Zulu Marriage Values and Attitudes Revealed in Song:

An Oral-style Analysis of Umakoti Ungowethu
as performed in

the Munambithi Region at Kwahlathi

Zandile Heavygirl Vlangele



Zulu Marriage Values and Attitudes Revealed in Song:

An Oral-style Analysis of Umakoti Ungowethu
as performed in

the Mnambithi Region at KwaHlathi

by

Zandile Heavygirl Mangele

Submitted in Partial Fulfilment
of the requirements for the
Masters Degree in Orality-Literacy Studies

at the University of Natal, Durban

Supervisor : J. Conolly

Date Submuitted : March 2000

[



Acknowledgements

I wish to convey my sincere gratitude to my supervisor. J. Conolly. and to Professor Sienaert

) also wish to thank my family for accepting the changes that are taking place in society. especially my

father-in-law, Mr John Manqele. my husband. Jabulani. and all other fanuly members who allowed me

fo continue with my studies. although 1 am a Ak,

[ would like to give my special thanks to the Zwane family of Kwallathi who supported me during the

course of this research. I would also like to thank my daughter. Lungile, who helped me a lot when |

was writing this article

[ am also thankful to my colleagues of the Masters 1998-1999 Orality-l.iteracy programme: Nehsiwe.

Mqeqeshi. Horse, Mzuyabonga. Theo. Veena and Clementine.

To many others who have plaved a part, whether mentioned or not. I'hank your.



Declaration

| declare that this thesis is my own work and that all the sources | have used and quoted have been

indicated and acknowledged by means of references

SIgNAUYe: e



Table Of Contents

Contents Page
Introduction I
A of the study 2
Scope of the study 3
Literature review 4
The dynamic nature of women's traditional songs 5
Methodology )
Interviews 6
Participant observanon 7
Responses of interviewees 7
Interviews conducted with Women (40-50 years) §
Interviews conducted with Women (20-40 vears) 9
The Song Umakoti Umgowethn, and s modifications when sung m KwaHlathi 1)
Modification to the status of Makon I3
How do Makori’s - married Zulu women - cope with fiving in two worlds?” {6
Theoretical framework for the analvsis of {/makoti Ungowethn as an Oral-stvle 18

text
Jousse’s theory of Expression and Memory: the Oral Style 19
Presentation of the analysis of the Song ! makon Ungowetha 20
The Lyrics of the Song Umakoti Ungowethi 20
The song Umiakon Ungowethn presented as an Oral-style text m Zulu 21
The song {makoti Ungowethn presented as an Oral-style text in English 22
Unitkoti Ungowethu and the Oral-styvle Law of Mimism 24
Umakou Ungowerhe and the Oral-style Laws of Balance and Rhythm 28
Umakoti Ungowerhn in Rhythmic Schemas 29
Corporeal-manual geste 33
Mnemotechnical Devices i the performance of {nicikan Unnganvetline 34
Clamping 33
Coding repetitions m colour 37
Linking {makoti 1o the rest of the text 43
Cornclusion 45
Endnotes 46
References 47
Appel‘ldix 49




Infroduction

Early scholars such as Dundes (1965) and Bascomb (1965) claim that the value of folk-song depends
only upon its function as entertainment. With further research. folk-songs have been discovered to
reflect the broad ethical framework of the society in which they are composed. This is seen as a logical
development, especially if one considers that literature and society are interdependent, and that human

expression 1s a window through which one views the norms and values of a society

[n this brief discussion | propose. as the title suggests, 1o analyse a marriage song which expresses/
manitests the attitude of the groom’ family to young bride in the Zulu community. Mkhonio (in

Dyubhele 1994 142) observes that

The use of verbal attack against others amongst human beings 1s a very ancient form which
appears to have its roots in primitive practices such as formulaic in primitive curses and
magical ncantations. Such an amack 1s not without motive, which in all probability is to

ridicule human frailty

In some cases this verbal attack is provoked by human weakness of misbehaviour, and is an outburst of
anger directed at the individual or situation concerned. In this case the atrack is provoked by a human
sense of selfishness. where the groom’s family develops a negative attitude towards the young bride
The groom’s family looks at the young bride as a person who is responsible tor doing all the household
chores in her new husband’s home. While many new Zulu brides are welcomed as daughters to their
husband’s homes. it is not impossible that the young Zulu bride could be treated like a “Cinderella’

with quast-slave status,



Aim of the study
The study of Zulu marriage values and attitudes observed in the analysis of a song in its context reveals
that the Zulu song constitutes a form of oral communication which has its relevance in the social

svstem of the Zulu people Sishi (1996:50) supports this by saying

Oral messages conveyed by these songs touch directly and indirectly not only the life of the
marrying couple but the life of every Zulu. Hence this reflects the way of life of the Zulu people

irrespective of where they live

[ am a Zulu makoti (daughter-in-law). and I am therefore in the position of providing an insider o
“implicated™ (Stoller, 1996) view of the role of the makoti in Zulu society From this perspective, |
wish to investigate and record a marriage song which displays a particular set of values and attitudes
towards Zulu brides. This oral tradition plays a regulating and cohering role in the fabric of the Zulu
people. Because this is an oral tradition. 1t has not yet been recorded in writing. This study waill
contextualise this oral tradition in a social framework and place it on record. In addition, the research
project will demonstrate that the gestual, rhythmo-melodic and linguistic features operate
mnemonically in the performance of the song (Jousse 1997). It is intended that this research will make

a contribution to the renaissance ot an “Affican Africa” (Amadou Hampate Ba).



Scope of the study

The study is not intended Lo trace those Zulus who conducted their weddings in traditional ways of the
pre-Shakan period. Further, this study does not undertake to describe. investigate or analyse the song
Umakoti Ungowethn in ethno-poetic, linguistic, srammatical or ethno-musicological terms. Instead |
have undertaken to demonstrated how the Mnemomc Laws and Mnemotechnical devices discovered
by Marcel Jousse can be applied to the gestual-visual/oral-aural performance of the song. thus

identifying the manner in which custom is embedded in human memory.

Thus study has a twofold focus:
L. Lt examines some marrage values among modermn Zulu bndes in the KwaHlathi area of the
Mnambithi region in KwaZulu-Natal,

2. Lt demonstrates a rhythmo-mnemonic Oral-style analysis of a Zulu marnage song.

This study takes into account that as societies change, their institutions also change This is also true of
the Zulus. Zulu marriages have assumed a new dimension in contemporary contexts and the songs and

other performative acts reveal this innovation.

The language used in these performed acts is attuned to this change, yet express continuity of tradition
Finnegan (1970) observes that “even in society apparently dominated by the printed word. the oral
aspect is not entirely lost™ This quotation explains the persistence of these performances in spite of the

onslaught by forces of modemisation and education (Sishi 1996:2).



Literature Review
In this study. information about Zuju marmages has been drawn from a variety of sources. which

include some of the {ollowing.

In her compilation of the social systems of the Zulu people. Krige (1974) gives the reader a thorough
understanding of the Zulu people. Her book embraces the social structure and organisation of the Zulu

people. some of which still obtain today and still influence Ltheir thinking and their behaviour.

