachachulela m

9 Gwi pfuna hi ku khacdziya xihieela adii ya edoai,
It heLpB to get on the train and go to Johannesburg,

10 Ndzi ye wise vuaiwano, *a koka.
I am going to rest from my heartsore, it pulls.

Xi ya koka, Bolieci, ai yo koka, 
it la pulling, Auntie, it la pulling.

12 11 ya koka, yoo, xi ya koka.
it la pulling, alao, it in pulling.

otlhanu wa eajaba an rin'we literally 'five of the young men and one'.
Junad points out that the traditional Taonga counting system 
waa based on the unit 5, with higher numbers being Indicated 
ae 'five plua one', 'five plus two' etc, up to the number 
kbuae 'ten' (Junod, 1027,161j see also Barthyi90>

To aak for snuff is a typical conversation initiation stra­
tegy - and in this particular case, la the opening gambit of 
a flirting conversation between the young men and the young

-bnxa mpama literally ’to throw the palm', with the idiomatic usage 'to 
strike with the palm of the hand'
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Si -luogBlungo 'feel weak in the jointa; have a weak back, be sound
shouldered) fig. be in despair after great misfortune'(C)

81 -ohaehula 'to dance with rhythmic quivering of the body’(C). This
dancing movement is typical of Tsonga women's dances. The 
quivering movements cause the folds of the xitlhekutana, the 
short heavily pleated skirt, to move sensuously up and down

10i xa koka 'it (the train) is pulling'

fe (Recorded at Hlaketo)
, which is followed by

tela for ravels 
dsi lava H'waKachaohulela *

s inverted
xa koka yoo, xa koka, 
Xa koka, Batumi, xa kot

m u m  Ion a (Recorded at Hbhurlnl}
This version includes two additional 1

two hands up, six fingers pointing, a symbolic textual 
movement
hands cupped together, the gesture being a symbolic textual 
movement, indicating request or reception



line 3i a nymbolic gesture indicating 'nothing'
line one clap on -box- indicating a striking or hitting noise
line Si one boy gives three upward shoulder shrugs on ndii..lav-

...aa, which we can interpret aa affective textural movements 
lines 6-7i four swaying hip movements per line movements imitating the

women's dance movements 
lines 10-12i bodies swaying in symbolic textual movements, in rhythm with

the pulling of the train,
version b
lines 5-6: the little Sub A children at Hbhureni tended to use

imitative movements eg. wagging of fingers to mimic the 
action of scolding, down-up 6 movements

version £
line 6i hands pushing something away, an imitative textual movement

5 movements
lines 1-8i very rhythmical imitative dance movements
(For the melody accompanying this poem, see Appendix 11:297)
19.4 Rhythmical analysia
All the versions tee based on the three types of 16-pulse verse lines, 
initiated either with a stressed pulse, or by a stressed pulse preceded by 
either one or two unstressed pulses. The perception is not one of tight 
rhythmical oontrol, butt rather one of loosely organised rhythmical language, 
thus enjambemont and compensation do not feature in the performance.

-la ndiiya



YfTB.Aan fe

•la uditya Jo -on‘0 
■o -o byn ko -o' 0 
•o xl ya ko -ok’O

[Literary vgrsiona are found In 8aeangenei20, which corresponds moat closely 
to varnion c above, and In Johnston. His version of this poem, which ho 
entitles Ve adil hoabola foie, Is accompanied by the statement that "it 
derives from a "monster" story which is no longer told, and its words have 
become changed" {Jehnstont83 and 89). The form of the song bears but little 
resemblance however, to the typical form of the oong in the Tsonga folktale 
(ef. @111(1954 and Barlvato: 1974)] (Appendix IIHSOS)

20 MOII UIM1D2A TZYI
20.1 This unison sung poem, was recorded at Hbhureni in April 1982 (Tape 
1-444). since no recording equipment was available, no analysis of body 
movement waa possible. It consists of a single stanza made up of a couplet 
and a refrain.



li xilayixi (7) from English 'slice'
3: Meaningless jingle
{For the melody accompanying this poem, see Appendix IIi297)
20.4 Rhythmical analysis

21 NDZI RHUMB HFANA
21.1 This poem is chanted rhythmically, on a monotone, during a skipping 
game played in a circle, It was recorded at Sukani (Video 2Sli Tape 2-2). 
It consists of a single stanza made up of four verse lines, ohcnted solo, 
with a one-word choral response, followed by a 'refrain' made up of a 
repeated phrase.

/So \s a /Ss \
Hdsi rkune ofana, (Oh) Hayit 
I sent a boy, Hayil
/So \s e /Ss \S a
A ya vhengoleai, (Ch) Hayil 
He wont to the shop, Hayil
/S n \S o /S a \S s
A ya xova xinkwa, (Ch) Hayil 
He wont to buy broad, Hayil
/S n \S s /so \



/
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Si bo 'like this', possibly derived froi
word is ceomonly used in Tsonga 
movement

21.3.1 Body movements
The children moved around in a oirole, step-skipping as shown, following the 
leader's movements. The leader, a bey, stood in the centre of the circle, 
and on the words famba sol he changed hin skipping style, e.g. to hopping on 
the right leg only; hopping with head nodding from right to left. The game 
continued until the children tired of it. The stap-akip movements are 
textural baton movements, and could not be linked to any words in the poem.
21.4 Rhythmical analysis

3-pulse pattern, while all

NHLOKO MAXATLA
Two versions of this unison sung poem were recorded, the first at 

renl (Tape 2-7), and the second at Burgersdorp (Video 235: Tape 2-12). 
texts are practically identical, and discussion is based on the Burgors- 
version for which video material is available, The poem consis:a of 
four-line stanuas; each stanza is made up of two identical couplets.

4



Xiluva, Ichwirhi, milengo. 
Cheat, stomach, legs.

3/4 ....ae li-rieB 1/2

=3” KoBhi w  temba-t&ebe.
Even If you just walk around,
\S /S \,a /So"

6 0 tn sails u ku tlhukwa! gaa!
You will just jump up and fall back,

7/a ....aa lines 5/6

61 tlhukwa! Ideophone indicating jumping up in surprise
gaa! Ideophone referring to the movement of falling back in surprise

It is difficult to understand the link between stanzas 1 and 2

version 6
The only textual difference between the two versions la in
line 6: I ta kala i ku tlhukwa gaeS

It {impersonal) will eventually jump up and fall back
22.3.1 Body movements

lines 1-2/3-41 hands point to head, shoulder, chest, stomach and legs 
consecutively, with indicative textual movements 

lines 7-8/9-10* steps taken, right-left, in a marching movement. These 
movements are textural baton movements; on goal the 
head is thrown back, imitating the action of falling 
backwards

(Sox the melody accompanying this poem, see Appendix IIi297)

22.4 Rhythmical analysis
The rhythmical pattern of Type I 8-pulse pattern is followed regularly in



I
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material available)

[A literary version poem is found in Hkunail4] (Appendix IllilOf)

23 H'WAHA MANAMA
23.1 The poem was recorded at Burgersdorp (Video 258: Tape 2-16). It ie a 
rhythmical chant which waa accompanied in performance by hand claps. The 
roem is antiphonal, the meaning being conveyed by the sole call, while the 
choral response ie a meaningless jingle. The stanza is made up of six calls 
with response. The structure of the poem is suggestive of a possible 
folktale origin.

