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"At the cemetery,
Where no one dares to return 
To visit the children;
How is this place
They call the cemetery?"

- Mufwaluta Nyazimba, September 1982.
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ABSTRACT

This is a study of some children's playtime activities 
in both rural and urban Zambia. Although it is based on 
research work specifically designed for a doctoral study, 
and which was carried out between 1981 and 1983 (for a period 
of approximately eighteen months), it is also the result of 
several years work with children and experiences of living 
both in the village and the city.

The main objective of the study is to record for posterity 
some of the 'unwritten culture' of young people in Zambia 
so that it may serve as a manual for school education, and 
for performance programmes around the country. Some specific 
examples for analysis have been drawn from the Chewa and 
Tumbuka of the Lundazi District, and from research done in 
three urban community towns of Lusaka, Ndola and Chipata.
This division between rural and urban, as well as between the 
rich and the poor, thus reflects the nature and diversity of 
the plays and games covered in the study.

A brief attempt is also made to relate the theoretical 
framework upon which this study is based to Western anthro
pological and other scholarly approaches concerning children's 
play. However, the analysis and interpretation of most 
ethnographic data collected, is based on the views of the 
indigenous peoples of Zambia.

The study finally concludes by offering some suggestions 
and recommendations on the application of its findings to 
future research and education development in Zambia.
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CHAPTER 1

INTRODUCTION

"The trees you plant now 
Will provide you seme shade 
When you grow old"

- Chewa

BACKGROUND TO THE STUDY

This Chewa maxim is often used to stress the importance 
of children in society who, like seeds that give birth to 
the plant kingdom, are considered as the pedestal of all 
humanity. Secondly, it also teaches us about the significance 
of the family institution in traditional African society where, 
as in most pre-industrial societies around the world, the 
concept of an 'Old People's Home' did not exist. People looked 
to their children as well as to other members of the family 
for support once old age began to catch up with them, or when 
incapacity of some kind befell them. Likewise, children continued 
to rely on the advice and wise leadership of elders because, 
as one Bemba adage says, "the old are the wisdom bags of the 
young": the old and the young in traditional African society
depended on each other's support for survival and a harmonious 
life.

Life's pilgrimage starts with the birth of a child, and 
so there is a real need to study and understand some of the
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habits and socio-cultural behaviour of children which play 
an important role in their growth and maturity into adulthood.
For as Be*art says, "Can we really know man without knowing 
that he had once been a child?" (1955:2).
This is one of the reasons why I have chosen the subject of 
children's games and plays as manifested in both rural and 
urban Zambian society.

The basic idea of this work is that every national, ethnic 
and cultural group has its own wealth of children's plays and 
games which still have great educational value today. In the 
case of Zambia, this material has not yet been recorded 
systematically, so that it runs the risk of being lost or 
distorted in the course of swift social change. This is the 
first attempt to record and preserve such material in written 
form so that it can be retrieved by any future generation.
Besides preservation, another fundamental goal is to examine 
the possibilities of using children's plays and games in 
contemporary education and in Zambia's search for a national 
identity based on multiculturalism.

Much has already been written on the subject of children's 
games and plays both by researchers and by those who work with 
children all over the world. But some salient views and 
observations are worth noting at this point in order to provide 
the reader with a general idea of current trends of thought.

The first question that comes to mind is "What is children's 
play?" Numerous answers could be provided, but let me quote 
the definition of one scholar:
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"What we call children's play is in great part 
the consciously patterned ways in which children 
relate to, and experiment with, their social and 
physical environment and their own abilities"

(Leacock 197< : 466).

It is indeed fascinating to see children, even without the 
supervision of an adult, engage in all sorts of creative 
activities in which they try to experiment, express, explore 
and discover all that touches their world of reality and 
imagination. Lawrence Frank has also observed that:

"all who care for young children ccme to realise 
that in play activities the child is engaged not 
in self-expression only but also, and this is 
important, in self-discovery: exploring and 
experimenting with sensations, movements, and 
relationships through which he gets to know 
himself and to form his own concepts of the 
world" (Frank 1952: ix)

Related to play, therefore, is the strong desire to learn and 
to know. But in this case play becomes an unrestrained 
activity, and, therefore Frank's view seems to accord with 
such ideas as put forward by theorists of progressive 
education who have continually stressed that free and 'playful' 
manipulation of the environment is important to learning, hence 
the need to see 'the process of formal education deformalised' 
(Ellis 1973: xi).

I see the role of play in learning as of vital importance,
especially to the nations of Africa, and I intend to make this
the main standpoint of my thesis. But I must also stress that
the idea of learning through play is not new to Africa, for
Jomo Kenyatta had once observed that:

"The Gikuyu children do most things in imitation 
of their elders and illustrate in a striking way 
the theory that play is anticipatory of adult
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life. Their games are, in fact, nothing more or 
less than a rehearsal prior to the performance of 
the activities which are the serious business 
of all the members of the Gikuyu tribe".

(Kenyatta 19̂ >/: 101).

Kenyatta's observations seemed to echo those made a year
earlier by Meyer Fortes who stated that:

"The play of Tale children, it has been pointed 
out, emerged partly as a side issue of their 
practical activities. It is also an end in 
itself, and has a noteworthy role in their social 
development. In his play the child rehearses his 
interests, his skills, and obligations, and makes 
experiments in social living without having to 
pay the penalty for mistakes"

(Fortes 1938; also quoted in Bruner 1976: 
475, and in Harris and Roberta J. Park 
1983: 392).

Indeed, play-house is a rehearsal for adult roles by children 
around the world. In African societies it entails technical 
as well as social practice, for boys and girls build and thatch 
small houses and make use of various tools and utensils within 
their environment. Also important in this process of social
ization is the use of verbal art. Children learn about manners 
and mores, including their people's history through lullabies, 
songs and stories. As soon as they are old enough, they are 
invited to share in the lengthy discussions of community affairs 
by their elders. Margaret Read had observed that through these 
means, Ngoni children were introduced to the highly valued 
rhetorical art. She wrote:

"a perennial amusement among Ngoni boys of five 
to seven was playing at law courts. Thsy sat 
around in traditional style with a 'chief' and 
his elders facing the court, tie plaintiffs and 
defendants presenting their case, and the 
councillors conducting proceedings and cross- 
examining witnesses. In their high, squeaky 
voices the little boys imitated their fathers whcm 
they had seen in the courts, and they gave judge-
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ments, imposing heavy penalties, and keeping order 
in' court with ferocious severity"

(Read 1959 : 84).

We have so far seen that children learnt about their
society through imitation of or direct instruction from
their elders. This varied according to the age of the child
being instructed and also depended on the social structure
of that particular society. And in societies where the social
code governing child upbringing was strongly linked to the
system of "age-grades", the latter may have provided a more
effective system of learning than did formal instruction by
elders. For after all, it is common knowledge that children
often learn more from their peers and immediate seniors than
they do from adults. John Blacking reported that:

"a Venda boy learns more from his age-mates 
and immediate seniors that frcm adults: he 
makes traps and hunts birds or animals; he 
takes part in bare-fisted boxing matches 
against herd boys from other districts on the 
days when he takes his animals to the dipping 
tank; he learns the poetry of praises for 
cattle and goats; he learns riddles in order 
to excel in riddle competitions; and he learns 
to sing and dance"

(Blacking 1964: 32).

From the foregoing, we see that the company of one's age-mates 
provided a competitive spirit and desire for a young member 
of society who learnt to acquire and assimilate certain skills 
that would enable him to cope with the environment. The presence 
of adults might tend to inhibit a child's creative ability 
as some of the examples on Chewa and Tumbuka children will 
later reveal. But nevertheless, we could generally conclude 
that all these observations indicate that anthropologists, 
educators, psychologists, experts on literature and poetry
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and many others, are all agreed that children learn through 
play and that this process contributes a great deal to their 
physical, intellectual and moral development.

In this study of children's games and plays in Zambia,
I would also like to make a small contribution to the ever
growing search by scholars and those interested in child 
welfare for the development of better models for the training 
and preparation of the world's future citizens. I am, of course, 
quite aware of the fact that Third World countries like Zambia 
which have not fully recovered from the ravages of colonialism 
and other historical upheavals, face even more danger of 
completely losing their direction unless young people receive 
proper guidance and instruction. Among to-day's urban 
children, for instance, one often notices two poles of society; 
children of the rich on the one hand, and children of the poor 
on the other, each group often being subjected to meangingless 
and rather destructive creative activities which are very much 
reminiscent of an amorphous sub-culture. Even the system of 
education that is used to train these children is quite un
suitable for their needs and also the needs of the country.
It is either highly elitist in its patronage or its content 
is contrary to the development that the people so urgently 
require. And very much lacking in the educational curricula 
for instance, are positive cultural values originally offered 
by traditional insitutions. These were in the past responsible 
for unifying a group as well as for bringing peace, health 
and stability to its people. I thus strongly agree with 
Nketia, who is of the opinion that:

"The strategy for effecting cultural integration
must be double edged. It must be guided by expert
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knowledge of the formal classroom situation but 
also by a knowledge of the processes of socialization 
in traditional society and the educational role of 
our traditional institutions which have survived 
the impact of social change, and which continue to 
be relevant in the contemporary situation"

(Nketia 1973; see also preface to Oppong
1973 : vii),

In other words, what is implied by this statement on 
cultural integration is that education must help in the 
marriage between the old and the new values of a society^ 
that it must help to transform those values according to 
the needs and experiences of the majority who, in most 
African countries today, are still strongly tied to their 
past. Little seems to have changed even with the coming 
of urbanization and technological advancement. Therefore, 
modernity must embrace and help to accommodate the past.

Secondly, what I also wish to raise later in this work 
is the dilemma confronting educators and those who are 
attempting to use the arts in community development.
For instance, there is a need to ensure that cultural 
integration does not still retain those 'enslaving' elements 
of a people's past heritage which might intelligently be 
appropriated by both exploiters and oppressors alike. 
Similarly, because of today's technological threat, wrong 
applications of media could lead to the destruction of the 
very harmonizing values that our ancestors once so much
cherished.
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AUTOBIOGRAPHICAL NOTE

Since social anthropologists cannot achieve complete 
objectivity, particularly when studying their own societies, 
and since in any case it is debatable whether a cold object
ivity would be desirable (e.g. cf. Schwartzman 1978), I shall 
include here a note on my own family background. Since my 
own experience has much in common with other Chewa men, this 
will help to underpin some of the theoretical considerations 
which I present in Chapter II on 'Affective Culture and 
Children's Cognitive Development' and at the same time serve 
as an introduction to the Chewa family institution discussed 
in Chapter III.

To begin with, it is said that before my father married 
my mother, he had been hired as a drummer to provide music 
for my mother's mother who suffered from a spirit possession 
illness. And as an honour for his services, he was offered 
a young girl to marry so that he could become part of her 
family. Hence, since the Chewa matrilineal-uxorilocal marriage 
structure stipulated that a man should serve a probationary 
period of a number of years before being allowed to return 
to his own village or matrilineage, my father's drumming 
services were exploited for as long as his probation lasted.
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During this time, he perfected his art of drum-playing and 
drum-making. Similarly, my mother who was a member of the 
chorus and served 'as special attendant to her mother when she 
danced, also became an expert singer and composer. Later in 
life, she developed into a great story-teller, dancer, 
composer and mistress of the Chinamwali female puberty rites. 
She bore my father six children, who have displayed varying 
degrees of interest in music and dance.

My oldest sibling is called Kelitala, and his 'breast 
name' was Chiwawula (meaning 'that which affects the skin'). 
The custom is often observed among the Chewa and other Bantu 
peoples that upon reaching puberty, a child takes on another 
name (idea of rebirth) while renouncing the first one, 
popularly referred to as dzina la pabele or 'breast name'.
He did not seem to have displayed any particular musical 
interests either as a child or as an adult. But when he went 
to the Chewa initiation school of the Nyau Secret Society, 
he learnt some nyau dancing and drumming. He knew how to 
play the master drum (mbalule) very well. However it is
said that he distinguished himself as a wise person and
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articulate judge at an early age. He showed some strong 
qualities of leadership in family affairs and at the age of 
26 he was appointed as a court assessor by his cousin,
Senior Chief Mwase of the Lundazi Chewa. Since then, he has 
become court president and one of the most powerful local 
Chewa leaders. In fact, the name Kelitala itself is quite 
suggestive. It means 'the one who shows the way', or 
'the letter writer'. He was also the first person in the 
family to receive some primary schooling and to learn how 
to read and write.

Although my father did not display any such outstanding 
qualities of leadership, his father did. He is said to have 
been one of the first Zambians in the area to have been chosen 
by the colonial office to serve as a district messenger in 
the Government of North-Eastern Rhodesia when the latter was 
first established around 1890. Therefore, it could be said 
that Kelitala was following the footsteps of his grandfather 
Kanyoza.

The name of the second child is Sambilani, meaning 
'go on learning', and his breast name' was Maliwa ('victims'). 
He distinguished himself as a musician at an early age.
He could sing like his mother, and when the two performed 
together, they produced some of the most beautiful melodies 
of Chewa classical music. But as he grew up his musical 
interests diminished, presumably, as a result of the dis
appearance of certain Chewa dances like ndonda, kachokocha 
and kamthibi which he seemed to like. Instead, he became a
great hunter and fisherman and has remained so until now.
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The third child's name was Malitase or Malita (similar 
to Martha), and she had a quiet and rather withdrawn 
personality. She rarely danced or sang in public but loved 
story-telling which was mainly a family affair. However, it 
was the fourth child called Mateyo (Matthew) who developed 
into a great dancer. During the Chewa national dance of 
Gule Wamkulu which featured the nyau sacred masks, Mateyo 
always excelled, although his real identity was only known 
to those who were members of the society. It is also said 
that during the annual public ceremonial feasts and communal 
masquerade dances of Gule Wamkulu, 'no one could keep money 
in his/her pocket' once Mateyo's mask was in the dance arena. 
Almost everybody seemed to give him some form of present 
(supo) in appreciation of his wonderful dancing. He is still 
a great dancer and two of his children have taken after him.

Then came Chisauka ('the sufferer or the unfortunate one') 
the fifth born and one of the two female children in the house. 
She was a talented singer and dancer like her mother. When 
the chimtali women's dance from Nyasaland (now Malawi) was 
introduced amongst the Chewa and Tumbuka in the early fifties, 
she became one of the star dancers of Kanyoza village.
Later, when she married and moved to Chingala village, she 
continued to dance chimtali and was team leader up to the time 
of her untimely death in March 1983. She died after a 
caesarian operation and was survived by five children.

Finally, came the sixth and last child - Mapopa 
('the wilderness'). This name was so given because I was 

conceived just when my mother was approaching her menopause. 
When I was born, my parents became certain that I had left
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the womb a ' wild place', for no life could exist there any 
more. Nonetheless, my early life was quite traumatic.
In fact, almost all the members of my family used to tell 
me that as 'an under five', I experienced 'crippling' 
maladies which nearly claimed my life. My mother, in 
particular, would tell me that I had been a victim of both 
'human and cosmic displeasure'. In the first place, some 
evil men and women of malice who practised sorcery and 
witchcraft wanted to eliminate me because they envied the 
way in which the Kanyoza clan had become abundant in terms 
of both human and material resources. Secondly, my birth 
might have provoked a cosmic quarrel between ancestral 
spirits who wanted to inhabit my body. These fears had 
been heightened by the fact that at eighteen months, some 
'unknown fire' had burnt my left foot while I slept close 
to my mother's breast at night. My mother claimed that 
we were far away from the fireplace, together with my 
sister who was then three years old. Later, I had a severe 
illness which almost claimed my life.

Nevertheless, after a rather bad start, my life im
proved tremendously. I was the most loved child and the 
centre of attraction in the family. Everyone saw to it 
that I got everything that I wanted and made sure that 
I was happy. I spent most of my time with my sisters and 
they would carry me on the back to watch and take part 
in the children's games and dances. At five, I would take 
one of the drums my father made and play it all day.
By the time I was nine years old and was being taken to 
the Nyau Secret Society, I had already learnt to drum and 
dance. in fact, I remember how I would at times go into
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the bush, put on some costume made of leaves and grass, 
and emerge into the village pretending that I was a nyau 
masked character come from the cemetery. Everybody in 
the village laughed and applauded. But when a 'real' 
nyau mask appeared, I ran into the house and hid. I was 
really afraid of these so-called dead human beings.

Apart from the nyau, I danced mganda and drummed for 
girls during their chimtali dance expeditions. What I 
also enjoyed most were the usual fireside stories told 
at night. I would listen attentively to the stories my 
sisters and parents narrated and as a result of this, I 
became a good storyteller myself. For as a matter of fact, 
everyone in the village would refer to me as a 'tireless 
talker'. Some of these characteristics have been carried 
into adulthood!

I would not have been a good dancer and a good drummer 
without participating in the dynamic Chewa and Tumbuka 
musical cultures. I would not have been a good athlete 
at high school and University without the dancing and the 
training I received at the village initiation school.
For it was one of the requirements that all children who 
had been initiated into nyau must learn to run and follow 
the masked characters sent on food-begging errands, for 
long periods without getting tired. Anyone who slackened 
was whipped with a stick which at times caused painful 
bleeding. It was in this way that I learnt to run ten 
to fifteen miles a day without feeling tired or exhausted. 
And similarly, I would not have developed into a formidable 
orator and linguist without the coaching I received from
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my sisters and parents through story-telling.
However, the most ironic thing was that at both 

primary and secondary school, I was a brilliant pupil in 
science subjects, especially maths, physics and languages. 
Later in my secondary school career, I became more interested 
in languages and read English and French. My ambition was 
to work in the diplomatic service where I could use my French 
more frequently than anywhere else. But when I entered 
University, I was selected to read for a degree in agri
cultural sciences! At any rate, I was told that I was a 
'borderline case1 and that I could choose the sciences or 
the arts. It was Professor Herbert, then Dean of the School 
of Humanities and Social Sciences and also Head of French, 
who persuaded me to read French and English. That was how 
I came to study languages and literature (which included 
courses in drama), and subsequently chose a career in the 
performing arts.

I have taken time to record my own background because 
it is central to our understanding of the theory of multiple 
intelligences which scholars like Gardner (1983) have 
advocated. Hence, questions which could perhaps be asked 
about by brief autobiography are:

(a) Was I an artist who had special talents in 
music and dance?

(b) Was I a linguist or scientist as my early school 
career had demonstrated?

(c) Was I a linguist or scientist who became an 
artist or the other way round?

(d) Was my first University career in languages 
and literature a waste of time?

(e) Should I have entered a performing arts academy 
immediately after high school?

(f) Have I now rediscovered myself?
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I hope that readers of this work will look critically 
at these questions and try to relate them either to what 
I have discussed in this study or to other forms of 
personal or individual experiences. For only then will 
the cognitive role of the arts, particularly those of 
music and dance, be appreciated. The questions also help 
to throw light on whether intelligence can be assessed 
only through scientific investigations and not the study 
of behaviour in a cultural context. Children start to 
learn or appreciate music and dance at a very early age. 
Right from the cradle to the time they start to walk, 
various musical sounds and rhythms are registered in their 
consciousness through the body. But during this period, 
the whole body of the child is possessed by organic forces 
of growth and its states of body and mind are entirely 
different from those of an adult. The child may appear 
not even to hear the sounds or music, but they enter so 
deeply within him that the forces of growth are affected, 
and perhaps weakened or impaired. However, it has also 
been hypothesized that much that is attributed to heredity 
is probably due to the unconscious powers of imitation, 
working even on the physical body (cf. Harwood 1958).
If this hypothesis could be proved, then we would be right 
in saying that music talent is not carried in the ehildAss 
'blood' at the time of birth, but is introduced into its 
body after birth.

Another interesting case study from the family is my 
wee boy Kanyoza. I first introduced him to drum music when 
he was only three months old. At first, I used to play 
recorded cassette drum music from Zambia whenever the
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family met together in the evening or at weekends. But 
later, I practised on my drum in preparation for the 
numerous dance and music workshops around Belfast and 
some cities in England. And because Kanyoza was so fond 
of me and did not want to be left alone, I often played 
with him in my lap. As he grew older, it was difficult 
to control him because he also wanted to play the drum with 
me. So, I would leave the house and rehearse in the 
Department. But each time we went to perform in the 
community with my family and members of the African Students' 
Association, Kanyoza would be carried on his mother's back 
as she danced with him. Then, he would sing or babble, 
and sometimes match rhythmic structure as well.

However, the greatest surprise came in May 1985 when 
after watching a performance by the Delado African music 
group whom I had invited to Belfast from Liverpool, Kanyoza 
reproduced perfectly, two drumming patterns he had learnt 
from the group. I had taken him to Stranmillis College 
Theatre where Delado was giving an afternoon show to 
education drama students. He sat down with his sister Lucy 
and watched the performance attentively. Soon he fell 
asleep. But when I brought him back home that evening he 
told stories about what he had seen at the College.
Then two days later, he just stood up and brought the two 
drums that I kept in the house. He gave me one drum and 
played a pattern which he asked me to imitate. After that 
he played a contrasting pattern to create polyrhythm, and 
the music was complete! I recognised the patterns as those 
of the Adowa dance from Ghana which Delado had performed.
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How did Kanyoza come to learn them so well and yet 
still a toddler? Was this the start of musical precocity? 
Had he inherited some of my musical talents? Or was he 
'actively listening' to music whenever I performed, while 
at the same time 'inwardly reproducing it?' Most of these 
questions will be examined much more in detail in the next 
chapter. But to end this excursion into my family auto
biography, I should say that some of the observations I 
have made about the influence of childhood on adult life 
have perhaps been well argued by people like Howard Gardner 
who wrote:

"One can exhibit musical precocity as a result 
of involvement in a superbly designed instructional 
regime, by virtue of life in a household filled 
with music, or despite (or as part of) a crippling 
malady. Underlying each of these performances, 
there may well be a core talent, one that has been 
inherited; but, clearly, other factors are also 
at work".

(Gardner 1985: 99 - 100)

AIMS OF THIS STUDY AND SOURCES OF DATA

To sum up the objectives of this study, I hope that 
it will serve as:

(1) A RECORD of some aspects of Zambian culture for 
posterity;

(2) a MANUAL for use in school education and for further 
adaptation or transposition into performance 
programmes by children throughout the country;

(3) a REFERENCE document for consultation by 
researchers, educators, administrators and policy
makers , and 4

(4) a GUIDE to cultural animateurs, social workers, 
creative writers, and all those working in 
organisations interested in the welfare of 
children.
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Furthermore, those working in academic institutions 
concerned with the performing arts and the training of 
teachers for schools could also devise courses or research 
oriented projects on the basis of this study and others 
which I hope will follow it. Such data can be used to:

(a) help students to see that ways of learning 
and growing up in their own communities are 
worthy of respect and study;

(b) help them to become increasingly aware that 
their experiences and learning as young 
children had helped significantly to determine 
the kinds of persons they have become;

(c) get them to talk and write freely about 
themselves and the African traditions, both 
rural and urban, which had helped to shape 
them;

(d) help them to view and deal with children in 
their own environment (whether at home or school) 
in a more understanding and constructive way, 
and,

(e) help them to see themselves as competent thinkers, 
talkers and writers.

Although most of the ethnographic data in this thesis 
was collected over a period of one year - 1981 to 1982 it 
is also the culmination of several years of experiences 
living in a rural area and working with children. Prior 
to 1981 I had been involved in numerous community arts 
activities with children, especially those which fell under 
the University of Zambia's Chikwakwa Theatre. Secondly,
I also came to supervise some undergraduate student 
research projects on children's plays and games as part of 
the African drama programme.

Between 1979 - 1981, I also organised and ran a 
children's playschool in Court B of the Handsworth Park 
area of Lusaka (see Map 3) where most staff of the University 
lived together with their families and servants. Every Sunday
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afternoon I would bring the children together (see Table 2) 
to perform some games, plays and action-songs. This 
took place in the open courtyard in front of my house 
which served as their playground. My idea was to bring 
together children of both 'master and servant' and help 
to overcome the class barrier that existed (e.g. refer to 
the introduction of Chapter V). The scheme was highly 
successful, for here I saw how children who came from 
different ethnic, cultural and class backgrounds played 
together and made friendships. They also learnt how 
to teach one another many more new games and action- 
songs which they had acquired at school, in villages or 
from fellow children who lived in other communities of the 
city. I gave these children hospitality and other support 
that I could afford while taking this opportunity to observe 
and record their creations.

But my choice of children's plays and games as a topic 
for doctoral studies was not adopted until late in 1981 
when I had received letters of admission to the Queen's 
University of Belfast as a part-time student.
Professor John Blacking, Head of the Social Anthropology 
Department who was also to serve as my supervisor, advised 
me to concentrate on the study of children's games out 
of the three topics that I had forwarded to him as my 
areas of interest. He was interested in finding out 
whether children's songs, games and plays practised by 
the Chewa and Tumbuka of Zambia, for instance, shared 
certain common characteristics with those of the Venda 
of South Africa whom he had studied (Blacking 1967).
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During the research among both rural and urban Zambian 
communities that I had chosen, I planned to cover children's 
play interests from birth to the age of puberty, noting 
the influence of the different social and cultural milieux 
in which they were practised. Secondly, I also hoped to 
observe a target group of up to a thousand children all 
together, so that I could note the diversity of games they 
played and allow myself a wide range of samples from which 
to select those suitable for a detailed study.

However, due to the fact that Zambia was a big country 
with an area of 753,000 square kilometres; 73 recognized 
ethnic groups and having an urban population of four million 
people as opposed to the two million who lived in the vast 
rural environment, I decided to confine my research to 
only a few areas. This would help to alleviate some of 
the anticipated problems such as language, transport and 
the scarce research resources that were available to me 
at the time.

Ethnographic details on children's plays and games 
are fully discussed in Chapters III, IV and V of this thesis 
while Chapters I and II attempt to examine some of its 
aims and objectives. I also review some theoretical, 
methodological and practical approaches to the study of 
children's plays and games, as well as provide the Chewa 
and Tumbuka world view as to what constitutes the cognitive 
value of children's plays and games.

Finally, in Chapter VI there is a summary and conclusion 
on the entire work including some suggestions on the 
establishment of some experimental projects on children's 
creative and performing arts traditions in both the school 
and the community".
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For once properly organised, these could serve as a 
laboratory for testing and adapting material on children 
for use in school education and community development 
programmes. However, a word of caution here is that being 
the first of its kind, this work does not necessarily 
conclude by providing a 'package' on how best the arts in 
general, and children's plays and games in particular, could 
help to rehabilitate, for instance, Zambia's primary 
educational system which has been greatly at variance with 
the country's developmental requirements since independence. 
But most importantly, this should be considered as an 
anthology of an oral culture which is on the verge of being 
submerged in the world of the microchips and yet it at least 
holds the key to the spiritual and humanistic development 
of the nation and its people.





Plate 4. Ndendeule Dance-Drama - 'Testing a future 
husband'.



Plate 5. The Football Game' by Bakaya Theatre Ensemble
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CHAPTER II

AFFECTIVE CULTURE AND CHILDREN'S 
COGNITIVE DEVELOPMENT

Everytime a child is born in any given African 
society, there is a strong feeling that one of the dead 
ancestors has come back. Therefore, since the initial 
concept of childhood, as we shall learn more later, is 
associated with re-incarnation, this presupposes that a 
child is more than just a biological creature. It is an 
embodiment of a spirit that once inhabited another living 
body and despite the smallness and fragile nature of its 
present body, the child is supposed to represent a being 
who is 'pure', 'innocent' and more advanced in spiritual 
wisdom than an adult person. This African conception of 
childhood seems to agree with beliefs held by certain 
European societies in the 17th century in which children 
were viewed as 'innocent creatures of God' (cf. Aries 
1962, Schwartzman 1978). But quite contrary to the idea 
of children as 'depraved beings who needed moral teachings 
and reformation ' (Ari^s, Schwartzman, op. cit.,) most 
African peoples still believe that all children come to 
be 'contaminated' by the evil that is already existent
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among the older human species of the physical world.
This evil comprises all the negative and destructive 
aspects of the culture practised by human beings and 
which forms part of their growth processes from childhood 
to adulthood, and then to immortality. This also explains 
why traditional African society once attached great 
importance to those social and kinship institutions that 
ensured the proper and good upbringing of all its young 
citizens (cf. Raum 1940; Fortes; Kenyatta; Read, op. cit.,). 
The institutions were thus also aimed at eradicating or 
minimizing the evil influence of both culture and nature 
on society. However, before we go on to examine growth 
and personality, and the relationship between affective 
culture and cognitive development, let's start by looking 
at play, games and sport, as well as the various theoretical 
approaches investigators have used in defining them.

PLAY, GAMES AND SPORT

Plays and games have existed in one form or

another since the earliest known civilizations of mankind. 
There are both written and oral historical records about 
them throughout the world. But I don't intend to dwell 
so much on discussing them. What I am interested in at 
this point of our study, is to briefly look at the various 
schools of thought which have so far been associated with 
the development of children's play as a subject for 
anthropological and other scholarly research.

To begin with, it should be stated that scholars are 
far from complete in their agreement about the nature of
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play, games or sports. For instance, games are usually 
considered to be 'competitive activities guided by certain 
rules which define goals and which limit the means that 
may be used to reach those goals' (Harris and R. J. Park 
1983). Scholars like Roberts, Arth, and Bush (1959) once 
classified games according to the primary means used to 
reach the goals: skill, strategy, and chance. Roger Caillois 
(1961) also defined these goals as competition, chance, 
mimicry, and vertigo. Games have also been contrasted 
with sports, and as Janet Harris and Roberta Park observed, 
there has been a tendency to view games as having less 
codified, more changeable rules, whereas sports are seen 
as "a specific type of game involving highly codified rules, 
large-scale use of the body, use of skills acquired through 
specialized training, and public display before an audience" 
(Harris & R. Park 1983: 3).

Play is perhaps the broadest of the three terms and 
seems to have most diverse meanings. At times the category 
of play is used to refer to a wide variety of activities 
engaged in voluntarily and these may include games, sports, 
imitative and creative activities, exploration, joking, 
and make-believe (cf. Bruner et al. 1976, Herron and 
Sutton-Smith 1971, Millar 1968). But writing on the 
Basotho domain of games, Charles Adams once contended that 
they included ways of behaving which were expressive, 
performative, dramatic, and processual (Adams 1974, 1978). 
Adams went on to say that games and playing referred to 
behaviour and aspects of behaviour that were not only 'play' 
and 'ritual' but 'art' in playing music and dancing, and 
'science' in the sense of procedures for knowing and
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understanding, experimentation and learning, hypothesizing 
and testing. The graphic and plastic arts, such as 
architecture, pottery design, and painting, as well as 
technological crafts, such as carpentry and making toys 
and models, were excluded from the domain of games.
Playing ranged from simple spontaneous activities of 
telling jokes and riddles to rehearsed, proscribed, rule- 
governed events of the nine-months process of men's initiation 
and intervillage dancing competitions.

On the other hand, there are scholars who posit that 
play may be defined by referring primarily to underlying 
psychobiological states of the persons involved, with 
particular attention to stimulus-seeking and arousal 
(cf. Ellis 1973). It could also refer to a state of mind, 
attitude, disposition, or the conceptual framework rather 
than to a structured event or to more overtly observable 
psychobiological states. Gregory Bateson (1955) believed 
that this state of mind or interpretive conceptual frame
work might involve a negation of some of the rules or 
understandings in ongoing daily life, whereas Harris (1980) 
saw this as a relative lack of commitment to the attainment 
of extrinsic goals. This attitude or state of mind could 
also be related to what Csikszentmihalyi (1975) referred 
to as intense enjoyment, or according to Turner (1972), as 
a sense of unstructured total interaction with one's fellow 
players. And finally, one other interesting view of play 
is that of Norbeck who defined human play as:

"characteristic behaviour of mankind at all 
ages of life that arises from a genetically 
inherited stimulus or proclivity and is dis-
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tinguished by the combination of traits of 
being voluntary, somehow pleasurable, distinct 
temporally frcm other behaviour, and distinctive 
in having a make-believe or psychically trans
cendental quality"

(Norbeck 1974a: 270).

Although some of the foregoing observations on 
anthropological, psychological, sociological, or linguistic 
definitions of play, games and sport might appear to be 
quite sound, they are still inadequate for our complete 
understanding of such forms of human behaviour in different 
cultural contexts. Helen Schwartzman is of the strong 
opinion that 'perceptions of play are intimately related 
to one's culture' (Schwartzman 1978: 4), but in her book, 
Transformations (The Anthropology of Children's Play), she 
has also summarized a number of approaches to the study 
of play which can be called anthropological. The first 
four of these follow the patterns of basic schools of 
anthropology: (a) Evolutionist and Developmentalist Approaches
(b) Historical Particularist and Diffusionist Approaches,
(c) Structural Functionalist Approaches, and (d) Culture 
and Personality Approachese (e) The Culture as Communication 
Approach is that of which Gregory Bateson is still regarded 
as one of the founding fathers. In one of his works,
A Theory of Play and Fantasy (Bateson 1955), he argued that 
play can occur only among organisms able to metacommunicate. 
Secondly, he was also of the view that texts and contexts 
of play were intimately and systematically related and could 
not be considered in isolation from one another (Bateson 1972) 
Therefore, because play illustrates the importance of such 
relationships and, in particular, the importance of context,
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it has been central to the development of theories of social 
interaction and communication. (f) What Schwartzman calls 
the "Mentalist Approach" has been utilized by ethnoscientists, 
structuralists, and cognitive psychologists in their search 
for either particular or universal structures of the mind.
These investigators assume that culture is to be found in 
the minds (i.e. cognitive models or mental structures) of

iv,their informants. Schwartzman1s final category is (g) the 
"Materialist" Approach, so called because of the researchers' 
concern for material objects used in play and also the type 
of environment or context in which such activities take 
place. They also try to define play according to the corres
ponding ecological, economic, and behavioural variables.
In adopting this approach, they often advocate the use of 
experimental or quasi-experimental methodologies, e.g.,
Jerome and Dorothy Singer's experimental studies on children's 
make-believe play (Singer 1973). On the whole, this is 
seen as an extremely important area of research that needs 
to be expanded in future. For by understanding the process 
and products of children at play, investigators might also 
gain even a better understanding of adults at research.

In this study, it is inevitable that the theoretical 
framework used should encompass at least some elements of the 
approaches reviewed by Schwartzman. We shall see how in 'affective

culture', for instance, the culture and personality, as well 
as the structural and cognitive approaches, are all involved. 
Chapter III is based on a developmentalist view of childhood, 
while Chapters IV and V contain descriptions and analyses 
of ethnographic data on children's plays and games in Zambia, 
which relate to nearly all the approaches that have been
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reviewed. And finally, it is hoped that Chapter VI will 
draw attention to culture as communication in an attempt 
to encourage the use of children's play and games in school 
education and intervention programmes aimed at alleviating 
the effects of trauma and displacement among children.

IDENTITY, GROWTH AND CONSCIOUSNESS

The recollection of childhood reminds most people of 
a happy or miserable past. Traumatic experiences of poverty, 
hunger, disease, squalor, neglect and other forms of suffering 
can still haunt some people in adulthood, while others may 
have lived a life of plenty and received so much pampering 
as children that they once thought they were little gods. 
Richard Wright, for instance, in his autobiography, Black Boy, 
and in his social interpretations in many later books 
(Wright 1940, 1945, 1953, 1969), revealed to the world how 
racism and the harsh oppressive conditions in the deep south 
of the United States affected him as a child. Similarly, 
in the The Children of Sanchez, Lewis attempted to show that 
the effects of childhood experiences can leave an indelible 
mark on a person. Sanchez's children had to learn to struggle 
through poverty and violence in Mexico City and, hence, 
the realization that the religion they had been taught was, 
after all, a tool for exploiting and oppressing people like 
them. As they grew old they became aware of the fact that 
the Roman Catholic Cross they wore, for instance, was a 
sign of hypocrisy, since the same leaders who advocated the 

teachings of Christ were the ones who continued to exploit 
them. But what was more obvious was perhaps the fact that
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all the children in the Sanchez family carried on their 
childhood behaviour into adulthood (Lewis 1964). Another 
interesting example is that of Mary Turner, who became a 
victim of her own childhood conscience and the stereotypes 
of a capitalist, racist society (Lessing 1950).

But perhaps from a different perspective, writers like 
John Blacking do not think that childhood experiences matter 
so much in the life of an individual, unless they are re
inforced. He emphasizes the quality of adaptability. In 
Black Background, he argues:

"I do not attach great importance to the effect 
of childhood experiences upon the behaviour of 
the Venda adult, except in the rare cases where 
sane remarkably traumatic experience of childhood 
has been recalled by repetition of almost identical 
circumstances in adulthood. My observations of my 
own children, and those of the Venda and of other 
friends, tend to confirm that, given a socially 
positive environment, with a basis of love and 
co-operation, the psychic shocks of childhood 
leave very little or no serious mark on the 
character" (Op. cit: 55).

I think this is true only to a certain extent and that it is 
easy to deal with if it occurs as an isolated case in a 
society of plenty and goodwill for everybody. Otherwise, 
superimposed suffering may condition people to a psychic 
state that is difficult to get rid of. This has again and 
again appeared in works set against a background of exploit
ation, oppression and extreme forms of injustice.

On the other hand, there are people who have passionately 
and romantically tried to re-capture that life of 'bread 
and roses' of their childhood. Camara Laye recounts how he 
wished he had never been uprooted from his village in rural 
Guinea to go to France and be converted into a 'black European'. 
He recalls with nostalgia how, as a child, he used to play
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around his mother's house; watch his father make gold
trinkets, take part in the rice harvest dance, and later
in life, be introduced to the 'lion' as part of his initiation
into manhood (Laye 19 53 ). It would seem, from this example,
that Laye is lamenting the loss of his identity, which is
often attributed to the coming of the present school system
and its accompanying Western values. Feelings about
cultural identity are perhaps best expressed by a Tanzanian
student at Makerere University who was reported as saying:

"Strange as it may seem, I know more about rny 
childhood now than I ever did. It's hard to 
believe, but through all these years of moving 
up through school, managing to do well in one 
State examination after another, I've felt that 
the little African boy I used to be has long 
since disappeared. In secondary school, and 
particularly here at Makerere where we wear 
white shirts and speak English all the time,
I've been saying to myself, 'Yes, that little 
boy who herded the goats and skipped down the 
hill to carry messages for my father is no more; 
he's gone, completely gone'. But now, you will 
be glad to hear, I know that isn't so. The little 
boy I used to be is part of me still, an important 
part. Many of the ways I now think and look at 
things that go on round me I can trace back in one 
way or another to my experiences as that African 
child"

(Fox 1967 : X).
Paulo Freire (1972) described this as 'emerging from a 
culture of silence'. I recall how, as a young freshman 
at the University of Zambia in 1968, I had been invited 
along with some colleagues to dance before the Head of State 
(Kenneth Kaunda) on the University's first Open Day 
celebrations. Dressed up in skins, raffia and body painting, 
we danced to the loud cheering and applause of everyone 
present. But I wondered how many of that mostly elite 
audience in reality appreciated what we were doing. For 
at that time, it was still considered as primitive and
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backward for people of our status to do 'ethnic' dance.
We were 'learned men' and we were expected to dance 'waltz', 
'fox-trot' with some bits of rumba or highlife , and listen 
only to jazz, pop or European classical music. Indeed, 
those were some of the views which still reflected the 
colonial hangover that one saw in Zambia at that time.