In Orad Literarure. Fmnegan (1970) provides very extensive and uscful information on elements of oral
performance. She also gives a general analysis of the performance elements in their contex(s. A greal

deal of this information has been very useful in providing clear direction for this rescarch project.

Braadveldt (1927) gives an elaborate account of old traditional marriages, their customs and
ceremonies. This has been most valuable in discovering the old and the new in Zulu marnage customs.
Khumato’s (1997) analysis of the traditional Zulu marriage includes terms like wilohokazi (the bride)
and udwendvwe (wedding ceremony). These terms were mostly used during the pre-Shakan period.
Khumalo's thesis provided insights into pre-Shakan marriage customs out of which the post-Shakan

and modem marnages have developed.

Magwaza (1993) deals with a number of traditional ceremonies such as uknthomba (the stage where a
airl reaches the mature stage and experiences mensuration). and nmemulo (the traditional marmageable
nitual of a young Zulu woman). The above ceremonies are performed before the process of Jobola and

the wedding ceremony. Magwaza hjghlights the culiural importance of the ceremonies she describes,



of which marriage is only one

The dynamic nature of women's traditional songs

Traditional Zulu marriages are celebrated differently from Christian weddings. The whole concept of
the traditional Zulu marmage institution and its mores have been revolutionised by Christianity.
Christian marriage means acceptance of one wife and (he condemnation of traditional Zuhu polygamy:.
Vows are made before the Christian God. and not before the traditional members of the extended
familv as the case used to be in (raditional Zulu marriage ceremonies. It also means the creation of a

new concept, that of contemporary Zulu wedding songs which did not exist previously.

The role of song as a significant element associated with marriage rituals is not restricted to Zulu
soctety. Boodhoo (1994) highlights traditional songs of marriage settlement known as harachic (the
protection of the bridegroom) songs in the Bhojpuri tradition of the people of Mauntius. In traditional
Indian societies, the choice of marmage partners is generally scttled by parents. The foremost of the
procedures of Bhojpuri marriage is the selection of a suitable bridegroom by the father of the girl.
After the bride’s father has made the selection, the harachia ceremony is held. The initial step reftects

the solemn determimation of both parties (0 have the marriage consummated.

The formal acceptance of the bridegroom is marked by a ceremony in which the bride’s father or
brother applies a sifak. or red mark to the forchead of the groom as a mark of acceptance. Afier this
practise, women sing joyous songs to mark this ¢vent. I'hev describe the ceremony in detail, and
mention the various gifts that are brought for the brdegroom by the bride’s party. This marks the

formal intcgzration of the two families.



Bhoodoo (1994 135) observes thus

The post-wedding songs herald the bride's departure for her future home. They are very
emotional and pathetic refrains that symbolise the separation of the bride from her fanuly
and her mtegration into a new fanuly, where she will raise children of her own. She s
enjoined to respect her father-n-law and mother-in-law, and to bear her tribulations with

patience and stoicism.

In Hindu marriages, jewellery is very important in a married woman's life. The traditional Hindu family
follows an extended nuclear family pattern, although nowadays it is becoming more a one-unit family

(Bhoodoo 1994 1506),

Methodology

Interviews

In the course of this study, 1 conducted interviews with nine marred Zulu women selected because the
song Umakoti Ungowethu had been sung at their marriage ceremonies and they were therefore
makons (traditional Zulu daughters-in-law). The respondents™ ages ranged {rom twenty-six (o SixXly-
two years of age., with an average age of thiny-six years. All of the respondents were residents of
Kwalllathi, and had been married for berween one to forty-five years. The reason lor the interviews
was to obtain information directly from the relevant people who are experencing the life of being Zulu
married women. | wished 1o establish the values and attitudes of the women towards their status as
makors. These interviews were conducted both with women who live with their extended families and

those who live with their nuclear families,



Four of the respondents wanted to remain anonymous and co-operated on condition that they would
not be named These four respondents were all comparatively recently marmed — between one (0
twelve vears - and numbered among the younger of the respondents, with an average age of thirty

vears of age

Interviews were conducted in Zulu, the mother-tongue of the respondents. and in neutral and
comfortable surroundings. Interviews averaged just under one hour each During the interviews |
encouraged the interviewees to give an account of their experiences. insights and opinions
spontaneously and in an unstructured way. as |1 wanted to encourage honest and natural responses. The
questions | put to them were intended to draw out their feelings, opinions and attitudes towards their
roles as a makotis, and the song Umdakon [ngowethu. which indicated to them what this role would

be.

Participant observation

I attended a number of Zulu weddings at wlhuch the song, {makot Ungowerlnr was sung. wiich were
celebrated in the 1980s, the early 90s, the late 90s and one in the 21% century on the 8" of January
2000. (See Appendix for details) In all instances. 1 observed that the song. Umakoti Ungowethi. has

been modified to reflect the current style of living.

Responses of interviewees: the values and attitudes of some Zulu married women towards their
status as makotis.
All interviewees responded enthusiastically and welcomed the opportunity to air their feelings and

opinions o1 the subject of the status of the makosi in Zulu socicty



Respondent Mrs Makhosazane Zwane of Kwallathi area is an old woman who is now a pensioner. a
granny and is 62 vears old. She was married at the age of eighteen, in 1955, Mrs Makhosazane Zwane
stated that she believes in the old-fashioned life-style where the makori (daughter-in-law) should break
away from her age-mates and join the older women of the community so that they can give her
wuidance and advice aboul accepted direction and behaviour. Mrs Zwane stated that the makon truly
belongs  in the maiterial sense of the word - to the groom’s tamily. She said the main reason tor this is
that a pavment of /obola (a brde-price of cattle) has been made by the groom and his family for the
bride, and the bride’s and the groom’s amadlozi (ancestors) have been made aware of the marriage
This is a doubly binding contract between the families involved. The old lady, Mrs Zwane. said that, as
a younger woman. she used to enjoy wkukotiza (hard work as a new bride) while she was a voung
matkoti because hard and active work and giving birth to many children was a matter of pride to her as
an makoti. She also stated that the makotni should demonstrate Monipha (respect) in all she does

mcluding her manner of dress and speech, and the foods demanded of her because of her makoti status.

Interviews Conducted with Women in the 40-50 Age Range
Of the women | interviewed, two of them were in the age range forty to fifty years. They were Mrs

B.T Mncube who was marrted i 1983 and Mrs G. Kunene ol KavaHlath who was married in 1982

Fhey both enjoyed whnkotiza (hard work as new brides) and they are proud of that. These two women
are currently not commercially employed. They say that while thev previously saw no need to be
employed, they now feel the need to find paying work and earn money in order to raise their standard
of living, and because thev want a good education for their children. One of these sources stated that

there is nothing wrong in giving birth to many children. She said it is a matter of pride for women (o



give birth to many children so as to prove that the /obola that was paid for her was not wasted Both
these sources do not favour breaking away irom the major extended family unit. they want 1o stay

together with their-in-laws They know very little about women'’s rights.