1 (S) N'wana oannna,(Ch) Belongwa delengwa delengwa
Mother's child, Delengwa delengwa delengwa

i



Body movement: 
m the four clapa per verse line, no

23.4 RlytLmical analysia
The poem la very rhythmical, 
syllabic balance of the verr~ 
word, reinforce the insister 
is regular throughout the po

1 its highly repetiti
aeponse made up of

stressed pulses. Type II 16-]

dyi OB -le 
-rhi OB -le

t -ngwa OB -
[Rasengane'a (RasenganeilB) transcription of the poem consists 
verses, the first stanza as above, the second giving an appeal not 
the poisoned light beer. The typographical layout of the Raeengane 
disguises the rhythmical nature of the poem.] (Appendix 111:309)

24 H'HANHLARHU
.1.1 This poem is aung as 
the same title, Mr Python, 
in the recording made at M 
the song in unison (Tape : 
function of conveying infc 
child singing the song, 
doctor. The song consists 
The meaning of the stanza 
a meaningless Jingle. In t

an integral element of the well-known folktale of 
Its structure is typically antiphonal, although 

ihureni in April 1962, the children actually sang 
-25). Within the tale, the song has the magical 
cmation from the human world, represented by the
o the animal world, represented by the python 
if six stanzas in a call and response structure, 
s only conveyed by the call, and the response is 
e sixth stanza, the response differs slightly.

4r Python, 
Brimambo
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. 4

ng to call (you), 
nee 2/3/4

•ou are called by my father.
10/11/12  ae 1

My fathe 
U/1S/16 -- as

18/19/20  ae 1

23 manjengenja
24 ta aanaagoo. 

M  the desert

aajengettja.Berliner li 
Ideophonic 
traditional
element :

mtation of <
I Mbtra gives ajeginje

ona (Berllner:Sl), The 
are often the etableat 
Shona (or ndau) origin

could poeeibly be postulated for t
tlodluwa ta ■anaoga. There is a Tsonga superstition that if one 

groundnuts growing in the desert, they will continue to 
in the stomach, since they are magical groundnuts

manangoo The terminal -o suffixed to noun carries no meaning.
vowel is frequently lengthened in speech; it 
characteristic of women's and children's speech

(For the melody which accompani s Appendix Hi298)

I
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$ aa coming to call (you), 
6/7/8 --- aa lines 2/3/4

You are called by my father,
10/11/12 --- aa lines 2/3/4
=13= latana a vabyaka,

14/18/16 a lines 2/3/4

Hi tindluwn t

Of the desert 
oanjongsnja

a.Berliner in his The Soul of Mbira gives ajeginje as the 
ideophonic representation of the sound of mbira, the 
traditional instrument of the Shona (SerlineriSl). The 
words of the songs in folktales are often the stablest 
element in transmission, thus a Shona (or Ndau) origin 
could possibly be postulated for this tale.

« mansnga. There is s Tsonga superstition that if one eats 
groundnuts growing in the desert, they will continue to grow 
in the stomach, since they are magical groundnuts
The terminal -o suffixed to nouns carries no meaning. The 

i’-hened in speech) It is 
children's speech

s melody which accompanies this poem, see Appendix 11:298)
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24.4 Rhythmical aoalyais

(NtBan'Mial' 
which give not only 1 
reaponae to the 
(Raaenganeiie) ie a ae'

-ndlu-u

the poem (Ntean'wisiiSO- 
i human-animal message, 
leaage. Raaenganc

iza poem] (Appendix I

i SWESWI VANA
i.l This aung unison poem waa recorded at Sukani (Video 264: Tape 2-32), 
: consists ef two four line ataneae aung to a meli-dy which shows strong 
$stern influence, if not origin. The poem's educational function is to 
>ach children tl.a names of the various parte of the body.
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ta,. count, toll'

The first stanza has no perceptible body movements, while in the second 
stanza, the children uae indicative textual movements, to point in turn to 
each of the body parts named.
(For the melody accompanying this poem, see Appendix IIt298. This is an 
example of a heptatonic melody, within which the patterning of the poetic 
language does not appear to be anomalous).

23.4 Rhythmical analysis
The rhythm of this poem is based on Type I 8-pulse pattern

a Raeonganei?) (Appendix 111:310)

4



/S\B/S\S/S\B 
A hi tsuteumenil
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vegslon £
The only differenoe in version b, is the use, in lines 3,9,7,9 end 11 of 
xin'we in the place of xin'wanyana, i.e. 'one says'
26.3.1 Body movements
line 1: five fingers pointing upwards in a symbolic textual movement
line 2i arms up to indicate a tree, with hands moving around like

branches, in a symbolic textual movement 
line 6i 6 steps, running on the spot, in imitative textual movements
line 8i crouching down, as if hiding
lines 12-14i hips swaying, hands on hips, showing disdain, in an 

expressive textual movement
26.4 Rhythmical analysis
version a With the exception of the first verse line, based on Type I 8-
pulae patterns, all verso lines are bated on Type li 8-pulse pattern, and
enjambement if a feature of this performance.
version ft Both Types I and II 8-pulse patterns are used irregularly, with 
compensation being a feature,
version ft



version b

27 IHBBVfc LBIItmMlTO
27.1 This poem, recorded at MBhurenl (Video 287, Tape 2-62), was the only 
poem found which appeared to be a translation from a known English nureery 
rhyme. The 'Three blind mice' of Tsonga folklore are, however not blind, 
they do nob run after the farmer's wife, and their tails are cut off with a 
hoe, not with a carving knife. The poem was sung to a melody closely 
resembling that of the English nursery rhyma. The children's body movements 
are descriptive of the text, coinciding with stressed syllables. No written 
version of this poem has boon found in Tsonga Literature.