It is little wonder, therefore, that most of us who had 
danced and taken part in village moonlight games, had gone 
through the initiation school to learn the mysteries of our 
society, and finally 'put our tails between our legs'
(Tumbuka proverb) as we came into confrontation with Western 
culture, had lost our identity and once more had become 
'submerged in the culture of silence'. But for how long 
would this condition last? Had we really lost our identity?
How are people's senses of identity and growth affected 
by music, dance, poetry, plays and games? It is necessary 
first to consider how intelligence is conceptualized among 
some of the indigenous people of Zambia, and how these 
various qualities of mind are thought to interact with 
certain cultural manifestations and affect the development 
of young people.

For instance, the Chewa and Tumbuka do not have words 
or concepts which correspond to the elitist terms "intellectual" 
and "genius". They are most interested in the general 
intelligence of all human beings, although they may also 
use terms to describe certain special tricks that some people 
may be able to perform. The term which embraces all forms 
of intelligence, wisdom or general knowledge of things is 
known as nzeru (Chewa) or zeru (Tumbuka). Any normal
person is said to possess nzeru, and depending on his/her
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conduct or behaviour in society, s/he may often be referred 
to as one with good wisdom (nzeru zabwino) or as one with 
bad wisdom (nzeru zoyipa). Thus, nzeru begets personhood 
or humanity (umuntu), and humanity can in turn be measured 
or assessed by the amount or quality of nzeru an individual 
possesses. One may be referred to as having a lot of wisdom 
(nzeru zambiri) or little wisdom (nzeru zochepa) when it 
comes to the performance of certain tasks, or to the display 
of certain qualities of leadership.

To become human (muntu) is to learn to use one's 
intelligence or wisdom in a good way. Therefore, nzeru goes 
hand in hand with goodness or kindness (ubwino). A person 
who is kind and has compassion (chifundo) for others is said 
to be muntu wabwino, hence, s/he has nzero zabwino. It is 
goodness or kindness, hereafter referred to as ubwino, which 
is responsible for love (chikondi) among human beings.
On the other hand, we have badness or uyipa which comes as a 
result of hatred (udani). Similarly, terms such as 
muntu woyipa and muntu muheni may be applied by the Chewa and 
Tumbuka respectively, to refer to a person with 'bad wisdom' 
or 'little intelligence'.

Both the Chewa and Tumbuka regard wisdom/intelligence 
on the one hand, and emotion on the other, as being associated 
with the head (mutu) and its sense organs, and the heart 
(mtima) respectively. Thoughts (maganizo) are believed to 
originate from the spiritual world and come into the head 
(kubwera m'mutu) where they are processed into something 
intelligible. But they are devoid of any human feeling until 
they have interacted with what is in the heart (vamumtima or

vyamumtima) that their real meaning emerges. The heart has
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the ability of turning thoughts into either bad or good 
nzeru by 'injecting' into them the necessary recipes such 
as chikondi (love), chifundo (kindness, compassion), udani 
(hatred), msinjilo (cruelty, unkindness) etc., and thereby 
influencing human behaviour.

The 'purity' or 'impurity' of thoughts seems to give 
rise to a 'good heart' or 'bad heart'. But the Chewa and 
Tumbuka also hold the view that good and evil are lodged 
in the heart at the time of a child's birth. Therefore, 
messages received from the head or 'inner mind' stimulate 
the heart to display the desired temperament. And from 
this working relationship between the head and the heart, 
the following categories of human types could be discerned:

First, we have the good-hearted person (muntu wamtima 
wabwino) who is both understanding (omvera) and trustworthy 
(okhulupirika). S/he might also be calm (ofasa, ozika) 
and loves to live in peace (ufulu, mtendere) with his/her 
neighbours. This type of person often has most qualities 
of good leadership.

The second category is that of muntu osamvera, or the 
ordinary person in the community who is not understanding, 
unco-operative and seldom yields to advice. This person 
may also show some form of unkindness, disrespect or cruelty 
(nkaza, musinj ilo) towards others. But the cause of this 
may be attributed to the bad condition of a person's intellect 
(nzeru) as well as that of his/her heart. This type of 
personality may also be referred to as tsilu (fool, insane, 
mentally deranged) or openga (short-tempered, dotty, etc.). 
However, some tsilu may be good-hearted except for their
diminished intelligence or the failure of the head to process
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thoughts properly. This explains why not all mad people are 
violent, and the Chewa say that some of them have mtima 
wosalala (lit. 'straight heart').

Thirdly, we have the immoral person variously described 
as tsilu (fool), opulusika (the lost one), chilekwa (vagrant), 
chindele (uncouth) and mzeleza (self-indulgent). These forms 
of behaviour are usually attributed to the influence of 
external forces. A child can become opulusika once in the 
company of equally spoilt or bad children. On the other hand, 
chilekwa is one who is 'unproductive'. A hen that feeds on its 
own eggs is often described as chilekwa, and the same term 
is applied to mean a prostitute or vagrant who spends time 
'wasting her womanhood'. Chindele or chizeleza also means 
one with immoral behaviour, and could be applied to both men 
and women.

The fourth category is that of 'thoroughly bad people' 
(anthu oyipa) with both bad wisdom (nzeru zoyipa) and a 
'bad heart' (mtima woyipa). Killers for malice (amfiti), 
kidnappers or robbers (azifwamba, vigebenga) fall in the 
same category. In the case of amfiti, they are believed to 
be people with a wicked 'supra-intelligence' which enables 
them to perform special tricks that are associated with 
witchcraft and sorcery. Such people are said to fly at night 
and turn into animals or birds of prey which kill people 
and livestock. They use magic to gain power and destroy 
others. The only people who can control them are usually 
those who possess an equally strong power of mind which makes
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them perform 'redemptive magic'. These do not harm 
society and therefore could be ranked in the first 
category of people we have dealt with.

Negative behaviour is the source of all problems 
and misunderstanding in any human community. It is a 
result of people not using their intelligences properly, 
which also affects their attitudes or temperaments. 
Therefore, the Chewa and Tumbuka feel that the level 
of control between the head and the heart, though 
geared to the needs of individual persons, must also 
suit those of the society in which they live. To sin, 
offend, do wrong (kwananga , uchimwa) etc, jeopardises 
one's responsibility towards others and must be discouraged. 
On the contrary, good deeds (ubwino) must be exalted and 
rewarded accordingly because they promote harmony and good 
personhood, umuntu.

When it comes to dealing with children, the Chewa 
and Tumbuka apply similar terms to refer to different 
grades of intelligence. For instance, a child who is 
understanding (omvera, okhulupirika) and responsive 
(wa m'changu) is generally acknowledged as wanzeru 
(intelligent). There are also circumstances in which 
intelligence or cleverness in a child is attributed to 
a skill or knowledge of something only an adult person 
would normally be expected to know or do. If a child 
learns to make reed baskets, mats or play some of the
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more difficult roles at an early age, then the terms 
mwana wanzeru or ochenjera are applied to refer to this 
mental development. However, although the Chewa as well 
as the Tumbuka believe in the existence of child prodigies, 
they view physical and mental growth as fundamentally 
continuous and parallel. The child learns from both 
experience and maturation, and these are regarded as 
mutually exclusive.

Secondly, a child is also expected to be brave,
courageous or daring as s/he develops both physical and
mental awareness. But bravery (mawala, chikanga) is only
commendable if the task is worth undertaking and that
the result will not be regrettable. It may thus be wise
for such children to leave certain tasks to adults or
their senior peer groups. Nonetheless, a brave child
might often be the one who provokes trouble, most
especially one who is also regarded as naughty,
adamant or unyielding (mwana wachitatata). Consequently,
this child wins the name of mwana osamvera or one who
doesn't understand. S/he can thus be classified in the
second category of Chewa and Tumbuka mental aptitude. From
the foregoing observations, therefore, I would agree
with Robert Serpell who once observed that:

"Among the Chewa of Zambia's Eastern Province 
the disposition to use one’s capacity in a 
socially productive way forms an integral part 
of what is valued as intelligence. The concepts 
of mwana wanzeru. oceniera. omvera. okhulupirika. 
wa m'cangu, which, were advanced by our rural 
adult respondents to explain why they would pick 
out one child of the village from a group of 
peers to perform a demanding task, seem to cluster 
around an intellectual dimension in which 
responsibility is at least as important as alacrity".

(Serpell 1982:3)
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On the other hand, these people also believe that a 
child may inherit certain forms of behaviour from a parent 
or ancestor. One often hears the Chewa and Tumbuka refer 
to a child as having 'taken the blood' (kutenga mwazi or 
kutola ndopa) of the father, mother, or any of the grand
parents. It is also said that this 'blood' can either be 
bad or good depending on the behaviour or conduct of the 
parent or ancestor. Therefore, 'blood' or genetic inheritance 
is often said to account for both the child's or adult's 
personality.

Likewise, to become a musical expert, avid talker, 
adept dancer, excellent wood-carver or hunter, a person learns 
through association with others in society, or is said to 
inherit such skills from parents. Let us now examine the 
contribution of the arts to human cognitive development in 
Chewa and Tumbuka societies.

Linguistic ability is one of the criteria for assessing 
cognitive development among both the Chewa and Tumbuka.
They believe that children's innate ability to speak a natural 
language (cf. Lenneberg 1967) can only emerge as a skill 
when practised in social situations. These social situations 
include riddle contests, poetic recitations and oral narrative 
performances. In Chapter IV of this thesis, for example, 
we see how the artful, aesthetic quality of an utterance 
resides in the way in which language is used. Whether in 
'nonsense' verse, praise or bird poetry (vithokozo and visangu), 
play with words facilitates increasing communicative skills 
and serves to extend knowledge (cf. Mattick 1967). What is 
usually regarded as 'nonsense' verse suggests that the 
consistent aversion of children to carefully established
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reality is universal (cf. Chukovsky 1976). In one form or 
another, this type of verbal play is common throughout Africa. 
And as Ruth Finnegan has observed, 'the sequences may be just 
for fun or may also include a definite competitive content 
making up a kind of game' (Finnegan 1970: 306).

Secondly, there is the element of metalinguistic aware
ness in verbal play (cf. Cazden 1976) involving most Chewa 
and Tumbuka children's verse. For instance, playful 
manipulation of the sounds of words, apart from their meanings, 
is a natural as well as normal part of language development 
itself. Elkonin once argued that:

"Just as the mastery of objective reality 
is not possible without formation of activity 
with objects, exactly in the same manner as 
language mastery is not possible without 
formation of activity with language as the 
material object with its concrete form".

(Elkonin 1971: 141).
In other words, according to Elkonin, children, as part of 
their species-specific ability to learn a language, will 
use elements of that language as the objects of one aspect 
of development not specific to humans - namely, play. When 
the child's intention is to communicate, he - like the adult - 
can 'hear through' his language to that end; but it is 
hypothesized that the child can also intend to play with 
elements of language for the very delight of self-expression 
and mastery, and does so more easily than the adult unless 
the latter is a poet (cf. Cazden op. cit.).
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This study, therefore, will attempt to support 
the view that children can learn about their language 
from word games, poetry and other speech-acts by 
offering some examples from both rural and urban 
Zambia.

The second category of intelligence is that 
involving the logical-mathematical. A child who is 
strong in maths and logic is often mesmerized by 
category and pattern. How are these building blocks 
the same? How are they different? etc. He may also 
be good at games such as draughts and chess, loves 
abstractions and quick to learn equivalences (two days 
equals 48 hours, for example). He may construct 
ordered, rule-governed imaginary worlds (e.g. Lewis 
Carroll, who wrote Alice's Adventures in Wonderland, 
was a mathematician). But how far is this also 
true for children in non or semi-literate societies 
such as those of the Chewa and Tumbuka?

There are many games of skill among both the 
Chewa and Tumbuka which train children to use their 
gumption at an early age. Some of these become more 
difficult as the children advance in age and are expected 
to play a more active part in adult roles. The game of 
nchuwa (kind of board-game) is one of them. This is a 
widely known game throughout the continent of Africa 
and is called by various names such as mancala. mchobwa.
nsolo or okwe. Children may be trained to play
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this game at an early age and learn how to count the 
stones that are passed from one hole to another, and also 
how to make intelligent calculations. For example, a player 
has to check the number of stones in a hole and find out 
if they are sufficient enough to reach the intended target. 
Children, especially boys, will have their own nchuwa and 
play alongside adult members of their society. In this 
way, they learn how to think logically and mathematically.

Little children also have counting rhymes through 
which they may learn to identify different parts of the 
body (e.g. finger and leg counting) as well as how to count 
up to five or ten. Then come mayele, kinds of trick games 
or puzzles which may involve a considerable amount of 
reasoning. An example of mayele among Chewa and Tumbuka 
children involves the use of string figures (cf. Cunnington 
1906, Cory 1956) in which a child may make a knot or pattern 
with a piece of string or rope and ask another child/children 
to untie the knot or 'unravel the trick' (kumasula mayele). 
Clever children who have had no prior knowledge of some of 
the mayele are said to perform them with great skill and 
acumen. Then, there are guessing-games and riddle contests 
which may at times involve reasoning and understanding the 
psychology of other players as in mboko or 'Hunt the Slipper' 
(see description in Chapter IV, No. 82).

Coming to the area of musical intelligence, it has 
been observed that of all the gifts with which individuals 
may be endowed, none emerges earlier than musical talent.

For as Gardner puts it:
"If there is any area of human achievement
in which it pays to have adequate or lavish
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genet ic background, music would be a formidable 
contender".

(Gardner 1985: 112).

In a similar manner, the Chewa and Tumbuka ethno-theory 
of 'blood' inheritance appears to be quite strong when 
it comes to the development of musical competence among 
human beings. But they are also well aware of the fact 
that such musical talents cannot be fully developed without 
the influence of other factors. At the very least, the 
extent to which the talent is expressed publicly will depend 
upon the milieu in which one lives. In other words, though 
one might exhibit musical precocity at a very early age, 
s/he will need to share in a deeprooted tradition of music
making in order to have his/her talents developed.

The theory that the whole human body, and not the 
brain alone, is a vehicle of consciousness is explained 
by the Chewa and Tumbuka through music. Upon hearing the 
beautiful melodic sound of the drum and upon feeling its 
powerful rhythms through the body, most people will say 
that 'the drum has captured their hearts' (ngoma yatenga 
mtima). This is a very popular saying which one is likely 
to hear anytime there is the Chewa national dances of 
Gule Wamkulu, chimtali, or the Tumbuka mganda and vimbuza 
dance of spirit possession. During Gule Wamkulu, for 
instance, the master drum (the mbalule) is nicknamed 
phula nkhali (meaning, 'take your pot off the fire').
Because of its powerful rhythms and melodies, the mbalule 
drum is said to quench thirst, abolish hunger, and, instead, 
whet the people's appetite for music.

This Chewa view concerning music and the body is shared 
by most African peoples as the following observations on
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"Musical sounds were always associated 
with a rhythmical stirring of the body, 
and I remember an old, blind, master musician 
criticising a performance on one of my tape 
recordings on the grounds that the drummers could 
not have been moving their shoulders and arms 
correctly. Thus, sensuous, bodily experience was 
a consequence of correct musical performance.
Having feelings through music could be an end 
in itself or a means to an end, depending on 
the context of the feelings and the person 
having them".

(Blacking 1983: 57).

Picturing the body as a mechanism with consciousness 
confined to the brain has helped to blind people to their 
own experience. For the Chewa and the Venda's concept 
of music shows that if any ordinary person would forget 
popular theory and attend to what he himself experiences, 
he would have to admit that he feels a strong connection 
between certain aspects of consciousness and parts of the 
body other than the brain. The mbalule drum, for instance, is 
associated with the quickening beat of the heart and a new 
feeling or consciousness on the recipient. Similarly, 
the mpanje or kamango drum of the Tumbuka used in the vimbuza 
dance is said to appease the malevolent spirits which attack 
the heart, neck, shoulders, back and legs. Its music 
is supposed to harmonize all the forces of mind and body 
so that the body can perform at its best.

From the foregoing observations, therefore, it could 
be summarized that experiences of dance and music are personal, 
but the feelings engendered by them are relevant to other
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aspects of a person's life only in so far as they are noted 
and interpreted. Secondly, performances of dance and music 
can have value in themselves, and the private experiences of 
those involved do not need to be justified by any other public 
expression. Thirdly, distinctions between emotion and cog
nition are not sharply drawn, as people emphasize feeling in 
general as a quality of mind, and especially fellow feeling 
and sensitivity to other self and to the world of nature.
John Blacking stresses this point when he says that 'dance 
and music were means of testing theories about self, body, 
other self, and other persons' (Blacking 1983). Fourthly, 
the system of learning music in most indigenous African societies 
made use of holistic, autogenic training. The environment in 
which music-making took place also mattered a great deal.
And fifthly, by increasing participation in dance and music, 
children learned how to think and act, how to feel, and how 
to relate to people and the world around them.

In conclusion, it could be said that the cognitive value
of dance and music had been rocognised by most indigenous
African societies. It is therefore nothing new. It is now
up to Western Scholarship to recognise this fact; hence,
Gardner is right in saying that:

"When scientists finally unravel the neurological 
underpinnings of music - the reasons for its 
effects, its appeal, its longevity - they will 
be providing an explanation of how emotional and 
motivational factors are intertwined with purely 
perceptual ones".

(Gardner op. cit: 106)
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We have already examined dance (i.e. together with 
music) although it is classified under bodily-kinaesthetic 
intelligence. However, this intelligence comprises two 
basic skills: how to manage our own movements gracefully 
and how to handle objects skilfully. Accomplished athletes 
and dancers are bodily-kinaesthetically gifted. We have 
seen how my brother Mateyo (refer to Personal note in Ch. I) 
became a virtuoso and superb nyau dancer when skills relat
ing to this intelligence had become developed. Similarly,
I became a great dancer and athlete in later life as a 
result of being brought up in a musical family and society.

Most children's games such as catching, racing , duelling, 
somersaults, play-dances and tasks requiring motor skills, 
involve bodily-kinaesthetic intelligence. At school, sports 
and carpentry classes can also be splendid for kinaesthetically 
gifted children. But because the emphasis is on verbal and 
logical-mathematical skills, these children are said to do 
poorly academically. Even so, they still shine in areas 
using their motor skills,, including crafts and the performing 
arts.

Spatial intelligence is another area of interest 
because it is concerned with visual arts. Gifted children 
in spatial intelligence are said to be superb visualizers.
In rural Zambia, some aspects of spatial intelligence could 
be found in artistic creations such as wall decorating, 
pottery, craft, wood carving and other forms of painting.
Any work of this kind is known as umisili and the person 
involved is misili (pi amisili). To become a good misili 
is a great achievement in life and all children are 
encouraged to attain a high degree of competence. When
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women smear the floors of their houses with mud 
to make them look clean, some of them may be seen 
drawing lines or patterns with cow dung over the black 
soil plaster which is used to cover the floor. This 
makes the house look beautiful, sometimes as if a large 
skin of a zebra had been spread on the floor. Similarly, 
those involved in pottery-making will attempt to beautify 
their products with patterns of red ochre. From an 
early age, children are taught to appreciate artistic 
beauty and how to become creative.

Unfortunately, none of these artistic skills are 
taught in modern schools except in very few cases. Some 
of the psychological research on intelligence relating 
to spatial skills has produced some interesting results
(cf. Serpell 197̂ 4:, 19̂ !̂). in Lusaka, an initial demonstration 
experiment showed, for instance, that the skill of repro
ducing patterns was differentially elaborated in different 
media according to the pattern of experience available 
in the child's cultural setting. Robert Serpell 
commented:

"Second-grade children in Manchester, England, 
copied line drawings better than children of 
similar age at school in Lusaka, Zambia, but 
Zambian children copied wire models better than 
their British peers. The two groups performed 
equally well at copying clay models and at 
mimicking hand positions".

(Sa*rpell 1982: 6).
Another experiment was carried out among rural Ngoni 
children in the Eastern province (Zhou 1980). A test of 
wood-carving and a test of sewing were devised and
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administered to selected groups of Grade 4 and Grade 6 
schoolboys. It was then predicted that boys growing up 
without a father would acquire greater skill in sewing and 
less skill in carving than those with fathers due to the 
sexually differentiated cultural pattern of teaching these 
particular skills. Both predictions were confirmed.

Nonetheless, these experiments on intelligence reveal 
two things: first, that different patterns of experience 
also characterise specific sub-cultural groups; secondly, 
that performance of cognitive tasks is better when the task 
is presented in a more familiar medium. In Chapter III of 
this study, we shall discover that among the Chewa and Tumbuka, 
emphasis in the training of children is on behaviour, skills 
and knowledge. Children are expected to acquire an awareness 
of self, of the people around them, and of the environment 
in which they live. They are also expected to learn definite 
cultural values (both technical and regulatory), sometimes, 
through a process of social control. This is what determines 
their identity. At first, their horizons are limited to 
what they see around them and the people who have daily or 
frequent contact with them and who understand and supply their 
daily needs. But as they grow up, they become more and more 
socialized and enculturated into the norms of society. They 
attain full consciousness of life and the world around them.

Similarly, during each stage of development from child
hood to adulthood, appropriate 'artistic' materials (music, 
dance, poetry, play and games) are introduced to relate to 
their emotional requirements for a balanced growth. Sometimes, 
children invent their own 'artistic' materials whereby they 
may engage in play whose scope is far removed from the world
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of reality. This conscious ability to move into the world 
of imagination from the everyday world marks a new stage in 
children's mental development. For, in play, they recreate 
an imaginary situation which enables them to explore the 
meaning of an object or action without being bound by the 
attributes which this object or action would have in every
day life (cf. Bateson 1955, Piaget 1962, Vygotsky 1967).
The Chewa and Tumbuka are quite aware of such processes of 
growth and this perhaps explains why they do not intervene 
so much in "children's affairs" during the early years of 
development (e.g. Stages 4 and 5 - Chapter III). But when 
the appropriate time comes, adults will intervene in those 
artistic or cultural manifestations which will influence the 
behaviour and personality of the growing child. They also 
believe that 'affective culture' or feelings expressed through 
music, dance, plays and games are the cornerstone of cognitive 
development in the very young. Therefore, they see the need 
to support and encourage children's play as the findings made 
in this study will later reveal.

From the various literatures quoted in our discussion, 
therefore, we come to the unanimous conclusion that any study 
on the relationship between affective culture and cognitive 
development must also acknowledge the insiders' or emic
view on culture's influence on behaviour. Scholars like
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John Blacking, Ruth Finnegan, Helen Schwartzman and Robert 
Serpell, have discussed in their works such general questions 
as how different cultures relate to the personality of their 
members, and such specific ones as the extent to which people 
from different cultures are taken in by visual illusions.
For example, Western psychological theories and methods are 
the products of Western culture, and hence are inappropriate 
in the analysis of the culture and behaviour of others.

RESEARCH METHODOLOGY

Since the early 1930s research on African children's 
games as well as adult play was largely done by European 
travellers, art historians, anthropologists, administrators 
and missionaries. Some of the literature on what they wrote 
is still accessible to contemporary investigors, but most 
of it is out of print or difficult to trace, especially in 
Africa itself. Therefore, I shall try to give a short 
review of some of the most significant past and present re
search recorded so far. I shall then conclude by looking 
at work done in Zambia.

The first known serious study on children's games and 
play was that done by A. N. Tucker in the Southern Sudan 
and appeared in the Journal of the Royal Anthropological 
Institute (JRAI) in 1933 (see bibliography). In it he gave 
detailed descriptions of games and action songs by children, 
with some reference to known European children's games.
The article also included musical transcriptions of the songs 
that accompanied the games. Tucker's work was followed by 
a series of other recorded investigations which included 
accounts of both children's and adult's plays, games and
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dances. But the most popular game which had received 
attention even before the publication of Tucker's work 
was a board game mostly played by adults called mweso 
(see Braunhotz 1931, Sheppard 1931, Shackelle 1935,
Parry 1936, Wayland 1936). There were also works by scholars 
like M. Griaule, "Jeux et divertissements abyssins" (1935), 
"Jeux Dogons" (1938); C. M. Doke, "Games, Plays and Dances 
of the Khomani Bushmen" (1936); L. S. B. Leakey, "A Children's 
Game: Western Australia and Kenya" (1938), and J. J. Van 
Zyl's "Some Commonest Sotho games of the Northern Transvaal" 
(1939). During this same period, anthropologists writing 
on various African childhood practices included in their 
work some observations on children's play, e.g. Meyer Fortes' s 
"Social and Psychological aspects of education in Taleland" 
(1938) and Jomo Kenyatta's Facing Mount Kenya (1939).

The most complete description of children's play for 
East African groups during the 1940s was presented by Raum 
in his important study of Chaga Childhood (1940). Also, 
for this area, there were descriptions of play by P. G.
Brewster (1944), "Two Games from Africa", for Makua and Yao 
children. And from Zaire came S. Comhaire—Sylain's "Les 
jeux des enfants noirs de Leopoldville" (1949). By the 
1950s more literature started to come out. There was another 
publication by Comhaire-Sylvain entitled "Jeux Congolais" 
(1952), followed by T . C. Young and B. Malekebu's "African 
Play Time" (1953) which was on some Chewa and Nyanja 
children's as well as adult plays and games in Nyasaland 
(Malawi). In 1955, there came out one of the most extensive 
and detailed study of plays and games on West African societies 
by C. Beart (1955) called Les Jeux et Jouets de l'Afrique



-53-

11 Quest, and which was published in two volumes. While 
M. M. Edel's (1957) work on the Chiga of western Uganda, 
and that of M. Read (1959) on Ngoni children in Nyasaland 
also carried accounts on children's play. Therefore, this 
period saw a lot of growing interest in studies associated 
with children's cultural activities.

In the sixties and seventies, the time most African 
countries attained their independence, research on child
ren's play activities trebled. For Central Africa,
T. Centner's (1962) "L*enfant africain et ses jeux" was the 
most detailed study. Then, came John Blacking's Venda 
Children's Songs (1967) from South Africa in which he 
applied an ethnomusicological approach.

Ruth Finnegan's Oral Literature in Africa (1970), though 
not entirely devoted to children, carried a whole chapter 
on children's verse. The significance of this work was that 
it brought to the attention of African students of literature, 
drama and education (most of whom were destined to be teachers), 
the value of children's plays and games. And secondly, 
because of its interdisciplinary approach in considering the 
African unwritten art forms of poetry, prose narrative, songs, 
drama forms, and other performing art traditions in which 
children were involved, it served as a useful reference 
book for researchers interested in a holistic study of
African culture.
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And finally, other interesting studies on children 
during the last decade and half, have included C. Oppong's 
Growing Up in Dagbon (1973); C. Adams (1974) on the Basotho;
D. F. Lancy's (1974, 1975, 1976a, b) work on the Kpelle of 
Liberia in which he argued the idea that play serves an 
enculturation function in children; E. Y. Egblewogwe (1975) 
who looked at children's games as educational media among 
the Ewe of Ghana; H. Olofson's (1976) description of how 
Nigerian Hausa children "play a kingdom", and Schwartzman 
and L, Barbera's survey on children's play in Africa.

Coming to Zambia, the only work that is often cited is 
that of E. Leacock (1971) who did her enquiry mostly among 
Lusaka urban children. Ironically she chose to write "At 
Play in African Villages" as the title of her work! 
Nevertheless, she made the first attempt to inform other 
researchers about the nature of children's play in Zambia.
For if one was looking for old literature on children's 
playtime activities in this part of Africa, then works like 
A. Werner's (1906) British Central Africa and other ethno
graphic surveys would help. Writing on children's play as 
such only started in the 1970s and G. Kachingwe's (1972)
Bane Naatwangale ('Dear Fellows, Let's Play'), was the first 
vernacular presentation. It was meant for schools and was 
conceived as a reader for Chibemba language lessons 
although it also became a useful resource book for one who 
wanted to know more about Zambian traditional children's play. 
Teachers in urban schools, for instance, could ask their 
pupils to perform some of the plays during the physical 
education or creative activities lessons. Another publication
on children, E. Dahlschen's (1972) Children in Zambia, was
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more on health issues and hygiene than play. Therefore, no 
serious study into children's play had been undertaken in 
Zambia prior to my research. The only exception was work in 
child psychology being undertaken by Robert Serpell (1976, 
1977, 1982) with some of his pupils and colleagues at the 
University of Zambia. At first, Serpell was interested in 
testing theories on 'culture's influence on behaviour' (1976), 
but later turned his attention to cross-cultural psychology 
with emphasis on the process of schooling (N.B. Serpell's 
book, "The Significance of Schooling: Reflections on the lives 
of Young People Born into a Rural Community in Zambia's 
Eastern Province", is currently in press). He has included 
some observations on children's play in his recent invest
igations .

Since I have already mentioned in the introduction 
about the sources of data used in this thesis, I shall now 
make a few observations about the research methodology I 
used. First, I must state that most of the research was done 
through the 'participant-observation' method. I interacted 
with children during play as much as possible so long as this 
did not inhibit them. They felt quite at home with me because 
I was already a familiar face to most of them. I danced and 
played drums with them, and they did not mind if I intruded 
upon their own play activities. They loved it and would 
explain to me whatever they did. Each time I watched a game
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or play, I would pay attention to the manner of its creation, 
and to the mechanism of its transmission (performance style). 
Secondly, no questionnaire was devised for the informants, 
particularly in rural areas where the majority of the people 
could neither read nor write. Interviews were conducted 
through open discussions with adults and, on some occasions, 
with children themselves. It was sometimes difficult to 
elicit certain forms of information from children on some 
problem or aspect of play/game performed. They would say, 
either: "this is the way we learnt it" or "we don't know 
what it means". Therefore, if such a play or game had been 
in existence for a long time, then adults would be in a 
position to provide useful information.

Schools were another source of information since they 
had served as agents for both the diffusion as well as the 
acculturation of some traditional games. Where children 
said that they had learnt a particular game or play at school 
(and depending on how recent this was), a follow-up was made 
by visiting that particular school. Teachers also provided 
information and would admit that they were responsible for 
having introduced a particular play or game during a physical
education or creative activities class.
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The research equipment used in the collection of data 
included a camera for still pictures, and a small portable 
cassette recorder. Songs were recorded on cassette while 
the action or performance was photographed. Descriptions 
of games and the manner of presentation were written down. 
The following was the standard game-collecting protocol 
offered :

Date: 29 April 1982

1. Location: Silver Rest Primary School, 
Lusaka.

2 . Participants: Children of 14 years average.
3. No. and Sex: 6 Females.
4 . Type of Event: Guessing game.
5 . Title: "Traceman".
6. Presentation style:

The players divide themselves into two groups
Group A and B. Group A starts the game with a 
chant and then asks B questions. B responds. A 
will imitate doing something familiar and B must 
guess what it is.

In this way, it was easier to store and remember most 
of the information collected. Secondly, the method made it 
easier for me to collect vast examples of plays and games, 
some of which are listed in the appendix at the end of this 
chapter.

Cataloguing and description of games and their variations
is valuable for their preservation. Therefore, I used the
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text-based approach and noted the socio-cultural context in 
which performances took place. I also recorded the variations 
which had appeared in the course of time because the data on 
such variations gave additional information about the nature 
of each game.

Research in Lusaka, Ndola and Chipata.

Research in Lusaka, Ndola and Chipata was done between 
January, 1981 and September, 1982 and involved approximately 
692 children. Of these, 445 were from Lusaka, 173 from 
Chipata and 74 from Ndola. Roughly, these figures represented 
about 0.06%, 0.19% and 0.02%, respectively, of the total 
number of residents in these towns at the time. Fewer inter
views were done in Ndola than in the other two towns for the 
simple reason that the research was specifically designed 
to focus on areas where Chinyanja (which embodies Chichewa, 
and, to a.certain extent, some Chitumbuka) was spoken.
Ndola is located on the Copperbelt where Chibemba is the most 
popular lingua franca, though many people now can understand 
and speak it in Lusaka and Chipata. Moreover, a number of 
children's song-games recorded in Lusaka were in Chibemba 
(see Table 3A) and it was therefore quite appropriate that 
a follow-up took place in Ndola to assess the diffusion of 
these games and play behaviour. Altogether, I collected 
about 80 examples of different children's plays and games 
from the urban areas. A breakdown and classification of 
these games is given in the appendix, while the analysis 
can be found in Chapter V.
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Research in the Lundazi District.

In Lundazi my research was concentrated in Senior Chief 
Mwase's area which as we shall see in the next chapter, has 
seen a melange of Chewa and Tumbuka cultures for the past 
half century. I worked in some 35 villages within the 
proximity of the Chief's capital at Mwase. This area had a 
total population of 35,000 or roughly about 1.5% of the whole 
district. However, I confined my investigations to Chingala 
village and its neighbourhood (see Map 2). Here, I observed 
260 children who included some pupils from Kambale school. 
Apart from Chingala, there were Chasimpha, Chimpeni, Kanyoza, 
Katawazika, Mtachi and Nkhombokombo villages whose children 
interacted and formed various play groups depending on their 
ages and sexes. From these children, I collected 110 
different samples of plays and games whose analysis is 
provided in Chapter IV.

In conclusion, therefore, it will be seen that the data 
presented in this study is just a small fraction of the wide 
variety of plays and games found in both rural and urban 
Zambia. But since this is the first serious attempt to 
undertake a detailed study of children's play in Zambia, 
the material at hand should suffice in providing a basis 
for the discussion that I wish to present in the rest of
this thesis.
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MAP 2= LUNDAZI DISTRICT-
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T* A B I jE __1

SOME CHILDREN'S PLAYGROUPS AT MWASE AND THE CHINGALA AREA OF LUNDAZI 
DISTRICT.

NAME OF
PLAYGROUP/VILLAGE

NUMBER OF
CHILDREN
OBSERVED

AVERAGE
AGE

SEX ETHNIC
AFFILIATION

M F

Chasimpha 11 12 7 4 Chewa

Ch imperii 13 10 8 5 Chewa

Chingala 10 9 5 5 Chewa

Kambale School 120 10 75 45 Mixed

ECanyoza 12 9 8 4 Chewa*

Etatawazika 10 10 5 5 Tumbuka

Mafupa 11 9 5 6 Tumbuka

Mandevu 9 11 4 5 Tumbuka

Mtachi 12 9 7 5 Chewa

Mwase 20 12 11 9 Chewa

Nkombokombo 13 10 5 8 Tumbuka

Nkoswe Farm 8 8 3 5 Tumbuka

Nkuluzombe 11 12 5 6 Tumbuka



MAP3 s CITY OC LUSAKA-

ier.N)I
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TABLE 2

THE HANDSWORTH PARK CHILDREN'S PLAY-SCHOOL (UNZA), LUSAKA, 1980/1982.

NAME SEX A($

1. I re ad Banda Female 12

2. Media Kabenge F 10

3. Mercy Kwalela F 12

4. Nambula Kwalela F 10

5. Elinati Mtonga F 9

6. Isaac Mtonga Male 6

7. Mateyo Mtonga M 11

8. Jacque Munyerrba F 11

9. Muna Munyeuba F 9

10. Andrika Mvula F 10

11. Milika Mvula F 7

12. Audrey Ntalasha F 9

13. Stella Tayali F 9

14. Chisenga Zintoa M 11
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TftBLE 5s A. B. C

Summary of Research Data from Lusaka, Ndola and Chipata,

1. Order of appearance:
TABLE 3A. Lusaka.
TABLE 3B. Ndola.
TABLE 3C. Chipata.

2. Key to the abbreviations used:
HCR - High Cost Residential.
LCR - Low Cost Residential.
SSS - Site and Service and Squatter.
M - Male.
F - Female.

3. An asterisk (*) after a game or play means that it is quite 
popular within that locality or town. Sometimes, the following 
abbreviations are used to indicate areas where a similar game 
or play was encountered during research:

CH - Chipata; (CHR - Chipata Rural).
LS - Lusaka; (LSR - Lusaka Rural).
LZ - Lundasi.
ND - Ndola.

4. And finally, some games or plays may have more than one name. 
Only the most popular name or one available at the time of 
research has been used. In a few cases, I have given a 
particular game or play a name or title where none was
available.



TABLE 3A: Some Children's Games and Plays in Lusaka

TYPE OF GAME NAME LOCATION SEX AVE/AGE • NO

Lullaby Mwana alila (ND) Kaunda Square (SSS) F 25 1
Toy car (raclng,‘-game) Motoka (Car) Chalimbana (LSR)' M 7 4
Ball Game Wafa (You're dead) Kaunda Square (SSS) M 10 10
Ball Game Leya Leya Leya* 

(CH,ND)
Kaunda Square (SSS) MF 11 12

Ball Game "Run for the ball" Tunduya School (LCR) MF 10 30
Ball Game :<,Win a Thousand" Kaunda Square (SSS) M 12 5
Chasing Game Mulilo kulumpili* 

(CH,ND)
Chawama (SSS) M 12 8

Chasing Game Kabushi kalila-lila* 
(ND)

Kaunda Square (SSS) MF 10 15

Chasing Game "Cigarettes" Chelston (LCR) M 11 6
Chasing Game "Stop" Chelston School (HCR) MF 11 14
Chasing Game "Mary, Mary, Mary" Kaunda Square (SSS) MF 11 8



TART.K 3A (continued).