Interviews Conducted with Women in the 20-40 Age Range
Isources in this agc-range included Mrs \'. Khoza of Kwal llathi who was married m 1991 and Mrs J.
Zwane who was married in 1996 Another tour sources requested that they not be named. All these

respondents” marriage ceremonies were conducted in KwaHlathi

These women are well-informed about the Zulu culture. and are fully aware of the traditional role and
1ts implications with regard to their status as Zulu makoti. Nevertheless, they stated that they prefer
living in nuclear families with their husbands and children. They preferred not to live n inxulnuma
(extended family unit of many houses and many members of the family). These sources stated that they
want to enjoy their nghts as women of the 90s. Four of them are employed and well-educated with
university degrees. They said they enjoy living with their nuclear families. They stated that they want 1o
live in well-developed places where water, electricity and transport are avallable They remain in their
nuclear families for a long periods at a time. and do not wisit the extended families regularly. The gogos
(grandmothers) in the extended family svstem complain about this custom because the very old women
want every member of the family to live within the extended fanulies. The reason why these women do

not want to be named is that this issue is very sensitive,

The sources stated that they support the celebration ot Zulu cultural practices. and believe thai it

is right and proper, for instance. 1o wear inzilo (black mourning dress for the deceased family



member). All these women stated that they want to maintain contact with their families and then
cultural roots They perform the duties of being a makoti when they are with their fanmilies in the rural
areas. This usually takes place if there is a ceremony or a ritual, a makoti will work hard and do all the
duties like brewing wmgombothi (Zulu beer) [ doubt that they will encourage their daughters to be
traditional meakotis: as it is their daughters know very little about rural life since they live with them in

the urban areas.

I, on the other hand. hecanse of my positive experience as i mwkosi. will encourage my own daughter
to be a traditional makati and visit her parents-in-law regularly even if she is working and living at a
distance from the traditional homestead. | would encourage this because | believe that by so doing,. she
will be able to maintain good contact with her cultural roots. | believe that personal identity and focus

is dependent on knowing “where we come from’.

Of this group. Mrs J. Zwane is the only makoti who enjoys staying with the extended family. She said
she experiences no difficulty being a rural makofi these days because there is a supply of electricity in
rural areas. She also said if she wants 1o go 1o town, it is not a problem because taxi transport is
available In tenns of hard work, she said she enjoys working hard but some of the duties are not
performed by herself alone as she is helped by her sisters-in-law. Mrs J. Zwane said she enjoys her life
as a Zwane tnakoti because her parents-in-law and her husband, Siphiwe, love her very much. For Mrs
Zwane, her role as a Zulu makoti is a matter of extreme pride and she has chosen to fulfil her role and
perform her duties in a traditional way as an indicatton of respect and /onipha (politeness). This is
demonstrated by the fact that she wall never walk across the front of the hut of her parents-in-law, that

she Keeps her eyes lowered in the presence of her husband and members of his family, and is selective



about the terms she uses when referring to the members of the family

The other makotis in this group performed these roles and observed the traditions in varving
degrees, but mostly their modern lifestyles and attitudes imply an erosion and modification of the
traditional behaviours. Madifications in this context are the changes from the traditional life of

doing things to the modern lifestyle. Some modifications are accepted by the members of the

extended families for example allowing women to be employed.

Observations of the song, Umakofi Ungmvetltn, and its modificaiion when sung in KwaHlathi

The song {/makotr Ungowethn is related to the required behaviour of a woman in the Zulu society,
echoed by the interviewees of all ages. The voung woman is expected to work hard and bear children
for the family It is clearly indicated that the function of the makoti in Zulu society is to provide service

for the groom’s family, and be ready to be a life partner to the groom.

During a Zulu wedding ceremony, the group of people from the groom’s family and entourage will
sing {/makot wigowethn to inform the bride and to tell the public that the bride will henceforth belong
to them, the groom’s family. The song also informs the bride aboul her duties. and the expectations of

her by the groom’s famuly.

In the course of this study, 1 attended a number of wedding ceremonies in Kwat/lathi as part ol my
observation during data collection. I observed that the song lmakoti Ingowethu was sung in each
instance and that in the singing of the song, the bridegroom’s family expressed their feelings and

attitudes aboul the bride as a new member of the family, their prescriptions about the new bride’s



behaviour and activities. and their expectations of the duties that she would perform in the home

In 1985, at the wedding of Mr J. Mncube of Danhauser and Mrs T Mncube of KwaH/lathi, the song
was sung and the groom’s family was very excited after the signing of the marriage agreement at the
church. In 1990, at the wedding of Mr J. Mangele of Ntuzuma and Mrs Z. Mangele of Kwalllatu, the
song was sung with the same words and meaning as that sung at the marriage in 1985 (as below).
which was interesting in that the groom’s family came from Durban, which is some distance from

KvwaH lartu

The KwaHlathi rural version ol the song includes the prescription thar.
Angewaliambi amabhavisikobhio

She must not go to films

Whereas the Ntuzuma Township in Durban version includes the prescription that:
Angawahambi amalhihotela

She must not go to the hotels

There is modilication in the lyrics from “filns” to “hotels’. The arban people sing about “hotels’ because
they are hiving in a place where there are hotels near them. unlike in rural areas where people are living

far away from town and where there are no hatels for easy access.

In 1996 [ attended the wedding of Mr S. Zwane of KwaHlathi and Mrs J. Zwane of Limehill At this

wedding {“makoti Ungowerne was sung and the groom’s family was excited at the prospect of a new



makoti in the family What was particularly significant was that this was the first makon in the Zwane

family. as she had married the first-born son in the family who was therefore the Zwane family heir.

In September 1999 1 attended the wedding of Mr and Mrs Khoza where | observed [/makoti

{ lngowethu being sung again

Every time this song is sung, the audience becomes animated and imolved and even end up
participating by not only observing but also by moving up and down celebrating that the bride belongs
to the groom’s family. The singing of the same song has been observed at all weddings 1 attended

before and during the research process

Uhis  prctice shows  the  wedding
ceremony ol Theodoraly Somibu Zwane
and Jabulani Mncube who got married
mn 1985, They are in the church where
the marriage agreement was signed. The
same song {Umakoti Ungowethu was
sung immediately after the signing of the
church register, 10 celebrate the status of
the makoli as belonging 10 the groom’s
family. The researcher is the bridesmaid

on the lefi.




The picture above was taken at the marriage of Mr and Mrs Mangele at KwaHlathi area. The picture
was (aken on the 15" of December 1990 The thatched building in the background is the traditional
Zulu house — indln yakwa gogo (granny’s house or the house of the amadlozi, the ancestors) - that is
used in variety of ceremonies. On this occasion, on the Thursday prior to the wedding on the Saturday,
the bride’s grandfather gathered the family in this indlu yakwa gogo, to report the forthcoming
marriage 10 the ancestors, and to invite them to bless the wedding and to give their support so that the
marriage would be successful In this instance, the song {/makoti [ngowetinr was sung, on the first
day of the wedding at the bride’s home. by the group reaturcd in the photograph. A stick of the kind
used n the performance of the somg, Umakoti Ungeneerhie (see page 21) can be seen carried i the
right hand of a man dressed traditionally in the background vn the night ol the photograph. Tt must be
noted that although this marmage had already been solemnised at the Methodist Church in Dundee. it
remamed tor the traditional marriage rites to be performed fully before it was considered binding The

ceremony n the irdin yakwa gogo was only one of a number of traditional rites that were performed.