Ms/s \s/s\s
$i tsutsuma kanjanil 
How thoy run I

ZS\S/S \n/s\s 
Ti tsutsuma kanjanil 
How they rum



z

1, nbeva (9) ' (generic) meuDO' (C). The term may also be applied to the 
striped field mouse which Is hunted by small boys during 
herding. Either gloss would be appropriate to the nontext.

lines 1-2: holding up hands, showing three fingers in a symbolic textual
movement

lines 3-4t imitative running steps
line Si imitative cutting movements, as with a large knife, on tae-

and xl-. We note that these are knife, not hoe cutting
lire 7i arms up, three fingers pointing upwards
(For this melody accompanying this poem, see Appendix ill: )

27.4 Rhythmical analysis

28.1 TIHY1HPFU HX LBTZ

28.1 This chanted unioon poem was recorded at Sukani (Video 290: Tape 2- 
67). It accompanies a game in which the children walk around In a circle, 
imitating sheep following each other, structurally the poem consists of two 
stanzas, each made up of a repeated couplet. No published versions woro
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=1= Tj.nyi.npfu hi let!

/S \S /S \S
Ti karhele ti karhele 
They are tired they are tir

/S \S /S \S
Ti khomana hi ninoiia 
Holding each other by the t

i children were unable to explain why the eheep w

28.3 Body movement* and game
lines 1.-41 Du.mg this stanza, the children make two etep-ekip

baton movements in each verse line 
lines S-8t During the second stanza, the children take four

steps per verse line
During the whole of tho 'game', which consists solely of moving arc 
circle, each child holds onto the skirt or shirt of the child In 
her/him, like sheep 'holding each other by the tail', and this 
describe ae an imitative textual movement.

28.4 Rhythmical analysis
Regular pattern of the second type of B-pulse patterns.

textural
running

-SYI -npfu H
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XSSHA XSEHA NHOHOA XA NdA
This poem le well known throughout the recording area. Three versions 
recorded, at Hlaketo, veralon & (Video 300! Tape 2-79), at Olyani 
1 (Video 306i Tape 2-88), and at Burgersdorp varaion s (Video 311i 

Tape 2-96). The poem which is aung in unison, consists of a single twelve 
verse line stanza.

8. 6* 8. 8* 
Va voka ondleleni, endleleni.
They put (it) in the read, in

They will go p

<>• {>• <>•{>•»• <>•Va imabota Hobihoni, Habihoni,
Accusing Habihani, Hablhani,

<>• <)• (>.0.{>. 0 •Habihani xa Ngweoya xa Hgwenya- 
Kablhani of the crocodile, of the crocodile.
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SlhukuI llhukut Dioaul

nnotatlon of a false a
Habihual personal

(9) le the large drum used during circumcision rites; i 
the name given to the ritee thetiselves. 
ngosana > xingoaana (7) a small initiation drum

unclear-slla abilu literally 'to grind the heart1, but the meaning 
tlhukui (Id) 'to jerk up (child on mother's back) (0)
llomul (Id) 'from -dlomuta 'plump into deep water as a big sto:

mzsisn £

-hundia - -hindza

Mobulanl - Habihani, another trisyllabic personal ns 
Kabuloni N'waNgoma Habulani the daughter of Ngoraa 
xa ku rila Chevangwe ‘crying chavangwe' (Chavangwe -

omitted in this version
rhakarhaka 'smai 

creeper, eire el a
cukuoukul (Id) 'hurl far away, with one or both hands'
(Burgersdorp)
Kdxi yi veka endleleni...
I put it in the road...
Mabihana - Habiho li variant forms
Habihana wa Hgwenya Mabihana, the daughter of Hgwenya 
omitted in this version



ta ra nanane ra eatata ebita aa i 
little pumpkin, filling the pot

bending down, two textual movement* down-up, down-up of the 
whole torso. Imitating the action of putting something down 
on the ground (line 2) and picking something up off the 
ground (line 3)
6 rapid but not isochronous claps on the syllables of 

tuodundu, tundundu
hands held together, behind the back, palms up, on the hips, 
in a textual movement imitative of holding up the buttocks

i imaginary s

yjcrsion c
lino li two imitative textual movements, showing the

line 6: 8 regular textural drum tapping oov
(For the melody accompanying this poem, eee Append!

29.4 Rhythmical analysis
All the veroe lines, in all three versions, are perceived as being organised 
by the .26-pulse pattern, initiated by a stressed pulse. Intralinear 
breathing is a feature of these performances, with resulting run-on verse 
lines. Regular pulsation tends to break down a ier verse line 12.
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[Putallflhed vet'sions of this poem 
Raaengane :20 with accreditation to

I



3D.1 This chanted poem was recorded at Burgeredorp (Video 320: Tape 2-111).
It accompanies a game which resembles the Western oranges and Lemons. The
poem consists of two stanzas, the second being a repeated couplet, and these 
stanzas are repeated throughout the game, the stanzas are antlphonal, the
caller, and by both caller and the responding choral words in the second 
stanza. Some of the words are of unclear meaning, with the meaning o£ the 
first stanza being particularly obscure.

/S \S/S \S /S \S /S\B
»1» (8) Vans vans vana va nga (Ch) Vulanga

Children, children my children Vulanga
/S \S /5 \S /S \S /S\S

2 (S) Vs nga heli hi mintlhaebi (Ch) Vulanga
They cannot be finished in great numbers Vulanga
/S \S /S \S /S \S /S \S

=3- (S) XI ku xi
Saying, saying a

The game is played exactly as 'Oranges and Lemons', but the words and melody 
bear no resemblance to the Western tune of that name. Two children, who have 
previously each chosen a favourite object, stand facing each other, holding 
hands In a high arch. The other children pass through th- arch, running in a 
large circle while the verse lines are sung. On the repetitiun of the word 
■ita the arms come down and the 'frog' is 'swallowed'. The child thus 
caught listens to the whispered names of the chosen objects, decides on one 
and then stands behind the child whose object it is. After the last child is 
caught, a '.ug-of-war takes place, and the strongest team is the winner, In 
the particular performance recorded, the two objects were xlkhuta kuabe 
movha 'a scooter or a car'. Haroen describes this game in his collection of 
boys' games (Harolen,1954:63-4), with the title Xitiaela na Muti ’a train 
and water'.

Regular Type I 16-pulse pattern occurs in performance.
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3), VOHAHI N'WBKA VIA KOA
31.1 This aung poem was recorded at Sukani (Vtdeo 335: Tape 2-135). In conai 
of five call and reaponse coupleta. These are antlphonal 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 been 
found in the published folktales.

=3= u ala na ku dye
He is even refusing to eat

4 ....as line 2

My child

eve (la) literally 'daughter of Big-ear'. The use of the class 
6 noun prefix me- gives, in leonga, the connotation not only 
of something big, but also something ridiculous, and its use 
convey:! also the sense of stupidity.