TYPE OF GAME NAME LOCATION SEX AVE/AGE : no

Catching Game Chona ayikata kwindi* 
(ND)

Kaunda Square (SSS) MF 11 12

Slapping Game "Pistol" (Shooting) Avondale (HCR) MF 11 6
Slapping Game Walya Ndimu Chawama (SSS) M 13 7
Slapping/HittingyGame Nkhonya/Tukop o Matero (LCR) M 12 . 6
Slapping Game Pamchenga Kaunda Square (SSS) M 12 7
Duelling Game Kupingana Handsworth (HCR) M 10 8
Exerting Game "Land Rover" Olympia Park (HCR) F 12 10
Sh&oting-Missiles Game Kuponyana Handsworth/Kalingalinga M 13 15
Shooting Game "Firs" Thorn Park (HCR) M 12 10
Throwing Aitting Game "Killer"* (ND) Kaunda Square Sch. M 11 4
ThrowingAitting Game "Bottle Tops"* Kamanga (SSS) M 10 5 •
Guessing Game "Traceman" Silver Rest Sch. (HCR) F

_
14 6



TABLE 3A (continued)

TYPE OF GAME NAME LOCATION SEX AVE/AGE ■ NO

Hide and Seek Game "Hit the Tin" Chawama (SSS) MF 9 8

Hide and Seek Game Tata Twu Ngwe* Kaunda Square (SSS) MF 9 6

Hide and Seek Game Tomato Tailapya* 
(ND)

Kaunda Square (SSS) M 10 8

Hide and Seek Game Silayo/Siyaye * 
(LZ)

Chawama (SSS) . MF . 10 8

Daring Game Bunga Bwamale* Kamanga (SSS) MF 10 8

Daring Game "Zambian Girls" Chitanda School (LCR) F 12 6

Acting Game "Jenny"* Kaunda Square School F 12 10

Acting Game Bana Bwinga* 
: (ND)

Chelston (LCR) MF 9 6

Acting Game Namsisi Lombwe* 
(CH,CHR)

Tunduya Primary Sch. MF i , r 20

Acting Game Katambalale*
(CH,CHR)

Mû endere (SSS) MF 10 7 .



TABLE 3A (continued).

TYPE OF GAME NAME LOCATION SEX AVE/AGE NO

Spinning Top Spinning Top* Olympia Park (HCR) M 13 6
Singing/Dancing Game Nsale Chinkamba* (LS) Kaunda Square(SSS) MF 13 8
Singing/Dcnei-ng Game Chadilika-dilika Handsworth (HCR) F 10 11

Singing/Dancing Game Chikonkoma sacha Pamodzi School (LCR) MF 13 14
Singing /Dancing Game Eliza Banda* Handsworth (HCR). MF 12 14
Action-Song Chili gogogo* (CH) Kaunda Square (SSS) : F 9 8

Action-Song Lulu* (Skip my lou) Silver Rest School F 12 6

Action-Song Kanongo* (ND) Silver Rest School F 12 6

Action-Song "Blue Bell"* Olympia Park School F 10 8
Language Game "Apple Tree" Avondale (HCR) F 12 6
Language Game : "King" Silver Rest School MF 13 10
Language Game "Decorator" Chelston (LCR) F 12 6
Skipping Game Kulumpha Handsworth (HCR) MF 10 14
Hopscotch Kulumpha* (CH,ND,LZ) Handsworth " MF 10 1-4
Five Stones Chiyato* (CH,ND,LZ) Silver Rest School F 12 6
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-A- s MAP OF NDOLA-



TABLE 3B: Some Children's Gaines and Plays in Ndola.

TYPE OF GAME NAME LOCATION SEX AVE/AGE NO

Throwing/Hitting Game "Killer"* (LS) Chifubu (LCR) M 15 6

Guessing Game "Guesser" Northrise (HCR) MF 11 8

Action-song Alice Toba-toba* Masala (LCR) F 12 6

Action-song Tuchinde tusename* Chifubu (LCR) MF ■ 11 12

Action-song Mulilo-mulilo Kamba School (LCR) M 15 10

Action-song Ns ale chinkamba*(LS) Kawama (SSS) MF 12 10

Action-song Pamwesu Kansenji (HCR) F 12 8

Language Game "Bingo"* (LS) Northrise (HCR) MF 11 8

Language Game "Pens, Tins, Cups" Northrise " M 10 6
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S  = CHIPATA TOWN



TABLE. 3S;__ SQms_ghilàrsn's Games and Plays in Chipata.

TYPE OF GAME NAME LOCATION SEX AVE/AGE NO

Lullaby (Nursery Rhy.) Ndelele Mwana* (LZ) M'chini (SSS) F 58 2
Lullaby (Nursery Rhy.) Mlezi wa Mwana* Katopola (CHR) F 30 1
Lullaby (Nursery Rhy.) Yaa eleuwa* (CHR) Chikoka Tavern (LCR) F 40 1
Ball Game "King" Chimwemwe (LCR) MF 11 10
Ball Game Wafeluka Rapata (LCR) M 15 6
Ball Game "Ball Chase" Umodzi (HCR/LCR) MF 12 12
Chasing Game Mulilo kulumpili* Rapata (LCR) MF 9 12
Chasing Game Kamushi kalila-lila^ i M'chini (SSS) MF 10 13
Catching Game Uyo Fisi Rapata (LCR) MF 9 10
Exerting Game Njokotilo* Rapata " M 10 12
Throwing/hitting Game "Bottle Tops" Umodzi (HCR/LCR) M 11 4
Hide and Seek Game "First Bell" Rapata (LCR) MF 10 6
Hide and Seek Game "Bill" Rapata " MF 8 6



TABLE 3C (continued).

TYPE OF GAME NAME LOCATION SEX AVE/AGE NO

Daring Game "Peter Says" Umodzi (HCR/LCR) MF 8 8

Acting Game "Diana" Kapata (LCR) MF 10 8
Acting Game Chakolwa Umodzi (HCR/LCR) MF 10 7
Acting Game Ye su M'chini (SSS) F 10 10
Acting Game Mpulula (Namsisi, Lombwe*) Fisheni (CHR) MF 14 15
Action-Song Zangaliana Navutika (LCR) F 13 8
Action-Song Zambe-Zambe* (LZ) Kapata (LCR) F 11 12
Action-Song Kakuluwe* (LS) Umodzi (HCR/LCR) MF 12 8
Action-Song Mauni-mauni lero Chimwemwe (LCR) MF 10 12
Action-Song Katambalale* (LS,LZ) M'chini (SSS) MF 14 12

Action-Song Njuu yakata* Fisheni (CHR) MF 12 15
Language Game "Bufa-buffalo" Kalongwezi (LCR) F 13 7
Language Game "Rabbi" Bombay (HCR) F 12 8
Language Game "A What?" Kapata (LCR) F 11 7
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CHAPTER III

GROWING UP IN TRADITIONAL CHEWA 
AND TUMBUKA SOCIETIES

Amongst the different groups which have been incorporated 
into the modern Zambian nation are the Chewa and Tumbuka of 
Lundazi district who are the main focus of the present study. 
This chapter, therefore, attempts to look at the six basic 
stages of child development among the two societies in order 
to serve as an example of child rearing practices common to 
most central and southern African Bantu. But since scholars 
like Read (1956), Blacking (1964) and many others e.g. 
those cited in the previous two chapters, have talked a great 
deal about child upbringing in Africa and elswhere, I shall 
try to highlight those characteristics which are only peculiar 
to the Chewa and Tumbuka. However, I would like to begin with 
a brief historical note on pre-colonial Zambian isociety.

SOME EARLY HUMAN MIGRATIONS 
AND SETTLEMENTS IN ZAMBIA

The country that is now known as Zambia became an 
independent sovereign state on 24th October, 1964, after 
nearly three-quarters of a century of colonial rule from 
Great Britain (see e.g., Richard Hall 1976: Zambian, 1890 - 
1964). But before that, it was a borderless expanse of 
wooded savannah grassland which stretched across the heart 
of Africa and was populated by several Bantu-speaking peoples. 
Notable amongst them were the Bemba, Chewa, Lozi, Ngoni, 
Nsenga, Tonga, and Tumbuka. Archaeological evidence reveals
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that even prior to the settlement of these groups, people 
had lived in Zambia for several thousand years (Clarke 1961; 
Fagan 1965, 1967 and 1969). Studies of artefacts excavated 
in the Livingstone-Victoria Falls area, for example, have 
shown that-there was an Early Stone Age Culture in Zambia 
more than 60,000 years ago. The Early Stone Age people were 
hunters, gatherers of wild vegetables, and where rivers 
existed, fishermen. Then came the Middle Stone Age when 
these early men learned the knowledge of fire making which 
thus helped to change their mode of life. The discovery of 
the famous skull of Homo Rhodesiensis in Broken Hill Mine 
at Kabwe in 1921 is further testimony of early habitation 
(Clarke & Fagan , op. cit.).

By the Late Stone Age there is evidence of the intro
duction of the bow and arrow, a weapon that revolutionised 
the art of hunting. Connected with this Late Stone Age Culture, 
therefore, could be the Bushmen peoples who are kpown to have 
been the hunters who first roamed about the whole of Central 
Africa.

Finally came the Iron Age which is associated with the 
coming of agricultural communities to Zambia. Archaeological 
sites at Kalundu Mound in the Kalomo District, and at Ingombe 
Ilede in the Gwembe District show that these Early Iron Age 
people entered Zambia from about the second to the fourth 
century A.D. (see Phillipson et. al. 1969). By the year 
1000 A.D. there flourished in the southern part of Zambia, 
especially along the banks of the Zambezi River and in the 
plains north of it, what were known as the "Kalomo and Kangila 
Cultures" (see Langworthy 1972). Because their cultures are 
similar, the Kalomo people of the Early Iron Age are believed
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to be distant ancestors of the Tonga who inhabit this same 
area today.

On the other hand, most traditional oral history says 
that many of present day Zambians are descendants of people 
who migrated from the Lunda and Luba empires of southern 
Zaire during the period 1500 to 1750 A.D. (cf. Ntara 1934;
Pool 1938; Ranger 1968; Langworthy 1969, and Pachai 1973).
Oral history has been supported by archaeological data which 
has suggested that small numbers of ruling families and their 
followers did in fact migrate to various areas of Zambia 
between the 16th and 18th centuries (Clarke, Fagan, op. cit.).

THE CHEWA AND TUMBUKA 
OF LUNDAZI DISTRICT

The Chewa and Tumbuka of Lundazi are historically and 
culturally part of those groups found elsewhere in Zambia, 
e.g., the Chewa of Chadiza and Katete districts ; in Malawi,

t
e.g., the Chewa of Kasungu and Dowa districts, and the 
Tumbuka of Mzimba; and in Mozambique, e.g., the Chewa of 
Tete district. Their population in 1985 was estimated at 
approximately 150,000 Tumbuka and 80,000 Chewa. In terms 
of geographical location, they occupy land between Latitudes 
12 - 13 degrees South and between Longitudes 33 - 34 degrees 
East. Politically, Lundazi is recognised as an administrative 
district stretching from Diwa Hill in the south to Manda 
Hill in the north, about ninety miles apart. To the west 
Luangwa River is the boundary, and to the east, there is 
a border with Malawi which, during the colonial period, was 
maintained like a firebreak popularly known to the local 
people as the mgawa chalo or "divider of the land" (see Map 

2 ) .
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The Lundazi Chewa and Tumbuka are sometimes difficult 
to distinguish from each other when it comes to their systems 
of marriage and residence, and this already raises the issue 
of '.tribal intermixture' that Cullen Young once observed 
(1933: 1 - 18). For it is common even today to see both 
groups marry according to the Ngoni-derived custom of lobola 
or payment of bride-price in the form of cattle or equivalent 
(see Mtonga 1980 and Bota 1982). But the Tumbuka case is 
more interesting, as they seem to have practised three types 
of marriage since the end of the 19th Century. Mary Tew 
(1950) observes that in the first type, which prevailed among 
all the Tumbuka before the dynasty at Nkamanga was established, 
clan membership and inheritance was matrilineal; the second, 
characterizing Nkamanga influence, was patrilineal and chimalo 
was paid to establish the husband's right to take his wife 
and children to his own village; the third type of marriage 
with full lobola or bride-price in cattle or its equivalent 
was introduced after the Ngoni invasion (see also Nyirenda 
1931, Vail 1972). Lobola gave full freedom to the husband, 
all children belonging to the clan of the father, and in
heritance going through the eldest son of the chief wife 
(cf. Margaret Read's account of the Ngoni, 1956). As we can 
see from the foregoing, the lobola system of marriage and 
its accompanying patrilocal residence gave superiority to the 
man and even after being freed from Ngoni colonialism, the 
Tumbuka appear to have retained it up to the present.

The Chewa system of marriage and residence is very much 
like that of the Tumbuka, particularly nowadays when there 
have been cross-cultural marriages and other influences among 
them (Mtonga, Bota, op. cit.). However, among the Chewa most
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oral evidence still shows that marriage transactions were 
formerly based on matrilocal residence and that the married 
man was supposed to be on probation (chikomwini) until pay
ment of some kind had been made to "free" him. If he was 
good of heart and hardworking, he got an early release; 
otherwise most men spent all their lives on chikomwini since 
failure to find means of returning to their own' villages 
implied that they had become "naturalised" members of their 
wives matrilineages. Linked to this system of marriage and 
the matrilineal-uxorilocal form of residence was their 
political organization. They had a centrally controlled 
political system which ran from the King (Karonga) to the 
village or compound head popularly known as mwenimudzi (owner 
of the village). In fact, pre-colonial Chewa society 
was very much like a feudal state (see Fig. 1) with power 
and authority being delegated from the King through various
subordinate ranks to the commoner. But there was usually

\

tension at the top, especially between the King and the para- 
mountcy, which eventually saw the collapse of the monarchy. 
The senior chiefs who paid tribute to the paramountcy took 
advantage of this power rivalry and some of them broke away 
to establish their own kingdoms.

Amongst commoners, a married man residing in his 
wife's village had no political power nor authority of any 
kind. Instead, it was the mwenimudzi, usually also head of 
a matrilineage, who was chosen for this particular office. 
Together with his matrikin sisters, brothers and sisters' 
children he ran the affairs of the village and represented 
his people to those above him.



FIS,.,.!l Pre-colonial Chewa Social and Political Structure.

King (Karonga)
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The Tumbuka traditionally had no central authority
except in areas that were later influenced by the arrival
of new groups of people like the Ngoni of South Africa.
Their political organization operated on a system of small
village units under the control of informal councils of
elders, who elected their headmen (benemuzi) from among the
'nephews' of the village, particularly those eligible in
matrilineal succession. In areas under Nkamanga domination,
the patrilineal system was adopted and groups of headmen
were responsible to district heads appointed from Nkamanga.
But in either case, the council of elders was known as
mphara and its members constituted a court which helped the
village headman or mwenemuzi in the administration of justice.
On the other hand, the Tumbuka who fell under Ngoni rule
adopted the latter's political system. In Lundazi district,
for example, Tumbuka chiefs such as Magodi and Phikamalaza
are believed to have come from Ngoni royal families of indunas
or councillors who once served at the King's court and were
later appointed to rule Ngoni dominated districts.

In terms of religion, all these peoples believe in the
existence of a supreme deity whom they address by various
names. The Tumbuka call him Chiuta (Great Bow as one in the 

*rain). The Chewa also call him Chiuta and add his female 
counterpart called Chauta. They also have other various 
titles for him such as Namalenga (The Creator), Mulungu 
(The Righteous One), and Mphambe (Lightning). But they feel 
that He is too far away from human beings and, therefore,

not easy to reach. Instead, he can be contacted through 
spirits of dead ancestors (makolo) and other intermediary *
* Chiuta which lit. means great bow could refer to the rainbow.
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deities such as Chikhang'ombe of the Tumbuka; Mangadzi, 
Chisumphi, Napolo and Thunga of the Chewa. In fact, these 
peoples' myths and stories tell of how God withdrew from 
the world because of man's disobedience and cruelty to his 
brother animals (see Mtonga 1980: 114 - 117). God and his 
spirit messengers are thus responsible for life and death.
But they do also believe in reincarnation, and this explains 
why they often name their children after those dead ancestors 
who are said to return to life at the time of a child's birth.

Then, they hold that there are mystical and supernatural 
forces operating among human beings which are responsible 
for sin, harm and other forms of suffering. These could be 
the work of malignant spirits or men of malice like those 
who practise witchcraft and sorcery (umfiti or ufwiti). 
Sometimes, it could be changes in the cosmos such as the 
waxing and waning of the moon which may relate to periods 
of over-abundance (zuwulani stage or full moon), dearth 
(vipyenge or first quarter), and the often 'violent' dark 
phase (kumdima).

Ways and methods of appeasing and supplicating these 
malignant forces have therefore been evolved. Normally, 
they are accompanied by ceremonial feasts that at times 
involve music and dance. The people may construct a spirit 
house (kachisi or kavuwa) for the gods and pour a beer 
libation or offer food and animal sacrifices in order to 
appease them or thank them for some good deed. Sometimes, 
men of vision or great powers, such as diviners and medidine 
men (sing'anga), are asked to intercede on behalf of the 
community. Should they smell out witchcraft, then the people
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are duly informed and the culprits who are responsible for 
these evil acts are dealt with accordingly. In addition to 
these curative and preventive measures, the people may observe 
certain ritual prohibitions in their interpersonal relation
ships and towards certain things in their environment. In 
the event of death, the whole community shares in mourning 
and a burial ceremony is performed with appropriate rituals.

Within this setting, therefore, a Chewa and Tumbuka 
child is born and grows to become an adult. The social 
structure and the accompanying systems of belief practised 
by each group all have a tremendous influence on its develop
ment. This will now be looked at in more detail.

BIRTH AND CHILD DEVELOPMENT

As soon as a young married woman has secretly broken 
the news to one of the village women related to her (Chewa) 
or to the husband (Tumbuka) saying that she has missed her 
menses for 'one or two moons', a ceremony takes place to 
announce this first pregnancy. At this stage, the child is 
very much under the control of ancestors, but society must 
take precautions and treat both the mother and the unborn 
child well, otherwise they become vulnerable to all sorts 
of danger; mystical, natural or humanly inspired. But when 
all is well and the child has been born without any mishap, 
joy descends on the community. Women could at times be seen 
storming out of the place of confinement (m'chikuta) ululating 
and going to embrace the child's father and congratulate 
him for the job well done. The mid-wives (azamba) wrap the 
new baby in a warm covering before giving it to the mother.
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One of the midwives will remain in the m 1chikuta until a 
coming out has been performed for the child.

When the umbilical cord (mchombo/mdoto) has fallen off, 
the baby can now be brought out into public. This usually 
takes place seven days after the child's birth. Both the 
Chewa and Tumbuka do not nowadays have a grand ceremony for 
the coming-out of a new child, a practise referred to as 
kutulusa/kufumizga mwana (bringing out the child). What 
happens is that the child's first hair is shaved and a name 
is given by anyone on the mother's side or the father's side 
of the child accompanied by a gift known as nkhuku (fowl) 
which nowadays could be in the form of money. The child is 
then brought out. After the ceremony, the mzamba is dismissed, 
also upon receiving some nkhuku, while the husband is allowed 
back into his house but cannot resume conjugal relations 
until after six weeks in the case of the Chewa. Formerly, 
a Tumbuka man had to wait until the child had been weaned, 
at about two years old. The period has been reduced to six 
weeks like that of the Chewa.

As already mentioned at the beginning of this chapter, 
there are basically six stages of development from childhood 
to adulthood, not only among the Chewa and Tumbuka but among 
nearly all the central and southern Bantu-speaking peoples. 
Nevertheless, these stages tend to overlap, and in certain 
societies they may be reduced-or increased to less or more 
than six.

1. Stage One; Lucheche and Lutema ('Light Skin')

When a child is born, it is referred to as mwana, a 
generic term that embraces concepts like baby, son, daughter,
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boy, girl or youth who has not matured into adulthood. It 
also simply means off-spring from another being. The Tumbuka 
also popularly call it bonda or 'first fruit' up to the time 
it can walk. But because of certain physical and social 
characteristics, they tend to sub-divide this period into 
the lutema and chivuza stages. In the same vein, the Chewa 
have mwana wakhanda (tender child), lucheche ('light skin') 
and chivuza ('bubbler').

Lucheche thus refers to the lighter colour of the skin 
that a new baby has. Literally it means red. Secondly, 
the baby at this stage is very tender and somewhat 'delicate', 
that a lot of care has to be exercised when carrying it 
around. This is why both the Chewa and Tumbuka will say that 
the child is ntheta or nteta (soft), respectively. During 
this stage, when great care must be taken of the baby, there 
are people who may not be ritually safe and are therefore 
prohibited from touching it. Lutema thus refers ¡t° a stage 
when a baby has to be given a lot of medicinal protection 
against infection due to ritual contamination known as mdulo 
(Young 1931, Hodgson 1933, Marwick 1965, Mtonga op. cit.).

When a baby cries, it is considered to be either hungry 
or feeling uncomfortable. If not hungry, the mother will 
try to give it a bath; if this fails, then perhaps it has 
internal pains. She will inform an older woman, the mother 
or the maternal aunt of her husband. They will wait to see 
if the baby has normal excrement, for it could be the chibere 
(curdling of breast milk in the stomach) that is bothering it. 
Should this be the case, then they will fetch some medicines 
to remedy this. But if all the preliminary diagnosis proves

so
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futile, then a quick visit to the sing'anga or maula for 
divination is essential. They may be told that they have 
given the child a wrong name and that the spirit inhabiting 
it is unhappy. And so a ritual is performed in which the 
child is denamed and another name such as the one of the 
displeased spirit given to it. It is then reckoned that the 
child will get better. Of course, there may be numerous 
other causes that the diviner could surmise or arrive at with 
a true vision. However, these may agree with or differ from 
the parents' own ideas although the diviner's verdict is often 
taken on trust. What is important is for the child to get 
better, for this is a stage when it is generally believed 
that newly born children return to where they come from sooner 
than they emerge into this world. The lucheche and lutema 
stage of development is thus a very crucial one. Children 
need a lot of physical and emotional support from parents, 
and other adults around them. As an intervention, lullabies 
or nursery rhymes (see Chapter IV: 1.1.) are often performed 
to soothe a crying child who could either be hungry or feeling 
uncomfortable.

2. Stage Two: Chivuza ('Babbler')

The Chivuza stage of development begins as soon as the 
child starts to crawl and ends when it actually can walk.
It also coincides with the child's growing of milk teeth 
and when language development starts. The term chivuza (noun) 
itself, from the verb kuvuza, literally means 'to babble'.
It is derived from the repetitive "bruuuuu" or "vuuuuu" bi
labial musical sounds a child makes by passing a stream of air out
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while its lips are closed, giving resonant notes of "bruuuuu, 
bruuuuu, bruuuuu" etc.. As soon as the child has started 
to vuza, then the people know that it is on the road to making 
other humanly organised sounds; words like dada, mama and 
some simple tunes.

Like in the previous stage, a chivuza child requires 
a lot of physical and emotional support. For now it can 
commute between the world of its parents (home) and that of 
its other guardians, the parents' kin group. For instance, 
it could be left in charge of the grandmother, and perhaps 
one of the older children when the women have to go away 
to the gardens or are pounding grain, cooking, etc.. Children 
are allowed to do anything they like so long as they keep 
away from dangerous and tempting places and objects. It is 
therefore the responsibility of everyone in the immediate 
environment to keep a watchful eye on the child. Nursemaids 
are usually employed to look after toddlers and the plays 
and games which relate to this stage (see Table 5) are meant 
to be exploited for such a purpose.

Secondly, the child must be taught generosity (wanangwa), 
and the Tumbuka are very particular about this since they 
feel that every man or woman should be mwanangwa; one who 
gives generously and will welcome visitors and strangers with 
'open arms'. Whenever a child has been given its share of 
food, the mother will ask, "Give me some, will you?" If the 
child does so, then the mother will return the food and say, 
"Yebo" (Thank you). She knows that the child will be good 
and learn to share things with others. Even siblings, relatives 
and visitors in the home will test the child's generosity
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whenever they find it feeding or happen to have brought it 
a gift of some kind. Each time the child responds positively, 
they will praise and thank it by its clan or surname, e.g., 
"Yebo Zimba" meaning: "Thanks go to you of the Zimba clan".
But should the child refuse, then those concerned will 
simulate annoyance to indicate disapproval. The child's 
parents could also be told jokingly: "Mwana winu uyu wabenqe 
wachigolo", or 'this child of yours will be a greedy and 
selfish person (i.e. when he/she grows up)'.

There is also the question of early childhood physical 
handicap between chivuza and stage three (mwana wachikulire). 
Being handicapped (uchilima) at this stage could be remedied 
once detected early. for instance, when a child is unable 
to utter simple words like dada and mama, its tongue will 
be inspected to find out whether it has ludada. This is 
said to be a growth below the tongue which could impede the 
development of speech in infants. Most people in» society 
believe that the chivuza stage is probably the best to get 
rid of this. Often, an experienced person in a community 
will be called upon to treat ludada by carrying out a simple 
operation on the tongue and the victim will be able to speak 
normally.

Failure to walk after the anticipated period also requires 
attention, for parents might suspect some illness of one form 
or another. But some children are said to be 'just too fat 
and lazy to walk'. In the latter case, mothers encouraged 
their children to learn quickly by tying a rattle around the 
ankle to make a musical sound each time the child staggered 
about. It found delight in the sound of the rattle which
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turned into a plaything. Other parents urged older siblings 
to take the child out into the playground for walking lessons.
The child would be put inside an old bamboo or reed basket 
which was then pulled around. While inside the basket, it 
would stand and hold on to the edges for support. But as 
time went by these exercises gave the child the confidence 
and ability to walk without any aid from other members of 
the society.

But most children in very poor health, weak and frail, 
are unable to walk early. For example, malnourished children, 
in particular, are often late walkers, and in certain cases 
the situation might be aggravated by diseases such as marasmus 
and kwashiorkor. It is said by both the Chewa and Tumbuka, 
that if a woman is breast feeding and becomes pregnant before 
weaning her child, the "outsider" falls victim of poisoned 
mother's breast which supplies it food. The child is then 
called nj ise or ntumbilwa. If the woman's condition is de
tected in time, some medicines are procured and administered 
to the infant; otherwise it will have to struggle until 'the 
blood gets accustomed to the impurity introduced into it'.

Nonetheless, any handicap, natural or superimposed, 
which does not respond to treatment will be left like that 
because as the Chewa say, it is "God's wish" (Chiuta mwini) 
that a child should be in that state. What remains is for 
society to give the child the love, material and intellectual 
support that it requires. In the course of this study, therefore, 
an attempt will be made to examine the roles that games and 
other creative activities play in the life of disadvantaged 
children in later stages.
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3. Stage Three: Mwana Wachikulire ('Grown up child')

This stage falls between two and five years. As such, 
the child is referred to as 'grown up', not in the sense of 
being closer to an adult, but because it has more advanced 
physical and cognitive qualities than those in the preceding 
stages. For example, it demonstrates considerable inquisit
iveness about self, family, society and nature. It may ask 
the parents where all people come from; why is some familiar 
face (dead relative) missing from the village; why day and 
night; why does Papa grow a beard while Mama doesn't, etc..
The parents do not usually provide truthful answers to all 
the questions but try as much as possible to satisfy the 
child's curiosity. A father or mother might use the same myths 
and stories once told about the origin of life 

and death; why hawks kill chickens, why the leopard and the 
goat are enemies, or why baboons behave like human beings, etc.. 
The child's wealth of knowledge thus increases ani this is 
enhanced by the fact that its vocabulary is now larger.

Another point worthy of note is that during this stage 
children of both sexes play together although sex-based 
training may already have started. Children of five may 
already be helping their mothers with certain domestic chores 
if they are girls, or be sent on little errands by their 
fathers, if they happen to be boys. But what is quite remark
able at this stage is 'playing house' (vidimbo),in which 
children imitate some of society's models such as cooking, 
pounding, nursing a baby, hunting, doctoring, etc. (see 
Chapter IV: 2.1. ) .

Finally, when a child is five, it must be taught simple 
rules of behaviour, such as kneeling or bowing when talking
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to elders or when giving and receiving something. In the 
latter case, a child must use both hands and bow while saying: 
"zikomo or vebo" (thank you). Any bad behaviour is now 
corrected by a thrashing though parents are aware that this 
does not help much. For during this stage a child could be 
too adventurous and naughty. In fact, the popular local 
Tumbuka expression used when describing the behaviour of such 
a child is "salu ya leka-leka". which literally means "a cloth 
called "stop this-stop that". It is derived from a story of 
a young married woman whose husband was unable to beget child
ren with her. He was impotent. In order not to embarrass 
him, she always complained through a pounding song that she 
wanted a cloth called "stop this-stop that". Nobody knew 
what she meant. But when she had borne a child by cohabiting 
with her husband's brother (with his prior knowledge) she 
called it salu va leka-leka when the latter started giving 
her problems. Everyone then knew what she had meant before 
the birth of her child. The people adopted this wise ex
pression and since then it became a nick-name for any naughty 
toddler.

The Chewa also have a fine proverb which says: Walira 
mvula, walira matope, (lit. trans: 'if you cry for rain, 
you cry for mud'). This means that if people desire to have 
children, they must also be prepared to shoulder problems 
which come with childhood. The Chewa proverb also relates 
to the common African story of the 'clay child' found amongst 
most central and southern Bantu (cf. Blacking 1964).
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4• Stage Four; Kanyamata and Kasungwana
('The Little-boy and Little-girl')

This stage starts from as early as four years in some 
children and extends to about seven or eight. But in other 
children seven years sees them well ahead of their time in 
both mental and physical development and they behave like 
nine or ten year olds. This particular stage is known as 
that of the "little" child because of the use of the prefix 
ka to refer to a small or diminutive object. From this we 
would assume that although the child is clever and intelligent 
enough to do certain tasks, it cannot be sent on difficult 
or dangerous errands. It still needs the protection and 
guidance of older companions and adults.

Also interesting is the sex-based grading of children 
into boys and girls. This is a stage when responsibility 
training is emphasized. Boys lend a hand in all male related 
domestic activities while girls do the same for their female 
counterparts. Little girls are often engaged as nurse-maids 
and may spend long hours with their charges doing 'cooking 
play' (kudimbika). But little boys taking part in herding 
cattle might go to the riverside to make clay models of 
people, animals and birds, while also singing praises and 
poetry for them. Sometimes, they may set bird-traps or 
learn to fight with sticks so that they could defend their 
cattle as well as themselves when attacked. However, what 
is more important is that children in this stage of develop
ment like plays and games so much that they could spend a 
whole day there if undisturbed.
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5. Stage Five; Unyamata and Ubuthu ('He and She')

Upon reaching this stage, boys and girls are full 
adolescents and there is now strict separation between them.
They receive their first lessons in sex education. Girls 
have to learn how to dress properly, and to tie a loin cloth 
(mwere) under their skirt to conceal their genitals. The 
importance of a pure life is stressed because of the disgraceful 
consequences of early pregnancy without passing through the 
necessary rites that await them in the next stage. Therefore, 
the buthu must conform to rigorous discipline for her future 
approved roles in womanhood.

As for the boys, they become full-time herders and acquire 
a thorough knowledge about animal behaviour, bird and plant 
life. Bird and animal song-poems which they compose at this 
time are a reflection of their knowledge of the environment. 
After harvest time, and when pasture is scarce, they will 
scramble for grazing land and engage in boxing marches with 
rival groups from other districts. This is known as chidungano 
in which fights are matched according to age-grades.

One of the curiosities of childhood amongst boys at this 
stage is the fear that their sexual organs will not grow to 
the expectations of manhood. As a result, they engage in 
herbal medicine to speed up the growth of their sexual organs.
At night, they use crushed and soaked roots, leaves, and 
bark supplied either by grandfathers or older boys, and apply 
the concoction on their genitals.

In the artistic field, both boys and girls are now fully 
versed in all types of games and dances performed in their 
community. But they will have to learn more during the next 
stage when they qualify to go to initiation schools.
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6. Stage Six: Chinamwali (Puberty)

At this stage Tumbuka boys are told that they must not 
allow sleep to overcome them during daylight. The decisive 
sign that a boy has matured into a man is when he has an 
erotic dream, which he must report to an elder who arranges 
for a simple ceremony to mark this transition from childhood 
to manhood ( cf. Young 1931).

The Chewa have longer and elaborate ceremonies for both 
male and female initiation into adulthood. Boys, however, 
don't have to wait until they have had an erotic dream.
They qualify to join the Nyau Secret Society as soon as they 
have become abusa (herdboys), which starts from around eight 
or nine years. But initiation into the nyau becomes most 
meaningful when they are on the threshold of adulthood.

A boy who is seeking initiation looks for a sponsor 
(phungu) who must be a senior member of the Nyau Secret Society.

,  ,  VHe brings with him a fowl (nkhuku) for a sacramental meal and 
an entry fee that could range from a fowl to a goat, depending 
on the nature of the rites. Boys who previously joined the 
nyau held in honour of an important Chewa personality who had 
died, are said to have paid a high fee for initiation (Makumbi 
1955). But negotiations could still take place to allow those 
who could not afford it to become initiated. Initiation takes 
the form of a symbolic death marked by beatings from the masked 
humans who represent ancestral spirits. The initiate, now 
called namwali, is taught the nyau catechism through question 
and answer. Medicinal herbs (m 1ndumila) are prepared and 
mixed with the ritually killed fowl which is then roasted on 
fire before it is given to the namwali to eat. The latter is
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fed like a baby, which symbolises that he has been born again. 
There is also instruction about the secret world of men, 
ancestors and the gods, and the namwali is enjoined not to 
communicate what he learns to non-members.

When a girl first menstruates, she is put in seclusion
for one week in the first instance so that she may take
m 1ndumila and khundabwe medicines. During this period, one
or two women companions are chosen to sleep with her in the
hut and give her preliminary instruction. These are called
aphungu (cf. the nyau sponsor also known as phungu). At the
end of this period, her hair is shaved and she is set free.
The real ceremonies take place in the slack season that follows
the harvest, which also makes it possible for a group of girls
to be initiated together. If a village has nine or ten
anamwali, and in the event of a good harvest, they may be
divided into two or three groups. The men then retreat into
the forest to organise the Nyau Secret Society should there%
be need for nyau ya chinamwali. For apart from the religious 
function the nyau is expected to serve, during initiation it 
plays the role of the castigator. The female namkungwi or 
mistress of ceremonies (sometimes also known as wakunjila) 
invites a few masked characters (vinyau) to chastise 'some of 
the naughty or indolent girls''

The ceremonies may last for two weeks or more, but the 
last week is for the climax and final rites. What is so 
characteristic of these ceremonies are the 'new boy tortures' 
to which all the initiates are subjected. Boys known to be 
cheeky and disrespectful are drilled or given a thrashing; 
made to dance naked and told to examine human excreta in 
their hands, an action that symbolises man's value judgement.
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Girls too are treated according to their behaviour prior to 
chinamwali. Naughty and lazy ones are beaten and subjected 
to rough handling by vinyau provided by men. This is to make 
them stop chibwana or 'childish' and unwanted behaviour now 
that they have matured into womanhood. Finally, on the last 
evening of their initiation, the two categories of anamwali 
are brought together and made to sit in cold water in the 
stream, after which they are presented with fowls to signify 
that all is over and that no malice is borne on either side.
Then comes the closing ceremony; the heads of anamwali are 
shaved and they are presented to the bwalo or open arena in 
the village where they dance alongside some nyau characters.
The rest of the villagers provide songs and drumming, making 
the ceremony a colourful and dramatic spectacle. After the 
performances which last for a whole day, nyau masks are taken 
back to the secret lodge and destroyed. The initiation camps 
are also burnt down to mark the end of the past stage and the 
anamwali are free to return to their homes.

The Tumbuka female puberty rite is known as umwali and 
differs from that of the Chewa in that they have no vinyau 
dance. However, in former days a girl was subjected to a 
longer rite at her first menstruation. She was secluded for 
a month, during which she was instructed by old women, teased 
and humiliated. Later on, she was taken to the stream to be 
washed, shaved and anointed with white flour and mud (chingondo) 
and then carried through the village in procession. She was 
given presents of beads, and a dance of usamba by the whole 
village brought the rite to a close.

These accounts, therefore, reveal what growing up amongst 
the Chewa and Tumbuka was and is like. Initiation ceremonies
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ensure that a child is fully equipped for the life ahead.

7. Stage Seven; Life After Puberty.

After initiation and while awaiting marriage (if the latter 
does not take place prior to or during initiation), boys and 
girls are given titles and appropriate forms of address which 
relate to their newly acquired statuses. A young unmarried 
woman becomes mbeta, meaning that she is now ripe for marriage, 
and an unmarried boy is referred to as wamphara (one without 
a household). He is also known as jaha, an equivalent of 
mbeta. But once a woman gets married and has a child or 
children, she becomes nchembere while her husband is referred 
to as mwamuna wachikulire or doda (i.e. adult). Skills gained 
during childhood continue to be developed in order to offer 
the young adult a more critical look at life than before.
He/she is expected to participate fully in society's cultural 
and creative growth which are viewed as essential,to the 
harmonious and abundant life an individual needs. The per
formance of music, dance and other artistic creations, plays 
a central role in the process of maintaining a balance between 
culture and nature. To become a drummer, dancer, composer, 
singer, carver, painter or poet is a role expected of any 
normal human being. The Chewa hold the view that all humans 
are by nature endowed with the gift of creativity and this is 
what distinguishes them from all other animals. It is this 
creativity which must be developed between childhood and 
puberty so that as an adult, a person should have the ability 
to produce and promote a positive cultural livelihood. This 
is why all African societies place high premium on artistic 
competence and excellence for all their youth.
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Finally, a dominant feature of their social and cultural 
life is their strong feeling for community life. A popular 
Tumbuka adage "chalo mbantu" (lit. 'the world is people') could 
be translated to mean 'no man is an island'. A person exists 
because of others and this implies that community must always 
come before self. This is why so many forms of activity have 
a communal character.

TRADITIONAL SOCIETY AND THE 
INFLUENCE OF SOCIAL CHANGE

Beginning with a critical assessment of the two traditional 
societies that we have discussed in this chapter, we see that 
there were both positive and negative aspects about their 
social organization, particularly in the relationship between 
the family institution, childhood and society in general. In 
the first place, the matrilineal-uxorilocal social structure 
meant that most Chewa marriages 'did not last long'. A man had

Vto return, at one time or another, to his own matrilineage 
to look after his sisters' children as a 'Responsible Relative'
(nkhoswe). Secondly, because of the fact that the married man 
had no real measure of power and authority in his wife's 
village, there was always a need to return home to get some 
temporary relief from the tensions and conflicts arising from 
the marriage and its environment. At some stage, he would go 
and marry elsewhere if and when he so wished.

The probable effect such a social institution had on 
children is that they lacked genuine emotional support (love) 
from their father whom they could not live with for a long 
time. It is also believed that most fathers showed little or 
no interest in their own children as they were more concerned
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with their sisters' children. Hence, they referred most 
complaints and issues about sickness involving their children 
to the mother's brother. Chewa beliefs in witchcraft practice 
were confirmed if a father's attitude towards his children 
was seen as abnormal, and this created more tension in the 
family.