Modification to the status of Makoti
Urbanisation and globalisation result naturally in a shift away from a traditional life to a more modem
way of life. Traditional customs are often eroded by the norms and needs of technology and the

contact with other societies. There are some current modifications to the role and duties of the makofi.

Traditionally, makoti was expecied to do everything at home, the cooking, the washing, working in the
garden and Jooking afier the children. What 1 have observed is that the grooms” families have changed
their attitudes towards /makolis. These days a makoti can go and seek employment and be employed.
The Makoti can decide with her husband on the number of children they want. It is unlike the olden
days where the parents-in-law decided on the number of children that the couple would bear. (p.c. with

Gogo Zwane)

The way of dressing has changed, the modemn makoti can wear a skirt without wearing the jphinifo (an
overdress sewn with gathering at the waist). | have observed that modem makolis live in their nuclear
families, and merely pay wisits to the extended family during the wmsebenzi (times of functions) The
makoti (bride) has to hlonipha (respect) all members of the groom’s family starting from the day of
payment of lobola, that is before marriage. What is observed is that some of the makotis practice
respect and some do not show any respect. Levin (1946:24), wrting about Xhosa customs

demonstrates the similarities between the Xhosa and Zulu traditions in this regard:

During the betrothal period the girl was not allowed to visit the young man at his home, and she
avoided passing the kraal in which he lived. If she met any of his male relatives she would run away

and hide.

15



The above quotation indicates the part of Monipha (respect) that starts before marmage. This aspect ol

respect is linked 1o “custom™. Reuter (1963:24) defincs ¢iistony as;

The usual practice. habit or manner of conduct. that is, an actual way of behaving, i counse of time
this manner of acting may become an obligation of conduct, a binding rule for one’s behaviour, it
any, as we say. obtain the force of law. This two distmet things. observance or manncr of acting
and ensuring obligation to act m that way. combined to form a legal custom, which is commonly

interpreted as established usage having the force of law,

Traditionally and even now in the modern times. people are expected to show good and accepted kind
of behaviour. People should do things according to the rules that guide the particular society in which

they live

A traditional makoti can do the traditional work of the makor when she is with the extended family

She can also be employed and go to work when she is in her nuclear home.

How do maketis — married Zulu women - cope with living in two worlds?

I have observed that living in two worlds is easy for people who understand the reasons why they
should live in two worlds. For example. 1 am one of those people [ live in the township, that 1s,
Pstkhenving township. L live in a township. that is where I am employed and where my children attend
school. These opportunities do not exist in the rural areas where my parents-in-law live. In this place |
practise modem life. 1 am a well-educated and employed woman. 1 am free to come up with my ideas

in my family. ] regularly go back to the extended family, where my parents-in-law are staying with



other members of the family. When | am in the rural areas, 1 do not behave like a visitor. but I adjust to
the local custom: 1 wear the traditional “uniform” of a makou, viz. iphinifo (pimafore), ukuilonipha (a
cloth scarf worn around the neck to indicate the married status of a woman) and an idnkn (a scarf
wound around the head) and perform all the traditional duties of a makoti. When | am in the rural
areas. my behaviour must to suit the local people and be accepted. | do not stand aside and pretend
that 1 know nothing about rural life. but I involve myself in everything that is taking place in the
homestead For example, if there are some preparations for a function that is to be performed. |

become actively involved in wkuplisa mistvwala besiZulu (the brewing of Zulu beer)

I choose to live in two worlds because [ do not want to forgel my roots. 1 love the place where | come
from and | love my familv and 1clatives that ave in the rural arcas. 1 value the place and the people very
much. | keep on going back home because | do not want to break away from the family. At home (in
the extended family) is where | learn a lot about the history of the family, and the values and belefs of

the famuly. | believe that a person who runs away from his/her family is like a “tree without roots’

[n this kind of situation, the mckosi is not required to work alone, and therefore being the mekori is not
inbred traditionally as servant to all other members of the husband's family. This more modermn attitude

1S becoming increasingly prevalent



The above picture shows makoti performing one of her duties after the funeral of her mother-in-law

The makaoir is the one who has covered her head and is washing a three-legged pot. The other three
ladies standing are the sisters-in-law of the makor. The girls seated on the chairs are the daughters ol
the makoti. 1t is accepted that the young girls will watch the older meakori work: in the future they will

perform the same role. but they are, as vet, not yet of an uee and do not have the status that requires

them to perform the duties of a makori.

Theoretical Framework for the analysis of Umakoti Ungomvethu as an Oral-style text

Jousse’s theory of the Anthropology of (esre and Rhythm is suitable for the analysis of a traditional
song because the theory accounts for all aspects of the oral-aural/visual-gestual mode of Oral-style
expression evidenced in the performance of the song. The structure that Jousse suggests reflects the
structure of the human body with a “spine” down the centre und the balancing of the ‘limbs” on either

stde



Jousse's Theory of Expression and Memory: the Oral Styie
Marcel Jousse (1886-1961) who was born into an oral milieu, demonstrated “his capacity to bestrnide

the oral-literature interface in his inspired hifetime™ (Editor’s and translators™ foreword Jousse 1997)

Jousse is responsible for many valuable insights pertaining to human expression in a variety of

ways and for a varietv of functions. Jousse’s theory of “/rom AMimixm 10 Music in the Child”
. . | R

traces the development of human expression in the young antliropos’ both as an individual and as

species (Jousse 1997:91). According to Jousse. when the anthropos is impressed s/he will have to

express what is within hinvher During the period of expression the anthropos. could use the

voice or gestures or any kind of expressing the feelings or voicing oul the message. This applies

to all forms of human expression including song, hence this analysis (see pages 20fF)

Jousse also focuses on the balanced bilateralism of the human whole - the left side and the nght side,
the front and the back. the top and the bottom. - and noted that we also acknowledge the imponance
of balance even in our emations. We talk conversationally of “mental and emotional imbalances™ as a
negative condition needing re-balancing. The combination of balance and rhyvthm ensure that the
propositions of meanings expressed by the anthropos are equally balanced and rhvthmical. and that this
combination becomes viscerally embedded with the rhythms of body function, and then the whole bods
remembers. Learning, memory and expression for Jousse are holistic - a whole-being process. Jousse
also identifies “rhythm™ as a natural capacity in man reflected intrinsically and systematicallv in the
rhythms of his body functions. Balance and rhythm become audible and visible in the performance of

the song, analysed and ‘put-on-the-page’ in this analysis (see pages 25fT).