I
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VERSIONS

Column A 
3 1 xlkhongelotana 
3 2 rharhu

2 4 tihomu
; 1 vuyokoyokwanl
3 2 ntlhimbi 
: 3 enxinkobyanini

5 enhlarukueni

Total number

yer.algnB

3(13-21) 3(13-21)
4(22-33) 4(22-33) 4(22-33) 

2(34-39).

5(34-46) 
2(49-54)

3(58-66) 1(55-57) 4(64-75) 
5(76-90) 
2(91-96)

♦1(67-8) *1(88-60) *1(100)

2(43-48) 2(40-45)
3(49-57) 3(46-54)



/
4

Each version is made up of oyclee, each dealing with one topic which ' 
define for analytical purposes by the 'head word'which introduces it. Sj 
oyclee were common to all four vorsione, and comprise the same number c 
stanzas in each version. We call these COMMON CYCLES, abbreviated to CC, a: 
numbered l to 6, and the head words are as follows!

xlkhongolotana 
rhorhu ~ rhnrtti 
rinhu - riohi 
blhomi

■little millipede1 
■father’ (obsolete n 
'thin stick'

There are, further, five cycles, 
different numbers of stanzas 1 
PARTICULAR CYCLES, abbreviated t 
words are as follows:

PC 1 vuyokeyokweni
PC 2 ntlhambi
PC 3 enxiakobyaoini

lommon to all vei 
i different ven 
and numbered ]

, and comprising 
which we call

’hullaballoo' vaggioi:g £ and j
’herd' verslona a and ji
'in the little valleys version 5:

PC 4 xipene 'steenbok' versions 4, {j and a
PC S enhlarukweni ’at the drift’ version £

The Table facing, gives a structural comparison of the four versions. Column 
A gives the common cycles, column B gives the Particular cycles, and the 
final four columns show the structure of each version, using the convention

It will be apparent from Table J and from the textual transcriptione lu&t 
tho poetic performances weed highly repetitive. The longest version, version 
£, has been chosen as the basic text. The oyolos have been indicated by 
vertical bracketing. Cycles conclude with the final veree line of a stanza, 
which introduces the new head word of the following cycle. IS will be 
recalled that the Ngove performances were completely spontaneous, and the 
length of this version represents, net so much now material within the poem, 
or significant differences between it and the other versions, as the 
repetition of the content of previous oyclee, with the substitution of a now 
head i-ord. The children eventually stopped singing only because the adults 
in the aviience began to grumble, and one had the clear impression that they 
oould happily navo carried on singing for much longer in the same fashion. 
Differences between version 5 and the other versions are discussed in 32.2.2



/

20 Tshekete roxe 
Narrate alone
Tihomu ta Vahlave mu 
The cattle of the Vahlav
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3 3 exlnkoByaninl
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Longed*u-10Bgedzu 
Longedeu-lengedzu
%o dlivn tilo am
It bumps the sky mm

It is raining

It is reining

It Is raining for the child ram

Ri vuyela n'wnna
It is raining tor the child
N'uana Ktshikiwena me 
The child of Ntshikluunn m

H'wana Ntahikiwene 
The child cl Ntshlliiwana
Xa ku tehwuka ngopiu ra 
The very red one mm
.,.,aa line 57
Xa ku tehwuka ngepfu 
The vary rod one
Xi nge xipene em
Like the steenbok mo
....as line 60
Xi nge xipene
Like the steenbok
Xipene xa aananga em
The steenbok of the desert mm —



65 Xipene xa aananga
The steenbok of the desert

90 ....as lines 
headword enhls 
exinkobyanini

-khongotela 'to enoourags’ has probably been substitutsd by the 
ohiiOron for the more usual -kondletela 'to poke up a firs’

riohi - rinhu (11) ’a thin wand or stick' (C)
nhingu (9) 'a peg or stake' (C)

The meaning ef thin veree line is obscure
Tho meaning is unclear, tsheketeni (9) ’red-chested cuckoo (n«tecooyx 

solitarius)’ (C) would normally havs a plural in Class 11, 
i.e. titeheketani. MatshekotL li might however be a reference

• to someone well known for skill as a narrator of the 
■itshsketo ’folktales', < -taheketa 'to tell tales or
narrate’

vululuaoi - vulelwanyi (14) 'tassles of maize ears, eaten by cattle 
after threshing’ (C)

hulole < -hulela 'thread or string, as beads or fish' (C)
Halongediu possibly a surname, the final syllables of which are 

repeated as euphonic repetition in line 42
-dxiva 'knock one's head against something which is too low, as 

lintel' (C)
tilo ri vuya literally 'the sky is coming back' but often said by 

Taonga speakers of rain falling



4

Textual dlffarenoeo are discussed below £or each of the other version 
using the cycle headings. The equals sign = is used to indicate that 
differences exist between the version under discussion and version g 
given above.

goreion % M 
xikhongolotan

i 24: byasi which 1 a dialectal variant of byanyi
d of hard-

ne 33: N'anga yi na atlhaebi
Tho herbalist has a hard

i 36t Ntlhambi wa kinyarhi 
A herd of buffalo 

i 31-B....as line 36
i 39i Hu ya dyiwa tilo

IV (the herd) io being eaten by tho sky 
Tho moaning ia not clear, and it could bo that 
children have substituted dyiwa 'to bo oaten' 
tho loss usual voib -dliva

Tho fourth stanza of this cycle ia incomplete and of a 
difiorent form from the preceding stanzas, and brings tho 
porf imance to a close

i Khawal Rheum I Khawul 
Ideophone, probably dosvied from -khawuka 'to coaso 
to flow, to do an accustomed thing; abandon a 
habit' <C)



line a 33-5: vujofcojokwani. - Ideophone derived 
behaviour and chatter of the bird mayokoyokwani 
Babbler, which seated in a large flock makes a 
continuous noise. Hence, figuratively, the be ha 
talk of e village in which everybody ia dieagre 
everyone elee, and nobody listening to what the ot 
says." |Personal communication: I R Schneider)

eed-biiled hoopoe' (C) would give the 
e behavioural characteristics - there ie 
y as to the meaning here, except the 
to behaviour like that of birds.