In terms of responsibility training, few children learnt 
any skills from their father unless the latter lived with their 
mother long enough to see them pass through those crucial 
formative years, e.g., stages four and five of their childhood. 
This meant that most children learned more from the mother's 
brother than they did from their father. On the other hand, 
oral testimony also shows that relations between a mother's 
brother and her children were not always good. They were at 
times regarded 'as property' (katundu) or 'servants' who 
provided him with cheap labour; tilling the land and herding 
cattle. As they grew up, these children could rebel against 
the mother's brother and build their own homestead or village. 
Marwick (1965) was referring to this when he wrote that the 
Chewa matrilineage was a natural arena for witchcraft accusations 
because domestic tensions and conflicts were difficult to 
resolve in a modern court of law. The kinship structure did 
not allow a person to take his matrikin to such a court of 
law because doing so was like 'committing suicide'. The 
complainant was still obliged by tradition to contribute to 
the costs upon winning or losing the case. This ambiguous 
situation was explained through one Chewa proverb:
"Khoswe wa pamkhate sapheka", which literally means:
'a house-mouse hiding in a man's private clay pot is difficult
to kill'. It could be saidjtherefore, that even if maternal
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uncles were beneficiaries of children brought by their female 
siblings from marriage^ the children became more of a 
'liability than an asset1.

Coming to the Tumbuka patrilineal uvrilocal system of 
marriage and residence, it would appear as if the man 'bought 
off' the woman and children by paying the bride-price of 
lobola in cattle. This gave him total control over 
them up to the time of his death. The children were heirs 
to his office and property; learned whatever skills he offered 
to them, and enjoyed the parental love that he showed towards 
them.

However, even this system of marriage had its dis
advantages. For through lobola, women were seemingly oppressed 
and suffered from male dominance in their husbands' villages. 
The situation was further aggravated by the fact that polygamy 
was also widely practised among the Tumbuka who shared in the 
view that a man's wealth and power lay in the number of wives 
and children he had. A Chewa woman at least had a lot of 
freedom because marriages in this society gave women more 
privileges than men. Secondly, each person was free to 
establish new social relationships whenever conditions became 
unbearable. Polygamy, though it existed, was not so much 
favoured by the Chewa because a man who married more than one 
wife found it difficult to commute between two or more 
villages in which his wives lived, while discharging his 
chikomwini responsibilities to the satisfaction of all his 
in-laws. It was better for him to finish off with one 
relationship before starting another.

In spite of what has been discussed above, it could 
generally be added that childhood amongst both the Chewa
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and Tumbuka societies was always full of fun, exciting and 
challenging. And because of the view that a child belonged 
to the whole social group into which it was born and not to an 
individual member, changes in the parents' social relations 
or status did not adversely affect its growth. It got a 
great deal of physical and emotional support from other 
members of that group. Moveover, the various accounts con
cerning child-upbringing from birth to puberty, show the 
types of social institutions that were designed to cater for 
all children whether normal, uprooted or disadvantaged 
notwithstanding the psychological conditioning that was involved 

Turning to the question of social change, the real turning 
point was immediately before and after the Second World War^ 
when many able-bodied men left their villages to work in the 
new industrial towns on the Copperbelt and gold mines of 
southern Africa. They needed money to pay for hut and personal 
tax which the colonial government had annually demanded from

t

all males above 18 years old. Some of these men never 
returned and were declared as the machona or 'lost ones'.
Their womenfolk in the villages experienced great suffering 
as they were forced to do men's chores in order to survive.
This condition was expressed through music and dance which 
revealed the social dislocation the people were experiencing. 
Since the last decade, research has shown that dances like 
vimbuza (possession dance), chimtali (women's entertainment 
dance) and mganda (militaristic mime) were partly a reaction 
to the hostile social conditions colonialism superimposed on 
the people (i.e. Ranger 1975, Vail 1982, Mtonga 1984).
The same has already been observed about the nyau cult of the
Chewa which depicted, for instance, a character called sajeni
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(sergeant) who wielded a whip or sjambok during the dance 
in imitation of the white mine supervisor or compound police
man who ill-treated the migrant workers. Biblical figures 
like Maliya (the Virgin Mary) and Simoni (Simon Peter) were 
also incorporated into the local nyau mythology for satiriz- 
ation because the Christian Church had been equally strong 
in oppressing local culture (Schoffeleers 1969, Linden 1974, 
Mtonga 1980: 112 - 115 ) .

Secondly, the coming of school education was seen as a 
challenge and was received with mixed feelings. The Chewa 
strongly opposed the introduction of schools which they viewed 
as a threat to the nyau institution and its values. But the 
Tumbuka, who easily accepted Christianity, hdd mission-supported 
schools built for them at Chasefu, Kanyanga and Lumezi.
Few Chewa children went to school and until seven years after 
Zambia's political independence, there had been no single 
university graduate among the Mwase Lundazi Chewa.

The most important point to note, therefore, is that 
since the coming of Christianity, western education, urban
ization and wage labour, traditional values have been affected 
to adapt to the changing social situation. Initiation schools 
have had to modify their calendars to allow children to attend 
modern schools. For instance, nyau ceremonies are now done 
during school holidays so that there is no conflict between 
the two. The same applies to female initiation ceremonies 
of chinamwali where a newly matured girl cannot be kept in 
confinement for more than one week because she has to go to 
school. Cattle-herding by children attending school can only 
be done during weekends and school holidays. This means that 
some of the creative activities which accompany herding
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during certain specific periods have to be missed by those 
who are at school.

In conclusion, it could be said that while traditional 
society has had to open its doors to accommodate the new 
social and economic changes taking place, the dangers posed 
by swift social change have also been superfluous. For apart 
from the disintegration of some of the indigenous cultural 
institutions, many young nations of Africa have been caught 
in the Western technology trap shrouded in the term 'develop
ment 1. We shall discuss development in the last chapter of 
this thesis, but let us also briefly look at urban life in 
Zambia today.

URBAN ZAMBIAN SOCIETY TODAY

Urban life in Zambia today is still a replica of Western 
captitalist societies in which people are sharply divided 
into the rich and poor. And in spite of government's efforts 
to build a socialist state (cf. Kandeke 1977), one still 
notices the same class formations of upper, middle and lower 
divisions of city-dwellers which are based on wage income 
and other material acquisitions. This aspect of Zambian life, 
particularly in towns, has received a lot of attention from 
other scholars (e.g. Mitchell 1956, 1973; Kandeke 1977,»
Epstein 1978; Jules-Rosette 1978; Meebelo 1983) and, therefore, 
I would like to limit myself to making a few observations on 
schooling and changes in childhood patterns of life.

To begin with, it could be generally pointed out that 
childhood upbringing in urban Zambia differs from the one 
practised in most rural areas of the country because urban-
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dwellers and new migrants to the city are compelled to make 
a variety of adjustments in almost every aspect of behaviour. 
While the majority of upper class and middle class educated 
elites prefer to bring up their children according to Western 
standards and cultural values, the lower class and new migrants 
to the city quickly discover that the rhythm of social life 
is set not by the seasons but is regulated, 'by the traffic 
light and the factory whistle' (cf. Epstein 1978: 9). They 
find themselves in a dilemma. Research on "shanty" townships 
(e.g. Jules-Rosette 1978, Todd 1980) reveals that life there 
is very much of a struggle. The welfare of children (e.g. 
refer to Plates 27 - 30 Ch. V) leaves much to be desired.
Most of them are usually in a poor state of health due to 
lack of sufficient as well as good diet. One of the reasons 
is that their parents are either unemployed or earn very 
little money that they cannot afford to meet all the family's 
requirements. Therefore, cases of children suffering from 
diseases of malnutrition such as kwashiorkor and marasmus 
are not uncommon.

Secondly, these townships are poorly planned and often 
present a health hazard. Houses are crowded together, without 
proper drainage and sanitation. And in some cases, drinking 
water has to be fetched from boreholes, which are sometimes 
vulnerable to seepage from shallow latrines. The result is 
that there is often a large infestation of diseases like 
diarrhorea, dysentery, hookworm, measles and malaria whose 
main victims are children, especially those under five years 
old.

Coming to social welfare, the township child has no 
meaningful recreational facilities as compared to the upper
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or middle class child. Often, the former makes do with 
spontaneous play on an improvised playground which may 
include rubbish or garbage dumps, dangerous roads and other 
risky sites. With the onset of rains, some structures are 
razed to the ground by storms because houses were built in 
a rush or with weak 'improvised' materials. Places such as 
Kalingalinga, Chainda, Kanyama, George (see Map 3), to name 
but a few, have often been declared 'disaster areas' because 
of flooding and accidents brought about by heavy rains. 
Although efforts have been taken to up-grade and improve life 
in these areas, not so much has been achieved because of the 
high economic recession that the country is experiencing.

And in as far as schooling is concerned^ the results 
have been more disasterous than anticipated. At the time 
of independence in 1964, Zambia embarked on building more 
primary schools to combat the problem of illiteracy that 
prevailed, and as a measure for quick national development 
(e.g. see Mwanakatwe 1968). But almost two decades later, 
there were more primary school-leavers than places which 
were available for secondary school enrolment. Therefore, 
most of these school-leavers were declared as 'drop-outs' 
since they failed to obtain a place in secondary school. 
Secondly, since schooling did not offer them any artisan 
skills or knowledge of farming, they ended up as unemployed 
youths or mishanga boys, a term which is given to illegal 
street tobacco vendors who include pick-pockets and drug- 
pushers (cf. Hoppers 1980, Banda 1981).

Another factor which is worth noting is the emergence 
or explosion of a Western inspired 'Youth Culture' all over 
urban Zambia which is manifest in the life styles of the



-105-

majority of young people, e.g. disco dancing and craze for
video, T.V., cinema and other entertainment programmes.
Some of these have had a negative effect on urban childhood
life, e.g. a type of cinema films called the 'Ninja' which
has actually led to violence and killings involving mainly

*young people during the last two years . Schooling has been 
accused of helping to 'corrupt' rather than to reform the 
youth who use it as a breeding ground for all types of 
indulgence. Young girls either become pregnant while at 
school or are sophisticated in ways of city life which make 
them to be at odds with parents. For instance,a young girl 
might refuse to undergo either chinamwali or chisungu by 
declaring that she does not consider it 'decent' enough to 
be subjected to an 'out-dated , archaic and redundant' custom 
that means nothing to her and the world she now prefers to 
belong to. There is of course some sense in this type of 
attitude but it also shows the conflict between tradition 
and modernity. Secondly, we also find that even other 
traditional customs associated with both patriliny and matriliny 
are meeting with tough opposition in urban areas. Disputes 
over children; inheritance of property; plight of orphaned 
children; disowned wives, etc., have become an acute urban 
trauma. *

* In Lusaka; I have personally attended many funerals of both 
children and young adults who are said to have been the 
'Ninja's' victims. And early in April 1987 police arrested 
young boys who were believed to belong to the 'Ninja' gang 
in Mtendere township.
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Elizabeth Colson who did some work among the
Tonga of the Southern Province of Zambia observed that:

"the man's property is still the bone of contention.
His wife and sons help to build it up, but they 
know that what he has when ha dies will not 
cane to them. His heirs, all of than outside 
the family, watch jealously to see that he does 
not divert it frcm than to his own family"
(Colson 1962, quoted in Lucy Mair 1974: 92).

The foregoing are some of the aspects of childhood life in
urban Zambia which, like in many other countries of the Third
World, pose a great challenge to social harmony.

However, there are also some positive influences and 
results coming from schooling and the interaction between 
Western and African cultures in the city. Many children go 
to school and are able to read and write. They are also 
taught lessons about hygiene and good health. They engage 
in play and sporting activities which are vital for their 
physical as well as mental development. And being close to

V

the hub of the country's economic and social development, 
children in urban areas are more at an advantage than their 
counterparts in rural areas in as far as health and other 
modern recreational facilities are concerned. Culturally, 
therefore, they are bound to serve as an 'experimental 
laboratory' for the much needed multicultural way of life 
in the Zambia of the year 2000.



Table 4.
STAGES OF CHEWA AND TUMBUKA CHILD DEVELOPMENT

STAGE CHEWA TUMBUKA

LUCHECHE/LUTEMA 

( Birth-3 Months )

MALE
1

FEMALE MALE FEMALE%

Lucheche/Ntheta Lucheche/Ntheta Lutema/Nteta , Lutema/Nteta
(tender/delicate) 

baby.
(tender/delicate) 

baby.
(tender/delicate) 

baby.
(tender/delicate) 

baby.

CHIVUZA Chivuza Chivuza Chivuza Chivuza
(4-24 Months) i (less delicate) 

, baby.
(less delicate) 

baby.
(less delicate) 

baby.
(less delicate) 

baby.

Mwana wolimba Mwana wolimba Mwana mulala .Mwana mulala
MWANA WACHIKULIRE 

( 2 - 5  Tears )

(child now walks, 
runs and learns 

to talk) .
(child now walks, 
runs and learns 

to talk).
(child now walks, 

runs and learns 
to talk).

(child now walks, 
runs and learns 

to talk).
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STAGF, CHEWA TUMBUKA

KANYAMATA AND 
KASUNGWANA 
( 4 - 7  Years )

MALE FEMALE MALE FEMALE

Kanyamata 
(small boy)

Katsikana 
(small girl).

Kasepuka 
(small boy).

•
Kasungwana 
(small girl).

m

ÜNYAMATA AND 
UBUTHU
( . 8, 9 - 11 )

M'nyamata
(boy at middle 

age).

U' tslkana/Buthu
(girl before 

maturity).

Munyamata
(boy at middle 

age) .

Musungwana/Buthu
(girl before 
maturity).

CHINAMWALI 

( 12 - 16 )

M'nyamata/Namwali
(adolescent/fully 
grown boy ready 
for initiation 
school).

M ' tsikana/Namwali
(girl at maturity 
who undergoes a 
series of 
puberty rites).

Munyamata/Phungwe
(adolescent stage 
leading to 
maturity when 
boy has first 
wet dream).

Musungwana/Mwall
(girl at maturity 
who undergoes 
special instruct

ion) .
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Plate 7 A group of children gathered for play

Plate 8. Helping parents to shell groundnuts.



Plate 9. Chimtali Dance by little girls.

Plate 10. Boys playing 'toy drums' while girls dance.



Plate 11. Dancing to a real Cyimtali drum orchestra.

Plate 12.Chimtali - 'The kneeling style'.

__



Plate 13. Mganda Dance by little boys.

Plate 14. Mganda Dance - "Dove love-making".
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CHAPTER IV

ROME CHILDREN'S GAMES AND PLAYS AMONG THE CHEWA AND TUMBUKA 
OF THE LUNDAZI DISTRICT

Amongst the Chewa and Tumbuka, the terms "games and 
plays" (masewera or zgaro) refer to the imitated, represented, 
imagined or constructed arts found in the mythology, belief 
system and ordinary social expressions of both old and young 
people in society. But to distinguish adult from children's 
play, the latter is referred to as masewera awana (Chewa) 
or zgaro zabaniche (Tumbuka). Secondly, both masewera awana 
and zgaro zabaniche are closely related to the various 
stages of children’s development that we have already 
examined. It is therefore the purpose of this chapter 
to try and look at performance, meaning and social context 
of some games and plays amongst the Chewa and Tumbuka 
and how they contribute to the understanding of children's 
behaviour and welfare in these societies.

The Chewa and Tumbuka believe that games and plays 
are primarily concerned with good health (umoyo wamphamvu) 
and happiness (ukondwero). A child who plays about is often 
believed to be happy and in good health mwana wosangwa 
or osanguruka. Therefore, the belief that play can 
contribute to the strong physical development of the body, 
makes most parents encourage their children to engage 
in various artistic and creative activities. Secondly, 
they also believe that a child acquires knowledge and 
intelligence (nzeru) through play, particularly those which
are concerned with the skills of language, music, dance,
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on the one hand, and the ability to perform various 
physical tasks, on the other. Thirdly, a child learns moral 
and value judgements(mkhalidwe or nkalo) by participating 
in play activities where most of society's culture is 
articulated.

Although there are several types of games and play 
activities, most of them can be divided into two general 
categories; the oral and the visual performance. The oral 
performance involves song, speech-acts, recitations and 
narratives. And the visual performance involves dance, 
mime, action-games and sports. Throughout the discussion 
which follows, I intend to use the Chewa and Tumbuka 
system of classification, part of which has been provided 
in the table or chart (see next page) on children's play 
and creative interests.

1. Nyimbo, Visangu and Nthano

The Chewa and Tumbuka refer to songs as nyimbo and 
the act of singing as kuyimba or kwimba. However, there 
are a variety of songs which relate to different social 
activities and situations and I shall mostly cite those in 
which children are involved. The first category is termed 
nyimbo zawana or nyimbo zaulezi (nursery songs and lullabies). 
These are closely related to the Lucheche and Chivuza 
stages of development. Secondly, come other types of songs, 
e.g. work songs (nyimbo zanchito); laments or love songs



Table 5.
PLAY AMP CREATIVE INTERESTS OK CHKWA ANT) TUMBUKA-CHILDREN AC CORDING TO THF, STY STAGES OF DEVELOPMENT.

S T A G E CHEW A - TUMBUKA

Male FEMALE MALE FEMALF

LUCHF.CHE/LUTEMA Nyimbo zaulezi Nyimbo zaulezi Nyimbo zawulezi Nyimbo zawulezi

( 0 - 3  Months) (lullabies) (lullabies) (lullabies) (lullabies)

NyimTjo zaulezi Nyimbo zaulezi Nyimbo zawulezi Nyimbo zawulezi

C H I V U Z A ndizosowelesa ndizosowelesa natwakuseweleska natwakuseweleska

( 4 - 2 4  Months)
(lullabies,3ongs & (lullabies, songs (lullabies, songs (lullabies, songs
play things) ic play things) Play things) k  play things)

Gule ndi maseweri. Gule ndi masewenX Gule na zgaro Gule na zgaro

MWANA WACHIKULIHE awana ; vidimbo awana ; vidimbo zabaniche;vidimbo zabaniche;vidimbo
(dances k  children ; (dances &. children^ (dances <£ childre-■ dances & children^

( 2 - 5  Years) games and plays; games and plays; n's games & plays; games and plays;
'playing-house 1 ) 'playing-house1 ) 'playing-house' ) 'playing-house' )
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S T A G E CHEWA CHILD TUMBUKA CHILI1

MALE FEMALE MALE FEMALE

KANYAMATA AND Vidimbo, pule Vidimbo; gule Vidimbo; gule Vidimbo; gule
KASUNGWANA STAGE ndi masewera ena. ndi masewera ena. na masewero. na masewero.

Nthawi ya ubusa. Kudimbika. Nyengo ya uliska. Kudimbika.

( 4 - 7  Years ) (playing-house; (playing-house; (playing-house; (playing-house;
dances & other, game. i) dancing games ) dance & herding) dancing games )

Ubusa; masewera Kudimbika; Uliska/nkuzgeni; Kudimbika; zgaro
UNYAMATA AND osiyana-siyana, masewera atsikam ; visangu, nyimbo na magule gha

anso masewera a dzuwa ndi usiku. na masewero gha basungwana;muhanya
UBUTIIU STAGE usiku ndi mwezi. ( cookery games; pamwezi. na usiku.

(Herding; more other plays for (Herding; songs (cookery games;
(8, 9 - 11 Yrs ) games and moon- girls; day and poerty and moon- dances 4 plays for

light plays) moonlight games) light games) girls - day <Lnite]

Nyau ndi magule Chinamwali; Mganda, Hgoma, Chimtali,' Mpanje,

Chimtali, ndi Fwemba na gule Vimbuza na gule
magule ena. munyake. munyake.

CHINAMWALI STAGE ( Nyau cult dance 'Female puberty ( Mganda. Ngomaf (Chimtali, Mpanje,

and other musics) music; chimtali Fwemba and other and other girls'

( 12 - 1 6 ) and other dances) men’s 4 boys' dan :es) dances.
J

1 1 7



(nyimbo za pamtima); songs of ridicule or mockery (vityeso, 
chishamwali, etc.), and those songs which accompany dancing 
(gule) or narratives (vilapi, visilili or nthano). These 
follow later stages of a child's development.

Apart from songs, there is visangu which refers to a 
variety of speech-acts, ranging from praise-poetry (vithokozo), 
jokes, word and counting rhymes, to declamatory or insulting 
poetry (vityeso). And finally, come riddles and other 
problematic tales which are often performed at night
alongside the usual fireside stories or nthano. Let us 
now examine a few examples related to each of these genres.

1.1. Nyimbo Zaulezi (Songs of Nursing)

Nyimbo Zaulezi, which may literally be translated 
as songs for child-rearing, is derived from the term 
ulezi or wulezi (noun) which is generally associated with 
the tradition of child-upbringing (kulera mwana) amongst 
both the Chewa and Tumbuka of Lundazi. The songs are 
basically designed for babies and little children aged 
between one and twenty-four months (i.e. Lucheche and 
Chivuza stages) but are primarily performed by adults and 
older age-groups. They could thus also be defined as 
lullabies or nursery rhymes (cf. Finnegan 1970) depending 
on their content, context or actualization. For example, 
when a mother or nursing girl (mlezi) sings a song to soothe 
a crying child or lull it to sleep, the term lullaby might 
be applied. However, there are also times when these nurse
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maids (alezi) compose songs or rhymes not only to engage 
the attention of the wee ones but to entertain themselves 
and also to try and portray their relationship with the 
children's mothers. Such types of artistic expressions tend 
to fall within the general framework of nursery rhymes or 
songs. Thematically, therefore, nyimbo zaulezi could 
be grouped into three basic categories:

(i) those about infants;
(ii) those about mothers;

(iii) those about nursemaids or alezi
In the first category, the songs are very much 

child-centred and the majority of them are lullabies.
As Ruth Finnegan has already observed, 'lullabies provide 
a good example of the way in which what might be expected 
to be a simple, natural and spontaneous expression of 
feeling in all societies - a mother singing to her child - 
is in fact governed by convention and affected by the 
particular constitution of the society' (Finnegan, ibid., 
p. 299). Even before a child is able to utter a sound 
(apart from crying) the mother will use lullabies and other 
verbal expressions to try and 'communicate' with it or 
to express her relationship with the child.

When a baby cries, for instance, the mother will carry 
it by leaning it over her right or left shoulder and gently 
stroke its bottom to the accompaniment of a repetitive sound 
of deddde'de ..........  Sometimes, the baby will be
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comfortably strapped on to the mother's back with a piece 
of cloth; rocking it gently to some chant such as this 
Chewa lullaby:

(1) Mwana alilanji
Lululu, mwana alilanji?*
Lululu, mwana wakhanda!
(Lululu, why is the infant crying?
Lululu, the infant is still tender!)

This lullaby and what has been described earlier on 
are believed to restore calm and peace to the troubled 
child. For once the child has been soothed, it may stop 
crying and go to sleep. Both Chewa and Tumbuka mothers 
also take delight in playing with their infants. For instance, 
after feeding her baby, the mother will sit on a mat to play
with it. The baby will smile when tickled and also upon
hearing some resonant bi-labial utterances of mbruuuu! mbruuuu! 
etc. which the mother makes. A nursing mother will also show 
disapproval when her infant soils itself by making facial 
contortions and saving tut! tut! tut! These dramatic gestures 
and utterances are soon learnt by the growing child through 
response and association and are later reproduced by the 
child to achieve the same effects.

The Chewa and Tumbuka consider the Lucheche and Chivuza 
as the most problematic states in the development of the 
child. For as adults, they find it difficult to effectively

* N B . A similar lullaby is quoted by Ruth Finnegan in her 
book Oral Literature in Africa, Oxford: 1970. But the 
source indicates that it is Swahili, e.g. Von Tiling, 1927, 
pp. 291-2.
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communicate with infants before they have learned to speak.
It is, for instance, not always easy to tell why a child 
cries. Parents sometimes spend sleepless nights during the 
first few months after the birth of their child if the 
latter cries a lot. Hence, one often hears such a child 
being referred to as walunyenye (Chewa) or Kankuto (Tumbuka). 
However, these peoples have always also believed in the 
'magical' power of sound (humanly organized sound, cf. 
Blacking 1973), already referred to as nyimbo (songs or 
music), and its ability to serve as a 'therapeutical' device 
as well as being a source of cognition and communication 
symbols. This is partly the reason why they do compose and 
perform lullabies to deal with such walunyenye or fretful 
infants.

A recurring theme of most lullabies is that of the 
crying infant and efforts made to find out the reason why 
it is crying. And apart from mothers or adult performers, 
lullabies are also the preoccupation of an older age- 
group of children who are usually charged with the 
responsibility of caring for their baby brothers and 
sisters when parents have other tasks to do. Here are 
two examples of lullabies by this group.

(2) Edeuwa (Chewa)
Edeuwa-edeuwa Edeuwa-edeuwa:
A lira mwana, edeuwa! Baby is crying, edeuwa!
A lira make, edeuwa! Crying for mummy, edeuwa!

N.B. “
Kankuto is a proper name in this case, while .walunyenye 
is an adjective meaning 'a fretful child'.
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Aya kudambo, edeuwa! 

Aya kunkhuni, edeuwa! 

Aya kumunda, edeuwa!

She has gone to the stream,
edeuwa!

She has gone for firewood,
edeuwa!

She has gone to the field,
edeuwa!

Edeuwa-edeuwa; Ed wa-edeuwa;
Lera mwana, edeuwa! 
Wosalala, edeuwa! 
Ngati mai, edeuwa! 
Edeuwa-edeuwa;

Look after the baby, edeuwa;
Who is fat and healthy, edeuwa; 
Like my mother, edeuwa; 
Edeuwa-edeuwa.

(3) Mwana Wakulira
Lulululu!
Uyumwana wakulira; 
Banyina na wise 
Baluta kudandale

Lulululu!
This child is crying; 
The mother and father, 
Have gone for a visit.

(Tumbuka)

In these two examples, we learn that the baby or child 
in question is crying (lira) because of the absence from 
home of one or both parents. In the first example, we are
told of several places to which the mother has probably gone.
And in the second example, we are told that both parents have
gone for a visit. These lullabies show how the lack of
parental attention, even for short periods, might upset
infants under the care of older siblings or nursemaids. The
child who is crying for its mother (example 2) is most likely
to be on infant diet or breast-feeding and this could be one
of the reasons why it wants the mother's attention. On
the other hand, the one whose parents have gone for a visit
(example 3) must be old enough to be left with older children
for long periods. Nevertheless, what is most significant
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about these lullabies is that they are concentrated on the 
needs of children; the desire, for instance, to be in the 
company of their parents.

The second category of nyimbo zaulezi concerns 
nursing mothers themselves. Older children may chant 
nursery rhymes in honour of parents for whose infants 
they are caring. For example, upon the return of a guardian 
from wherever s/he might have been, a Chewa child will 
normally chant the following welcome song rhyme:

(4) Jetuletu

In the above example, the term jetuletu may be interpreted 
to mean 'a sudden appearance'. When an older child 
suddenly spots one or both parents of the infant s/he 
is looking after, s/he can chant this type of rhyme in 
which the infant is supposed to join if it is by this 
time clever enough to at least comprehend certain forms 
of spoken language.

But there are also times when little girls who might 
be employed as nursemaids compose and chant rhymes about 
some of their experiences. Here is one such example:

Amai jetuletu! 
Amai jetuletu! 
Atate jetuletu! 
Atate jetuletu!

My Mummy, jetuletu! 
My Mummy, jetuletu! 
My Daddy, jetuletu! 
My Daddy, jetuletu!
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(5) Ndelele Mwana
Huhuwaa Huhuwaa
Mwana Kalila ninjala 

Mwana Kalila nitulo 

Kunkhuni, ndelele mwana 

Kudambo, ndelele mwana 

Pophika fwendera uko 

Mwana wawene ngakuochee

If baby cries, that is 
hunger,

If baby cries, that is 
sleep;

At wood-cutting, I mind 
the baby.

At the stream, I mind 
the baby

When cooking you tell 
me off

Saying: 'child of theirs
I fear to burn you'.

Munantengelanji kwa mai? Why did you take me from
my mum?

Munansiyitsa mphika Making me miss a pot of
Wanyemba ati: delicious beans, saying
’Koyee!' 'You go!'

In the foregoing example, we see a situation where 
the purpose is not the lulling of the child at all, but 
an indirect attack on the master who does not appear to 
be treating the nursemaid well. The recruitment of 
children to roles of nursemaids differs from society to 
society. Among the matrilineal Chewa the responsibility 
for looking after a child primarily rests with its mother. 
But she may enlist the support of any junior female member 
of her own matrilineage if she does not have any older 
children to help look after her infant. There are very 
rare cases where a Chewa family or household would employ
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a nursemaid from another family or clan. However, amongst 
most partilineal Southern Bantu peoples, nursemaids can be 
recruited from other groups and it is quite common, 
therefore, to encounter nursery rhymes in which nurses 
express their feelings about the mothers' attitude (see, 
for example, Read 1959, Finnegan op. cit.,). The Tumbuka 
who seem to have been greatly influenced by the patri
lineal Ngoni have a number of nyimbo Zaulezi related 
to the predicament of nursemaids. Here is one example:

(6) Vinkumbu

Vinkumbu, Vinkumbu 
Ella wee ee,
Anyina Vinkumbu e-ee 
Bangupita pano e-ee, 
Pakuya Kudambo e-ee, 
Pakuya Kumoba e-ee, 
Chinkonde na chimo e-ee 
E-ee e-ee e-ee e

Vinkumbu
Ella, you listen here; 
Vinkumbu's mother,
Passed here,
On her way to the stream, 
On her way to a beer-part 
Five plus one times.
E-ee e-ee e-ee e.

In this example, a nursemaid by the name of Ella 
is lamenting about the absence from home of Vinkumbu's 
mother. The latter does not spare her any time for rest and 
she uses the lullaby as a medium through which to express 
her feelings. This is what appears to be part of its 
interpretation here.

What is perhaps most striking about these lullabies is 
in their use of language and style. We need to bear in
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mind that this is a kind of children's verse and that, 
by and large, its practitioners employ a mixture of 
linguistic, musical and dramatic devices. First, there 
is the question of setting. It is generally assumed 
that most lullabies are performed by nursemaids as they 
take care of their charges within and around the village. 
This is true. But there are occasions when mothers 
(already 'potential nursemaids' themselves) may play 
the role of these alezi by performing the latter's 
compositions without making any significant changes or 
modifications to content, form and style of presentation. 
Similarly, older children themselves may play the role of 
mothers, particularly in cases where they engage in 
simu to, tion games such as 'playing-house' or vidimbo. 
Therefore, in terms of purpose, context or actualisation 
one might, after all, find no hard rules governing both 
the performance and patronization of lullabies in the 
Chewa and Tumbuka societies.

Secondly, the verse of most lullabies makes great 
use of repetition as in all or most of the examples cited. 
There is also considerable use of ideophones, alliteration 
and assonance, e.g. in utterances such as: lûlùlûlu. 
dédédë'dé , mbruuuuu. wosalalâ. ndélélé . etc. These 
characteristics and the recurring use of repetition 
account for the strong element of rhythm. Tone also matters
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a great deal as it might influence the purpose of a 
lullaby. But where the emphasis lay on rocking the 
child to sleep, this was often brought out by the rhythm 
and liquid vowel sounds as in examples given.

From the foregoing observations, it could be 
concluded that lullabies are those artistic creations 
through which most mothers will want to show their deep 
affection and intimacy with their infants.

1.2. Nyimbo Za Nchito (Work Songs)

Most work songs are centred on life supporting 
activities such as hunting, fishing, agriculture and 
other domestic pursuits. Since we have already observed 
in the previous chapter that children start to participate 
in social life as soon as they are clever enough to do so, 
right up to the time they become adults, they should also 
be exposed to work songs at a very early age. But apart 
from taking part in work songs composed and performed by 
adults, children at least have their own category of work 
songs relating to both the real world or that of phantasy 
play . In this section, therefore, I intend to examine 

some examples of work songs or nyimbo za nchito among 
Chewa and Tumbuka children, with particular emphasis 
on meaning, presentation style and the social context 
in which they occur.
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Chewa and Tumbuka children engage in the performance of 
work songs related to both play-oriented and real life 
activities from the age of three (refer to the Mwana 
Wachikulire Stage) right up to the time they undergo 
initiation rituals of chinamwali to become adults. These 
songs are presented either by individual children, e.g. 
solitary songs, or by groups of children as in co-operative 
songs. During the pounding of corn, for instance, little 
girls can often be seen helping their parents by setting 
up their own small mortar and pestle and work to song 
accompaniment. Similarly, when they engage in vidimbo 
(playing-house) or the grand collective cooking of kudimbika, 
they sing songs which best suit these occasions.

The theme of most pounding songs is related to food 
preparation and the value of marriage. For married women, 
this is also an occasion during which they indirectly voice 
their repressed emotions or tensions. This Tumbuka 
'solitary-type' of pounding song would serve as a good 
example: **

( 7) Awise Joyisi
Awise Joyi, awise Joyi 
Awise Joyisi yee
Kuntengwa nkakhalira dyera
Tipulenge voyana-yana
Tiphikenge voyana-yana
Vinandi tikopa kuvunda 

waka
Awise Joyisi yee
Kuntengwa nkakhalira 

dyera.

Joy's father, Joy’s father 
Listen, Joyce's father.
I stayed married for fun.
Let's pound just as much as we

want,
Let's cook just as much as we

want,
We fear that too much may go bad;
Listen, Joyce's father 
I stayed married for fun.

. This particular song is based on a performance by a girl
of 12 - recording made at Chimoeni Village, Lundazi:

8/9/82.
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In this song, the singer expresses an ambivalent attitude 
towards marriage. First, we learn that it is only for 
'good time' or delectation (dyera) that she remained 
married, otherwise, marriages might entail so much work 
like pounding and cooking that some women seek divorce.
This latter aspect of marriage is what presumably caused her 
to run away from her first husband. Thus, the song is also 
a warning to her present husband (Joyce's father) that 
pounding and cooking of food must relate to the needs 
of the family. Too much work for a housewife is not 
good for her health and comfort, just as too much food
often goes to waste.

But there are also pounding songs in which women 
praise and express their love for hard work. Here is an
example of a Tumbuka kind of 
of self-exaltation:

(8) Pule-Pule
Soloist : Pule-pule 
Accompanist : Ahd-e-e 
Chorus: Namwene nilikumanya!
Duet : Ahe-e-e"
Chorus: Namvene nilikumanya! 
Soloist: Nilikumanya kupula 
Chorus: Namwene nilikumanya! 
Soloist: Nilikumanya kuphika 
Chorus: Namvene nilikumanya! 
Soloist: Nilikumanya kudairbo 
Chorus: Namvene nilikumanya!
Duet : Ahé-e-e
Chorus: Namvene nilikumanya!
Duet : Ahé-e-^
Chorus: Namvene nilikumanya!
Duet : Ahé-e-é
Chorus: Namvene nilikumanya!

'co-operative pounding song'

Keep on pounding 
Ahe-e-d
I know it all alone! 
Ahd-e-e
I know it all alone! 
I know pounding 
I know it all alone! 
I knew cooking 
I know it all alone! 
I know the stream 
I know it all alone! 
Ahd-e-d
I know it all alone! 
Ah6-e-d
I know it all alone! 
Ah6-e-4
I know it alone!
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A young married woman may thus demonstrate through 
pounding songs like the one cited, that she does not 
need to be told what to do when it comes to her domestic 
obligations. She is, in this case, the 'know-it-all' type 
of person who happens to have benefited greatly from her 
childhood upbringing. Therefore, when little girls 
participate in pounding and the songs that accompany it, 
they already have a taste of what adult life is like. 
Pounding songs in this case, and whether solitary or 
co-operative, serve as an informal medium of instruction.

There are times when boys and girls work together, 
especially during farming, harvesting and house-building 
work-parties. Work songs may take place in which all the 
participants express their solidarity and the value of 
working as a unit. Here is yet another example of a 
Tumbuka 'co-operative song* sung during the harvesting of 
corn or during the carrying of dongo (beaten earth) for 
a new house:

(9) Kapokera-kapokera
Soloist: Kapokera-kapokera Give and take
Chorus: Hee! Hee!
Soloist: Uyo walije kumanya He who knows not
Chorus: Hee Hee!
Soloist: Timunole mangobera Be denied boiled com
Chorus: Hee Hee!
Soloist: Ghakunowera m'chere With a nice salty taste,
Chorus: Hee! Hee!
Soloist: Watambule waziwone He will live to regret
Chorus: Hee! Hee!
Soloist: Kapokera-kapokera Give and take
Chorus: Hee! Hee!



Apart from helping to stimulate enjoyment and enthusiasm 
for community work, the song shows how food (boiled corn) 
can serve as a catalyst for hard work. Lazy people and 
those who have not acquired certain skills for the work 
in which the whole community is involved, are warned that 
they will miss the delicious food at the end of the work- 
party. The song also teaches children to work hard and 
learn to live as part of the community.

There are other work songs in which adults are 
rarely involved. These may be related to the occupations 
of certain age-grades such as those in the Unyamata and 
Ubuthu Stage when boys become full herders. We have * 10
previously observed that during this particular stage, 
boys may engage in fishing, bird-trapping and hunting of 
crickets or rodents, both as a hobby and as a method of 
sustenance. They also find time to compose numerous songs 
to accompany these activities. Similarly, when girls 
prepare for their grand collective cooking (kudimbika) 
they may go in shallow waters in search for fish or 
wander around in the harvested fields to see if they can 
catch some mice for their cuisine. They too have the 
opportunity to engage in work songs of this type. Here 
is an example of a Chewa children's fishing song:

(10) Kuka Matemba
Soloist: Kuka, Haul
Chorus: Kuka matemba! Haul whitebait!
Soloist: Kuka, Haul,
Chorus: Kuka milamba! Haul mud fish!
Most communal fishing takes place between September and 
November when rivers tend to dry up and the abusa
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(herdboys) have to wander for miles in search of water 
for their cattle and goats. And whenever they come across 
a pool of water where they suspect some fish, they will 
quickly organise a catch. This is done by tying grass into 
a bundle of two to three metres long. A party of ten or 
twelve boys then take this bundle into the water and drag 
it along rhythmically, while singing their song. But in 
order to have a good catch, they need to line up behind 
the grass trap and drag it as close to the river bed as 
possible to co-ordinated arm and leg movements. The song 
helps to synchronise these movements although it is believed 
that singing produces some magical effect. For instance, 
the mention of mudfish (milamba) or whitebait (matemba) 
is said to lull this type of fish into the trap instead of 
frogs or crabs which nobody prefers.