When presenting an oral text, there is a spine down the centre of the page with the right and the left
structures of the song on either side: this demonstrates the relationship between the “song-as-

performed” and the ‘song-as-written’. (See below)

Presentation of the Analysis of the Song Umakoti Ungovwethu

The presentation of a song text on the page is problematic in that it then appears to be a written
text. The following is the Zulu verbal text of the song. {/nakoti Ungowetine with an English translation
presented conventionally as written texts.

The lyvics of the song, Umakoti Ungmsethu

yAUNY ENGLISH

Umakor’ ingoweth The bride 1s ours

Sivenuma We agree

Uingowethie ngempela She 1s really ours

Stvanvuma We agree

U zosiwashel’ asiphekele She will do the washing and the cooking for us
Sivavume We agree

Sithit é-¢-¢! é-e-¢! We say ves! ves!

Siveronma We agree

{Unakot’ ungowethu The bride is ours

Sivennimic We agree

Ungowethu ngempela She is really ours

Sivenuma We agree

Uzosiwashel’ asiphekele She will do the washing and the cooking for us
Sivaviana We agree

Sithi é-6-¢! é-¢-¢! We say yes! yes!

Sivaviema We agree

Uzasiwashel" asiphekele She will do the washing and the cooking for us
Sivenvume We agree

Uzosiwashel’ asiphekele She will do the washing and the cooking for us
Stveveume We agree

Uzosiwashel’ asiphekele She will do the washing and the cooking for us
Sivaviemea We agree

Sithi 6-i-¢! ¢-¢-¢! We say yes! yes!

Shverveime We agree



Angerwahambi cmardis 'klo
Styenumna

Angawahambi amabheyis kobho

Sivavunia

Singcmuthol” emaphathing
Stvenvuma

Sithi é-¢-¢' ¢-¢-¢!
Siyavuma

Noo huzosiwashel” asiphekele

Sivavuma

{ zosiwashe!l” asiphekele
Stvaviena

{zasiwashel' asiphekele
Stvavima

Sithi é-¢-¢! ¢-¢-¢!
Stvevima

She must not go to the disco’s
We agree

She must not go to the films
We agree

She must not attend parties
We agree

We sav ves! ves!

We agree

Because she will do the washing and the cooking

for us
We agree
She will do the washing and the cooking for us
We agree
She will do the washing and the cooking for us
We agree

We say ves! yes!
We agree

The song, Umakaoti Ungomvethn presented as an Oral-style text in Zulu
In the representation below, to avoid the perception that the written song text 1s the same as a
performed song text, I have placed the latter text in the centre of the page. In this way the text is
not aligned to a left-hand margin but creates its own “shape” around a ‘spine’ running down the
centre of the reproduced ‘oral’ text:

Umakaor’ ungowethi
Nivavuma
Ungowethm ngempela
Sivenvumict
Uzostwashel” asiphekele
Sivenvimna
Sithi ¢-¢-¢! ¢-¢-¢!
Stvaveema

Umakot' ungowethu
Stvenumca
Ungeowerhie ngempela
Sivearvigna
lzosiwashel” asiphekele
Stvenuma
Sithi é-é-¢! é-¢-¢!
SNivavien



{izoxiwashel” axiphekeld
Sivavniia
Uzosiwashel’ asiphekele
Sivervioma
Uzosiwashel” asiphekele
Sivenvinic
Sithi ¢-¢-¢! ¢-e-¢!
Sivavinic

Ancawahambi amadis ‘kho
Sivervine
Anoawahambi amabhayis kobho
Sivennima
Singcomuthol” emaphathini
Styavima
Sithi é-¢-¢' ¢-¢-¢!
Sovaviting

Ngo buzosiwashel” aviphekele
Stvenviem
lizosiwashel’ asiphekele
Stvenvuni
[zosiwashel asiphekele
Sivenvuma
Sithe e-¢-¢! ¢-¢-¢!
Sivavuma

The song, Umakoti Ungosvethu presented as an Oral-style text in English

The bride s ours
We agree

She 1s really ours
We agree

She will do the washing and the cooking for us
We agree
We say yes! ves! ves!

We agree

The bride is ours
We apree

She 1s really ours
We agree

She will do washing & cooking for us
We agree
W say ves! yes! yes!

We agree

She will do the washing angd the cookmg for us
We agree



She will do the washing and the cooking for us
We agree
She will do the washing and the cooking for us
We agree
We say ves! ves! ves!
We agree

She must not go to the disco’s
We agree
She must not go to the films
We agree
She must not attend parties
We agree
We say ves! yes! yeg!
We agree
Because she will do the washing and the cookng for us
We agree
She will do the washing and the cookmng for us
We agree
She will do the washing and the cookmg for us
We agree
We say ves! yes! ves!
We agree

Umakoti Ungowethu  and the Oral-style Law of Mimism

Jousse describes the anthropos — ‘man’ as an “‘indivisible complexus of gestes, a psychophysiological
whole being” (Jousse 1997:14) The geste is an impulse that is plaved into man - ‘im(n)-pressed™” - by
the surrounding environment, which man then ‘re-plays” - 'ex-presses"'. Jousse calls it “numisni™. in
other words. people ‘ex-press” what is ‘im-pressed” into them. The result of this process can be seen in

the following photograph taken at the wedding ceremony of Zandile Zwane and Jabulani Mangele.



This photograph was taken on the 16th of December 1990, Zulu weddings usually take place over two
davs in Anambithi (Ladysmith) This photograph was taken on the second day of the marriage ritual.
which had by this time progressed into the latter aspects of the ritual. This aspect of the ntual was
performed at the groom’s home. At the time that this photograph was taken. the song Umakoti
{ngowerhu was being sung. The makot keeps her eves lowered as a sign of respect for her husband’s
family - part of the Monipha code of polite behaviour. The ladies with their hands up were showing
their excitement as they sang

Sithy ¢-e-¢! ¢-¢-¢!
Sivavimei

We say yes! yes!
We agree.

Some of the singers had their hands raised up, swaying them to the right and the left rhythmically,
moving from side to side as they sang, showing the balance in the song. When UUmukoti Ungowetl is
sung there is the involvement of gestures. The legs move from left to the right. When they sing [sithi é-
é-¢!] the right foot slamps down and when they sing the second |é-é-¢!] the lefl stamps down and

when they sing |sipavmoma| the right foot again stamps down and that shows a distinct formula. What



is important is that the whole body moves during the performance of this song manifesting what Jousse

< 4 .
calls the “corporeal-manual geste™ (Jousse 1997.92).