Khaputela byasi
Nibbling the gi

repetition

consist:



z
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barely audible rush ot word! 
i exotarnation often used tfinishing wi

inalyais if
possible

imitative action of poking 
imitative beckoning movener 
Imitative cutting action 
imitative action of eating

I
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We note t 
verbal f 
positive

fidieate its redneg 
■ate eating whichImitative movei”~nt8 

repeated in thw fins 
of Kltapl Khapl Kbapl

:oidental

(For the melody accompanying this poem, Appendix Hi
Rhythmic

This poem is the only 
of 6- and 12-pulae v 
Without exception, the

I



/

ntlbe-iebi
ntlha-abi



/
•i

ku T8B -e

-ho -t” -kwa -a

aa Htehl -ki -wa
aa Mtehi -kj. -mb 
a k1rsHWU -ka ago 
» k'ISHWU -ka nga 
» k'TSHWU -ka ago



I
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-na Ntehi -ki 
-na Ntahi -ki



-la -vos»a-

I



/
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(Written veraiona of this poem are found in the Keaan'wisi and Raeer 
collections (Ntean'wiaii33-4; Raaengane:21-2). The Ntsan'wisi vers 
eofiBista of seven stanzea, each made up of a pair of stanzas of similar 1 
to those described above. The Raaengane vornion consists of tiilrt 
stanzas]. (Appendix IIH312-3)

Two versions of this rhythmically chanted poem were recorded, at 
3ni (Video 372i Tape 2-274) and Burgersdorp (Video 380; Tape 2-288). In 
versions the poem ie chanted in unison. The auegeradoep version La
• than the Mbhureni version and the order of the stanzas is different. 
:exts are given in full. Ho literary versions of this poem hnvo been

vornion a Mbhurci 
Thia corvaLeto ! an initial verse line, er call, followed by six three-lined 

The content of the verso lines ia repetitive, being based on a 
sentence, introduced as incremental repetition at the beginning of 
inza and repeated with slight variations throughout the stanza.

It saye, carry m

I It says, carry m

*



Hdso ala, ndzo ole.
I just refuse, I juat pefuae.

Xil Vn dyllo owilo,
n things, 

n things,

Xil Pfopfeneno 
Xi! Pfepleoenei

xioane 'ahert-legged toaa (Brevicepa mooambioua)' (0) 
bobu > -bebula 'to onrtry on ths back like a baby' (C)



3t pfepfeoono appeaea to be a meanlngleae jingle
veeaLan fi Surgeredorp
This version conaiBts of nine three-line ataniae ot aimilar form to thoaa 
in version & (i.e. verse lines 1-17 and 21-28). Verse lines 19-20 and 30-31 
are meaningless jinglea. The initial interjection, by a solo voice, ia 
usually a euphonic rendering of the root syllable of the head word of eaoh 
sentence or phrase in the stanza. It should be noted that the title differs 
slightly from that of version a, butt the content is so aimilar that the two 
poems were grouped together for analytical purposes.

XII XI RI XI8AKA

a mini, ka mina.



Ndzo ela, ndzo ale.
I juet refuse, I juat refuse.

just cries,

Mini I Khwlrl

Those ohildroii/

Val Those ohildron.

dyilo owilo,
eaton things,



z
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Things,

igleaa syllable:

\ bande brought up Indicative
both hands Mp and over alternate shoulder#, as if putting a 
baby on the back - four imitative textual movements 

: shoulders shrugging In refusal - four expressive textual
movements

i hands to eyes, crying movements - four imitative teitual
movements

16-18: both hands held in front of stomach to show its huge eini -
four descriptive movements 

ines 21-3: right hand out to show height of the children - four
descriptive movements 

51 hand to roauth, 4out imitative eating movements on the
syllable swi-

3i both hands held in front ot stomach - four descriptive 
textual movements, we note that these movements do not
Impersonal Absolute Pronoun. They could thus be called 
textural, rather than symbolic textual movements.
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RbjrthBi 1 annlyeie
In version a, all verse lines except the first, which is a 12-pulse verse 
line, are based on 8-pulae patterns. The stanzas are patterned with two 
verse lines of Type I, with the final line being of Type II. This form of 
stansaic pattern is also found in version b. The verse lines made up solely 
of meaningless syllables follow Type I 8-pulse pattern, in both versions, 
the highly repetitive content and almost unvarying numbers of syllables per 
verse line contribute to the tightly constrained rhythmical patterning.

xsKsAsa a

u//(ndzi

a//(nd*e







Ki tshama s'
-nyanya-

3. kha -nga-la khangala kha -nga -la 4 .khanga -la khang‘7£ mands'a yini

tahwa'ntizi-lo ^3* kha-nga-la to ~ka nflza tahwotahwo



kwee (kwee)

AmachuchuBanga

t e  oke sikok'uK'nyi -%a x 'm aiang'

'manga xakdxo dye -la -tel

H



M/4.

-ka -tla 4.awi -£u -va khwirhi mile -eng'



Z. tl -rebeva le -Si -nharhu fl.ti tgutsumo ka nji

Q, ti -mbava la -ti -nharhu



hindza

Ma -b'hani-biha -ni



I

I



APPENDIX III
Reproductions of pubjiahcd voraiono of poops recorded in prepa­
ration for ehia work, are presented in this Appendix

Poem I A HI HINi\ MFSttilB

15. MPENHE

A hi mina mfenhc,
H i mina munhu.
Kiwi i  gomo Icri,
A hi gomo led,
I  kepisi ieyi 
Ya majaha icyi.
Kasi i mahlo lawa 
a h i mahlo bwa 
I  mathonci lawa, 
ya majaha lawn, 
Kasiim arh im iht lawa, 
A  hi mnrhimila lawa. 
I t ip ip ik t i ,  
ta majaha leti,
Kasi voya lebyi 
A h i voya lebyi 
I  tinkoti leti, 
ta majaha loti,
Kasi switslinmo leswi 
A hi switshamo Icawi 
[  miwnfa law«, 
ya majaha.
Kasi milengc leyi, 
Ah im ilenge iey i.
1 mabutau lawa, 
ya majaha lawn,

300
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A KU RI HA X1WANYAHA

26. XtNYENVANA (XfVONDLWANA) 
A Vu rl no xlnĵ nyima,
A .vi novcla ku haW.
A xl n»vel» ku holm.

Axi naveia ku lumn.
Nd:l suko ndzl 'cfca xlsibt, 
Ndtl rlielela nanbyenl,Nd;l ya hlanuw.i xlnhwolemi Nd.l xi khulukl<a nl matl.