On the other hand, girls use small baskets (vitete or 
madengo) as 'trawl nets' each time they engage in fishing, 
although they often regard this activity as for men.
Secondly, since they fish individually rather than forming 
themselves into a unit, the song we have cited would seem 
out of place if it were applied. But however, this is partly 
a result of the divison of labour between the two sexes than 
being an inability to sing or perform. For when we come to 
other activities in which these age-groups are involved, girls 
are f a r  more outstanding performers than boys. Here is a



kind of Chewa children's song for hunting crickets in which 
girls have strong participation:

(11) Nkhululu iya Kuminda

Soloist : Nkhululu, Cricket
Chorus : Iya kuminda Go to the fields
Soloist : Kumuji At home
Chorus : Kwaja alendo Strangers have arrived.
Soloist : Alendao..... Strangers
Chorus : Mb ak amb amuk ile! 'Means to catch you!’

What is most interesting in this song is the presentation 
style. Like in the previous example, there is a rhythmic 
co-ordination between action and song. The movement of the 
arms during digging; the falling down of the hoe, and the 
sound it makes when it is in contact with the earth, are all 
in harmony with the song. But in this example, only the 
soloist is engaged in digging while the onlookers provide the 
chorus. When the digger gets tired, another person replaces 
her and, hence, takes over the role of the soloist. This 
goes on until the cricket has been caught or abandoned.

What is of primary interest to these children is the 
belief that singing will induce the hunted cricket to come 
out of its hiding and, therefore, get caught quickly. This is 
why the song is directly addressed to their prey as a kind of 
bait. Boys will also sing similar songs when hunting mice 
such as the following popular Chewa song for a type of fat-mouse



called Kabwanda:

(12) Kabwanda Wochenjera
Soloist: Kabwanda Fat-mouse,
Chorus: Wochenjera! The trickster!
Soloist: Kabwanda, Fat-mouse,
Chorus: Wofula-fula m'mayinja Burrower of old villages

Wochenjera! The trickster!

The Kabwanda or Steatomys pratensis (see,for instance, 
FitzGerald 1966, Kingdom 1974, Ansell 1978) favour sandy 
and old fallow cultivation like the mayinja or old village 
sites. They are a 'choice tit-bit' in local stews and this 
is why boys hunt them most. However, they are also known 
for burrowing deep in the ground, especially in upland 
areas, and this makes it difficult to kill them quite 
easily. By singing a praise song while digging up such 
a Kabwanda, Chewa children are made to believe that it will 
be 'persuaded' to come out. This is the idea behind the 
work song provided. But they also claim that some of them 
are so stubborn (ali ndi chipongwe) just like human beings 
that they will not come out of their hiding. And when their 
enemies have failed to catch them, they will later emerge 
and sing the following song:

(13) Mwankumba-kumba Valema 
Mwankumba-kumba You have dug and dug
Valema; Now you are tired;
Kumuji makati "ndiwo!" But at home you'll say

"I want relish!"
Panwo panu! Your arses!
Ndiwo, panwo panu! Relish, your arses!



Although the last example does not necessarily 
fit into work songs as such, it helps to explain the 
raison d'etre behind some of the songs we have so far 
reviewed. It also shows that work songs not only provide 
a diversion from 'monotonous' routine jobs, but that they 
are a means of expression or communication with both the 
internal and outside world of man, animal and spirit. A 
closer examination of some of these Chewa children's work songs 
shows that they are an extension of the local mythology about 
why and how life came to be what it is. In one oral narrative 
(nthano), for instance, children are told of how the people 
of a village one day returned from their cornfields to find 
that all the mice they had prepared for stew had risen from 
the dead; singing, drumming and dancing, while wearing the 
best clothes that had been taken from the people's suitcases**. 
This was a form of protest. Through these songs, therefore, 
the Chewa not only try to warn everyone in society against 
the indiscriminate destruction of nature, but also to show 
that animals may possess the hidden power to communicate at 
the level of human beings.

The study of work songs as part of child behaviour 
in this particular respect shows that all the material is 
already provided by society.

This story slightly parallels that about the Pied-Piper 
who first drive the rates from a town but later came to 
steal children. The only similarity is in how rats and 
mice 'infest' a town and a village, respectively.
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Nonetheless, since the foregoing argument is related to 
most of the discussion in this chapter, there will be time 
for further elucidation. But let me return to the question 
of presentation style which seems to be of crucial 
importance in our general understanding of work songs among 
the Chewa and Tumbuka.

To begin with, it is true to say that songs may be 
sung to accompany rhythmic work and that the occasion 
rather than the subject-matter, could be their main 
rationale (cf. Finnegan, Op. cit: 231). For instance, 
during communal farm work-parties the Chewa and the Tumbuka 
will sing a lot of what would normally be described as 'beer- 
songs ' .

Secondly, pounding songs will also be seen to occur 
in the Vimbuza dance of spirit possession or vice-versa.
The people themselves will often say "dzimayendelana"
(Chewa) or "zikwenderana" (Tumbuka), which literally means 
'they (songs) regularly pay one another visits'. Therefore, 
theme alone is not sufficient for the understanding of these 
musical forms, but the different cultural contexts and 
conventions surrounding their performance (see, for instance, 
Nketia 1963).
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Work songs are strongly dependent on the rhythm of the 
work or activity that is going on. During pounding (songs 
7 and 8), for instance, singing is primarily orchestrated 
by the persistent thi, thi, thi, thi sound made by the pestle 
as it falls and rises from the mortar. The tempo is 
regulated by the performer herself. Whenever she pounds at 
a fast pace, she has to accelerate her singing in order to 
maintain a regular rhythm between the two. Another interesting 
feature is that the ’in-out-in-out-in-out' movements of the 
pestle parallels the breathing in-and-out of air from the 
lungs. However, the two actions appear to be happening in 
reverse; the going in of the pestle or pounding action 
corresponds to the breathing out, while the raising of the 
pestle (moment of rest) is equivalent to the taking in of 
oxygen. An onlooker can even hear the expiration each time 
the pestle makes the thi, thi, thi sound. This often occurs 
during solitary as well as group pounding with the exception 
that in the latter case, there is alternation between leaders 
and chorus (song 8). And should two or three people pound 
in one mortar, the rhythmic beat of the sound made hy their 
pestles is either on a 'one— two, one— two' or 'one-two-three, 
one-two-three’ basis. The co-ordinated timing given by the 
rhythm of the music is necessary to avoid accidents (kudizana) 
as well as to encourage and delight the workers. In the 
text to song 8, the Ah^-e-e yodel is at first made by one



member of the group (the 'accompanist'), but later, the 
soloist joins in to make a duet. These 'nonsense* words 
are also used by the soloist in place of the intelligible 
words that she says in the song. This is a typical feature 
of Chewa and Tumbuka music and we shall encounter several 
other examples which share the same characteristics.

And finally, song 9 is another example which shows 
the importance of music during communal labour. The 
response of hee takes place each time an object is thrown 
from one person to another in rhythmically co-ordinated 
movements. For example, when specially prepared clay soil.
(dongo - for plastering walls of a new house) is thrown 
up from a well in a human chain, such a song is supposed 
to lighten, co-ordinate and embellish this communal labour.

In the final analysis therefore, it could be summarized 
that work songs in which children are involved provide an 
opportunity for both formal and incidental learning. They 
are also a source of entertainment. Rhythm-making is a strong 
fascination to most children who are starting to learn music. 
It is not surprising to find children bring into their world 
of play songs and movement patterns from rhythmic work.
At the same time, they are equally fascinated by the melody of 
the songs. And whether their singing is not always in line 
with that of their peers or adults, they do not hesitate 
to give it full expression.



1.3 Nyimbo Za Pamtima ('Songs of the heart')

Nyimbo za pamtima literally means 'songs of the heart' 
and include love songs and laments expressing sorrow, grief 
or regret. Some songs sung during pounding would fit in 
this category though I do not intend to discuss them again. 
Instead, I shall concentrate on a few other examples which 
show the various personal relationships among children.

Feelings and emotions are quite often referred to as 
vamumtima or vam'chifuwa (Chewa), meaning 'things of the 
heart* or 'things of the chest'. Similarly, the Tumbuka 
say vyamumtima or vyakusingo (the latter means 'things 
in the throat'). Repressed emotions are said to be 
dangerous because they can weaken or destroy the heart.
A person has to find a means of purging them out and music 
is strongly believed to be one of them.

For children, the middle age (cf. Unyamata and Ubuthu 
Stage) is regarded as a very crucial period when emotional 
development takes place. Boys and girls have a strong 
attraction to one another but it is the girls who are said 
to harbour strong feelings of love in their ’chests'
(m 'chifuwa). They may express some of these feelings
through songs (nyimbo za chikondi) such as the following 
example from the Tumbuka:

(14) Paling'i Wane
Iyaya lero
Namkuti dali wee!
Iya yaya, namkuti dali, 
Dalini wane, e-e!
Dalini wane, e-e!
Dali wee .........

Listen to me now
When I say 'oh my darling!'
Yes, I say my darling,
My beloved one, e-e!
My beloved one, e-e!
Oh my darling ........



This song is sung mostly in the evenings before girls 
go to bed in their little huts or ntanganeni. Sometimes,
singing may be accompanied by a mouth-bow (mtyangala) 
which is their favourite instrument for this type of 
music. But one feature of this particular song is that 
the word daling1i has been taken directly from the English 
term 'darling'. It is quite common these days to find 
school-going children introduce a lot of English words 
into the local language. However, what is perhaps 
significant about the use of this term in the song rather 
than the usual wakutemweka wane (my beloved), is that it 
has shorter syllables (dalini) and, therefore, easy to 
incorporate in the song. Secondly, it is believed to carry 
more weight because of its association with literacy 
and modernity. Here is another Tumbuka children's love 
song in the same field:

(15) Joni Banda
Joni Banda e-e e-e John Banda e-e e-e
Ngwako-ngwane e-e e-e Is yours, is mine e-e e-e
E-e e-e e-e e-e E-e e-e e-e e-e
E-e e-e e-e e-e E-e e-e e-e e-e
E-e e-e E-e e-e
Ngwako-ngwane; Is yours, is mine;
Olire yaye, eeyaye Cry for him, that's true
Olire yaye Joni Banda Cry for John Banda.



In this examnle we see that John Banda is the
centre of controversy as two girls appear to be 'fighting' 
for him. Apart from the statement 'Is yours, is mine', the 
use of the hocket mode of singing in which only repetitive 
vowel sounds of 'e-e e-e' are employed, symbolizes the 
nature of the argument that is going on.

It is also quite common to find songs in which girls 
directly address the boy they love. Joni or John Banda, 
for instance, could most likely be one of the village 
boys and the song might be a reflection of such forms of 
personal relationships. In the past, such love songs 
were accompanied by a dance called kamthibi in which mostly 
young boys and girls who were on the threshold of marriage 
participated. The dance was an occasion for them to select 
their future partners through symbolic body movements, mime 
and gesture, to song and drumming. But since the late 
fifties, kamthibi ceased and it was replaced by an all 
female dance called chimtali. Some of the songs for 
kamthibi, such as the examples cited, were therefore 
adapted for chimtali.

Be that as it may, love songs still remain one of 
the favoured oral forms of expression and communication.
As an art form, the songs seem to be shrouded in aesthetic 
ideals traditionally accepted by the whole society. The 
application of the hocket style, yodelling, and the often
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high tonal quality of children’s singing, all add to 
the beauty of the songs in this society.

Turning to the Chewa, one still encounters several 
varieties of children’s love songs which range from lyrics 
to poetic recitations. Here is an example which appears 
to combine some aspects of the two genres:

(16) Chipesu Changa
First Singer: Chipesu changa chinkonda My haircomb loves me

Chinkonda. It loves me.
Second Singer: Ulira yani Who have you been crying for

Kodiya mandedu? since last Monday?
First Singer: Chipesu changa chinkonda My haircomb loves me

Chinkonda. It loves me.
Second Singer: 

First Singer:

Ulira amai Have you been crying for Mummy
Kodiya mandedu? since last Monday?
Yayi nakana No, I haven't wanted her since 
Kodiya mandedu since last Monday.

Second Singer: Ulira Dolase Have you been crying for Dolase 
Kodiya mandedu? since last Monday?

First Singer: Yayi nakana No, I haven't wanted her
Kodiya mandedu since last Monday.
Koma Mdase But Mdase,
Kodiya mandedu since last Monday;
Ndiye nifuna Is the one I have wanted 
Kodiya mandedu since last Monday.

In this song, the chipesu or haircomb is metaphorically 
used to mean one’s most beloved. The love, as it were, 
is so great that the poet or singer refers to his/her



partner as a haircomb s/he would prefer to keep in a pocket 
The presentation is very much dialogue like or similar to 
ordinary speech. But this falls within the traditionally 
accepted Chewa style of singing called kukowerana 
(literally 'to overlap') as in duetting or hocketing. 
Secondly, the speech-tone pattern influences only certain 
parts of the melody, for example, each time the second 
singer asks questions like "ulira yani? ulira amai?" 
etc., the voice will rise as in ordinary speech and fall 
again at the phrase kodiya mandedu. And finally, I should 
perhaps also add that this song, unlike the other examples 
discussed, cannot be used for dance. It is closer to 
children's counting songs or story songs (thano) sung 
around the fireside. Its rhythmic structure tends to 
follow a triple time motif; each verse having a metrical 
pattern of 3, 3, 3. However, the tempo varies from 
'slow, fast, fast' in the first singer to 'slow, fast, slow 
in the second. Accompanying the two parts with hand-claps 
would thus tend to produce polyrhythm.

Finally, boys also have occasions in which they sing 
love songs albeit the fact that the majority of their songs 
about girls are those of mockery or joking relationship. 
Here is an example of a Chewa boys' love song which is 
often accompanied by the music of the mkhalapanjo stringed
instrument :
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(17) Chilingula-lingula 
Chilingula-lingula, lingula 
Dele-dele-dele
Chilingula-lingula, lingula dele, 
Nati ntole dele

He keeps on peeping
Dele-dele-de-e
He keeps on peeping dele,
I was about to elope with her

dele,
Natola padela But I have bounced
Dele-dele-dele Dele-dele-dele
First, let us have an explanation of the text. The 
term lingula, amongst other things, means to peep, peer, 
glance, spy or eavesdrop. But in terms of what is implied 
in the above text, we could use peep or spy. The theme 
of the song centres around two lovers who have planned to 
elope, but a detestable thing, chi^, is preventing them from 
doing so. This could probably be a brother or other close 
relative of the woman who is keeping a strict watch on them. 
The song is therefore more or less a lament and the use of 
the idiophonic expression dele-dele-dele emphasizes this 
point. It reveals a feeling of regret and despondency for 
the man who has been waiting for this great moment. However, 
dele-dele-dele is also a verbal rendition of the music 
provided by the accompanying instrument which has already 
been referred to as the mkhalapanjo. It is made from shells 
of a wood-beetle (nkhumbu) which are strung together into 
a loop (chingwe). The player sits down with the loop around *

*  Chi is a prefix which sometimes serves as an adjective 
to mean something big. It can also be derogatorily 
applied to mean something or someone unwanted, hated, 
loathed or disliked.



his waist; passes the other end round the right or left 
big toe and stretches the particular foot to tune the 
instrument. Two cords bearing several loose shells can now 
be seen running parallel from the foot to the waist. These 
are then plucked to produce a rattling sound whose rhythmic 
pattern follows that of the song.

The mkhalapanjo and its accompanying music is quite 
popular among the abusa or herdboys. But this particular 
song seems to be a composition or an influence from older 
members of their society, especially the unmarried ones 
(amphara) who are sometimes believed to spend sleepless 
nights bemoaning their fate by playing the bangwe or bango 
zither class of instruments .* It is possible therefore 

that the mkhalapanjo was created from this tradition of music.
Having examined some aspects of love songs, let me also 

look at songs of grief or regret (nyimbo za chisoni).
Grief or regret is often expressed by both adults and 
children who have lost a close relative, precious property, 
or have suffered some form of deprivation. Both the Chewa 
and the Tumbuka have since time immemorial recognised the 
significance of music during moments of crisis. And although 
they have sometimes tended to exclude children from active 
involvement in situations pertaining to great human loss, 
e.g., death, they have not prevented them from taking part in

!^For further information on these instruments see 
Nurse, G.T. "Cewa concepts of Musical Instruments",
Journal of The African Music Society Vol. 4, No. 4 (1970), 
pp. 32-36.



dance and music events organised thereafter. Secondly, 
children have been able to make their own music about
human suffering and their view of the world. Here is a 
Chewa children's song about the cemetery:

(18) Kumanda
Soloist: Koniko-niko Visit it.

Koniko-niko e kumanda Visit the cemetery; 
Kalikoko! It is there!

Chorus: Heyayee, Yes indeed,
Soloist: Kalikoko! It is there!
Chorus: Heyayee kumanda. Indeed, the cemetery.

Children are quite familiar with the cemetery although 
they rarely visit it. They know that when people die, they 
are buried at the cemetery even if no adult will be brave 
enough to tell them so. Instead, they will find other ways 
of explaining death to children and will even give the 
cemetery a nickname like sakhuta or 'one whose belly is 
never full'. But the song given in the passage is evidence 
of the children's knowledge about its existence. However, 
is neither a funeral song as such nor is it sung during 
funerals. Children aged between six and ten will sing it 
during their usual playtime. One of its attractions is 
the melody and the steady marching-like rhythmic beat.
This is a direct influence from the alliterative metre: 

Konik(^-nik6 kumanda kalikoko 
Also notice the repeated use of identical vowel sounds 
(assonance) especially in stressed syllables. Oral



evidence has revealed that this type of song is one of 
the most popular amongst rural school-choirs and parade 
drills. ¥

On the other hand, orphaned children may from time 
to time lament about their parents' death if the prevailing 
conditions do not offer them security. One such Tumbuka 
song examines this condition:

(19) Balendo
Soloist: Balendo bakwiza uko The visitors over there

Bazamugona nanjala Will sleep hungry
Babenge amama ndiwo; But only if mum was here;
Dongo lilikurya. Alas, the soil ate her up.
Tibasekelere Let us welcome them with joy

Chorus: Ahe yayee! Ahe yayee! Rejoice!
Ahe yaee! Ahe yayee! Rejoice!
Dongo lilikurya. Alas, the soil ate her up.

In this song, the singer shows how the rest of society has 
come to suffer upon the death of her mother. Even visitors 
in the home cannot be properly fed because the hard worker 
and most generous person in the community has gone into 
eternity. The song deals with hospitality as well as 
the domestic responsibility of caring for a large household. 
The theme of food shows that this song is also related to 
work songs (e.g. pounding songs) and the singer, it appears, 
finds herself in a dilemma of having to take over her 
mother's role.

¿During my field work I saw pupils at Kambale school and 
surrounding villages singing and marching to this song. 
(September 1982).
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And finally, here is an example of a Chewa children's 
lament about what greed did to friendshio:

(20) Shambalala 
Solo: Shambalala tiyee wee;
Chorus: Sima yinale m'mbale

Ndani wadya yonse 
Shambalala

Tiyeni tikawulure 
Kwa Polisimani 
Sima yinali m'mbale

Ndani wadya yonse
Shambalala

Shambalala let's go;
The food which was on this 

plate
Who has eaten it all, 

Shambalala?
Let's go to report
To the Policeman;
The food which was on this 

plate
Who has eaten it all, 

Shambalala?

Shambalala is being summoned to the Police by his close 
friend whom he has cheated by eating all the food. 
Children love to sing such type of songs which comment 
on their personal relationships and which might also 
serve as instruments of social control.

In conclusion, therefore, it could be said that 
the most cogent thing about nyimbo za pamtima is their 
affective nature. In a manifest, related or latent 
way, the songs show how the strong emotions they help to 
generate can be a source for 'mental infection' in some 
people, or serve as internal tranquilizers for others.

1.4. Vityeso (Songs of ridicule or mockery).

Herdboys are well-known for their provocative 
and indecent behaviour which tends to suit their trade.



Quite often, they will harangue one another in the most 
vile language as a way of soliciting for fights between 
various age-grades (nthanga). These verbal contests, in 
the first instance, are known as vityeso (Tumbuka) or 
kutukwana (Chewa). But apart from being rendered as 
ordinary speech-acts they tend to have developed into 
song and poetry. However, there are also aspects of 
vityeso which are licensed to express the various joking 
relationships amongst children of both sexes in a village 
or community. It is this type that I would like to discuss 
for the time being.

To begin with, children will mock or ridicule their 
colleagues who have contracted scabies or mumps. Here is 
one Chewa song rhyme in which a child with scabies is 
ridiculed:

(21) Viphwatikile

Viphwatikile, 
Nvazungu! 
Viphwatikile, 
Nvazungu 
Nvayitaliana!

Big ripe tomatoes,
They are for Europeans! 
Big ripe tomatoes,
They are for Europeans 
For Italians!

Viphwatikile or big ripe tomatoes, are metaphorically 
likened to scabies because the latter swell on the skin and 
produce a greenish pus which spills like ripe tomatoes 
when broken. In fact, the name phwatikile is derived from



the root - phwa which is associated with the breaking of
delicate things into pieces. When eggs are dropped they
can be heard making what for a Chewa would be a phwa
sound. On the other hand, the prefix vi- (plural of chi-) is used
as in Song 17. But what is of particular interest in this
song rhyme is the reference of ripe tomatoes to Europeans,
e.g. Italians. The inferred meaning here is that the
bright red colour of ripe tomatoes is like those sunburnt
Europeans along the Mediterranean coast, and the ones who
come into the interior of Africa.

Each time a child has contracted scabies (mphere) 
people will classify them according to their nature.
The ones causing large pimples on the skin will, for 
instance, be referred to as mphere zaphwatikile (tomato 
scabies) because they seem to be pregnant with pus.
Children will then chant rhythmically to tease those 
with scabies. For adults this disease could be embarrassing 
as it tends to attack 'sensitive' parts of the body, making 
one to walk like a duck! Nevertheless, the song rhyme 
is a nice pastime activity for children because of its 
strong rhythm and the beauty of the sounds in the selected 
words.

(22) Kandukutu
Kandukutu,
Kolanga asungwana!
Kandukutu,
Kolanga asungwana!
Anyamata ....
Vibenge viwawalu-wawalu!

Mumps,
Go and catch girls!
Mumps,
Go and catch girls!
So that boys ....
Only become a laughing stock!



In this example we see Tumbuka boys who have been 
attacked by the contagious disease of mumps (kandukutu) 
singing to drive them away. But they are urging them to 
go and 'catch girls' and this portrays the sort of 
sexual antagonism that goes on between boys and girls in 
this society. A boy suffering from mumps is normally 
advised to go into the bush; gather a few dry sticks of wood 
and tie them into a small bundle. Thereafter, go and stand 
on the crossroads and dance to the song of kandukutu as 
shown in the text. When he feels that he has done enough to 
drive off this evil, he throws the bundle of sticks down 
and runs back to the village. Girls are expected to do 
the same ritual but mention boys as the next recipients of 
mumps.

The use of the appropriate language register is what 
makes these vityeso as one of the highly artistic forms of 
Chewa and Tumbuka children's creations. Notice for instance 
the application of the glottal stop k in lines 1-4 and the 
accompanying rhythmic syllables. In the last time, this 
changes to the labio-dental fricative v, followed by the 
idiophone wawalu-wawalu. The relationship between language, 
rhythm and music (song) is quite fascinating. Children will 
thus tend to easily switch from speech to song by applying 
these different but related expressive forms.



(23) Vimabele

Asungwaana, Dear Girls,
Tengwaninge lero-aa Get married now
Tengwaninge Get married, or else,

Enya nadi mwabana

Vimabeele kwapa-kwapa! Your large breasts flap 
kwapa-kwapa!

That's true children
Nitengwenge lero-aa; I shall get married soon;
Niitengweenge I shall get married,
Nazomera kumitala! I have been engaged to a 

polygamist!

Like kandukutu .song 23 has a strong element of 
satire depicting the rivalry that goes on between boys 
and girls. Boys tell girls that once they (i.e. the girls) 
have stayed for too long without getting married, their 
breasts will begin to flap about (kwapa-kwapa) like wings 
or broad leaves exposed to strong wind. Once this happens, 
no young man will ever want them except for those who are 
already married and are looking for a second wife. There 
is also strong use of irony in the second part of the song 
where the girl responds that she is in strong support with 
what the boys say. Hence, she has decided to marry a 
polygamist. And finally, the song is also believed to come 
from the Mganda dance in which it is played on the kazoo or 
gourd horn (lipenga). Perhaps this is one of the reasons 
why it appears not to follow the style of other vityeso, 
we have discussed, most especially in terms of its musical 
features. There is less insistence on rhythm and the melodic 
structure is based on tonality. The latter is not so much an
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influence of the speech-tone patterns of Chitumbuka itself 
but due to the deliberate stress on certain vowels in the 
song. This is purely for the purposes of emphasis.
Similarly, in the song text, I have put in double vowels 
where such stress occurs and this is only for illustration 
purposes. The only exception is the aa in a phrase like 
lero-aa which signifies a very long note. In transcription 
this could be represented by a semi-breve. However, the 
most important fact is that the long and short vowel sounds 
in the text as shown provide an 'ascending-descending- 
ascending' pattern. This excludes the phrase Enva nadi 
mwabana which is mostly the spoken part of the song.

(24) Chimpalala ngungunde

Chimpalala ngungunde Mr. Skinhead
Chimpalala ngungunde Mr. Skinhead
Nipe nyama niwochee! Give me meat to roast!

Apart from songs of mockery which are directed at 
the opposite sex, there are several others which relate 
to both. Chimpalala ngungunde, for instance, refers to 
any child who has had a very close haircut. The term 
mpala (from the verb pala) is associated with shaving or 
complete removal of hair, grass from a garden, etc. Mphalala 
is an ideophone just like ngungunde and the latter means 
'hard and bare surface'. Children will chant and make fun
of such a character. The expression nipe nyama niwochee!



in the last line alludes to the similarity between the 
hairless head of a human being and the carcass of a pig 
which is ready for roasting. This shows that children 
employ a lot of figurative language, bringing into their 
songs images from both reality and imagination.

(25) Vinchende

Here is a Chewa song for a child who has lost or
cut his/her milk teeth: 
Vinchende,
Vapathako pa tambala! 
Vinchende
Vapathako pa tambala!

Redgums,
Like a cock's arse! 
Redgums,
Like a cock's arse!

Little children of five to six years will tease each 
other or be teased by their peers for having lost their
milk teeth. Although some of them may get annoyed and coy, 
this is regarded as part of play.

But there are songs of mockery whose presentation
is quite dramatic that they could be classified as action 
songs. Here is an example of yet another Chewa children's 
song of derision against one who farts.

(26) Nkhokota
Wanya-wanya 
Nkhokota! 
Wanya-wanya 
Nkhokota!
Pathako pa njiwa 
Nkhokota!
Palibe msaza 
Nkhokota!
Tiyeni tibweleze
Tiwone uyu wanya
Kho-kho-kho!
Tiyeni
Kho-kho-kho!
Tiyeni
Kho!

The one who farts 
Roughage!
The one who farts 
Roughage!
The arse of the wild dove 
Roughage!
Has no kid brother 
Roughage!
Let us repeat
To find who has farted;
Kho-kho-kho!
Let's go on 
Kho-kho-kho!
Let's go on 
Kho!
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This song game takes place whenever a group of
children playing together have accused one another of
farting. They will then decide to perform a simple
divination ritual (kuworobeza). They sit in a ring and
one of them leads the chant ofwanya-wanya etc., while
the rest answer nkhokota! as shown in the text. As they
do this, they rub the right palm over the fisted left
hand following the song rhythm. But when they come

*to the stage of kho-kho-kho! each one then hits the 
palm against the fist following the leader's commands.
At the shout of kho! action must immediately cease and 
whoever continues thereafter is accused of having farted. 
S/he is then jeered or laughed at. They may also decide 
to repeat the game one more time to find out who becomes 
the next victim. The game may be played by different 
age-groups ranging from five to about eleven, becoming 
more confined to separate sexes in older age-groups than 
in younger ones. It is not uncommon to find fights amongst 
herdboys immediately following this song game should 
the disgraced get annoyed. He will pick on the one who 
laughs at him loudest or whoever he dislikes most. The 
girls happen to be more peaceful and it is rare to see them 
fighting. *

* Kho-kho-kho is the act of clapping hands or sound 
produced when one knocks at the door or against a 
hard surface. It is similar to 'knock-knock-knock!'



Let me now examine other types of songs of mockery 
which are related to certain forms of activity amongst 
boys or girls. For example, girls at the Ubuthu Stage 
who engage in kudimbika display certain aspects of their 
art and personal relationships through songs. First, this 
is what kudimbika is all about: occasionally, girls 
of about eight and upwards to well after puberty meet 
for grand cooking. They have discussions on the need for 
kudimbika. A day is fixed for the cooking and the children
start to prepare towards it. Each child contributes whatever 
food item she is able to lay hands on in the house. They 
may either get these foodstuffs directly from their mothers, 
or where that fails, pilfer them. But as it has already 
been observed, they may also roam about the harvested fields 
in search of wild vegetables or the more delicious 
nkhululu (crickets) and mbewa (mice).

After normal housework is finished, they hurry to begin 
their special cooking at a bush clearing referred to as 
kuchidimbiko. Each girl makes her own fireplace although
close friends or siblings often cook together. Pots and other 
kitchen utensils are brought, sometimes secretly, from the 
various homes. With collected knowledge and effort they 
prepare the food which is eaten by the whole group. Whatever 
is left of this cooking is taken home and reserved for 
herdboys. Mothers are also anxious to taste
how good the food is since they are aware that this type of 
community cooking offers cherished occasions for practising.



Meals over, the children take to playing. But even 
during the process of Kudimbika, they may sing satirical
songs related to the theme of greed or generosity. Here is 
a Tumbuka song about a greedy and covetous child:

(27) Pavanyako dozi-dozi
Solo: Pavanyako; When it is colleague's property;
Chorus: Dozi-dozi! You wag your tail, dozi-dozi!
Solo: Pavako; But when it comes to yours;
Chorus: Khwinyu! You shrink, Khwinyu!

As the girls prepare their meals, one of them leads 
the rest in chanting this song through call and response.
The terms of dozi-dozi and khwinyu which refer to the wagging 
and recoiling of tails as in animals or birds, are hereby 
perjoratively applied to describe the behaviour of a stingy 
child. We are told h o w  s u c h a  child covets or 'wags 
his/her tail' (dozi-dozi) for other people's possessions. But 
when it comes to his or her own s/he will try to avoid 
everybody for fear that they might ask for a share.

The song is also about people in society who have such 
undesirable character traits. However, it is very often 
sung by children as a mockery or satire at a rival party 
or individuals within the playgroup. There is another Tumbuka 
song for kudimbika in which all those involved dramatically 
compete during eating to find out who is the fastest or 
greatest eater. Here is the song text and a description of 
the action which accompanies it:



( 28) Sendelera uko
Nganya sendelero uko Age-mate, move that side,
Sendelera uko Move that side
Gaiabile; So that I may swallow; 

Swallow without chewingGaiabile sukumizge
Kumtanda Kwalangala, For the bottom layer is visible
Asebeza mangobela Work hard for corn meal
Aha! Gulp it, aha!

Presentation style
As soon as food is ready, the dishes are brought 

together and all participants sit around. They start to 
eat while at the same time singing this song to accompany 
the action of picking up food from the plate and throwing it 
into the mouth. But only when they come to the expression 
aha! which alludes to the gulping of food, must they throw 
the food into the mouth and swallow it as fast as they can. 
Before then, they simply sing to the rhythmic dipping of hands 
into the plate and the kneading (kuwulunga) of the food so 
picked into lumps (matozi) which are ready for swallowing.
They also have to compete at swallowing big lumps of food 
without chewing. This is one of the rules of the game.
Hence, a child who finishes her share first is the winner.
But the process gets more difficult with each new stage for 
the bigger the lump of food one has in the mouth, the harder 
it is to swallow it without chewing. However, these children 
also believe that the inclusion of delele (e.g. okra) on their 
menu will make matters easy. For the Tumbuka say that kasima
kadelele kakwenda lubiro, which literally means ’corn meal



(sima) eaten with delete travels fast'. It is no wonder 
therefore that before kudimbika, girls will strive to look 
for one of the many popular vegetable plants from which the 
sticky or slimy delete relish is made. This has a delicious 
taste and makes swallowing easy.

Nevertheless, the most important thing is that the one 
who wins this contest becomes the greatest eater or gourmand 
(wachigolo). In other words, she represents such character 
types in life. But, although the song and its accompanying 
action are meant to be a satirical attack on eating habits 
which are reminiscent of greed or gluttony, it is also 
generally believed by most people in this society that a 
child who learns to become a great eater (without being stingy) 
grows into a strong and healthy person. One often comes across 
a situation where children have to scramble (kuphangana) 
for leftovers, especially herdboys who are not allowed to eat 
together with their adult males. In times of scarce food 
resources a child who eats too much can both be at a 
disadvantage and advantage. First, s/he will not be easily 
satisfied with little food. But during communal eating 
s/he may have more than her or his share because of the 
ability to eat faster as well as swallow large quantities 
of food. Therefore, we could add that kudimbika and the 
games that children play serve as a rehearsal and at the 
same time as a reflection of what goes on in society.

Finally, let me also examine an example of a Chewa



children’s song about gourmandism and one which is related 
to the foregoing argument. The following is the song text:

(29) Tute ana
Tute, Pouched rat,
Tute ana; Hoard some food for your children;
Kanyerere tute The little black ant hoards.

The term tute (from the verb tuta) means to carry, 
hoard or stockpile food, cheap or precious things.
Similarly, the pouched rat (Cricetomys gambianus) which 
has the habit of stockpiling its food reserves (but also 
with all sorts of rubbish) is called chitute. Hoarding of 
things when others have none is a sign of greed and the 
Chewa associate this rat with the behaviour of such people 
in society. Secondly, since the pouched rat is always very fat 
and healthy looking, people who are fat or potbellied are 
likened to chitute. The anal ogy between fatness and 
hoarding of food on the one hand, and between fat people and 
chitute on the other, is thus made clear. But there is also 
reference to children (ana) and to the little black ant 
(nyerere) in the second and third lines. What is perhaps 
implied here is that when the pouched rat stockpiles food 
in its home, people might think that it has many children.
On the contrary, it often has none and the food is meant 
for its own consumption. Yet, each time the little black 
ant hoards food, it caters for its young. It seems, 
therefore, that the pouched rat is greedy and one could 
equate its behaviour to people who amass wealth at the 
expense of others.

16 o
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Coming to boys, they appear to have their own type 
of songs of derision associated with greed although there 
are general ones which they share with girls. Most of the 
boys* songs are recitations performed during cattle herding. 
More examples will be given at a later stage, but here is 
one such Tumbuka song in which a child is castigating his 
greedy granny:

(30) Vichali Vipyo

Amama nipeniko, Dear Lady, give me some,
Amama nipeniko, Dear Lady, give me some,
Vichali vipyo; They are still hot;
Vichali vipyo, They are still hot,
Imwe mkurya uli? How come you are eating?
Imwe mkurya uli? How come you are eating?
Nkurye la ulala I am eating because of old age;
Nkuryela ulala; I am eating because of old age;
Ulala uli mpani? Where is old age?
Ulala uli mpani? Where is old age?
Uli pamutu It is on my head;
Uli pamutu; It is on my head;
Pamutu pali vichi? What is on your head?
Pamutu pai vichi? What is on your head?
Pali tubantu There are tiny beings
Pali tubantu; There are tiny beings;
Tubantu tuli uli? How are these tiny beings?
Tubantu tuli uli? How are these tiny beings?
Tuli ntena iwe They are like you
Tuli ntena iwe; They are like you
Zamkwete-kwete gog Zabeta Shame on you, Granny Zabeta;
Kati bepha, Like litter on the ground
Chabuli-chabuli chamachemba You splash and splash in tatters 
Leza mpandule! May thunder strike you!



This long satirical poem is recited by herdboys to 
accompany bull-fighting, or simply as a form of pastime.
But the theme of greed is clearly visible in the debate 
that goes on between the boy and his granny. Notice also 
the a p p l i c a t i o n  of the ’last word technique’ where the 
development of the argument is dependent on what the principal 
character says. Linguistically, the last four lines of the 
poem are of particular interest. Zamkwete-kwete, for instance, 
is an ideophone which means bedraggled (i.e. in this 
particular case with chame); kati bepha is a metaphor 
which likens tatte r e d  clothes to litter on the ground. 
Chabuli-chabuli is another ideophone which refers to the 
sound produced when one walks in ankle-deep rain water, 
while leza mpandule is an oath or curse at this cruel 
and greedy person in the name of Granny Zabeta. The selection 
of such phraseology and appropriate language register for the 
entire poem is part of the aesthetics of this art form.

During the time of the first fruits (masika), boys and 
girls also engage in satirical songs and poetry. Here is 
a Chewa song rhyme about fresh corn:

(31) Vindache Kwamako?
Kundu-kundu-kundu Shear some for me, kundu-kundu;
Chamakono chokundulirana Is this the season for shearing? 
Vindache kwamako? As if your mother’s isn’t ripe?
Amahehe liyahe! Shame unto you, amahehe liyaho!

When fresh corn is first harvested and cooked, boys and 
girls can be seen holding long cobs from which they pick 
a few grains at a time and munch as they play about. But not



all of them are lucky for there may be others whose parents’ 
crop hasnot yet yielded. These will often tend to beg from 
their lucky colleagues. It is at this stage that a refusal 
to do so may be expressed through song. The child who has 
corn will pluck or shear a few grains from the cob pretending 
that s/he is going to give them to the friend. But suddenly, 
the grains are thrown into the mouth with a scornful laugh 
of amahehe liyahe! Unless this particular friend is appeased, 
s/he may tend to get very hurt in the end. But somehow, 
children have their own way of resolving their differences.

And lastly, swimming is another occasion during which 
both Chewa and Tumbuka children may sing songs of mockery.
The following song is sung by Chewa boys and girls when they 
swim:

(32) Chikhumu-Khumu

Chikhumu-Khumu 
Panwo pamako Mdayesa!
Chikhumu-Khumu 
Panwo pamako Mdayesa!
Ali kumuji achitanji?
Akudya mkombo 
Ali gone;
Olele eyaye,
Khumu!

Swimming and diving
Your mother’s arse Mdayesa!
Swimming and diving
Your mother’s arse Mdayesa!
What are those at home doing?
They are eating mkombo fruit
And they are sleeping;
What a shame,
Let's dive, Khumu!