On the right at the back of the photograph, an old woman with the rug over her shoulders - ‘the
bearer of tradition” and a voung child - “the apprehender of tradition™ were watching the
performance of the song. The old woman was ululating to show her excilement. Ululating 1s an
African way of applause, and is performed by older people - usually women - in most traditional Zulu
ceremonies especially weddings and is the traditional way of expressing appreciation. Audience-

participation heightens the perlormance

In the background, there 15 an audience that is obsenving the performance of 1the song. Some of the
members of the audience are seated on the chairs enjoying their drinks, but they are also observing and
listening 10 the singing of {/makoti Ungowethu. Small children have joined the crowd that 15 singing,
We can see in the photograph a young girl and a boy are among the singing crowd: in this way custom
is trachtioned:
Umakoti ungowetini
Sivavuma
Ungowethn ngempela
SNiverviomca
The bnde is ours
We agree
She is really ours
We agree

I'he text is thus sung to inform the public that the marriage agreement has been signed. and now the

bride belongs to the groom’s family:



{zosiwashel asiphekel
Nivenvunia
Sithi é-¢-¢! e-c-¢!
Styavunia

She will do the washing and the cooking for us
We agree
We sav ves! ves!
We agree

In the above, the instructions are given by the groom’s family to the bride, The bride is instructed as to

what she 1s going to do in the new family. The bride is given duties 10 perform: the groom’s famuly -

indicated by the vise of *us” - repeats seven times that she will do the washing and cook for the whole

Familv

Uzosiwashel asiphekele
Stvenvanic
Uzostwashe! "siphckele
Stvevima
{zosiwashel ‘asiphekele
Sivarviima
Sithi é-¢-¢! ¢-¢-6!
Sivervinic

She will do the washing and the cooking for us
We agree

She will do the washing and the cooking for us
We agree

She will do the washing and the cooking for us

We agree
\We say ves! yes!
We agree

The above has the repetition of some sounds. That indicates the emphasis and the strength of the

directive  [hat is why sounds are repeated.



According to the Zulu culture. a mekoti has 1o do things according (o the society in which she lives.
The new makoti is expected to do away with some of the practices that she used to do before

marniage. The following words of the song shows the rules which need 1o be respected by the bride:

Angawahambr amacdis kho
Stveviema
Angawahambi amabhavis kobho
Stvavinia
Singamtholi cmaphathing
Sivavuma
Sithi é-¢-¢! é-¢-¢!
Stvenvima

She must not go to disco’s
We agree
She must not go to the films
We agree
She may not be found at parties
We agree
We say yes! yes!
We agree
The above shows us that there must be a difference between a marmed woman and a single woman.
The married woman should do things according to the cultural norms and values. To maintan the
respecttul status if one 15 a Zulu woman is very important: one must not to go to disco’s and parties.
The Zulu woman should do the household work and look alter the parents-in-law. The bride has 10

bear children and also bring them up in an orderly way. The above verse shows that the young brde is

not there in the groom’s family for enjoyment, but for hard work and to show respect.

This is the reality of the Zulu married woman’s lifestyle, reflected mimismologically in the words of the

song, Umakoti Ungowethu, and sung and danced in rhythmic ‘re-play” or ‘ex-pression’



Umakorn Ungowethu  and the Oral-style Laws ol Balance and Rhythim
Jousse identified the central role of rhythm in the expression and memory of the human being, and
favoured the presentalion of performed texts in balanced Rhythmic schemas placed in way that

demonstrates their paniern or formula.

The song Umakoti Ungowethiis sung rhythmicallv and it has balance: in the singing, the singer moves
from side to side - from lefi to rnght - as the words are sung. In other words. there 1s a lefi to right and
central system of placing sound in relation to the movement of the body. Some of the uftered units are
on the spine of the page and there are others in a balance on either side of the spine. This kind of

analysis and representation of performance is a Joussean convention.

1t is important to note that when the song Umakoti Ungowet/ne is written down, the uttered units are
spread on either side of the spine of the page. This has a particular impact on the division of units of
ulterance that are usually combined, namely, in this instance. Snianima and Sith-e-v-¢! e-e-¢! i these
two instances, the units of utterance are divided in a non-grammatical presentation across the spine of
the page Thus  Siva- and -vuma and Sithi-¢-¢-¢! and e-e-¢!

Umakoti Ungowerhn in Rhythmic Schemas

I 2
{makon imeaavetin
3 4
Stya- -vuma
b 6
trsrowerie rigenipela
7 8
Siva- -yume




9 10
{ zosmvashel asiphekele
11 12
Siva- -\
13 [
Sithi é-¢-¢! é-¢-¢!
1S 16
Siva- -\
17 18
lzosmashel” asiphekele
19 20
Siya- -Vl
21 22
Uzosowashel” casiphekele
23 24
Sha- -V
25 26
tizoswashel” asiphekele
27 28
Siva- -V
29 30
Sithi é-é-¢! é-¢-¢!
31 32
Siya- -V
33 34
Angawahambi caniadis kho
35 36
Siver- -vnma
37 38
Angeovahambi amabhayis kobho
310 40
Siva- “Vin

a2



41 42

Sigeomtholi l ! emcvhathini ]
43 R
Stya- J l[ -vuna J
45 46
Sithy ¢-¢-¢! ) } ¢-¢-¢!
47 48
Siva- l [ -vuma 7

Umakoti Ungowethu is constructed of twenty-four simple binary rhythmic schemas, balanced
rhythmically on either side of the ‘spine” of the page The twenty-four binary rhythmic schemas are
divided into three sets of eight binary rhythmic schemas (Set One: Rhyvthmic schemas 1-16; Set Two.
Rhythmic Schemas 17-32; Set Three: Rhythmic Schemas 33-48). At the end of each section there is a

chorus of six rhythmic units in binary pairs:

‘ Siya- i -vuma )
E Sithi é-e-¢! o-¢-¢! J
) Stva- , Vi ]

The Formulaic refrain

Shya- ‘ “vma w

1s repeated twelve times in the song, i rhythnie schemas numbers 3-4. 7-8, 11-12, 15-16, 19-20, 23-

24,27-28. 31-32, 35-36,39-40.43-44, 47-48.



Jousse (1997:99) identifies four rhythms The Rhythm of Duration. The Rhythm of Intensity. the
Rhythm of Timbre and the Rhythm of Pitch. In this analysis of Umkoti Ungowethu, the Rhythm of
Pitch is clearly demonstrated in the performance of the song. where the pitch of the voice moves up
and down. usually mirroring or matching the movement of the bodv and hands: thus the “corporeal-
manual™ (body and hands) (Jousse 1997.65) and “laryngo-buccal™ (speech) (Jousse 1997:90) mode of
expression are working together. The movement of the pileh of the voice is demonstrated n the

graphics below:

The pitch of the voice in Jé-¢-¢! é-é-éf is observed strongly on the {e}™ with a circumiflex on the fhrsl

[e] and a rising inflection on the last two, in each instance.

i

oy e A s | s
Sithi é-é-¢é/ \ ’ e-e-¢!

As this formulaic chorus is chanted, the singer’s fingers point the emphasis of the words in the short
firm upward jabs, found with greater intensity on the right side and then on the lefi side. The Balance,
Rhythm and Formula is clearly evident in the gestual performance of the song (see next section on

Corporeal-manual geste).

The simple Binary Rhythmic Schema - [Sivavuma) - is marked by a circumflex Rhythm of Pitch as
observed in Rhythmic Schemas numbered 3-4, 7-8_ 11-12, 15-16, 19-20, 23-24, 27-28. 31-32. 35-36.