Rasenganv 1903i 15

HEYI SKELUMUNI

"He Xikclcwol 
Vona va ku: "Heed" kumbe Hycvol"
Ycna a tlhelo u ku. "E ka twina rai dya yini ?” 
Vona va hlamula, va ku: "HI dyo maxatea" 
S< a ku fttthi: "Na yini}"
Sc vo vaku: "Nan’wahuva!”
A engetn a ku; "Tlhvltu-ke ?”
Vans va tiaauJs ya ku: "Tl dya vusokotl!"
Sc a ku: "Ha hunisa?11 
Vo va ku: "Hualsaol!"
A tihela a ku: "Ha khoma >"
Vodb vaku: "Khomuiil"

Marolen, 1954:10-11

it)

13, Xoltnfn
llcyil Xokoln, Yoo!
Kn iVwiim ml.dyn yini? 
HI dya mnxninnn.
Nn yini kc?
Ne ifVnhimi.
TlJniku lonn kc?.
Tidyn vusokoll.
Mu lionise,
Honlinni.
I In kliomn,
Khomnnll

Htean'wiBi, 1960il0
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27. KHANOALAI KHANOALA 
il Khangala! Kliangolal Khangala I

i, kliangala, khangala!

Khangala. khongaln. khangala 
Hi mandza ya ylnl?

Raaengane, 1963:15

versions; the third is Msengane's version

Xikosi xn ngn, Xikosl x

Mnlcbvu ya nglinla. niulebvu ya n|hcla—

I

I
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11)

51- Sulrho

l.cxi i xikosl-koti-kosi-kosi 
I ndhwaleln, iijhwulckt.

1 rnombo nkulu. moinbo ukulu 
I swiisnyi-lsnyi, tsayi-lsnyl

I mphimila n'ivaisa, mpimiln n'wnlsa

1 xilcbvu-lsbvu, lebvu-lebvu 
I nkolo ku mltn, nkolo ku mim

1 mfuvn-hava, mruvn-hnvn.
1 nkhomtt-mndjliiilm, nkhoinn-madjlinha

I hiwcia-byaliva, rtiulch-byahva 
1 xlsud-smi-suii-suii.

I nmisvnso kule iwnsa kulc,
Muii nn hosi Oooo— i

Ntsan'wisi, 1960:48-49

3S. SW1R.H0

Lc<l xlkosi-kosl lexl, xlkosl-kosll
Lexl 1 thavn-ihava lexl, i thova-thava ILowu I moinbo wufculu lowu, ( mombo 'Mi W u !Lcswl I swltsayl-tsnyl leswl, 1 swltsnyl-tsayl!
Lexl I th!ml!a-niivva»a lexl, 1 thlmlln-nhwatsal Lowu I nkolo-ku-mlto lowu, 1 nkolo-ku-mltal 
Lexl I maheta-noula lexl, 1 rnohem-ngula I Lnxvit I mavoko-ku-Elrli.' lawa, 1 mavoKO-ku-tlrlm! 
Lcyl I milengc ytinea leyi, 1 mllcnge yangal Huik'vawo lowu l mlrl vvangn,
NU:a wu hlaylsa.

Rasengane, 1963i19
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Poem 16 MQHALELE MGHALE
1) Kidd's description focuses on the game, and he transcribes 

the second poem as follows:

Ra « gimbthmbe,
Ha« tnutl uno rgf liv-i; U no rylvTi raagiingei. Mingoingoi ngi «nl I 
Ngiamuiihuuliiibinga. Tim In am 
Nyflmutihia,
U nembur pimutMni, 
TihiinWa RyimiuiUt.

jimbckunbc,"
I [n tree [hull eiicn | 
<lsM«nmiTig6lngoi. VhoK II the mingolngol / 
I bflongi ta Bcctie-knile 'Vs hive i«n you Nyimuiihli,

Kidd, 1906:181
ii) Junod's focus is on the game, and he gives no words

iii) Earthy focuses on the game, which she calls DAIAUQ'SLANI

II. N'lvnm'tlcl— bimyn

N'xVnm'clcj— banga, 
Dviga— niimgonBCii, 
Mimiiengoli-yn’ mo, 
Xipihdn— ptYnlana 

Chedccl

Ntsan'wisi, 1960:9

25, N '.VAMC1CI.BANGA
N svamclcl-brmgtt, 
Bongn-mancongoll, Mancongolt ya me, Xlplni:ii.t)ind ana Chcdeel

flasenuanef 1963114
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vi) Blacking gives words for both poems

A Slniulard ttrsiun

2 HnnjJnln,
3 HnniJnln,
i  Ndn ccmn^ (I cut)
6 Tamtmof (IW v,hki\ Wps to cut)
6 Tslilijonl (the bird)
7 Tslm gnla3 (It sits on)
S Mutiuiiiit (u dry log)
9 Mmitliile,4
10 Giml-weol1 (n Inrgc piccc of liic-wood)

16 llnmatslHitshuru-bBngn
1 Ha mntshutshuru-banga,
2 Bangn mnngongorl,
3 Mnngongorl nvho,
4 Itn mntsliutsiiuru-bangn na tshl
5 Puno-ptine range ra mu.«hlku-shlku
6 Shi vhuyti kurnnS've.

Blacking, 1967i53

vii) Rikhotso describes the game as follows:
Mbimbalembale: V.inn vn malembe ya mune kumbe ku liula va 

Ishama va navile mllenge. Un’wana \vn yima n fjniblsa voko elienhla ka 
milenge a ku: "Mbambalenibale... I" Swifanyetona nl swfnhwanyetana le- 
swln'wana swl hlavelela swl ku: "Mbale... I’ U sungula ku ylmbelelaa ku: 
'N'wamcinci-banga, bnnga mangongonl, niangongoni ya vo, 
N'wavliulamtlieiho ngoool" U yimbeleia niariio lawa a imyile linlilio a fa- 
inbisa eka nenge wun’wann nl wun’wana \va lava ng.t nava. toko rlto ra 
"ngooor ro ya heteleka ekj nenge wa un'wana. u (angle a kliondla nenge 
\talowo. U yimbeleia niariio lawa ku kondzn "ngool" yi enel-i mllenge 
hinkwayo leyi faneleke ku kliondla. Loko milenge hinkwayo vl helerlie va 
sungulo mbsmbslombsle nnkambe.