As the boys or girls swim and dive, they sing this 
song denouncing colleagues who seem to shun water and prefer 
to stay at home instead of going for a swim. Mdayesa is an
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example of a girl who does not want to swim and the other 
girls call her bad names as the song shows. The exclamation 
fihumu!in the last line and the term chikhumu-khumu itself 
are ideophones depicting the sound of splashing water made 
when one dives into a pool or a stream.

Other songs concern joking relationships between Chewa 
and Tumbuka children. During both swimming and cattle 
herding, for example, Chewa children will sing songs of 
insult against their Tumbuka 'cousins’ (chimbuya). Here 
is one such song:

(33) Andembwende
Andembwende, 
Abububu,
A Tumbuka; 
Adatumbulira mbewa 
Pamsana!

'The sleepy ones', 
'The ignorant ones', 
The Tumbuka;

They cut a mouse open 
By its backside!

The 'nonsense syllables' andembwende and abububu were 
coined by the Chewa since their knowledge of the Tumbuka 
in order to express this joking relationship. There is 
also a playful use of words or punning between the name 
Tumbuka and the expression adatumbulira. The term Tumbuka
is derived from the word mbuka (verb) which means to cross 
a river or lake. Tumbuka in this respect would mean 'we are 
crossing'. On the other hand, tumbula (verb) in Chichewa or 
tumbura in Chitumbuka mean to cut an animal or a person open. 
The term may also be used for something that bursts open or 
explodes (chatumbuka). Although there is some phonemic 
similarity between these terms, semantically they are quite 
different. But when collocatively applied, as in the 
expression A Tumbuka adatumbulira the satire becomes
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effective. However, we may also notice a strong element 
of both alliteration and assonance in the same phrase. 
The rhyming scheme of the entire verse is thus based on 
these elements.

On the other hand, Tumbuka children have their own 
'broadside' on the Chewa. During swimming, for instance, 
they will gang up and sing:

(34 ) Amchekezera

Amchekezera 
Amchekezera 
Bakhalire kuno! 
Bavibulumuntu 
Bavibulumuntu 
Bakhalire uko!

The ones with pierced ears, 
The ones with pierced ears, 
Stand on this side!
But those with blunt ears, 
But those with blunt ears, 
Stand that side!

In this song, Chewa children are referred to as 
bavibulumuntu (the blunt ones) because they do not have 
their ears pierced. The Tumbuka say that this prevents 
the Chewa from hearing properly and thus why they are not 
as sharp and as intelligent as they (Tumbuka) are. Since 
their contact with the Ngoni, the Tumbuka have always 
prided themselves as finest hunters and warriors. And 
because of their strong patrilineal institution, they 
will always tease Chewa men as women and people who are 
weak. Such inter-ethnic rivalry was in the past strongly 
expressed through the herdboy fights (chidungano) which we
shall examine in our next discussion. But let me now



conclude this study on Vityeso or songs of mockery with a Chewa
satirical poem about a herdboy who worked for a European 
farmer:

(35) Ze Mkango
Bwana, Master,
Ze mkango zihiye; The lion was here;
Mwana mbuzi mee! The kid-goat cried mee!
Mumtengo kala-kala, There was a sound of

kala-kala up the tree
Mwana ng'ombe gwii! Then the calf was caught 

gwii !
Kanyama twitwitwi; A spotted animal appeared 

twitwitwi
Tu dei, tu dei, To-day, to-day,
No mkaka-meleke There will be no milk, no 

meleke;
Ayi todi yu Bwana I have told you, Master
Mzungu n *chizungumbwa A white man is like a ghost,
Sakumva zanzache, He doesn't listen to others,
Muuzeni akalaliki! Tell him, Mr. Clerk!

In this recitation, there is an attempt to portray the 
relationship between European farmers and their African
houseboys and farm-workers who worked for them since the
early days of colonialism. The poem shows the lack of
communication that went on by exploiting the broken English
spoken by these African workers. The protagonist in this 
case is a herdboy who cannot pronounce English words correctly



and brings in a lot of African terms when speaking with 
his boss. For example, we have ze (for the); zihiye 
(was here); tu dei, tu dei (to-day, to-day), and Avi todi vu 
(I told you). Secondly, the herdboy in the story does not 
know how to differentiate between a lion and a leopard in 
English. So what he is trying to say is that both the lion 
and the leopard visited the farm. The lion caught the 
calf (mwana ng'ombe) although he refers to a spotted animal 
(twitwitwi) which, in this case, is the leopard. But at 
the same time the leopard caught the kid-goat (mwana mbuzi) 
and went up a tree. The impression given is that the lion 
went up a tree! This creates more misunderstanding between 
the herdboy and the white farmer as the story continues.

However, attention should be drawn here to the frequent 
use of ideophones and onomatope, e.g. mee for the bleating 
of a goat; kala-kala for the sound made on dry leaves or 
grass; gwii, which refers to the act of holding or grasping 
something firmly, and twitwitwi which stands for something 
spotted or brightly coloured. The use of colour imagery, 
sound imagery and visual imagery relating to action is thus 
quite dominant in the poem. Also notice the use of strong 
or abusive metaphor (e.g. line 10) where the white boss is 
likened to a ghost (chizungumbwa).

It can now be briefly summarized that songs and poems 
of ridicule among children form a very important aspect of 
their development. Through their knowledge and application, 
the very young can be able to overcome all sorts of



inhibitions such as fear, cowardice, suppression, etc. 
Secondly, as it has already been observed (e.g. in 
Chapter One), they are important tools for learning the 
language and culture of society. Although some of the 
interpretations I have provided appear to be more advanced 
than the children's own perceptions, I have taken into 
consideration the fact that some of these artistic 
expressions are created by adults before they are passed 
on to these children. Secondly, that since children 
operate within a culture that an adult member of society has 
lived through, the adult can be able to explain certain 
obscurities and philosophical implications of these 
creations (cf. Blacking, op. cit.'. p. 300) though they 
cannot understand all of them. Let me now examine some 
aspects of children's praise songs and poetry.

1.5 Vithokozo (Praise songs and poetry).

The term vithokozo (from thokoza. verb) generally 
means praises and there are so many varieties of these in 
Africa (cf. Lekgothoane 1938, Morris 1964, Schapera 1965, 
Cope 1968, Finnegan 1970). But my concern here is with 
children's praise-poetry of which there is a special 
category called visangu among the Tumbuka (Mtonga 1978).
For the time being, I intend to concentrate on ordinary 
vithokozo but later discuss visangu under their own heading.



In the first category of praise songs and poetry, 
what abounds are songs and recitations about food, animals, 
nature and man. These form a special 'occupational art form' 
among herdboys who §pend most of their life in search of 
pasture for their animals. Most of the examples I shall 
provide are from the Tumbuka whose children seem to have 
developed great interest in singing praises about their 
cattle. From the Kasepuka right up to the Phungwe stage 
(refer to Chart II), these children go for herding which 
is popularly referred to as nkuzgeni. Here, they 
experience bullying from older boys and inter-village 
rivalries which culminate in fights (chidungano). The 
stronger ones usually claim the best grazing ground. But 
training for such fights must begin with one's own age- 
group (ntanga). A boss-boy or bully (chigwe) will normally 
supervise these age-grade fights which are activated by 
vityeso (as already discussed), or by other forms of 
provocation. For example, a small boy is told by the boss- 
boy to hold the tips of his fingers together to be struck by 
an age-mate on the ends, and then point to the place where his 
mother was born. The boy who is victimised gets annoyed 
and a fierce fights ensues. But the boss-boy will from time 
to time intervene lest the children inflict serious harm on 
one another.

Apart from these fights, they also train their bulls 
to fight with those of rival groups. From the earliest age, 
a bull will have its horns straightened so that they can point



forwards like an arch. They are also sharpened from time 
to time. It is also claimed that the bull was formerly 
given hemp (chamba) but this had to be stopped because bulls
became so fierce as those in Spanish Bull-fighting that they 
injured or killed their proprietors. However, bulls are 
also given names and praises are composed and sung. Here is 
our first example of a Tumbuka praise song for a bull
called Mtunduluka.

(36) Mtunduluka

Mtunduluka Mtunduluka
Dazi lachona; The sun is setting;
Mtunduluka Mtunduluka
Dazi lachona, The sun is setting,
Tandikani mpasa Spread the mat
Tigonepo tose That we may all sleep
Maiwawe! Until death strikes, maiwawe!

When such a bull called Mtunduluka roars, probably itching 
for a fight, its owner or trainer will then sing this song. 
The name of the bull is derived from that of a wild tree
whose fruit is bitter and sour, The anger of the bull is
thus likened to the taste of this fruit. The reference to
the sun and the reed-mats symbolise the final reckoning
hour when death is about to strike. The setting sun is 
equated with the final stages of life and when burial takes 
place, the corpse is wrapped up in a mat. The herdboy is 
warning his bull to kill or get killed. This is the message



of the song. For if Mtunduluka does not defeat his opponent, then
it is most likely that the whole village will cry maiwawe 
for him in the same way they do when people die.

There are also praise songs which have a lighter or
humorous tone such as the one 
Gumuza:

(37) Gumuza

Gumuza, Gumuza 
Kampelekele mbolo pachanya;
Njamatekenya
Njawaleza gunda kuchanya 
Leza mpandule;
Kapakati jee!
Gunda-gunda kuchanya 
Leza mpandule!

about a hornless bull called

Gumuza, Gumuza 
You whose cock is erect; 
His has jiggers 
Yours belongs to thunder 
Let lightning strike him; 
Till the middle bleeds! 
Boom, boom in the sky 
Let lightning strike him!

The Tumbuka say that a hornless bull like Gumuza will often 
bite and aim at breaking the horns of his opponent. The 
praiser thus tells his bull to hit the enemy so hard that 
the middle should bleed. But he also lauds Gumuza for his 
virility because the cock (penis) is always erect while that 
of the enemy is flaccid as if it has been eaten up by jiggers 
(reference to VD). Gumuza is also compared to thunder and 
lightning, These poetic songs are therefore pregnant with 
imagery. Here is one more example of a praise song which 
is also about a bull called Gozyo or one with curved horns:



( 3 8 )  Gozyo ndabeya

Gozyo ndabeya Gozyo, please I beg you
Munilekeleko ndabeya Leave some for me please,
Chimpala chang'ombe ndabeya The hairless head of a bull

please ;
Wona-wona-wona! Watch out! Watch out!
Kagwaza Kazilambalale Kazilambalale has pierced him,
Heyeya! Heheya!

From this song, we learn that the bull Gozyo is so 
fierce that each time lie is engaged in a fight, the other 
bull will die. The praiser has already booked the head 
of the victim for meat (e.g. lines 2 and 3) and this shows 
how lethal the citrved horns of Gozyo are. For no sooner 
than these pronouncements are made do we hear what has 
happened; Gozyo (alias Kazilambalale) has defeated the 
opponent who has retreated cowardly. This is implied in 
the exclamation heheya! at the end of the song which is 
usually said when a bull retreats from a fight.

From the foregoing, we see that most cattle songs and 
poetry are centred around bull-fighting. Although the 
practice of bull-fighting is nowadays something rare, bulls 
still fight wherever herdboys from different villages meet. 
Some songs are still sung with improvisations and new 
adaptations. But what I also need to state is that once 
a particular bull had been defeated, it was always thought 
as a disgrace to its owners. This was a sign that a rival 
group would also out-class them in a fight contest. The
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groups then fought, the loosers often running away. But 
apart from these praises, there were others which were 
directed at nature as the following example shows:

(39) Kachekuru jurako 
Kachekuru jurako 
Kachekuru jurako 
Ngombe zako ziryenge 
Namachero jalire 
Zuba, ngee!
Zuba, ngee!

Old lady open up,
Old lady open up,
So that your cattle may feed 
Tomorrow lock them up 
Sun , ¿line ngee !
Sun, shine ngee !

This song about the old lady and sunshine is obviously 
a theme from the Tumbuka tradition of story-telling and 
mythology. There is, for instance, a belief that clouds 
were operated by an old lady who used them as the door to . 
shut and open the heavens. The place’ of abode for this 
lady was somewhere on top of the Vipya Hills in Northern 
Malawi. On a very cloudy and windy day, this old lady 
was said to be tired and sleeping and thus why she could not 
open the doors of heaven. But when it became sunny and 
cloudless, it was generally believed that the old lady was 
once more happy and active. It is still common to come 
across such songs among herdboys in which they praise this 
old lady (Kachekuru) so that she can provide them with sun 
and warmth during cold weather. Ngee is an ideophone of 
light. Chewa children also have a similar song in which 
they ask the sun to shine so that they could give it a white
legged bird in return. Here is the text for this praise
song:



(40) Juwa wala-wala

Juwa wala-wala, Sun keep on shining,
Juwa wala-wala, Sun keep on shining,
Nikuphe kambalani So that I call you a bird
Koyela minyendo! With white legs!

The bird with white legs must probably be a mythical 
one since no reference is made to any known bird in 
Chewaland. Nonetheless, what is important is that 
Chewa children believe that the praise song will induce 
the sun to shine once it is sung.

There are also praise songs and poetry for certain 
creatures like frongs and insects such as cicadas, 
woodbeetles, butterflies and bees. Here is a Tumbuka 
praise poem for a woodbeetle called Kabenubenu:

(41) Kabenubenu

Kabenubenu kuyanku? Woodbeetle, where are you going?
Nkuya kwa Mandala, I am going to Mandala's house
Namubema nawo foja, To share snuff with him,
Chintu Chagunda kuchanya; Something has boomed in the sky;
Chikupenja pakuzenga, Looking for a building site,
Chazenga m ’chulu musi. It has camped below the anthill.
Mbam'ntyengu bakubanka, It is the drongo flapping about,
Bakuzgora nimparata, Thinking they have seen flying ants,
Mparata za mkatete; Flying ants caught in a basket;
Kabenubenu kuya-kuya! Woodbeetle, where to?
Kabenubenu kuya-kuya! Woodbeetle, where to?



This poem is recited but at the same time sung 
with a rise and fall on the last two syllables of every 
last word in each line, e.g. kuyanku, Mandala, f oj a etc.
The poem is like a dialogue between two characters; the 
woodbeetle and its human friend. The woodbeetle has been 
personified so that what we have is a debate between two 
people. This creates a dramatic effect. The rest of 
the poem could thus be interpreted as follows: First, 
the woodbeetle, hereafter referred to as Kabenubenu, has 
just met his friend (man). Secondly, Kabenubenu is asked 
about his itinierary and replies that he is going to Mandala* 
house for snuff. Mandala is therefore a snuff-maker in this 
particular community. However, Kabenubenu also has some 
news about this strange thing booming or making noises in 
the sky. It is also reported of looking for a building site 
and that it has temporarily camped at the foot of the anthill 
The friend replies (lines 7-11) that it is the black 
birds (drongo) in search of flying termites and that 
Kabenubenu need not worry. This is the basic story line.

It is not uncommon to encounter songs or stories in 
which humans freely communicate with other creatures.
The Tumbuka have, for instance, the belief that once a 
woodbeetle has perched on a person's body, it is a sign of 
good luck, that some message or good news is on the way. 
Secondly, herdboys who usually communicated with their 
animals through whistling calls (lkuhweru), were in the 
past advised to let the woodbeetle bite the tip of their 
tongue so that they could whistle better. The woodbeetle 
thus became a friendly creature and was praised for its
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good deeds to humanity.
From a literary viewpoint, the poem makes use of a 

number of devices. First, there is personification where 
the woodbeetle is given human qualities. There is also 
use of imagery relating to the environment and the people, 
e.g., snuff, birds, flying ants, basket, anthill, people 
and houses. The atmosphere is also filled with the sound 
of flapping birds and this is equated with the booming 
sound of thunder. A much more realistic picture about 
what is going on in the society at this particular time 
thus emerges. To begin with, the booming sound in the sky 
denotes that it is rainy season. This is also the time 
when flying termites (mparata) come out and are caught by 
both humans and birds. The blackbirds flapping about over 
the anthill are thus anticipating these termites coming out. 
In the meanwhile, man has also laid a trap in the form of 
a basket (katete) so that he can have a stare of this 
rare delicacy, This is roughly what this poem is about.

Frogs are other creatures which form part of the 
subject matter of praise poems as this Tumbuka example 
shows:

(42) Chulé
Chulé, Frog,
Matuku-tuku walinawo Is this a cheeky fellow
Walije m'chira! But has no tail!
Katundulu, Namaqua dove
Kugona m'ntowa n fchichi? What makes him sleep on roads?
Mbulanda It is bereavement.
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Herdboys sing this rhyme to comment on their 
fighting ability. The frog's audacity is symbolic of 
braggarts who will call for a fight but tremble 
and, as it were, 'pass premature shit' when it comes to the 
real test. For when frog (impersonation) croaks, he 
makespeople believe as if he is king or champion of 
the world. But he is not. This is what the poem appears 
to convey. But on the other hand, the meekness of the 
namaqua dove who likes 'sleeping' on roadsides must not be 
misconstrued for cowardice. He can be a dangerous fellow.

Indeed, one cannot exhaust explaining all these 
nuances in praise songs performed by this special community 
of children in the Chewa and Tumbuka societies. Let me 
now conclude this discussion with two long but interesting 
song poems in this category. The first one is in praise 
of beans:

( 43) Nchunga Zamchere

Nchunga zamchere zikunowa 
Anyam'hango 
Mwangona uli yayeyae 
Manyumba yamwene yaheyae? 
Nchungutukuwa 
Zamchengetikile 
Zikunongotokowa 
Anyam'hangotikanga

Salted beans is nice. 
Daughter of M'hango 
How come that you've slept 
Is somebody's house?
Beans
That is slated 
Tastes nice.
Daughter of M'hango



Song (43) contd.
Mwangonawungutukuli 
Munyungutukumba 
Yamwenekele 
Aheleyangatikale!

How come that you’ve slept
In this house
Of another person
As if you have done it before!

Beans make one of the most favourite dishes of the 
Tumbuka and there are stories that labour migrants to 
urban industrial areas would have preferred to work where 
more beans was offered instead of money! Similarly, this 
song in praise of such beans tells of how the daughter 
of M ’hango has even gone to sleep in the house where a 
neighbour has probably cooked some delicious beans. However, 
what is also interesting about the song is the style in 
which it is sung. First, the herdboys deliver it in 
intelligible language (lines 1-4) and then move on to 
nonsense-syllables which are formed from the existing words. 
But playful use is made of both vowel and consonantal 
sounds which constitute a regular rhythmic pattern, e.g. 
-ngutukuwa, -ngetikile, - ngotokowa, -ngutukuli, -ngutukumba 
and -ngatikile.

This is what most interests these children and at the 
same time appeals to their musical taste in the poem.

Here is another type of recitation which is centered 
on food.

(44) Chimtima Chamoto

Mbakampanga-panga 
Wona Amere, Amere! 
Sima yabene amama 
Ndiyo ulemele? 
Nkayamba kale

I don't give to anyone;
Oh, look at Amere, look at him! 
Is it because of my mum’s food 
That you have become moody?
I also started long time ago
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Chimtima chamoto To feel ’hot-hearted'.
Chiyekeza, khuma-khuma Chiyekezo, don’t fold your arms;
Nipe sima nirye Pass me the food that I may eat.
Ako nkabezu-bezu Don’t mind this chattering;
Kuyowoya kwa Ngoni The language of the Ngoni
Kalekera. I have now abandoned it.
Mayongoyongo peteka Keep your temper,
Mayongoyongo peteka Keep your temper,
Mbalkamudyondyolozi Or else, you squirt
Kamuduyondyolozi Urine trickling
Ndyondyondyo Like raindrops mdyondyondyo
Bwabwabwa Then, you boil up bwabwabwa!
Tela-tela yahe, yahe... Before you calm down, come down .• • «

Lunga-lunga, zalunga Peace, please peace; let there be peace
Lunga-lunga, zalunga Peace, please peace; let there be peace
Chigubidi mbachulee Don't behave like frogs in a calabash;
Chigubidi mbachulee Don’t behave like frogs in a calabash;
Chigubidi mbachulee Don’t behave like frogs in a calabash;
Ntungulu nganganga Croaking so loudly!
Ntungulu nganganga Croaking so loudly!
Chiza, kati mwaa! Try it, you'll be smashed mwaa!
Chiza, kati mwaa! Trv it, vou’ll be smashed mwaa!

This type of recitation is undoubtedly related to 
bull-fights and to those which take place among herdboys 
themselves. If pasture or grazing ground is one of the 
causes of bull-fights, then disputes over food to sustain 
these herdboys should also be expected. The recitation cited



can be applied to both animal and human fights. If bulls 
are involved, appropriate names and terms are used, or 
vice-versa. But in this particular case, it is herdboys 
themselves who are quarrelling. The text shows that there 
are three characters involved. First, there is the protagonist 
('I') or the voice of the poet. Secondly, there is Amere 
or the antagonist. And thirdly, there is Chiyekeza who 
plays the role of peacemaker or arbitrator. Although the 
recitation is the property of the one who actually delivers 
it, the sentiments expressed (e.g. as the text shows) 
represent the views of every character involved in the 
conflict. A dramatization of the poem would read as 
follows:

Heart of Fire (i.e. Chimtima chamoto)

"I" (says these words as he sits down to eat):
I don't give to anyone. Oh, look at Amere, look 
at him! Is it because of my mum's food that you 
have become moody? I also started long ago to feel 
hot-hearted.

"_I" (continued; turns to Chiyekeza and says):
Chiyekeza, don't fold your arms; pass me the food 
that I may eat, Don't mind this chattering, the 
language of Ngoni people. I have now abandoned it.

Amere (getting more heated up, points at 'I' and says):
Keep your temper, or else, you squirt. Urine 
trickling like raindrops ndvo! ndyo! ndyo!
Then, you boil up bwa-bwa-bwa before you come down,
come down • • • 9 4 • a



Chiyekeza (intervenes and says):
Peace, please peace. Let there be peace. Don't 
behave like frogs in a calabash, croaking so 
loudly!

"I_" (almost exploding with rage, warns Amere):
Try it, you'll be smashed mwaa!
Try it, you'll be smashed mwaa!

(Exeunt)

From the foregoing interpretation, one can see how
rich and complex this type of children's verse is.

vBy the time boys have qualified as full herders , they 
are expected to have attained a high degree of orality in 
the indigenous language and literature. They can juggle 
around with words; invent tongue-twisters (as in song 43); 
display loquaciousness, etc. With this knowledge of 
language, their artistry in music and narrative performance 
deepens. Of course, I am not trying to dispute the fact 
that music does and can exist without words. But in the 
case of vithokozo or praise song and poetry, language plays 
an integral part.

1.6. Visangu I ('Bird-Song and Poetry')

In this section I shall look at 'bird songs' 
as sources of play among children. These are known as 
visangu (singular chisangu) or imitations of bird sounds

* This also applies to girls of the same age-group, e.g. 
the ones involved in kudimbika.



or calls. But the term visangu also means various habits
or creativity in which people may be involved. Its use 
in this discussion is therefore restricted to children's 
play habits related to the simulation of bird calls.

It is true to say that birds have evoked man's 
interest throughout the centuries because of their value 
as food, as sporting quarry and as cult objects. Studies 
undertaken by scores of ornithologists (e.g. Benson 1953, 
Armstrong 1963, Williams 1963, Thorpe 1972) have shown that 
more than any other animals birds have elicited aesthetic 
appreciation. Cave art testifies to the magical qualities 
attributed to them and Palaeolithic bone whistles suggest 
that our ancestors were the first to imitate the sounds 
made by birds with their musical instruments (cf. Armstrong 
op. cit: xiii). Probably birds first became objects 
inspiring delight through their association with the 
regeneration of life. In the light of this therefore, our 
discussion will not only be focussed on birds that are 
hunted for food but also on those that are considered as 
friends or enemies of man.

The first category of birds that are valued as food 
and also as friends of man include the domesticated fowl. 
The chicken is always a regular menu in most households. 
Secondly, the hen is used to provide egg.s while the cock's 
crow in the early hours of the morning tells people 
that dawn is about to emerge. Little Tumbuka children 
can often be seen imitating the cock whenever they hear 
it cry kokorikoo (cock-a-do^dle-doo). They will say:



Wageza mbalawalaa which literally means ’You have bathed in
spots’. The cock is said to be laughing at the children 
who are afraid of cold water when they go to the stream such 
that they return home only having 'dotted their bodies with 
water' thinking that they have 'bathed. On the other hand, 
Chewa children will say that the cock cries in order to 
warn the wild cat (Bvumvwe) that he should not dare to come 
and touch cock's wife (hen). As a result of this belief 
they have attached their own meanings to some of the cries 
made by both the cock and then hen when the two are 
frightened by animals or birds of prey. For instance, 
the hen is believed to say:

(45) Kulakhwa Atambala 
Bird song:

Kwelekwe-kwekwekwe! Kwelekwe-kwelekwe!
Kwelekwe-kwekwekwe! Kwelekwe-kwekwekwe!

meaning: Kulakhwa Atambala You did wrong, Mr, Cock!
Kulakhwa Atambala You did wrong, Mr. Cock!

The cock then replies:
Kwekwe-kwekwe-kwee! Kwekwe-kwekwe-kwe!
Kwekwe-kwekwe-kwee! Kwekwe-kwekwe-kwe!

Meaning:
Tenga uta,
Nikhwa khwate!

Bring my bow,
That I may dash after him!



This creative idea by children is an influence of both
mythology and the facts of life in their environment. To
begin with, it is common to see animals of prey such
as the wildcat catch chickens that feed within the village
precincts. But there is also an aetiological tale among
the Chewa about why Bvumbwe (wildcat) and Tambala (cock)

&became enemies It states that long time ago the two were 
great friends and often used to invite one another, 
together with their families, for house parties. But 
Tambala had the habit of hiding his head under his wings, 
a feat which Bvumbwe mistook for magic. Tambala called 
this 'kudula mutu uzizwe1 ('cutting the head to amaze'). 
Bvumbwe was so fascinated that he asked Tambala to teach 
him this magic so that he could also amaze his children 
during the time of meals. Tambala then instructed 
Bvumbwe to order his wife to chop off his head before food 
was prepared and Bvumbwe would come back to life just before 
the family sat down to eat. Bvumbwe was so happy that he 
arranged to have his head cut on the day his friend Tambala 
came for a visit. This happened and to the real amazement of 
Bvumbwe's family, their daddy never came back to life! From 
that day Bvumbwe's relatives swore to eliminate Tambala and 
his clan from the face of the earth. And this is the reason 
why up to this day, Tambala's wife (hen) keeps on reminding 
him about the offence his forebearers committed.

* Another variant tells of why the hawk kills chicks.



Children love to be told such stories and it is no 
wonder,therefore, that this interpretation, related to 
the frightened cries of the cock and the hen has been 
upheld. There is also a song related to the narrative just 
given which children sing each time the cock crows. They 
urge the cock to crow 'in order to scare the wildcat away*. 
Here is another Chewa version of it:

(46) Tambala wanga

Kokorikoo! 
Tambala wanga 
Tambala wanga, 
Ngolira-lira 
Bwelenzanso; 
Bwelenzanso 
Mkazi angalande 
Bvumbwe!

Cock-a-doodle-doo!
My cockerel,
My cockerel,
Is now crowing.
Do it one more time;
Do it one more time 
Or else your wife is taken 
By wildcat!

Stories learnt from adults might often inspire children 
to create their own entertainment as the foregoing observations 
indicate. Here is another case where the call of the male 
home pigeon (Nkunda) is imitated and given new meaning as 
this Tumbuka example shows:

(47 ) Buluku nda Tata

Huhuru hurukundaa! Huhuru hurukundaa!
Wavwara buruku nda tata! You've worn your daddy's pants! 
Huhuru hurukundaa! Huhuru hurukundaa!
Wavwara buruku nda tata! You've worn your daddy's pants!



Buruku refers to a pair of trousers while tata means father,
father-in-law or any of the patrilinially related uncles.
Thus, according to the song the pigeon is said to be laughing 
at a human character supposed to be wearing his father’s 
trousers. It is true to say that a little boy who wears 
his daddy's pants will look ridiculous. But in this society 
it is also an act of great disgrace for a man to wear his 
father-in-law’s clothes. The song could therefore also 
refer to the custom of taboo and social avoidance among the 
Tumbuka.

However, apart from the highly allusive, figurative 
manner of the already familiar expressions used, the 
question of intelligibility in bird langauge should also 
arouse our interest. How come, for instance, is the 
cackling of the hen, transcribed as kwelekwe,* *" a ssociated 
with the word kulakhwa (to sin, to offend, to wrong) among 
Chewa children; or, the deep guttural crowing performance 
of the pigeon, transcribed as huhru. hrukundaa.**come to 
mean wavwara buruku ndatata (you are wearing my/your father's 
trousers) among Tumbuka children? It is this relationship 
between bird language and the human conception of it that 
forms the basis of the play element in these and most other 
examples I shall give. But instead of exploiting actual 
sound recordings of bird-calls or songs, this analysis is 
wholly based on evidence gathered from various informants

itr  4rduring fieldwork (see Chapter II)

* cf. ’cut-cut-cut-kaaah’ (Armstrong 1963: 25)
* t Similar to a five-note call of the Laughing Dove (cf. Williams 1963: 121).
* * In most of the transcriptions of bird calls, I have used the way the

Chewa and Tumbuka say them. At times, I also indicate how they are 
conceived by English speakers, e.g. as shown in available literature.



The choice of words to describe various bird utterances
appears to be based on onomatopoeia. This also applies 
to most of the names given to birds that are common in 
this environment (cf. Benson op. cit.). The term nkuku 
which is given to the domestic fowl, for instance, is 
derived from the rather segmented gu, gu, gu, gu, gu sound 
produced when calling its brood for food. Other Bantu 
speaking groups say nkoko (e.g. Bemba inkoko) because 
when laying eggs, a chicken will usually give a continuous 
koo-koo-koo-koo or tee-tee-tee-tee utterance. These sounds 
will also be seen to give rise to other action words, e.g, 
guska or tetela. (lit. plead or pray) for its eggs to come 
out. Apart from onomatopoeia, variation in tone or 
pitch plays an important role in the identification and 
nomenclature of most bird utterances (e.g. see Armstrong 
op. cit: 24). Both the Chewa and Tumbuka know what type of 
calls or songs birds will tend to make under varying 
circumstances. Thus, the hen and the cock will produce a 
harsh and segmented, high-pitched cackling sound of 
kwelekwe-kwekwekwe! (hen) and kwekwelkwekwe-kwekwe-kwee!
(cock) when frightened or attached by ground predators. In 
the case of aerial predators both of them will tend to give 
a continuous high-pitched kweee! while chicks will go 
piyo, piyo, piyo! to show distress particularly when one 
of them is caught. On the other hand, during times of peace 
the cock will give a continuous harmonic crowing, "cock-a- 
doodle-doo ! "

The association between kwelekwe (sound) and kulakhwa 
(to sin or to offend) now becomes clear.



To the ear of a Chewa who has already been biased by 
stories concerning the hatred between certain animals 
or birds, allusions are immediately drawn between the 
sound kwelekwe, which is in itself a human imitation 
of the original, and kulakhwa which is popular in 
ordinary language. Even the imitation of the pigeon's 
call is based on the same principle as we shall soon 
find out. But what is important about these and other 
types of bird songs is that they raise the issue of 
metalanguage. The phrases and syllables chanted by 
children are mere imitations of bird sounds and they do 
not constitute part of everyday language as such.

Amongst the birds that are valued for food, are wild 
pigeons and doves. During harvesting time Chewa and Tumbuka 
boys as well as most adult males set up traps to catch them 
when they roam about the fields in search of grain or 
groundnuts. These pigeons will make a variety of calls 
related to the location of food or to their mating habits. 
Children will attempt to imitate them and assign to them 
their own interpretations as this song about the Ring
necked Dove (streptopelia capicola) called Njiwa banga 
shows:

(48) Masika aja
Bird song: Kukruzu! koo, koo, koo!

Kukruzu! koo, koo, koo!
Interpretation: Masika aja Harvest time has come!

Masika aja Harvest time has come!



The song is a constantly repeated, purring, three-note call 
of rather high pitch, "koo, koo, koo-koo, koo, koo" which 
to the ear of the Chewa sounds as kukruzu-kukruzu-kukruzu etc^. 
They say that the birds are rejoicing for food saying 
’’harvest time has come!" And each time the children hear this 
call, they will first imitate it through the nonsense 
syllables as shown and add some intelligible ones later on.
But even if pigeons and doves usually assemble in large 
numbers over food and water they can also be found scattered 
aboutin different locations throughout the year. For 
example, the Ring-nicked Dove frequents semi-desert bush, 
thornbush country, various types of woodland and cultivated 
areas. It will thus sing or call wherever some motivation 
occurs. In this case, we cannot be sure whether this 
particular call is related to the location of food or to 
sexual motivation, although we also accept the Chewa view 
which pertains to their knowledge of birds in their 
environment. Here is another Chewa song about the Laughing 
Dove (streptopelia senegalensis) called Chokolo Chatate:

(49 ) Chokolo Chatate
Bird song: Huhru-huhuhu Oh-cook, cook-oou, oou.

Huhru-huhuhu Oh-cook, cook-oou, oou.
Interpretation: Chokolo Chatate My father's widow.

Chokolo Chatate My father's widow.

* For the English version as shown in this example see, for 
instance, that given by Williams, op. cit: 120.
This type of dove is also known as Nj iwa-kuwal wa by the

* * * Tumbuka (cf. Benson op. cit: 109).
Williams, op. cit: 121.



This is a very common bird in Central Africa and it 
frequents thornbush country as well as cultivated areas.
It is smaller than the Ring-necked Dove and has a pink 
chest, merging to white on abdomen; much white on tail.
It will often make a five-note call: "oh cook, cook-oou, oou" 
which the Chewa take as huhruhuhuhu or chokolo chatate.
The bird is said to be calling its female neighbour who is 
cohabiting or mating with its male parent. According to 
the song, the 'husband' of this bird is dead but in 
parallel with the Chewa system of inheritance, the 
deceased's brother has sssumed responsibility over the 
widow (chokolo). If this is a mating call of the Laughing 
Dove, then this is the interpretation it is given in this 
society.

Then comes the Red-Eyed Dove (streptopelia semitorquata) 
or Chikupe. This is the largest of the brownish-grey doves 
with a black collar on the hind-neck. In East and Central 
Africa, it occurs in wooded and forested areas in the 
vicinity of water. It's call-notes are characteristic, a 
deep "coo, coo-co,co-co,co" which the Chewa have taken to 
mean the following:

(50) Lusi Phika M'dyedye

Bird Song: Kukuu, coo, coo,
Kuku-kukuu! co,co-co,co!

Interpretation: Lusi, Lucy,
Phika m'dyedye! Cook some corn meal!



The chikupe, presumably male, is said to be calling
the wife by the name of Lusi (same as Lucy) to start 
preparing the family’s meal, a type of special diet, 
called m * dyedye. But since we know that the singer or 
imitator of this bird-song could at the same time be 
a hunter, he might after all be referring to his own 
wife to have the meal ready as he is bringing home 
some chikupe meat himself. Dual symbolism is therefore 
one other common characteristic of these songs, This 
is fascinating.

And finally, let me cite one Tumbuka song about 
these wild pigeons. It concerns the call of the Namaqua 
Dove (oena capensis) called Katundulu, a sparrow-sized 
dove with a very long tail. The male has much black on 
face and throat and the species is common in East, Central 
and Southern Africa. It is usually silent, but sometimes 
utters two types of calls. A weak "koo, koo" and a much more 
long and audible one which the Tumbuka have interpreted 
as follows:

(51) Apongozi
Bird song: Tututu

Tututu-tututu 
Tututu-tututu 
Tutu-tutututu . ,.

*Too,too, too 
Too,too,too-too,too,too 
Too,too,too-too,too,too 
Too,too-too,too,too....

Interpretation: Apongozi, Mother-in-law,
Nipeniko mafuta, Give me castor oil,
Niphake pathako So that I may rub my arse,
Pabe, tututututu ... For it to be clean

tou-tou.......

*i.e. pronounced as tu.



This song reminds us of the one that makes a contrast 
between the behaviour of the frog and that of the 
Namaqua Dove (song 42). The Namaqua Dove is always 
portrayed as quiet, meek and well-behaved as opposed 
to other creatures which are noisy and troublesome.
The qualities of this bird are therefore metaphorized 
and given to people of a humble and soft nature. But 
in this example, Katundulu could be portrayed as a man 
with 'incestuous' behaviour for daring to intimate himself 
with the mother-in-law. According to customary law (i.e., 
Tumbuka in this case) he is supposed to maintain some 
'social distance' between him and the mother-in-law, hence, 
asking for this type of service from her is an ignominious 
act. What this song about the Namaqua Dove underscores is 
the Tumbuka adage maji ghapachiziba ngambura kuzgara nawo 
which means "still waters run deep". In other words, the 
so-called 'good' people could turn out to be 'wolves in 
sheep's clothing'. Therefore, we should always expect 
these contradictions in life as the teaching implies.

However, in matrilineal-uxorilocal societies like that 
of the Chewa, this song about the mother-in-law would 
constitute part of the protests of reversal (e.g. see 
Chapter III) in which a man on marriage probation seeks 
to express feelings about sexual antagonism from the wife's 
kin group. And since such songs are sung during special 
occasions which give the performers jural immunity (e.g. 
pounding songs) they can also be seen as instruments of 
social control. *

* This literally means, 'do not play with pool water'.
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Before I proceed to examine more examples of songs about 
birds that are valued as food, let me briefly summarize 
a few points concerning the present discussion. First, 
there is frequent use of onomatope like the names of 
chokolo and chitupe which are derived from the sounds 
these birds make. Secondly, the bird calls or songs 
themselves exploit specific vowel sounds such as the 
u in songs 47, 48, 49 and 51. The u is pronounced as ou 
in French genou, u in German kulant or u in Spanish 
puna. It is made with a tongue position similar to that 
of English u: but shorter. But in song 50 the u is longer. 
Also note that the phrase tutututu in the last line of 
song 51 is an adjectival ideophone which means ’very clean'. 
But the other nonsense syllables in the bird-call relate to 
the ones given in the interpretation or word parts of the 
song. The choice of long or short vowel songs may be 
related to stress as well as pitch in songs. Bigger 
pigeons are believed to make low-pitched or deep calls 
while the smaller ones have high and sharp calls. Some
times, this is achieved simply by the manipulation of 
tonality as in song 47 and a deliberate attempt to make 
the sound more guttural than in the original one. The 
choice of the accompanying consonants is equally important, 
e.g. kw and e for the clucking of fowls as in song 45; 
the aspirated ]i and u for a subdued or glottal sound as in
songs 47 and 49; k and u for a booming type of sound as in 

*song 50. But where r is used either alone or with another *

* Sometimes h is used to denote a deep hooting-like sound 
or one where there is an element of ventriloquism.



consonant like kr or hr (e.g. songs 48 and 49) it may 
represent a purring or resonant sound.