39-40.43-44, 47-48.

/\/\

( Stya- -vuma




Corporeal-manual geste

Jousse identifies the corporeal-manual geste - the expression of meaning with the body and the hands.
The song {/makoti Ungowethn demonstrates this mode of expression. simultaneously with the first
vocal sound of the song. In my observance of the performance of the song. as the singer sings the first
note, the right foot steps down while the right hand is used in a quasi-pointing gesture, with a finger
semi-extended in the air. With the second unit of the rhvthmic schema, the weight of the body shifts
from the right foot to the left. and the pendulum-like swaving of the body. in strict congruence with the
rhythmic schemas, continues throughout the singing of the song, with the hands and voice also moving

svnchronously

Umakoti Ungovefite and the Oral-style Law of Formulism marked by Mnemotechoical Devices
Marcel Jousse (1997) defines the Oral-style as a svstem that operates eflectively as a reliable
mnemonic record because it acts as an aide-memowre (memory-aid) through the use of

Mnemotechnical Devices which operate as “clamping” devices.

For an example in the following,

3 0
r wtigoseline ' [ ngenpele
7 8

’ Siva- Vit

Jousse identifies repetitions, e.g. of sounds — [ng] - and words - [sivavuma], as clamping devices and

memory-aids (Jousse 1997:565-568). The arrangement of the song in Rhythmic Schemas makes it
easier for us to identify clamping of sounds, words and of vowels in various positions in the text of the

song.



The song {/makor {/ngowetint is characterised by a repetition of consonants. vowels and words. |
have decided to use this schema to demonstrate this repetition. Jousse calls the repetition of
consonants — ‘aconsonantisation’. and the repetition of vowels -"avocalisation” The repetition of
words, Jousse called — “anomination” Clamping below. therefore, indicates the repetition of words,

vowels and consonants.

Mnemotechnical Devices in the performance of Umakont Ungenwethu
Jousse identified repetition as a means whereby expression was embedded in memory. Jousse identifies
repetition of sounds and streams of alliterative sounds, “clamp-sounds’ or ‘aconsonantisation’.

Assonantal repetition he calls “clamp-rhymes” or “avocalisation’.

Wards, sounds and vowels are repeated in this song, for example

33 34
’ Angawahambi \ ﬁ amadis 'kho
37 38
‘ Angwvahambi ( ' amabhavis ‘kobho

The above is the example where a word-Angamvahambis repeated. Jousse calls the repetition of word

units. as clampwords.

The “stream of sound” {v/} is repeated in each of the rhythmic units clamping the proposttional geste

m the Rhythimic Schema:



I'he repetition of the vowels and consonants have a cohering effect which “clamps’ the text, i.e creating

cohesion in the text.

uzosnvaxhel” v phekele

nzosiwashel” } asipheke

Jousse identifies the ‘proposition’. a rhythmic balancing expressing a completed notion, usually

performed as a ‘stream of sound’. for exanmple:

) Siva- ’ L vuma l|

( Snva- ’ ( -V ’

[ Siva- ' { ~vuma ,

The above words have been repeated in the song to stress that the groom’s family reallv agrees that the

Umakoti (the bride) belongs to them (their fanuly).

Clamping
fnitial rhyme is employed by arranging svllables in a particular order to form a particular formula. n the

example below. {s7] shows the initial rhyme that is found in the song sung by the groom’s family

Niva vuma
Nithi e-g-¢! é-¢-¢!
Ny vuma

The “clamping’ in the lines below are indicated by isolating the repeated sounds in braces.

U Imbakot” (]l fuglow jetihin]
S fmlal
{Unglow/felhin] Ingrietimlpietia
JSiyvavnim)al



The bride is ours
We agree
She is really ours
We agree
In the example below, there are clamp vowels, clamp sounds and clamp-words
\ngawehambi
Amcdis Fehr
Seyenvumes
Ingeweihiconb
Amabhayis kobho
The above part of the song shows “clamp-units™: jama} There are also ‘clamp-sounds” like' |4} and

tm}. We also have ‘clamp-vowels™ like: {«a}, {1} and {2}, The repetition of iga- and ama- are

examples of initial clamping which Maphumulo describes as follows.

Lapho sithola igama elisckugaleni komugga liphindwa kolandelave khona ekugalen. Kungase
kube yilo lonke igama noma kube vigama eseliguquliwe laba ngolunye wucezu hwenkuiumo
{1003:88)

(That is where we find the word at the beginning of the sentence being repeated at the begining of

the following sentence. Sometimes 1t's the whole word or the part of speech.)

Coding repetitions in colour

Coding mnemotechnical devices - repetitions or clampings - in colour makes their complexity and

effect immediately visible. Jousse advocated this approach for this reason.

In the following presentation of the song, 1 have marked the repetition of whole Rhythmic Schemas in

coloured ‘boxes’. The use of colour shows ‘partnerships’. All those rhythmic units that are not ‘paired’



or ‘partnered’ are marked in black It is interesting to note that some of the single rhythmic units in
black, are the ones that mark the restrictions upon the behaviour of the makon, namely that she may
not attend disco’s (Angavwahambi  amadis 'kho). parties (Sigamutholi emaphathing or go to films
(Augenwahambi amabhayis kobho). The coloured - and therefore “paired” or “partnered’ - rhythmic
units mark the instructions to the makoti (Uzosiwashel ™ asiphekele) or the chorus (Sivavuma Sithi e-
¢-¢! é-¢-¢). 1t is usually the single rhythrme units - the restrictions on the behaviour of the merkor - that

are changed and modified according (o the context in which the song is sung.

| 2
{merkenti nrgowetin
3 4
Siva- -vuma
5 o 6
ungowethu ngempela
7 3
Siva- -V
0 10
{ zosiwashel” asiphekele
1] [2
Siva- -vima
13 14
Sithi é-é-¢! 04
15 16
Siva- -
17 18
{/zosmwashel’ asiphekele
19 20
Siva- -VUuma
2] 22
{zosiwashel' asiphehele




23 24
Styar- “vuma

25 o 26

zosivashel” z asiphekele t

27 28
Sy -V
29 30
Sithi ¢-¢-e! é-0-¢
31 32
Siya- -vima

33 34

Angencalicanbi

anrdis kho

35 36
Siva- ~vumc
37 38
Angawahambi amabhayis 'kobho S
39 40
Siva- -vuma
41 42
Stvagzctinnthol emavharbini
43 44
Siyva- -V
45 46
Sithy é-¢-é! e-0-¢
47 48
Siva- -Vima




coloured “boxes’, and marked the repetition of uniis of sound m colour:

I 2
[ Imakori
3 !
Siya- — v
5 6
ngempela
7 8
Stya- -~V
0 10
{rvowashe! asiphekele
|1 12
Siyu- -yumia
13 14
Sithi é-¢-¢! =i
15 16
Siya- -vend
17 18
[ zosiwashel’ asiplelele }
19 20
Siyu- -V
21 22
Uzoxiwashel” asiphekele
23 24
Siya- -vuma
25 26
U zosiwashel’ asiphekele
27 28
Siya- -vurTud