Rikhotso, 1985i74-75

Poem 18 MPFULA MPFULA
60. RISIMU RA SWIHLANGf

Allinnfl, myfiiliv j'ft viiyn mpfulu mlmiicl 
Jim lil tiKlya swlfuld mlmnol 
Kwhtmgiv nn mr.Uwemba mlmnol 
TltimiiRii itn iimtlmbn mhrmpl 
Miroho na Llnyiwiv mhituol

V« viiyn miifnlri mlliotulo total 
M|>fiila yn mi mlliotolo Latol 
VI tnt-ft maanvn mlhntuto totol 
HI ta bitmUi'in mntlvn nitlmtota lotol 
Xllmjft im mujphyo hwI til hlulm mtholoto tolol

Slljfulft liiuicnnmlr,! wlzi n'wmm \n  vl|(oi?p, 
Nilxl in yn. jifuvn mlv.lionn tfiulnptol 
Niixl Lin nn mlgnro itiulnclsl 
Iim yn gnngiimnkii Iniilzrlr!
Tcnilw'li' li'iidzi’ly lemlzdi'l

Ndhambi, 1950: 80 (Mttslniinn.itt liiiirl)
306,
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ii)
28. Mpful’a yi vnye N'llmlliollio

Olrrrrr— |5linviiviin-iUlio-iHho-ntlm--wimun- 
A yi vuuyce— I ku hlnmbiinyisn swlhlungll

Mpfuii! yl vuyo mthoihollio,
Hi (n ciyn mniimba mdiodiotiioi

Mpfuln' yi vuyc mlhothotho,
Hi In dya bcmbeic miliothothol

MpMn' yl vuyc mthoihollio, 
ill in dyn limimgn mthothoi

Mpruln' yi vuyo mlholiiolho,
HI in dyn ilmiluwu mihoiholltol

Mpl’ulit' yl vuyo mlhothotho,
Hi tn dyn xingliwimbhi mliiolholhol

MpfW yl vuyc mlhothoilio,
HI in dyn mnrhmigit mthoihollio!

Mpfuln' yl vuyc ivthothoilio,
Hi in ilyu xisensc mthoihoihol

Mpruk' yl vuys mlliotliotlio.
Hi ia dya swifnki mthoihoihol

Mpfuia' yl vuyc mlhothotho,
HI la dya mihiain mthothothof

Mpfuln' yl vujb mlhothoilio,
HI tn dyn mnllmba miliotliothol



/
4

■U MPFULA I VUYE
Clrrrrr-pliavavafln-nclio-ntiio-ntho-xvttoa , . ,1 
A yl vuuyce . . , I ku hlaml'nnylsa swihlongl I Mpfuln yi vuyc niEliotliotho,ili ta ilya mMlinba imliothotliol 
Mpfuia yl vuye mthnthotlio,

Hi to <l)H mnlicnii'ele nuhochotha! Mpfub yl vuye nvthotlmho,Hi n dyn tlmaiiga mthothothol Ml'fula yl vuyc mthothotho,
III eo tlya tlndluwa mthotiiothol Mpfuia yi vuye inthothotlio.Hi to dya XlnahwlmMil mtliolitolito! 

Mpfuia yl vuyc I'ltliolitotlio.HI (it dyn mariitmoi mthotKotliol Mrfuln yl vuyc mtliothotho,HI ta dyn xiactm mtliothorliol Mpfuia yl vuye mthotiiotlio,Hi to d)-a swifok! mthoihoihol Mpfuln yi vuye mthothotho.HI tn dya mlhlatn niEliotliotho!Mpfuln yl vuyc mthotliothoiHI tn tlya mntlmba mthothoEiiol
P- Nlifllltolil

Rasengone. 1963«20-21

NDal ilLAMOENB NA NTUIAtlU HA MAJAHA NA RIN'WE

40. NTLHANU W A  MAJAHA NA RIN'WE 
Nd:i hlangcne nl ntUianu wa ■najohn no rln'wc,
Va vuya va nd:l kombela foie . . . mmmm!Nd:l vuyo nd:l ku foie nU:l have .

I suka lul
\'a ra iunghit n ndil \-a invl , . , mmmm NJ:I lava N'vvi-ma-clia<lxul»nl . . . mmmm!A la famha a ml:! chailiulnnl . . , mmnini 
Swl thiln hi ku kliandslyn xltlmela ml:! va Jonl,
Nd:l ya wtsa vusiwanc . . . xa koka,Xn koka huh one. xn koka Xa koka . . . yo, xa kokooo

Poem 22 HHLOKO MAitATLA

13. SIVM/JO

Nhloko, mnkntla, xifuvn 
Kl’vVfiri.milungc 
Nhloko, mnkntla, xifuvn 
K h w ir i, milenge 
Hnm bi wo fnmbn-fnmba 
U ta knla u ku tlukwa gnn I 
Kamlu wo fmnba-fomba 
U ta kala u ku tkikwa gnal

Ukuna, 1979il4
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S'MMifi 11M1M1A
35. N'WANA MANANA

\ 11 ehele imirlil, Ucknnu, dclcuRu, cl,Murlil vo tsvvlmko. Uclcnnu, tlclcnau. tleiciigi Wo dhyn xvcna, dclengv, liclciigu, clelengu, Dyum miroho. dclcngu, dclcngu, tlelengu,

Uelenau, dcieiiyu, cleleneu,Mudkkc u ngo mvl.Delcneu, ddcngu, dclcngu,Vn ehok murhi,
Ddcngu, ddcngu, delcngu,Murlil xvo tswhuka,
Dolcngu, Udcngii, ddcngu.Wo dlayn xvcna, delcngu, delongu, tlelengu, 
Nxvana matl, dcUngu, ddcngu ddcngu,

Rasengane, 1963:18

H'WANHIARHU
53, Nmi-iililnrlm 

Nwnnhlnrhu— nwanhlnrhu. 
Urlmiimboo— iijcngcujna— I 
Ndzl tile kn wenn, 
tirimamboo— njengenjon— I 
Mnkxterlm wn vaiiyn, 

Brimamboo— iijcngenjaii— I0 vabyii hi tindluwu ta munnnga, 
Brlmamboo— njengcnjitn— !
Ndzl rhumile hi ttilnnl, 
Uiimtimboo— njeiigcnjaa— !
Vn ku ndH in vim Itcsi, 
Urlmnmhoo— njcngcnjnn— I 
Hosi ya kn klmlwnim,
Briiimniboo— njcngcnjnn— I 
Ndzn in nd?n hn longa,
Brimnmbo— njcngcnjno—! 
ilyl isandze In'vnkulu 
Brimamboo— nj'cnggnjna— !
Nl tlnhungtivonn ni machovo ya bo', 
BrimRmboo— njcngcnjnn— !
Nl '.Ivshr.tk- in vo',
Hrlmnmboo— njcngcnjnn— I 
Mi la ilva nd?l nnnga-nkulu, 
Urlmnmhoo— njengcnjnn— I 
U vnhyn hi ilnUluwn la mnnangn, 
Brimumboo— ! iijgngenjao— I

Nfcaan'wlal, 1960:50-51
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36. N'WA-NHLARHU

N'svjnhlarliu, N'«ithlsrhu, Drimnml'o, miuilcngenja.
Ndiii ku vleuna, llrtm.unl'o, nuinjgagonjiil Qtlmaml'ol U vita hlmtoim, Brlmrtmbn monlcngcnjal Brlmambol Tatrina n vat’snka, Hrir.jmbo mnnjcngcnjnl
A liinwnlca lil tlrnliima, lirlmambo, mnnjcngctiln!