Birds can also be hunted and killed when they go ' 
to drink at a borehole or stream. Between the hotter 
months of September, October and November, most rivers 
dry up and water becomes very scarce. Birds, animals and 
people have to share whatever water is available and it 
isduring this time that herdboys will catch birds using 
ulimbo, a type of slime made from natural rubber. They
also use malegini or catapults. The birds caught or 
killed include the ones already reviewed; waxbills, bulbuls, 
shrikes, drongos, warblers, and many others. As a result of 
this frequent contact with different varieties of birds, 
children and adults are able to master the different calls 
and songs they make and consequently imitate them. Let 
me now examine a couple of calls and songs these various 
types of birds make.

Among waxbills, the Red-cheeked Cordon-Bleu (Urae- 
githus bengalus) or Kasisisi is the most familiar. It is 
a mainly azure bleu waxbill with crimson cheek patches.
The female has an immature and duller colour and has no 
crimson on face. Often seen in pairs or in family parties. 
Frequent places where women usually pound to feed on grain 
and will also visit pens for pigeons to drink water and 
pick more grain. Male has a weak voice and will make a 
squeaking call note, followed by a three-note song "ts, 
ts, tseeee" which is repeated over and over again. The 
Chewa have interpreted it as follows:



(52) Sisisi

Bird song: Sisi-sii-siiii ts,ts,tseeee
Sisi-sii-siiii ts , ts,tseeee

Meaning: Nati n'katole seche I was about to pick grain
Kumtondo, At the place for pounding
Napeza chinthu I heard something thumping
Chikuti: thii! thii! And which sounded: thii! thii!

There is no direct relationship between sounds made by the 
bird and the human song in this example. What one will 
often hear boys performing is simply added to sound 
imitationsof the bird. But it is believed that all the 
message about its adventures in the village is congained 
in the three-note song it sings. However, what one should 
note is that the name kasisisi is onomatopoeiac and that 
the thii! thii! in the last line of the human song is an 
ideophone relating to the sound of the mortar and pestle.

There is also the Red-Tailed or Familiar Chat 
(cercomela familiaris) called Chagaga that boys will often 
spot within the neighbourhoods of the village and in open 
brachystegia woodland. This is a slimly built grey-brown 
chat with a rich rufous rump and rufous lateral tail feathers. 
It is an active and confiding species often alighting on the 
ground. While in the air, it will make a loud series of 
whistles "tweep, tweep, tweep" and a three-note call.
Each time it does so, some Chewa children will often 
gather and sing in chorus as the following example shows:



(53) Phoro-Phoro

Bird call: Phoro, phoro, phoro! Tweep, tweep, tweep!
Human Chorus: Igwa pansi Fall on the ground

Tidyele gaga! So that we make you into
stew!

The relationship between the name of the bird and what 
the boys appear to be singing about is interesting. The 
bird is called Chagaga and gaga which usually refers to 
husked maize or corn, is here used to mean commeal. The 
term chagaga with the prefix cha (of) means that which 
belongs to or which is suitable for corn meal. The bird 
provides some good taste when eaten with other food, It is 
no wonder, therefore, that children will dramatically 
attempt to lull it to the ground so that it can be killed. 
They will gather and echo the phoro-phoro or "tweep, tweep" 
calls to a thunderous chorus of igwa pansi tidyele gaga!
In this way they hope that it will come down and, hence, 
get killed.

There are so many different ways of trapping birds that one 
cannot enumerate all of them. But what is particularly 
striking is how various species are mastered and then 
special ways are devised in which to trap them. This may 
occur at the stream, in the cornfield, on nests or roosts, 
on feeding sites, or by use of special trap-hut structures 
called vikukumba in which husked maize or corn is put to lull 
birds that normally feed on this type of food. A fruit tree 
is also a favourite site for trapping or watching birds, e.g., 
bulbuls as this Chewa bird-song indicates:



(54) Tikadye mtomboli

Bird-song: Phwee, phwee, phwee Too, de de, de
Chabwelekera! Che che che!

Human song: Tikadye mtomboli We go to eat mtomboli 
fruit

Tikadye mtomboli We go to eat mtomboli 
fruit

Phwee! phwee! phwee! Che che che!
Vili pano varfchulukira There is plenty for me 

here.
This song is about the Dark-Capped or Yellow-Vented Bulbul 
(pychonotus xanthopygos) known as Chabwelekera a local name 
which is onomatopoeiac and refers to a rapid, short song 
"too, de de, de, che che". It is a common garden bird 
throughout Central and Southern Africa,, Upon alighting 
it often half raises its wings and utters a short warbling 
song, followed by a scolding alarm call which the Chewa 
have taken to mean vili pano van1chulukira or "there is 
plenty for me here" (e.g. last line of the human song), 
Herdboys will usually set their bow-traps (misampha) near 
such fruit trees and when they hear incessant cries of 
phwe! phwee! phwee! they know that the Chabwelekera is 
looking for help. The bird will often make such calls 
when in trouble or when it has seen a large snake, e.g. 
the black Mamba, within its vicinity. Human beings have 
at times come face to face with such snakes when trying to
follow this bird.



Bush-shrikes are also hunted but they are easy to
catch following a chess in open woodland or fields.
The Black-headed Bush Shrike (Tchagra senegala) or 
Mugubane is one of them. During hot weather it cannot 
fly for long distances and can be seen diving for cover 
into a bush. In this way, it is easily caught. But when 
undisturbed, it makes a series of clear piping whistles 
anda churring alarm call. It has courtship flight, mounting 
sharply into air with crackling wings, then floating down 
in a spiral while uttering a clear piping. The Tumbuka 
have interpreted some of its calls as follows:

(55) Chololo-Viyo

Piping call: Chololo-viyo!
Chololo-viyo!

Song: Vichocho-ho-hochoho
Vichocho-ho-hochoho

Meaning of Song: Chibisa
zansezeko

Chibisa
Zansezeko

Chik, weeooo!
Chik, weeooo!
Wee, chocho-o-choo 
Wee, chocho-o-choo. 
Chibisa, give me a hand.

Chibisa, give me a hand.

The Mugubane is said to be appealing to a boy by the name 
of Chibisa to give it a hand. The human song has a satirical 
tone in the sense that the boys already know that this bird 
will tend to easily fall victim whenever they hunt it at a 
favourable time. They imagine the Mugubane to be calling 
for help when it sings or calls, and what is irnoic is that 
the word chibisa (from verb bisa) means to hid. On a
different level, therefore, it may be assumed that the bird is 
wondering whether hiding will do it any good!



There are also birds whose calls or songs are 
considered to be directed at human beings. The Drongos
are some of them. The Chewa believe that the early 
morning call of the Kamuthyengu (Malaenornis, Dicrurus) 
is a warning to all the bachelors of the village that day
break has come. They must get up and pick their hoes for 
farming or else no woman will want to be married to them. 
This is what they assume the bird to be saying:

(56) Gwira Mpini
Tye nkule-nkule!
Tye nkule-nkule!
Married ones haven’t eaten 
Nkule-nkule!

Tye nkule-nkule 
Tye nkule-nkule 
A m'nyumba sanadye 
Nkule-nkule 
Gwira mpini 
Kwacha nkule-nkule! 
Khee, thuya! thuya! 
Ziguriika, Ziguriika

Pick up your hoe
It is daybreak nkule-nkule!
Khee, away! away!
You can buy them, you can buy them.

The Drongo is an interesting bird to watch most particularly 
in the early morning hours when it produces a great variety 
of harsh, metallic call-notes and clear whistles. Its 
feeding habits resemble those of some species of flycatchers 
and will catch insects in flight, often returning to same 
perch. This song immediately reminds us of song 41 about 
the flapping sounds of these birds as they move about to 
catch flying termites. However, the humour here is in the 
last two lines of the song where such village bachelors are 
believed to tell the Kamuthyengu to go away; declaring that,
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after all, it is common these days to buy a woman. This 
seems to be an indirect reference to the institution of 
lobola or bridewealth practised by the Chewa neighbours, 
the Tumbuka, and to which they also appear to have fallen 
victim. Nevertheless, the bird is not actually saying 
all this but that it is purely based on human imagination 
meant to provoke laughter and as a mechanism for self- 
criticism.

The second category of birds concerns those which 
are considered as friends of man. These are of many 
varieties which include wagtails, egrets, storks, cuckoos, 
honey-guides, nightjars and parrots, when the latter have 
become tamed. Let me cite a few songs related to the 
behaviour of some of these birds.

The African Pied Wagtail (Motacilla aguimp) known 
as Katyetye is seen as the best friend of man. It is a 
very tame and confiding bird closely associated with 
human dwellings but also occurs on sandbanks and 
sometimes along rocky streams. But once in the village, 
it will enjoy the company of human beings and can be seen 
moving together with pigeons and fowls. When breeding, it 
prefers to make its nest on rooftops and children are 
strongly warned not to harm it in any way. Both the Chewa 
and the Bumbuka have the belief that killing the Katyetye 
destroys the harmony of the village (kupasula mudzi) 
and deaths, suffering or misunderstanding among humans 
are bound to occur. The Katyetye is also well-known for 
its calls which sound very much like its name Mtiee, tiee or 
tsssp, tsssp” . There is a Chewa satirical joke about the 
conversation which takes place when two Akatyetye meet.
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One plays the role of the colonial District Commissioner 
(D.C.) and the other plays that of his Kapasu or messenger 
This is what the two are believed to be saying:

D.C.: Kapasu, wamangapo angati anthu?
Kapasu: Firi-firi Bwana, firi-firi Bwana, fifiriii!

(Translation)
D.C.: Kapasu, How many people have you arrested?
Kapasu: Three-three, Master, three-three, Master,

Three three!
During the colonial period the District Commissioner, 
as it has already been pointed out, was a regular visitor 
in the village. But on many occasions, he sent his 
messenger (Kapasu) to arrest wrongdoers and tax defaulters 
On his return, the messenger reported all that he had seen 
in the village. It is no wonder, therefore, that the 
Katyetye who is believed to be the guardian of the village 
observed carefully what went on and in turn staged a 
re-enactment of the episode. This is what the Chewa say.

On the other hand, the Tumbuka have a song in which 
the Katyetve is supposed to be bereaved and is crying while 
sitting in a chair. Here is a text of the song:

(57) Ba Katyetye bauklira 
Ba Katyetye The wagtail
Bali pampando Is in a chair
Bakulira; crying;
Sole mayinee Alas, my mother.

The one who is dead is presumably Katyetye's mother as the 
last line of the song shows. All this is evidence which
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shows how close to human beings the African Pied Wagtail is.
Then comes the Cattle Egret (Bubulcus ibis) or Kakowa 

which is the favourite bird of herdboys. This is a friendly 
silent bird which follows herds of cattle wherever they go, 
feeding probably on ticks and other fleas that attack 
animals. Herdboys believe that it has one eye and one can 
easily get hold of it by approaching from the blind one. 
Hence, a song in praise of Kakowa mentions this one eye, 
e.g., this Tumbuka example:

(58) Kakowa wajiso limo

Kakowa, 
Wajiso limo! 
Kakowa, 
Wajiso limo!

Cattle Egret,
You are one-eyed! 
Cattle Egret,
You are one-eyed!

Herdboys will usually be heard singing this song once they 
have spotted the Kakowa among their flock. They become 
quite excited because such birds are only seen during 
certain times of the year. They are spasmodic migrants 
especially in the savannah regions where rivers tend to 
dry up during hot weather. One other migrant bird which is 
liked and praised in song is Abdim’s Stork (Sphenorynchus 
abdimii) or Konongo (plural Makonongo). It usually appears 
from late November to March, mostly in flocks, and will 
feed on grasshoppers, locusts and snails. Since this is 
also time for farming, the people are quite relieved when 
Makonongo are around so that they can help to eliminate these



pests which destroy crops. Children will then sing in 
praise of them as the following Tumbuka song illustrates:

(59) Magonongo

Makonongo huwe 
Ndendelande 
Makonongo huwe 
Ndendelande 
Mukanene kubamama 
Kuti Jesinara walikuwa. 
Mwana mlanda apatuke! 
Mwana mlanda apatuke!

Abdim’s Stork, cry huwe 
And hover over me.
Abdim's Stork, cry huwe 
And hover over me.
Go and tell my mum 
That Jesinara has landed. 
Let the orphanfly alone! 
Let the orphan fly alone!

Children are made to believe that the stork which 
breaks off from the flock and flies alone is usually an 
orphan. As the birds fly around in circles, children will 
chant and order such orphaned storks to fly alone. And if 
by coincidence one of them does so, then hilarious shouts 
will resound to praise the child who has successfully 
communicated with the bird. The name Jesinara is that of a 
girl supposed to be an orphan and who is thus a double or 
sister to the Konongo that flies alone. The cry of huwe 
in this case refers to a weak peeping call which Makonongo 
will sometimes make.

What is also interesting is the association between 
Abdim's Stork and ancestors. In the song, for instance, 
the message being sent by the orphaned girl, Jesinara, is 
meant for her mum, who is not in thi s community. She is
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dead and only the Konongo knows of her whereabouts in the 
other world. This belief seems to be widespread among the 
Central and Southern African Bantu for John Blacking has 
also observed that:

"The Venda have good reason to honour the birds, 
as they eat locusts and army worms (phundulu- 
laphigma exempta Walker) and are therefore 
regarded as protectors of crops. One informant 
even suggested that the birds were ancestors who 
returned every year to look after their 
descendants’ welfare, and that was why they 
danced tshikona* .

(Blacking 1967: 101).

The Chewa and the Tumbuka also believe that birds have 
the power to call rain. The Black and White Cuckoo 
(Clamator jacobinus) Kowela is one of them. The name is 
onomatopoeiac and is characteristic of its calls; a 
three-note cackling call "quer-qui-quik". The Levaillant's 
Cuckoo (clamator levaillantii) an allied species also 
called Kowela, makes a much more rapid call than this and 
both the Chewa and the Bumbuka hear it as:

(60) Choowera

Bird call: Choowera, choowera, choowera cur, cur, cur, cur
Chaka-chaka-chaka-chaka qui, qui, qui, qui

Chaka-chaka-chaka is an ideophone for the sound of heavy 
rainfall. In this case, therefore, the bird is assumed 
to be saying, ’let it rain heavily or chaka-chaka*.

. * Tshikona is the Venda national dance.



*2.oS~

Songs have also been composed in praise of this bird such 
as this Vimbuza dance song:

(60) Uyo akome Kowela

Uyo akome Kowela 
Yakolobeka-ee 
Ndiye akwiza navula 
Yakolobeka zondo.

He who kills the Cuckoo 
A curse will befall him,
For the Cuckoo brings rain 
A curse will surely befall him.

When boys go hunting birds, they are warned not to kill 
this rain-bird. There are other types of cuckoos which 
are associated with the coming of rain. The Red-chested 
Cuckoo (cuculus solitarius) is one of them. It has a very 
distinctive, shrill call of three descending notes 
"wip, wip, weeoo" which are taken to mean "it-will-rain" 
(cf. Williams op. cit: 123). The Tumbuka as well as the 
Chewa call this bird Ndasokwa (literally, ,T I am bereaved"). 
The Klaus' Cuckoo (chrysococcyx Klaus) in particular, 
is said to lament when it makes its plaintive three-note 
whistles, repeated slowly at intervals:

(61) Ndasokwa 
Bird song: Tototo-too-too 

Tototo-too-too
Meaning: Ndasokwa kwaa kwaa

Ndasokwa kwaa kwaa

twee-teu-teu-teu 
twee-teu-teu-teu 
I am bereaved, help me. 
I am bereaved, help me.

guiding human beings to the nests of wild bees in order 
to feed upon the honeycomb and grubs when the nest is chopped 
out. It will make an excited chattering cry of "cheke, 
cheke, cheke, cheke" to draw attention to a bees' nest.
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But having been personally involved in following honey-guides 
with my fellow age-mates in the village, we were at times 
led to where a huge snake lay undisturbed * I still do not 
know whether there were bees in the vicinity for we did not 
dare return to the scene thereafter. However, this did 
not make us hate honey-guides for we knew that they were 
teweet friends'.

The Tumbuka also say that when the honey-guide has 
had its share from the remnants of the bees' nest, it will 
sing to rejoice. This is what it is purported to be saying:

(62) Vanikola Visa Vanjuchi
Bird song: Hocholo, hocho-hochocho Hocholo, hocho-hochocho
Meaning: Vanikola visa vanjuchi! I am intoxicated by the

honeycomb!

Finally, the third category of birds are those which 
are considered as enemies of man. These range from predators 
such as hawks and kites which catch pigeons and small fowls, 
to birds that are associated with witchcraft and necromancy. 
Owls and flying animals like bats are believed to be 
familiars sent by witches at night to go and suck blood and 
kill their victims. Many books on African witchcraft beliefs 
have dealt with this subject. Therefore, the cry of the owl 
(Strigidae) Kazizi is very much dreaded and considered as a 
messenger of doom. There are various types of owls; the 
African Scops Owl (Otus scops) which makes a soft two-note

Refer for instance to the Chabwelekera (see Song 54) which 
makes calls to depict danger or the presence of a snake.

V
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call "ke-oo", is one of the characteristic sounds of the 
African night. The Spotted Eagle Owl (Bubo Africanus) 
is famed for its low, mournful hooting, "hoo, hoo, hoo". 
Whenever people hear such calls, they are haunted by the 
feeling of a funeral-bound future in their community. But 
the owl does not in this respect intend any harm to man 
apart from being interested in catching rats and mice which 
move around the grain stores at night. They indirectly help 
humanity in trying to get rid of such pests.

Another bird which is believed to be a messenger of 
ill-luck is the Ground Hornbill or Bucoruus (Bucoruus 
leadbeateri) known locally as Nyamu-ng'ombwa. Usually seen 
in pairs of family parties walking over the ground and which 
resemble domestic turkeys when seen from a distance. Males 
make a succession of deep lion-like grunts, while those of 
the female are faint but high-pitched. The Tumbuka have 
interpreted them as follows:

(63) Mwamuwona Mwana A Banda?
Bird call: Female: Hilili-hilili-hilililililili 

Male: Hiiti-hiitilhititititi
Meaning:
(Female asks): Mwamuwona mwana A Banda? Have you seen the

child,Mr. Banda?
(Male replies): Mleke, mleke, sazalake. Leave him, leave him,

it is his own fault.

Children will at times imitate the call of the Nyamung1ombwa 
and stage a drama scenario where one plays the role of the 
male and another that of the female. They will then walk about,
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uttering the call of these birds, followed by a conversation 
in which they talk about a child who is naughty.

The cry of the Ground Hornbill is usually associated 
with the occurrence of death somewhere in the community 
but as the foregoing evidence shows, there is the lighter 
side of these superstitions. Children will at least try to 
imitate bird behaviour and make play out of it.

Nightjars (Camprimulgidae) are among the nocturnal 
creatures whose cries are sometimes weird. The owl-like 
call of the Freckled Nightjar (Camprimulgus tristigma), 
Lunkhuwi, is often heard during the night and evokes 
feelings of fear. But these birds are usually regarded 
to be harmless and herdboys will sing and imitate some 
of their calls in a humourous way. Here is one Chewa 
example about the call of the White-Tailed Nightjar 
(Camprimulgus natalensis) called Lumbe:

(64) Mwezi Ukawala

Bird Song: Vwelu-Vwelu "chuk-chuk
VweVwelelele chukrrrrr"

Meaning: Mwezi ukawala, When the moon shines,
Nikagula mberere. I am going to buy a sheep.

In this song, we learn that the Lumbe is admiring sheep 
from herdboys but says that when the moon has shone he 
is also going to buy one. But on the other hand, Tumbuka 
herdboys say that the Lumbe is actually singing about his
cowardice when he says:



(64a) Njovu Welu
Bird song: Vwelu-Vwelu 

VweVwelelele

Meaning: Njovu Welu
Bwatalalala!

"Chuk-chuk
Chukrrrrr"

When an elephant comes,
I shall lie fait on the 
ground, bwatalalalala!

And following this song, there is one in which Lumbe 
is seen to run away and seek refuge at Joseph's (Yosefe) 
house, presumably, because Njovu (elephant) saw him where 
he was hiding. Here is part of the song.

(64b) Lumbe Waya

Lumbe, Lumbe,
Lumbe waya- 
Bwatalala!
Lumbe, Lumbe,
Kwa Yosefe- 
Bwatalala!
Kwekwekwe;
Hiyeee yaee 
Kwekwekwe
Kali mtondo nkalikuwona.

Nighfjar, Nightjar,
He is gone-
Lies flat, bwatalala!
Nightjar, Nightjar,
At Joseph's house-
Lies flat, bwatalala!
He is crying, kwekwekwe
Yes, we can hear you,
Crying kwekwekwe
Under the brachystegia 
shrubs we can still see you.

This song and the people's interpretation of the cry 
or call of the nightjar show that the bird is endowed 
with hyman qualities. Apart from being a source of 
entertainment for young people in society, it is a strong 
aspect of allegory. Nightjars could be those people in 
in the community whose attributes and behaviour are praised 
or castigated as these examples show.
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Last, but not least, let me briefly say something 
about birds of prey, e.g. the Kite or Hoverer (Elanus,
Ceryle) known as Kamunkubezi among the Tumbuka. This is 
a notorious bird which will try to exterminate all the chicks 
from the village once it sees them. People try different 
methods of how to get rid of it. Sometimes, they have 
succeeded but on many occasions they have failed. However, 
here is a Tumbuka song by herdboys who feel that 'singing 
and clapping is perhaps the best way to lull this bird into 
a trap':

(65) Kamunkubezi 
Kamunkubezi,
Ng'ombe zaku zikumala 
Nakubowoka;
Bowoo-bowo! bowoo-bowo!

Hoverer,
Your cattle is dying 
From 'spear wounds'; 
Bowoo-bowo! bowoo-bowo!

The song is usually chanted when boys have seen the 
Kamunkubezi hovering over one spot for long periods. They 
will look around and when they come across a dead rat or 
chick, then they know the bird's target. They will set a 
trap and place the bait on it and wait for the Kamunkubezi 
to come back. But as they do so, they will stand at a 
distance and sing with hand-clapping. In this way, they 
believe that the bird will be lulled into the trap and get 
caught. A very fascinating method indeed. However, the 
words of the song are also interesting. Herdboys are 
referring to a dead rat or chick as the Hoverer's cattle 
or meat on which it feeds. But in this case, the cattle 
are still alive save that they seem to be suffering from



spear wounds, as the ideophone bowoo-bowo (from bowoka,
make a hole through something) suggests. The wounds are 
undoubtedly the injuries this bird of prey might have 
inflicted on its victims before they were left to die. 
There is strong use of metaphor in this song as this 
interpetation has shown.

In conclusion, it can now be summarized that visangu 
concerning bird calls and songs are the most imaginative 
of children's poetry amongst this group of the Central 
African Bantu. In this poetry, children and other young 
people in society attempt to creatively make use of those 
properties of language which they have so far acquired. 
But there is the existence of metalanguage related to the 
manner in which bird sounds are deciphered. What is 
created is entirely new and not the original. Secondly, 
although the nonsense syllables used to depict bird calls 
are based on human speech sounds, they are unintelligible 
on their own unless new meanings are assigned to them. 
This shows how independent this secondary product 
(i.e. imitation of bird calls) is from the rest. Hence,
I should also add that my transcriptions in this work are 
metatexts. Although the orthography used is that of 
Bantu languages into which Chichewa and Chitumbuk fall, I 
have not been able to recapture all the nuances of the 
original performance. This shows that this type of 
creativity can fully be appreciated in sound, visual or 
live performance.



However, what is important about this study is that 
it has revealed how man looks to nature (birds in this case) 
for inspiration and creative growth. Children attempt to 
exploit to the maximum what play material could be had 
from nature*s own wonders. And by doing so, they become 
aware of its intricacies.

1.7. Other Types of Visangu

Visangu would most certainly also include artistic
expressions like counting-out rhymes, word-play or 'verbal 

*gimmicks' among children. These may be featured either 
much earlier or later in a child's life depending on the 
stage of development and the related social value of those 
visangu. For this reason, therefore, I would like to examine 
only a small cross-section of them.

Let me begin with counting songs which are amongst the 
first items in a child's musical repertoire. These may be 
learnt and performed alongside other nursery songs like 
nyimbo za ulezi, or take place much later, However, as 
John Blacking has observed, 'they are easy to remember, as they 
are usually accompanied by the action of counting with 
fingers' (Blacking op. cit.: 52). This is perhaps one of 
the factors which accounts for their popularity. The mode of 
counting with fingers amongst Chewa and Tumbuka children follows 
closely that of Venda children which John Blacking once studied:

e.g, What Ruth Finnegan calls 'trick verses' (Finnegan 
op. cit. : 305).



"First, the little finger of the left hand is 
touched with the index finger of the right hand: 
then the third, second, first fingers and thum of 
the left hand are touched, in that order. The 
thumb and fingers of the right hand are then 
counted from thumb to little finger by being 
grasped at the tips by the thumb and finger of 
the left hand. The count from 1 to 10 is sometimes 
concluded by clapping the hands together".

(Blacking ibid.: 52). 
Similarly, the orthodox Chewa and Tumbuka numbers are 
adjectives: -moji, -modzi, -moca (one); -wiri, -bili (two); 
-tatu (three); -nayi (four); -sanu. - nkondi (five), and 
the noun khumi (ten). The Chewa also have terms for 100 
(dzana) and 1000 (dzikwi). The numbers six to nine are 
formed by compounds, five-and-one, five-and-two etc. 
Nowadays, words derived from English, like wanu (one), 
thu (two), and firi (three), often appear.

In songs for counting legs or fingers the rhythm 
is often strict, with the tempo being dictated by the 
song leader. Some children count slowly, articulating 
each syllable and nodding their heads on each count, 
whilst others tend to rush through. This also depends 
on the motive of the counting song. In situations where 
songs are used to select one of their number to start 
a game or perform a disagreeable task, some children will 
deliberately alter the tempo to a faster or slower rate 
in order not to implicate their favourite friends or mates.
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Like in most societies, there seems to be an element of 
witch-hunting even in a game of counting-out. For as 
a matter of fact, it has been observed (e.g. see Holbrook 
1957, Blacking op. cit) that such rhymes could be traced 
to the necromantic spells used by diviners, soothsayers 
and other similar sages. Nevertheless, here are a few 
examples.

*(66) Bisa mande (Tumbuka).
Bisa mande bisa 
Fwaya-fwaya
Apongozi balipo dengele 

Dengele masuku sasasa 

Osasa malide!

Hide, start to hide
Search for, search for
Mother-in-law is here with 
the potsherd.

Potsherd where masuku fruit 
doesn't go bad.

The one who goes bad.

This song is reminiscent of a village witchcraft 
eradication ritual. In the first line, all the would-be- 
culprits are warned to start going into hiding. However, 
even if they do so, someone will search for them (i.e. 
smell them out). And the person to do so is the mother- 
in-law (ajDongozi) who has a special medicine potsherd 
( dengele) for witch-hunting. In the last two lines of 
the song, the singer comments on the effectiveness of the 
potsherd in preserving the potency of the medicines. First, 
we are told that even the masuku fruit does not go bad (-sasa) * *

* Mande is the same as Monday but the term is here used to 
mean 'start', from the popular Tumbuka phrase yambako 
mande, which means 'you begin'.

* From the musuku tree (U. Kirkiana)
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when stored in a potsherd. The only thing that can go bad 
is the wrongdoer (osasa malide!)

Whenever children sing this song, they sit in a row
with their legs out straight in front. One of them is
chosen to lead the song and also to do the leg-counting.
She stands in front of the group and sings the first

£verse (line) to the choral response of fwaya-fwaya..
This is then repeated. Counting of legs starts as 
everybody sings apongozi balipo until the end of
the song, The child whose leg is tapped on -malide 
(line 5) is told to withdraw that particular leg while 
the other stays out as before. The process is repeated 
again and again until all legs but one have been counted 
out.

Counting usually starts from either the extreme left 
or right of the row of legs and continues up to the end of 
the row before turning back in the opposite direction. What 
is interesting to note is that the song has 13 beats which 
represent the (13) number of counts a child chosen to do 
the leg-counting must make. This relationship can be 
illustrated as follows:

Apongozii i balipoi l
d^ngelei j

1 2 3 4 5 6
Dengele
I
7

masuku1 s^sasai (l
8

l l
9 10

dsasai i malide)l i 11 12 )13

I- fwaya-fwaya a term mostly borrowed from the Nsenga or Bisa 
but mostly of Bemba origin, meaning 'to look for' (from 
verb kufwaya).



By counting forwards and then backwards while singing 
is going on, it will be discovered that all odd numbers 
are the first to be eliminated, then, come even numbers. 
Number 10 is the only one which remains in the end. The 
order is as follows:

A13, Bll, C9, D7, E5, G1, H6, 112, J2, K4, L8, M10. 
In this way, clever children can caluclate where to sit 
in order to be counted out satisfactorily*.

(67) Dawel enga sukupale 
Wanu, thu,
Dawelenga sukupale 
Nyanga
Dwete-dwete malikwendo, 
Suka-haa!

(Chewa)
One, two,
To count is not to scratch 
Horns;
Don’t shake your legs,
Get up -haa!

Like in the last example, this song is changed to 
accompany a log-counting game which is suggested by the 
term malikwendo (same as mendo. minvendo. makwendo) meaning 
’legs*. The ideophone kwetekwete refers to the shaking of 
legs as in someone who is trembling with fear, while nyanga 
refers either to animal horns or witchcraft charms (nyanga) 
which are usually carried in horns secured from such animals. 
Again, the symbolism of witch-hunting is quite evident here.

* This is very much similar to the Venda children's game 
of La Vha gambe-gambe or gambakambe, see Blacking op.cit:



The song is trying to make a contrast between the game of 
leg-counting and the actual seance of witch-detecting. The 
phrase dawelenga sukupale (’to count is not to scratch’) 
in line 2 seems to be directed at those who are over
excited or are panicking as if their legs were being scratched 
with a diviner’s horns (line 3). Hence, they are told not 
to make any unnecessary movements (line 4). On the other 
hand, suka (same as zuka, yuka, uka; to get up) followed 
by the exclamation haa! (line 5) stand for a command by o 
order given to the child whose leg has been tapped last to 
have it withdrawn. In this case, it is on the syllable haa!

The foregoing is the meaning of the game and its style 
of presentation. However, I should also perhaps point out 
that the words wanu, thu (line 1) show the influence of the 
modern school system of counting. Secondly, that apart from 
these two words which represent specific numbers (i.e, one 
and two), the other numbers are dependent on the beats 
in the song. There are 11 beats or stressed syllables 
altogether and this could be shown by this simple illustration:

✓ / Wanu, thu i ’ i
/thu

1 2
/ / / Dawelenga sukupale
3 4 5
/Nyanga
6. / / Kwete-kwete malikwendo
7 8 9

Suka-haa
10 11
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Like in the previous example, this represents the tapping 
of legs during counting where singing is syncronised with 
action. This is a clear case of accentuated rhythm.

There are also songs for finger-counting such as the 
ones relating to the first five numbers or five fingers, 
then, ten numbers or ten fingers, etc. Here is a five-finger
counting song usually performed by Tumbuka children:

(68) Kamtepa-tepa
Aka nkamtepa-tepa, This is the fragile one,
Uyu bale wake wa Dingindi, This is Dingindi’s brother,
Uyu Dingindi wayowoya; This is Dingindi, the speaker;
Ichi n’chokombera bala, This is for licking porridge,
Uyu bulukutu wa ng’ombe. This is a cow's hoof.

In this song, the fingers are represented as follows:

Kamtepa-tepa (the fragile one) - little finger.
Bale wa Dingindi (Dingindi's brother) - third finger.
Dingindi wavowoya (Dingindi, the speaker) - second or

middle finger.
Chokombera bala (licker of porridge) - index or first

finger,
Bulukutu wa ng’ombe (cow's hoof) - thumb.
During counting, therefore, a child will normally start 

with the little finger (whose real name is kanjobe), then 
go on to the third (njobef , middle or second (ngobe yapakati) 
first or index (njobe yakuryela) fingers, and the thumb 
(chigunwo), It is quite logical for the Tumbuka to nickname 
the little finger, as 'the fragile one' in this song, and 
also the first or index finger as ’the one for licking

•f The term ngobe also generally means finger or toe.



porridge'. The first finger, particularly that of the 
right hand, is seen as the one which is mostly used for 
eating. But in the case of the other fingers, one would 
have to look elsewhere for possible sources of their 
current pseudo-names. The second and third fingers 
are like two male siblings, hereafter known as the Dingindi 
brothers. However, the term dingindi is also used to 
mean a wooden board zither (same as the banjo or bangwe) 
attached to a calabash and which produces a loud melodic 
sound when played. In this case, therefore, these fingers 
are equated with the identical strings of this instrument. 
And finally, the thumb is likened to the hoof of a beast 
because of the tremendous support it gives to the rest 
of the fingers. If animals could find it difficult to 
walk without hooves, then human beings should find it 
equally hard to live without the thumb. The Tumbuka here 
seem to indirectly share in the Darwinian evolutionary 
theory that the development of the opposable thumb in humans 
is what first distinguished them from animals*.

There are also finger counting rhymes in which 
children employ the style of punning. Here is one such 
example from the Tumbuka:

(69) Foj a-na-wanu
Wanya You have shat
Mthumba In the pocket
Firipo Firipo (Phillip)
Na foja And snuff
Na wanu And yours

This is a very humorous counting rhyme in which a 
character called Firipo (Phillip) is accused of having 
shat in the pockets of his trousers where he has also put 
some snuff. The humour stems from the pun made on English 
numerical terms such as:

There are numerous works by and on Charles Darwin's 
theories on evolution, see for example his book 
The Descent of Man, and Selection in relation to Sex,

London: Murray, 1871.
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1 or one, normally pronounced as wanu but in this rhyme 
it is deliberately mispronounced as wanya;

2 or two, normally pronounced as thu but deliberately 
mispronounced as mthumba;

3 or three, normally pronounced as firi but here 
mispronounced as firipo;

4 or four, normally pronounced as foro, which like fo ja 
are terms that also mean tobacco, e.g. snuff or 
cigarettes; and

5 or five, normally pronounced as fayifi but in this 
particular case the term na wanu is used to imply 4 + 1  
or foja nawanu. It should also be noted that na is a 
conjunction which means 'and* in this particular case. 
But the word wanu traditionally means 'yours1 and not 
the imitation of the English sound for the number one.

From these observations, it will be seen that punning 
or deliberate distortion of word sounds is what attracts 
the attention of children in this type of creativity. 
Amongst school-going children one encounters a lot of 
examples of such playful use of words which are intended 
to be laughter-provoking. They tend to pick on words or 
expressions which they know will sound funny either to 
English or non-English speakers. Notice, for instance, 
the confusion created by these two English expressions:



A. See my cat To the ears of an ordinary Tumbuka

man in the village, this sill sound as: sima yikati, 
meaning 'the food said!'

B. See my hen; which will sound as sima yiheni, meaning 
1 the food is bad!'

One other strong feature of visangu, therefore, is 
the artist's ability to crack jokes or buffoonery.
Herdboys are quite adept at this and also seem to enjoy 
those aspects of visangu where lewd as well as vulgar 
expressions are used. We have already encountered some 
of these in songs of mockery, praise-poetry and bird-songs. 
Hence, a further examination of their characteristics at 
this point is inappropriate. However, let me conclude 
by citing an example of visangu in which children will 
construct a talking-rhyme by using the 'last word technique'

(70) Mbiri yawa (Tumbuka)

A. Mbiri, Rumour,
B. Mbiri yawa! Rumour has spread!
A. Yawa? Spread?
B. Yawa mbuka! Spread across!
A. Mbuka? Across?
B. Mbukira kusirya! Across the banks!
A. Kusirya? The banks?
B. Kusirya kwa Lundazi! The banks iof Lundazi!
A. Lundazi? Lundazi?
B. Lundazi n'dambo! Lundazi is a river!
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What is particularly fascinating to children in an 
example like this one is the way the rhyme is structured.
It takes a form of follow-up or progressive build-up of words 
usually in dialogue. Although the sequence is just for 
fun, it is a test for faster and logical reasoning. A 
child will attempt to show how much vocabulary and 
general knowledge s/he has acquired through such forms of 
creativity. But there is also interest in verbal play 
as demonstrated in most nonse songs and tongue-twisting 
rhymes (e.g. bird-calls and praise poetry; cf. songs 43 
and 44). The 'last word technique’, therefore, is where 
the rhyme builds up in a cumulative way. Usually, two 
children take part, one answering questions posed by the 
other but repeating the last word to form a sequence of 
related ideas. In some cases, the words of such rhymes are 
often meaningless, as shown in the following example .

Ngaja topi
A. Ngaja?
B. Ngaja topi.
A. Topi? (when reversed this word becomes 

pito, or penny whistle).
B. Topi kambu.
A. Kambu? (again when reversed this word is 

mbuka meaning to cross).
B. Kambu bwetu.
A. Bwetu? (bwetu means to rave)
B. Bwebweleke (ideophone meaning one who raves 

or chatters)
etc.

Children also have a tendency to reverse or change the letters 
of words so that they read or sound differently as the above 
example shows.
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From the foregoing observations, therefore, we also 
see that children who wish to conceal certain types of 
information from others may use the latter category of 
visangu. By changing letters, words or their phonemic 
structure, clever children can, for instance, encode and 
decode information relating to private matters which they 
do not want others to know about. Generally speaking, 
visangu could thus be seen as a means both of entertainment 
and of covert communication.

1.8. Nthano, Ntarika, Vilapi (Prose Narratives and Riddles).

I would also like to include in this chapter some 
examples of prose narratives and riddles performed by 
children. Among the Chewa and Tumbuka, prose narratives 
are known as nthano or vilaui. These terras are now inter
changeably used to mean narratives with song or narratives 
without song. But in the past, a strict distinction 
between these forms of narratives was maintained (see, 
for instance, Young 1931, Wendland 1976, Bota 1982).
However, both categories are of interest to adults and 
children though the latter tend to prefer naratives 
with song.