In the following presentation of the song. | have carried forward the repetition of Rhythmic Schemas in



29 30

SNitht é-e-¢! Cetl=g?
3l 32
Stya- -V

- 33 34

Angawahambi armadis ko

35 36
Siya- ~vuIma

37 38

Angawaliambi ainehhayis 'kobho

39 40
Siya- -V

4] 42

Nerigeanitholt emanhathin

43 44
Siya- -winta

45 46

Sithi é-é-é! é-e-¢

47 48
Siya- -vima

39



In the following presentation of the song, | have carried forward the repetition of Rhythmic Schemas in

coloured ‘boxes’, and the repetition of units of sound in colour, and added an indication of how the

word Umakori is linked to the rest of the text by means of the vowel sounds - “avocalisation” as

Jousse called it

)

Cmakoti

2

vngoweth

3 4
Sty -V
s 6
ungeowethii ngempela
7 8
Stya- -VI NI
9 10
{ zosiwashel ! asiphekele
11 12
Styu- -V N
13 14
Sithi é-¢-¢! -0-¢
1S 16
Styu- -V
17 18
[ zosiweshel” asiphekele
19 20
Styu- -V
21 22
[ zosnvashel” usiphekele
23 24
Stya- Suma
25 26

! zasoweshel”

usiphekele

40



27 28
Stya- Vi i
29 30
Sithi é-¢-¢! e-0-¢
31 32
Siyir- VI
33 34
ingawaliambi iy ‘kho

35 36
Siyo- Vv
37 38

sngawahiambi

anrrbhuyiskobhe

10 A0

Styir- Ve
41 42

Singcamutholi emunhathini

43 44

Siva- -VHIma
45 46

Sithi ¢-e-¢! ¢-¢-¢
47 A8

Siyu- VM

Comment: All repetitions are marked in colour. The use of colour immediately shows the sound
patterns, which have a clamping or cohesive effect on the song. thus making it easier to
remember. In the analysis above, 1 have used the following colour-coding’

s u=brown

o u=pink



e = blue

L] [ = marouan

Linking Umuakoti to the rest of the text
In the following presemtation of Umakon Ungowethn, 1 demonstrate the “avocalisation” formulaic
rhythm, by means of lines linking the incidence of the vowel and consonant sounds comprising the

word “{/makoti " to the rest of the text and colour-coded as follows U ako i

I 2

Ul

42




7 22

[=eaweshel’ sipher ele
23 24
o ' 5 1
|
- *ol »
Imhdnwvashel 7 ?‘% ole
.i.

3
¥i- -\ Ic.'J
37) S i 38
Angawshaeshi Lessa bhdyis J.l'abim




Comment on the above representation:

Even though the word “imakoti” is mentioned only once in the song, it is clamped to the song in a
‘danced weaving of sound connections™ The density of connections is visible in the colours used The
seven sounds — four vowels and three consonants — are repeated sufficiently frequently to create a

weaving of sound that ‘clamps’ the song in memory.

The incidence of the Mnemonic Laws and the Mnemotechnical devices identified by Jousse as

elements of the Oral-style is clearly evident in [/makoti Ungovwethn

Conclusion

[n traditional Zulu society, women play a major role in ensuring the well-being of the family phyvsically
and emotionally. The old women were. and still are. the teachers of customs. myths, morals (o the
young generation. By so doing they transmit the cultural nonns and values of the society from

generation to generation by mouth - orally and body - gestually.

Most of the Zulu wedding songs are brief and are characterised by a lot of repetition like nzosivashe!’
asiphekele 1 part three of the text ol the song, {makoti Ungowethu. Wedding songs are repeated and
repetition becomes a device for comumitting them to memory. In {onwkoti Ungeneedfue. the stractare of
this repetition is dependent upon the Oral-wiyle Vinemonic Taws of Mimism, Rhvihmism. Bilateralism

(Balance) and Formulism and the Mnemotechnical clamping devices identified by Marcel Jousse

Zulu marriages have values and attitudes which can be understood by analysing some of the songs

especially the song {/makou Ungowethn, which is about Makofi. the daughter-in-law. She is given



orders and rules. values and norms and given advice about the Alompha (respect) required of her in the
groom’s family It has been observed that as society changes the life of the people also change

Umedkori Hlngowethn reflects some such modifications to suite social change

What does not change is that all people need their roots and an understanding of where they come
from. 1t an individual/anthropos is living in an urban area it can be good not to break away from the
family in rural ureas. The person without a living connection to an extended lamily is like the tree
without the roots which may die at any time due to the lack of water and minerals from the soil
Madifications cannot be hindered but roots must remain connected. The Oral-stvie Mnemonic Laws
and Mnemotechnical devices identified by Jousse and demonstrated in this study contribute to those

roots and connections, embedded in memory

Endnotes

Anthropos. lousse used this term 1o refer 1o the generic “man’”,

‘in(m)-press’; Joussse alerts his readers 1o the nature of “im-pression” - that which 1s “pressed in”

Ex-press™ Jousse alents his readers to the nature of "ex-pression” - the act of “pressing out”.

Corporcal-manual geste: Jousse uses this term o describe the movement of the body and the hands - therefore
the whole body - to express meaning.

Apprehender: Jousse uses this erm Lo refer o those who learn wigh (heir “whele beings ™ learning in
performance
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APPENDIX

Inieiviews

Date Duration Subject Age | Name & Status | Year ol Venue
marriage
99-07-16 9.30-1045 Marriage 62 Mrs M.M. 1955 Kwa-
Zwane (Granny) Hlathi
09-07-16 12.00-12.30 Marriage 40 Mrs T B. 1985 Kwa-
Mncube (old Hiath
makoti)
99-07-16 9.30-10.00 Marriage 52 Mrs --=--- 1990 Kwa-
(Makoti) Hlathi
99-09-24 11.15-12.30 Marriage 27 Mrg - 1993 Kwa-
(Makoti) Hlathi
99-09-24 3 00-14 00 Marriage 32 Mrs —-—--- 1988 Kwa-
(Makon) Hiathi
99-09-26 10:00-11:.00 Marriage 34 Mrs J. Zwane 1996 Kwa-
(Makoti) Hilathi
09-09-27 8:30-9:00 Marriage 26 Mrs ----- 1999 Kwa-
(Makoti) Hlathi
99-09-27 10:30-11:30 Marriage 42 Mrs G. Kunene 1982 Kwa-
(Makoti) Hlathi
99-09-27 11:00-12:00 Marnage 30 Mrs V. Khoza 1991 Kwa-
(Makoti) Hlathi
Observations of weddings at which Umuakoti Ungmvethin was sung
Date Place Groom Bride Role of Page e
- Researcher Reference
1985 Danhauser J Mncube | T Zwane |'_Bn'desmaid 12,13
1990 KwaHlathi J Mangele | Z Zwane Bride 12, 14
1996 KwaHlathi S Zwane | J Ziqubu Observer 12 i
1999 Emondlo B Khoza T Manqele Observer RRE