Rasengane, 1963iIB

SWESWI VANA

3. VANA HI HLAYA SWIRHO 
Sweswl vona hi m hlaya swlrlio,HI to Ways awlrho,Hi mlitoya awlrho i Nhloko, mtttotla, xifuvn, xlsucl,Motsoio, ittlk'.mwMia . . .Mattole, Bivikimwana.

Raeengane, 1963:7

Poem 29 TSEMA TSEMA HHONGA YA NGA

i) 45. Nhonjjn ya ngn

Vn Iscm nhnnga yu ngn,
Nhongn ya ngo;
Vu veka ndlclenl,
Ndlolcnl va ta iiundza vn tckn.

Vn lumbctn mnhihana,
Mnhlhaim nsvunn Ngomnna:
Neomaim xliigmnBim tiinUuu— I tumluu! 
Kingomana umduu— tunduul

NwanniiEa u ngn rill,
U ngn ri/i <j«u— !
1 monan'a vuyukn,
A iu,uka nI mm-hangn yn l.u tain.

Ya ku tola
Yn tain mblut na rihlolo 
Tlukii! Tluku! JfJioiuu!
1’cla mllambuu- !

4
NtBarVwieii 1960:45-46
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i i )  )C. TSBMA-TSEMA KIHONUA YANOA
U yl velai nUlelcnl, njlclcnl,\'i m  luimi.-n i-a tokn, m  tckn,\’i Uimbcca iiml'lliniil, Mnl’thiint,
Mnbllinnl n rl n'vvnna N'wa-nRwcnvn, N’wu-ngwu XUiBomoEin tuiukunihu, [LinUzuiuhij,Xa ku rlto Tovofel, Tnvokl,Tovokl u ngn rill, u ivgo rill,I mnnana a vuyaka, « vuynko,A vusnlca na Nslio-mMu, Nilln-mMlu,Rhokarlnka lera nfid ra mabm mbits nl rihlolo, 
Thuku-tUiku dlomu p-lo nambu,Lomu ka Vogwombc ne Vacopecl

Roaengone, 1963:20

VONANI N'WAMA WA NGA

9. VONAN1 N'WANA WANOA

Sekurendsc, kuceadie, kurcndze ,.,,
U aid no ku dya ha! , , , ,Sckurendse, kurenrizc, kutcndic, kuconJw . , . 

N'wana wimga, hlcho, hlcho, bshoi \X’a mondlcvc, hlcho, hlcho, hiclio!
Si ya Jlodlo, hlcho, hlcho, hie lit'!

ilasengane, 1963:9

i i )  30. N ’WANA WANGA

Vonnni n ’wnnn wnngn 
Sclturcndzc, Iturendzc, lairendzc 
Sckurcndzc, lairendzc 
U  nln ni ku dyn 
Sckurcndzc, kurcndze 
Kurcndze, sckurcndzc.
Nn tindlcvc
Zinjoo, z injoo, zinjao------— f

ykuna, 1979:12
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SebblJ A  xikhcnoclotana

i)
43. XlklKHiKololiuui 'mill

Xikhonsflolimu 'mm—
Xtkhongutalai ii kniullcleln udzilo 'mm - 
Komllwola ntizilo 'mm—
Koiullclcln ntlzilQ rliurhn wn kwc wn la 'mm—

Rlmi hu wa kwc wa In 'inm-— 
llliarlm kwc wu tu u In nl mbuli 'mm—
U la nl mbuli mbuli yu xinyayi 'mm—

Mbuli ya sinynyi 'mm—
Mbuli ya xinyayi u yi nn mnlimbn 'mm—
A yi nn mnlimbn 'mm—
A yi nn nmllmbn yi nu mltlollollo 'mm—

Yi nn vulungwimn 'mm—
Yi mi vulimgwnnn ioko vn liuldc 'mm— 
Loko vu liuielc ’311111—
Loko vn huicle c mikoviiiilnl 'mm—

R mikovonini 'mm—
B mikovnnliii yn nmsukumbcln 'mm—
Ntizi lilmigc ni iiillmmbi 'mm—
N0« liluiiijii ni nilhitmbl iiilliamhl wa linynciil ’

Tl ya dlliuvu-dlimva 'mm— ,
Tl yn dlhuva-dlliuvn lilo rl in ku'vn 'mm—
Tilo rl in ku wn 'mm—  1 
Tilo rl m kuwa rl ueln nwann 'mm—

Ki wcln n’wnnn 'mm—
Rl weln iVwnnn. n'wnnn iiklrimnnn 'mm— 
N'wana nkirlmunn 'mm—
'Nwnnn nklrinmmi mlilsl yn vusiku 'mmmm—

N ts a n 'w is i,  1900:43-44

'ill
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42. XIKHONUOLOCANA M M  
Xlkhor '’taiw mm , ,
Xlkhon«ulonma kniullcttin n.t:lln mi» . , .Koidlctelo iiJzllo mm . . .Konillctcb nJ:l[o choriil wafcu wu t i mm . , .Kliarlil wnku wa tn mm . . .! lUiarhl xvnku wn to u M id mhutl mm . . .U ta nl ml-utl mm . . .1 LI to nl ml’Utl yn xinyayi mm . . .Mhutl yn xinyayi mm - . .!MKitl ya xinyayi o yi na nintlmbit mm , . . Nibutl yn xinyayi a yi na motlml-a mm . . ,A yl na matlmha mm . . .1 A yl tin matimi'a yi na mrionotiv mm . . .Yi na vulunsivam mm . . .1 
\ I na vulungiviuin loko va huiele mm . . .Loko vn liuldc , . . mm , . ,!
Liiko iTi liiilck1 vmikovfiiiliii mm . , .

Hmlkovimml mm . - .1 limlkcivnnlnl yu mnmktimMa mm . . .NJzl tilnmsc nl ntihnmM mm . . ,1 
NJ:I IiIiiuko nl ntlhnnil'l, nthlmnhl wa tlnvarhl mm . . ,1 Tl ux illlvn tiln mm . . .Tl ya Ullvn-,lllvu tilo rl tn wn mm - 
Tilo tl t;i ku xvn mm . , .

'I Il<i rl is h i tin rl nvlii " »'ui)n . .Rl xxclii nwnnn mm . . .N’wana nkirlmann lulnsl yn vu«lkuI’, Nlnuuvlil

Rueenitme, 1963:21-22
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