Performances usually take place during the leisure 
hours of the evening when people are resting following a *

* The terms visilili (narratives with song) and tushimi 
(narratives without song) are nowadays also applied 
(cf. Mazombwe 1981, Sumaili 1982).



busy day. But during the marketing season which normally 
lasts from June to August, story-telling may be used to 
sustain night work-parties engaged in the shelling of 
groundnuts or shearing of maize. However, another reason 
the Chewa and Tumbuka have in the past used to explain why 
all nthano or vilapi had to be performed at night was 
based on the superstitious belief that if children told 
stories during day-time, their parents would turn into 
an ’anthill' (chulu) or into a lump of food (chimbala) 
which had been left from the previous evening meal. Such 
taboos against day-time story-telling were formerly strongly 
enforced both to discourage laziness and to ensure that 
herdboys, for instance, did not forget to mind their 
flocks and prevent them from going into people's maize 
fields.

On the contrary, when storytime came, all children 
were encouraged to particpate. A child who did not take 
a keen interest in story-telling was often teased that 
s/he would have his/her blanket burnt by mystical fire 
during sleep. This was done to encourage creativity in 
young children in so far as the art of story-telling was 
concerned.

Once children have acquired a sufficient repertoire 
of narratives, they perform them amongst themselves. And 
with the introduction of schools, the art of story-telling



has no longer become confined to night-time only. Here, 
children at times find an opportunity to perform some 
of the narratives they have learnt in the village during 
school hours. But let us examine a few types of stories 
children would normally perform in the village.

There are different genres of stories told not only 
by children but also by adults. Most stories are didactic 
and often end with a moral. But there are other aspects 
which appeal to a child's curiosity. For instance, there 
are stories which deal with fantasy; where humans change 
into animals, spirits, monsters, natural objects, etc.
Some of the characters in these stories are portrayed as 
tricksters, e.g. Kalulu,the hare of the Chewa who might 
be comparable to Kweku Ananse, the spider of the Akan- 
Ashanti peoples of Ghana. Then there are stories which 
help to explain the coming into being of the universe 
and the creation of all living things. Children love to 
hear all these stories which apart from being awe-inspirin 
might strike them as real and wonderful.

The structure of the stories is such that they begin 
and end with special opening and closing formulae. The 
Chewa and the Tumbuka traditionally tend to start their 
stories as follows:

Narrator: Kale-kale, 'Once upon a time',
Audience: Tiri tonse! 'We are together!'
Narrator: Kunali (or kukaba) 'There was',
Audience: Tiri tonse! 'We are together!'



This goes on until the audience gets a full picture 
of what the story is about when they allow narration to 
go on without 'interruption’. At the end of the story 
the narrator may close by saying:

Narrator: Ndirao kudatero; This is how it was;
nthano yanga yatha my story has
pomwepo! ended there!

Apart from these traditionally accepted 'opening and 
closing formulae', children have been seen to invent 
their own utterances which tend to carry a certain 
element of humour. At Chasimpha village in the Mwase 
Lundazi area, for instance, I attended a children's 
story-telling performance during which some members of 
the audience uttered phrases such as - tchaya khwetcha! 
tchaya khwetcha! ('beat the rattle! beat the rattle!') 
whenever the narrator introduced the story or tried to 
explain the main episodes. The same phrases were repeated at 
the end of the story*

During narration, the story-teller will portray the 
different characters involved through gesture, mime and 
different voice timbre. Experienced story-tellers handle 
their performances quite well, as they are always aware 
that it is through the application of different dramatic 
devices - change of tone, gesture, facial expression, etc. - 
that the effectiveness of their art will be realized.

* Refer to examples 72, 75 and 76 of song texts on the 
cassette tape accompanying this work.
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Similarly, children tend to employ the same stylistic 
devices, although not often with the same elaboration 
as adults.

Another most important element of these narratives 
is the song. Most songs call for group participation 
through choral response or refrains. What now becomes 
a participating audience may get deeply involved in the 
story because of the beauty of its song lyrics. I will 
now present five examples of narratives recorded among 
Tumbuka children which might help to illustrate some of 
the issues so far raised.

The first example is a story which warns children 
not to court danger or indulge in acts whose consequences 
could be tragic. It tells of how a group of children 
playing by the riverside tried to cut each others' bellies 
in order to find out who had more fat than others. This 
unpleasant news is conveyed through the accompanying 
song, whose text reads as follows:
(72) Bana kudambo (Children at the riverside)
Vichawa lero, 
Kanyangali-nyangali 
Holire kanyangali! 
Bana kudambo, 
Kanyangali-nyangali 
Holire kanyangali!

Too daring,
Tricky little fellows 
How foolish they are! 
Children at the riverside, 
Tricky little fellows 
How foolish they are!
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Bachekana pamtima They've cut each others' bellies,
Kanyangali-nyangali Tricky little fellows
Holire kanyangali! How foolish they are!
Bawone wakunona To see who has more fat,
Kanyangali-nyangali Tricky little fellows
Holire kanyangali! How foolish they are!

In this story, therefore, the theme is about children 
who also make up the characters in the drama that develops. 
Events that take place are very close to reality for this 
is what sometimes happens, especially amongst herdboys 
who are renowned for indulging in some of the most daring 
of games. According to the narrative, some of the 
children whose bellies have been cut die and a bird 
(kayuni) sings to inform the rest of the villagers about 
the tragedy that has happened. But those children who have 
survived the ordeal chase the bird and kill it before the 
news spreads to the rest of the villagers. This is how 
the story goes.

The second example also has some moralistic overtones. 
It is about a woman who unknowingly got married to 'danger'. 
Her husband is believed to have been a hyena or chimbwi 
who ate every child that was born to the couple. But one 
day, when the wife had delivered her new baby, she decided
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to hide it in very tall grass called masenjere 
(pennisetum purpureum) so that her beast husband could 
not see it. And whenever she wanted to feed the baby, 
she would sing a song to gain entry into the tall grass. 
As soon as she had finished feeding her baby she would 
return home while the magical masenjere concealed it 
from the 'carnivorous daddy'. Here is the text of 
the song she sang:-

(73) Mwabana bane ('My children')

Mwabana bane, 
Kumasenjere kwalira 
Kumasenjere 
Muthanike
Kumasenjere kwalira 
Kumasenjere 
Muti haaa, 
Kumasenjere kwalira 
Kumasenjere

My dear children
There is a call from the tall grass 
From the tall grass 
Answer the call,
There is a call from the tall grass 
From the tall grass 
Say haaa (or yes),
There is a call from the tall grass 
From the tall grass.

The story goes oh to say that this woman's husband 
only turned into a hyena when he was hungry and wanted 
meat for food. But he preferred human flesh, especially 
that of tender children. This is why he came to eat 
his own children as well. But when he discovered that 
his wife had given birth and was hiding the baby, he tried
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to spy on her to find out where the baby was. After 
realizing that the baby was somewhere in the tall 
grass, he tried to imitate his wife by singing with 
his voice pitched in falsetto so that the masenjere 
would allow him entry to where the baby was. But 
to his disappointment, this was rejected. This is 
how the baby was saved and grew up in the forest until 
he was ready to marry. One day he returned to the 
village, but when his father lulled him back into the 
forest under the pretext of hunting, the son speared 
him when the latter once more turned into a hyena and 
had tried to catch him. When this news was broken 
to his mother, she was very happy and thanked him 
for what he had done.

This story appears to be a reflection of these 
tensions and conflicts brought about by witchcraft 
beliefs amongst both the Chewa and the Tumbuka. For 
it is often said that a man or woman may practise 
witchcraft not only for the purpose of getting rid of 
those s/he dislikes, but because of the desire for 
human flesh. Secondly, apart from the belief that animals 
such as hyenas could be used as familiars by those who 
trade in witchcraft and sorcery, it is also claimed 
that some of these people practise lycanthropy. The 
hyena is their favourite animal.
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Be that as it may, the real moral of the story 
could be summed up by the expression "all that glisters 
is not gold". It is a warning to young girls who are 
about to get married, that they should follow not only 
a man's beauty or wealth but also his character. He 
must have a kind heart and be of good behaviour. 
Otherwise, they will end up getting married to a 'hyena'. 
In this regard,therefore, the hyena is simply used as 
a metaphor.

The third story is also didactic. Its moral is - 
'Do unto others as you would have them do unto you'.
The protagonist is a bird, also known as kayuni, 
which is engaged in a confrontation with a human 
neighbour called Kawale. The latter had once maltreated 
the bird when it tried to eat some grains of millet from 
her home. She pushed the bird to the ground, where it 
fell with a great crash (dyonko). But when Kawale was 
in trouble and begged the bird to come to her help, she 
was reminded of what she had once done. Again, this 
rivalry between the two characters is revealed to us 
through song.

(74) Ndiwe njani? (Who are you?)

Ndiwe njani? Who are you?
Ngeti Kawale, ngeti Kawale Like Kawale, like Kawale 
Ukantukanga, You cursed at me.
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Ngeti Kawale, ngeti Kawale 
Pamwelero wako,
Ngeti Kawale, ngeti Kawale 
Pinku dyonko!
Ngeti Kawale, ngeti Kawale

Like Kawale, like Kawale. 
When threshing millet, 
Like Kawale, like Kawale. 
You booted me out dyonko! 
Like Kawale, like Kawale.

This story is used as an allegory to refer to 
the tensions and conflicts that often take place between 
members of a clan or village. By examining the song 
text closely, we learn that the story is about two 
women who seem to have once fought over mwelero (line 5) 
the burnt remains of finger millet which are used in 
making salt potash for seasoning vegetable dishes. One 
woman is referred to as Kawale in the story, while the 
bird impersonates the other woman who is seeking redress 
Therefore, in an indirect way, the narrative serves as a 
comment on social relations that may have broken down.
It is also a general warning about how wrongs done to 
others might eventually return to those who originate 
them.

In another story, Tondo or the Elephant Rat is 
depicted as a rogue and cunning cahracter who runs 
away with Kalulu’s (Hare's) cattle or ngombe. Here too, 
it is from the song that we learn what the conflict is
about.
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(75) A Tondo ndela (Mr. Elephant Rat, help)

A Tondo ndela, Mr. Elephant Rat, help
Ndendelande Help, please help.
Bachimbira na ng'ombe 

zane-ee,
He has run away with my cattle.

Ndendelande Help, please help.
Hippo ndela, Hippopotamus, help me;
Ndendelande Help, please help.

And finally, one other story refers to the way
in which Changa (the Bushbaby) eludes hunters. Like 
Tondo, this character appears to have his own trickster 
qualities. The only difference being that Changa 
uses his intelligence for self-defence or survival while 
Tondo is a cunning rogue. But in what way does Changa 
do this? Here is what the song says:
(76) Changa war^ukora 

Bushbaby by the
kumchira wataya (If you hold the 
tail, you lose him).

Changa, The Bushbaby
Wamukora kumchira Once you hold him by the tail
Wataya! You lose him!
Changa wee, Alas, the Bushbaby,
Wamukora kumchira Once you hold him by the tail.
Wataya! You lose him!

On a realistic level, the story about the Bushbaby 
shows how this animal easily escapes once it is caught 
by the tail. But on a symbolic level, it may represent
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either a person who uses his wits to escape from 
danger, or from a sensitive issue or thing which needs 
to be handled with care.

In conclusion, it would appear from these examples 
that most Chewa and Tumbuka narratives deal with animal 
characters. This is perhaps one of the reasons which 
account for their popularity amongst most children.
They find it quite unusual and fascinating to see 
animals portrayed as human beings. However, this should 
be seen as a result of cultural influence because in othe 
societies children's stories may not feature animals.
But where animals are involved, they are well-known and 
that the story-teller weaves together material from the 
world of reality and imagination. Therefore, a story
teller must have a thorough knowledge of animals within 
his environment. He must know their behaviour and the 
people's attitudes towards them because it is often 
these attitudes which give the animals their character 
in most narratives. And lastly, it should be stressed 
that although songs form an integral part of the 
narratives which they accompany, children may value 
them mainly for their words or music rather than their 
relevance to the story.

Riddles (ntarika/nthanthi) are also a very popular 
form of entertainment and are often considered to be of
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interest only to children rather than for serious 
consideration (cf. Finnegan, op. cit: 426). In 
constrast to nthano or vilapi, riddles are known for 
their brevity. Some take the form of question and 
answer, while others occur as a phrase or statement 
referring to some well-known object in more or less 
veiled language.

The proper occasion for asking riddles is 
the evening, especially during the season of chihanya or 
chilimwe (June to October), when the crops have been 
harvested and cattle roam freely over the fields without 
any need for herdboys. Riddles may not be asked during 
the hoeing and planting season, mvula (November to March), 
when people work hard and are tired in the evenings.
This explains why if children try to stay late and 
play riddles during this period their elders send them 
to bed, reminding them that work awaits them early in 
the morning.

Play takes the form of contests between groups of 
children and young people. Married men and women 
sometimes assist or offer advice, but they never take 
an active part in a contest. There are certain riddles 
(e.g. those concerning genitals and excrement) which 
should be asked only in the company of friends and never 
in the presence of adults. Furthermore, boys would object
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if a girl asked them these riddles, or vice versa.
When riddles are posed, they may be preceded by 

an introductory word Thethe! ('I have taken the position'). 
Amongst the Chewa the ending of a riddle is sometimes 
followed by a closing formula Yathayo (that one is 
finished). If the same person is going to ask another 
riddle, s/he may say, Yinayo (there is another one).
But should it be a different que^ioner, then the latter 
starts with the phrase yangayo (there comes mine). In 
team-games, anyone may ask or answer a riddle on behalf 
of his or her team at any time. There is often no team 
leader, and players are not restrained to ask or answer 
riddles in any order. Boys and girls may play together 
or on their own, as the occasion arises.

There are two styles of riddle-contest, riddles 
that you reveal to each other (masula) and riddles in 
which an element of bartering (gula) is involved. In 
the first type, one team (A) asks another team (B), which 
B answers successfully. Eventually B is stumped; but 
A does not give him the answer to the riddle. B must 
then asKA riddles until A too is stumped. A then reveals 
the answer of the riddle which originally puzzled B, and 
then asks some more riddles. B continues to answer until 
he is stumped again. Then he reveals the answer of the 
riddle which puzzled A, before asking A some more riddles.
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The game continues in this fashion until A or B is 
unable to ask any more riddles*. In the second category,
A asks B a riddle and if B is stumped, he 'buys' A's 
answer by offering him 'wives'. Among the Tumbuka A 
will say, "Nkawenku" (which village must I go to?).
B will answer, "Kwa Chaliwa" etc. (at Chaliwa village, 
etc.). A will then say, "Basungwana bose mbane kwene 
bachekuru mbinu" (all the girls are mine but old women 
are yours) before giving B the answer to the riddle. 
Thereafter, B asks A more riddles until A is also 
stumped. B will then also demand for wives before 
providing the answer. Similarly, if girls are involved, 
they will demand for 'husbands' in return for answers 
given to riddles which may have puzzled their oponents.
Here now are some examples of Chewa and Tumbuka riddles:
(77) Question and Answer Riddles

(i) Question: Mfumu iti ili ndi atsikali atatu?
(which King has only three guards)- Chewa

Answer: Mphika (A pot - because it usually has
three hearth stones or mafuwa).

(ii) Question: Ndi kanthu kotani kamadziwa utsika
phiri osati ukwera?
(What creature only knows to descend
from a mountain and not to climb it) - Chewa.

Answer: Mtsinje (A river - because it always flows
downhill and not the other way round).

* This is the same as the Venda type of riddle contest 
described by John Blacking (1961: 3).
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(iii)

(78)

(iv)

(v)

(vi)

(vii)

Question: Nkanyama uli kakwenda na mulundi
ghanayi muluchero, ghabiri namuhanya, 
ghatatu namise?
(What animal walks on four legs in the 
morning, two at mid-day and three in 
the evening) - Tumbuka.

Answer: Muntu (a human being - because he has
three phases: childhood, middle age 
and old age).

Phrase or Statement Riddles

Zungulira uko tikumane - Chewa.
(Go round that way so that we meet the other side)
Answer: Mkuzi, lamba (a string or belt worn around

the waist).

Mpando wa Mfumu sulola nchenche - Chewa
(A King's chair does not allow flies)
Answer: Moto (Fire - because flies would not dare to

land on it).

Ng'ombe zatate zonse ndi zakuda - Chewa
(All my father's cattle are black).
Answer: Nyerere (Black ants are identical).
Nyumba yarnama yilije mukhomo - Tumbuka
(My mother's house has no door).
Answer: Sumbi (an egg).



(viii) Ngulube zagona muchiduli musi - Tumbuka
(Wild pigs have camped at the foot of the anthill)
Answer: Magutu (Ears - the head is compared to an

anthill).

(ix) Bamutyengu bakumwa pa chiziba chimoza - Tumbuka
(The drongo birds drink from one pond).
Answer: Mapaso (house rafters - because they all

meet at the roof apex)

It should however be noted that both the 'question- 
and-answer' and the 'statement' forms of riddles could be 
featured under the two styles of riddle contest described. 
What is most important is that the respondent is required 
to identify the object or idea indicated in the allusive 
statements or questions. In some riddles, not only the 
answer but the question or statement consists of one 
word only -
(x) Gampu! - Tumbuka

(refers to the digging of something from the ground, 
e.g. groundnuts).

Answer: Yowa! (sound made by groundnuts as they are
unearthed from the ground).

From the foregoing, we also notice the use of both
acoustic and visual images (cf. Finnegan, op. cit: 430).
There are several other examples of riddles among both
the Chewa and Tumbuka which employ acoustic and visual
images as well as different linguistic characteristics
(see, for instance, Young 1931, Gray 1939). In conclusion
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therefore, it could be stressed that riddles are a kind 
of game among children and young people, whose function is 
related to the recreational and educational social values* *.

2. Masewera ndi Magule (Games, Plays and Dances)

In the second part of this chapter, I shall 
concentrate on action games, plays and dances - hereafter 
known as masewera or magule. Let me start with vidimbo 
(play-houses) which are quite popular among children in 
the kanyamata/kasungwana stage of development.

2.1 Vidimbo (Play-houses)

Vidimbo, which can be compared to the concept of a 
'Wendy house' amongst English children, are little houses 
of maize stalks and grass which children themselves 
construct and in which they try to imitate some of the 
proceedings of grown up people. These games are common 
after the harvest period (June-September) and little 
boys and girls can often be seen playing together. They 
may pair themselves up as men and women, while those 
without partners take on other roles like the 'cock'
(' Tambala) or the 'hyena1 (Fisi) . The 'cock' crows 
at night to tell time and inform those sleeping that 
day-break is about to emerge. But the 'hyena' will
¥ John Blacking has made a detailed study of this in his 
paper "The Social Value of Venda Riddles", see Bantu 
Studies Vol. 20, No. 1, 1961.

* *■ Named after the house built for Wendy, the girl in 
J. M. Barrie's Play Peter Pan (1904),



try to molest them by attempting to bite off their 
toes while they are sleeping. And when this happens, those 
believed to be sleeping will emerge from their houses and 
pretend to be chasing him or her. The one who is 'hyena' 
will then run away.

After a series of 'cock-crows', the ones sleeping 
wake up, as it were, and carry on with other tasks.
'Men' go hunting in the forest while 'women' stay at 
home and 'prepare meals'. They will fetch water in 
small gourds, tins or broken clay pots and mix it with 
soil in imitation of the manner in which food is prepared. 
When their 'men' arrive, they will be served with this 
food and pretend that they are eating it. Some girls 
also pretend to be mothers and carry dolls (mwanche) 
made from clay, maize cobs or wild fruit which they treat 
as babies. Boys also have a wider range of toys, some 
of which are made by their older brothers. They make 
windmills (ndeke or 'aeroplanes) from maize sheaths which 
are twisted on a stick and rotate as they run them against 
the wind. Boys also have hoops (vimpango) of bamboo 
peelings from old baskets. These are used in racing games. 
Apart from these toys, they may go to the stream or 
river bank and spend several hours making clay figures of 
men, monkeys, dogs etc. Their play may last for several 
hours if they don't get interrupted.



One game which appears to attract the attention 
of this age-group is that of bwangulu or jangulu.
This is particularly common after the onset of rains 
in mid-November, going on up to January or February 
when potato-like tubers from wild grasses or types 
of lily are made into a spinning-disk type of bull-roarer. 
Boys or girls can be seen playing their bwangulu to 
song accompaniment. Here is an example of one 
Chewa-Tumbuka bwangulu song:
(79) Bwangulu jantonda (bull-roarer you amaze me)

Bwangulu jantonda 
Phika sima tirye, 
Tilekereko a salima 
Bati panyanja pakati, 
Bakurya somba zibisi; 
Chaikira
Chaikira mazira jantonda 
Chidendekulee!
Vuuu, vuuu, vuuu ......

Bull-roarer you amaze me.
Cook food that we may eat,
We leave some for non-farmers 
Who are out at sea,
Eating raw fish;
She has laid
She has laid eggs, amazing 
For she had been a vagabond 
Vuuu, vuuu, vuuu ......

The song is in praise of the bwangulu which is likened 
to a woman who prepares food for her husband to eat. The 
singer is himself a farmer and he is castigating those who 
spend their time at sea (lines 3-5) without taking care of 
their crops. However, the ’she’ referred to in lines 6-8 is 
the hen which never laid eggs and was considered to be a 
'vagabond*. This hen was about to be killed for food when
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she suddenly laid eggs. Perhaps this is also due to the 
’magical power’ of the bwangulu that may have induced the 
hen to do so. In the last line of the song, the singer 
mimes the resonant vibrations of his bwangulu which sound 
like vuuu, vuuu, vuuu, etc.

2.2. Masewera ena (other games and plays)

After boys and girls have passed through what could 
be described as the 'Vidimbo Play phase', they engage in 
games and plays of different sorts, They can be seen playing 
together or as separate sexes in a variety of social and 
environmental situations. I shall now set out to examine 
some examples of games and plays performed either by boys 
and girls together, or as separate sexes,

2.2,1. Masewera a Anyamata/Atsikana
(Games and Plays for Boys and Girls)

Most games and plays in this category are performed 
in the open spaces of the village. Sometimes, there is one 
central point at which all children meet to play. The Chewa 
call it the bwalo, Games and plays include the racing type 
(kuthamanga), seeking games, acting games, or the dance-type 
of games which involve singing and rhythm making. Finally, 
most examples provided under this section are about games 
which take place at night and which have elsewhere been 
referred to as ’moonlight games or plays* (kamufeyala).



(a) Kamgolobi - (one-legged race)

This game also appears to have been introduced at 
school as a sporting activity as this illustration (Fig. 2) 
shows.

Presentation style

Players take positions as shown and start hopping to 
a given destination. The player who arrives first is the

winner. Sometimes, they may be required to hop back to 
their starting point to see the one who wins next. The 
game goes on in that way until the group decides to end it.

Another style of Kamgolobi involves hopping in unison 
from one point to another while singing -

(80) Golobi ('The limping one')
Soloist: Golobi You call me 'the limping one'
Chorus: Mukantolerangachi Why did you take me away?

Kwa mama From my mother.
Mukantolerangachi? Why did you take me away?
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In this version, the main interest lies in the rhythmic 
hopping to song accompaniment. But through the song, we 
also learn that Golobi is a character who represents a 
deformed child or adult person who is disliked. Hopping 
on one leg thus symbolizes deformity and the suffering 
that such persons might experience in life.

(b) Siyayo ('leave that one')

This is a game of 'hide and seek' (kubisala) in 
which some children will hide and be hunted. It also 
symbolizes the spooring or tracking of wild game as the 
following song reveals -

(81) Tiyeni tilondole (let us follow)

Soloist: Tiyeni tilondole Let us follow
Chorus: Tilondole vikuwa We follow the spoor

Uku vaya Where they have gone

Vikuwa or 'spoor' refers to the tracks or trail 
of animals. The art of spooring game animals is perhaps the 
most interesting feature of hunting. A man cannot become 
a good hunter unless he has a good knowledge of spooring,
It is also part of scout work and all boys are taught it. 
Therefore, when these village boys played the game of siyayo, 
they were rehearsing their future roles as hunters. But 
in the case of girls, the game of siyayo is simply a form of
entertainment.
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Presentation style

Two groups of players are required. One goes to hide 
and the other waits until a whistling sound is heard to 
signal that those hiding are now ready. Tracking can thus 
commence, the seekers sing their song (as indicated) and 
then keep quiet. They look for their 'prey* everywhere; 
in old houses, dark corners, trees, etc. until all of them 
have been tracked, Once they have succeeded, it is their 
turn to hide, But if they have not, they will request 
the ones hiding to come forward and show themselves up, saying 
"vumbukwa!" (show yourself up). Anyone who could not be 
tracked then answers - "vumbu nekha!" (Here I show myself). 
The latter group has a second opportunity to go and hide or 
may simply ask their colleagues to do it so that they compare 
which group ismore difficult to find.

There is another song that children sing and which 
derives its name from the title of the game. Here is its 
text: -
(81a) Siyayo (leave that one)

Soloist: Siyayo Leave that one
Chorus: Aye You are right,
Soloist: Tizenge? Should we come?
Chorus: Yayi lindilani 

danga
No, wait a minute

Soloist: Siyayo Leave that one.
Chorus: Aye You are right.
Soloist: Tizenge? Should we come?
Chorus : Eee Yes, you come.
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As soon as those hiding answer "Eeee" (line 8) 
seeking can begin. The process is similar to the one 
described.

(c) Mboko (cf 'Hunt the slipper')

When boys and girls get tired of playing 'hide and 
seek', they might switch to other types of game or adjourn 
till the next day. But because games like siyayo require 
long hours of play, it is quite rarely that they are 
featured together with other play activities. Therefore, 
children are free to choose what games to play on a 
particular evening and what to leave out. Mboko is one of 
these games which may last an entire evening.

Presentation style

Although the game of mboko is set at night when there 
is full moon, performers might also prefer to sit by the 
fireside where the glowing flame will provide more light 
to enable them to see clearly. Two groups of players 
usually compete against each other and sit in two rows, one 
facing the other.

The "slipper" or mboko in this case, is a grain of 
corn or white bean which can easily be seen once dropped 
on the ground or exposed to light. It is passed from 
hand to hand surreptitiously by one member of the group 
that has it. As s/he does so, all those to whom s/he 
pretends to have given the mboko must stretch their hands out 
with clenched fists. Whe s/he has finished, s/he claps his/ 
her hands together to show that s/he has nothing and joins



the group. It is now up to the other group to reveal 
which of the hands is holding the mboko. One player 
who acts as leader or representative of the second group 
stands up and sings:

(82) Makungwa ('barks of trees')

Soloist: Awa nimajungwa These are barks of trees.
Chorus: Kayawene! We don't know their owner
Soloist: Mbawene a leza They belong to thunder
Chorus: Kayawene! We don't know their owner
Soloist: Hiiii Hiiii ('I smell rat’)
Chorus: Waliranj i? What are you crying for?
Soloist: Dapita-pita I go and go

Dapita-pita I go and go
Dapera apa! I stop here!

The group supposed to be hiding the mboko sings the
chorus as the singer goes through a divination ritual.
S/he passes his or her hand over clenched fists while 
staring straight into their faces. When s/he gets to the 
phrase hiiii (line 5) s/he stops and hits his/her chest. 
Singing also ceases and conversation takes place. The 
chorus answers "waliranji" or 'what have you prophesied?' 
(line 6) and s/he makes a brief dramatic retreat towards 
his/her group, S/he returns almost immediately; holding 
the right hand out and shakes the index finger vigorously 
(as a doctor often does with a thermometer) to the chant 
of dapita-pita (lines 7-8). S/he advances towards the 
target and grabs the hand which s/he suspects to be holding
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the mboko with a shout "dapera apa!" (line 9). The owner 
of the hand will then open his/her palm for everyone to 
see. Should the mboko happen to be there, then it is the 
turn of the second group to get it and hide it. If the 
guess is incorrect, the mboko remains with the first 
group until one can retrieve it.

One rule of the game is that whenever the grain or 
bean is accidentally dropped on the ground, the person or 
group possessing it must ululate (ulululu) before their 
opponents shout "chawonekera zuwa!" ('the sun has seen it'). 
For if the latter succeed in doing so, they can claim the 
mboko to be theirs.

It can be seen from these observations that the game 
of mboko is exciting, challenging and entertaining. This 
could perhaps be one of the reasons why children at times 
become so absorbed that they spend an entire evening playing 
it. But besides mboko, games concerned with what might be 
termed 'conjuring', or trickery are numerous. Some of the 
older forms like chuChuluchu and chagwa (cf. Werner 1906, 
Young 1953) are still practised by some of the Chewa and 
Tumbuka groups in East and Central Africa. Hence, one 
might also add that games of the 'hunt the slipper' type are 
commonplace in the whole of sub-Saharan Africa as some 
literature has shown (see, for example, Tucker 1933, Beart 
1955).
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(d) Kambuzi mee (The kid-goat is bleating)

This game is quite popular amongst children throughout 
East and Central Africa*. However, its style of 
presentation varies from place to place as most accounts 
have revealed (cf. Tucker 1933, Opie 1969, Taylor 1976). 
Similarly, it may be named according to the culture and 
locality of the people concerned but the motif remains 
the same. It is a chasing game in which one player 
(whether representing people or animals) either wins or 
losea. In one original Chewa as well as Tumbuka version 
of the game, two players were supposed to chase and, if 
possible, catch one another. One player represented the 
goat (mbuzi) while the other became the hyena (f isi). In 
short, the hyena chased the goat while the latter cried 
for help, saying "mee! mee!" etc. It appears that the game 
has now been modified but its accompanying song has been 
retained. No convincing evidence has yet been collected 
to show when this modification might have occurred. But 
observations made elsewhere in this thesis (e.g. see 
Chapter V, 3.2) show that the school has in the past played 
a significant role in cultural transmission and change. 
Nevertheless, here is a description of how the game is now 
played.
Presentation style

A group of players forms a ring and sits down.

*Also see an account of the same game given in Chapter V,3.2 and 
compare this to the 'Cat and Mouse' game in the same chapter, 
item 4.1.
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One of them is chosen to start the game, which involves 
running around the seated players with a rug or handkerchief 
(see Plates 17-22). When this has been placed or dropped 
behind any of the players, the latter must chase the first 
player and hit him/her with the rug. If this happens, then 
the first player is out of the game. But should he run and 
occupy the vacant position of the chaser, then the latter 
will carry on with the game as before. It is also the 
player with the rug who leads the song accompanying the 
game -
(83) Kambuzi kameka-meka - (The little goat is bleating)

Soloist: 
Chorus: 
Soloist: 
Chorus: 
Soloist: 
Chorus: 
Soloist: 
Chorus:

Mee, Bleat mee,
Kambuzi lero Look at the little goat
Mee Bleat mee,

Kambuzi kameka-meka! The goat bleats and bleats!
Mee Bleat mee,

Timeyo lero Look at Timeyo,
Mee Bleat mee,

Timeyo ali mgadi! Timeyo is in jail!

Any player who gets hit with the rug is told to sit 
inside the circle. This is the reason why Timeyo in the 
song is said to be imprisoned in jail (line 8). But whoever 
runs fast and escapes from being hit with the rug wins the 
game. The main function of the song is to sustain action 
and comment on what is going on in the game.
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(e) Zungululu* - (£0 round')
This is another popular ring-game in which children 

join hands and run around (see Plate 24) to a rhythmic chant 
of:
(84) Zungululu kaduka-mutu - ('Go round and cut your head')

Zungululu 

Kaduka-mutu! 

Zungululu 

Kaduka-mutu!

Go round
And cut your head! 
Go round
And cut your head!

Zungululu is an old African children's game with 
different regional versions (cf, Werner 1906, Tucker 1933, 
Beart 1955, Blacking 1967). The Chewa and Tumbuka name it 
zungululu kaduka-mutu (lit, 'go round and cut your head') 
because of the gyrating or spinning action which makes a 
player get giddy in the end. In another version, children 
will sing:

zunguli, zunguli bwata! Go round, go round and crouch
bwata!

(f) Zgama Kayunde and Mandondo
(Ground-beans and Butter-beans),
This is a ring-game in which children touch each other's 

knees while standing (see Plates 25 and 26). As soon as 
singing starts, they dance rhythmically, moving outwards 
until their hands are almost off their knees, But at a 
certain point during the song (line 8 in 85, and line 7 in 
85a) they clap their hands before they resume their original

* Among urban children 'Ring o' Roses' has become more popular 
than this traditional version. See Chapter V.
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positions. Here are two types of songs which could be 
sung for the same type of action:
(85) Zgama Kayunde (’Ground-beans in water1)

Soloist: Zgama kayunde, Ground-beans in water
Chorus: Yelele zgama Delicious ground-beans
Soloist: Zikunowera mchere They are tasty when salted
Chorus: Yelele zgama Delicious ground-beans
Soloist: Muchere wolungama With crystal salt
Chorus: Yelele zgama Delicious ground-beans
All: Kayundama Float as in water

Kati mwaa! And hit with force mwaa!
Yelele zgama. Delicious ground-beans.

(85a) Mandondo - (Lima or Butter beans)

Soloist: Mandondo, mandondo Butter beans, butter beans
Chorus: Kadokota! Keep on burning!
Soloist: Ise batinola They've begrudged us
Chorus: Kadokota! Keep on burning!
Soloist: Bapako banababo They’ve given some to their 

children.
Chorus: Kadokota! Keep on burning!
All: Eleiya, haa eleiya Oh, what a shame

Kadya karris ale! Eater of sweet stalks.
From the words in the two songs, one can tell that 

children are praising pulses that are quite common in their 
locality. Ground-beans are so delicious when cooked with salt
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that children will even try to fight over them (lines 7-8). 
And for butter beans, some people are believed to hide 
them and only give them to their children (lines 3 and 5)). 
In the last example (85a) we also learn that this is the 
period for the ’first or fresh fruits’ because that is the 
only time when sweet stalks (msale) are abundant (line 8). 
Therefore, one might also add that these games and their 
accompanying songs are a form of celebration for this time 
of the year when children have different varieties of food.

2.2.2. Masewera a Anyamata (Plays and Games for Boys)

I would now like to examine some plays and games which 
are performed by boys only. We have already observed that 
when the two sexes have passed a certain age, girls spend more 
time helping their mothers in domestic work while boys go to 
herd cattle and goats. It is here that some of their games 
and plays take place. Secondly, boys appear to enjoy some 
period of rest after the fields have been harvested and it 
is safe to leave their animals to wander about the country
side. This is also a period for greater play activity.
From sunrise to bedtime these lads can be seen engaged in 
games and plays of many various sorts. No wonder there is 
a saying that 'it is only sleep that deprives the child of 
play'.

On the other hand, physical maturity in either boys



or girls prohibits the two sexes from playing together 
(cf Chapter III). During this period therefore, boys and 
girls may engage in the same type of games and plays but 
as separate sexes. Let us start by looking at some games 
and plays which boys perform at night and which parallel 
the ones discussed in the previous section.

(g) TambalnAvanga - (My cock)

Two or more boys may play this game which takes place 
on an open ground of the bwalo type.

Presentation style
Players divide themselves into two groups as shown in

Figure 3 and sit in a squatting position about six to nine 
meters away from each other. They start with a call-respons 
type of chant:-
(86) Tambala wanga ali uko? (Is my cock over there?)
Call: Tambala wanga ali uko? Is my cock there?

FIGURE 3. TAMBALA WANGA

Response: Eeee! Yeees!



Call: Akudyanji? What does he eat?
Response: Akudya zgama, He eats ground-beans,

Chimanga, nshawa, Maize, groundnuts,
Ndizonse za m'thengo Plus everything in the

grassland.
Call: Tikakumane Let us go and meet

PamTchenga buluzi On sandy ground for lizards 
All: Ha! ha! ha! ha! Hop! hop! hop! hop!

As the two groups say ha! ha! ha! they hop towards 
each other till they meet at some central position.
They exchange greetings for a brief while, then proceed 
in the opposite direction to the same chant, ha! ha! 
ha! ha! ha! etc. Having reached their destination, they 
repeat the whole chant and hop once more. The game goes 
on like that.

(h) Ifwa tirye nkumba - (Die that we may eat pork)

The illustration (see next page) is based on a 
modern version of the game found among rural school 
children (cf. Kachingwe 1972).

Presentation style

Four or more players line up and engage in a kind 
of leap-frog dance. This is done to song accompaniment -

(87) Ifwa tirye nkumba - (Die so that we have you as pork)

Soloist: Kawele namachero-chero Come tomorrow morning
Chorus: Ifwa tirye nkumba Die so that we can have

you as pork.
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When singing has started, the players leap forward 
in stylized frog-like movements. They continue doing 
so until they reach a certain destination (usually 
a building or a tree) and take a brief rest. After 
this, they resume the game and leap towards the point 
from where they had started. The process goes on like 
that until the game is terminated.

In another version, players break into two groups 
and take positions at about three to four metres from 
each other. A player from one group, preferably one 
at the left or right end of the row, is given a piece

of cloth or similar object and told to start the game.
He then leads other players in singing the song (87) as 
he carries on with his leap-frog dance. He moves towards 
the other group and gives the piece of cloth he has been 
carrying to his counterpart. The latter becomes the 
next song leader and takes the cloth back to one of the 
players in the first group. This process is repeated till 
everyone has participated.

FIGURE 4 IFWA TIRYE NKUMBA



0.5^?

The two examples we have so far examined are 
interesting in one way or the other. First, in the 
game Tambala wanga the call-and-response chant is 
simply an opening formula and is not part of the 
action which follows soon after. It is only the last 
phrase ha! ha! ha! etc. which is chanted rhythmically 
as boys hop about in a squatting position. Also notice 
from the illustration in Fig. 3 that they hold their 
knees with their hands. This is done to balance and 
assist the hopping action.*

But in Ifwa tirye nkumba the whole chant forms 
an integral part of the ongoing action. One striking 
feature is that the syllables are grouped according 
to the type of movement to which they are related.
For instance, before action starts the feet are 
supposed to be in a resting position ('In'). But 
during leaping the legs spread out and back, out and 
back, etc. This becomes something like a regular 
'In-Out-In-Out-In' movement pattern. Similarly, this 
'opening and closing' of legs corresponds to the rising 
and falling (or high and low) syllabic accents. This 
could be shown as follows:
Song: Kawele namachero-ch^ro (soloist)
Movement: Out - In - Out - In
Song: Ifwa tirye nkumba (chorus)
Movement: Out In Out - In

*This parallels the game Musingadi among Venda children 
(see Blacking 1967:39).



As the legs and arms move outwards, there is slight 
stress on some syllables of the chant to emphasize this 
action. The end result is that the rhythm of the song 
corresponds to that of the hopping or jumping action. 
From the foregoing observations, it can be concluded 
that more interest lies in the music and its 
accompanying rhythmic action than in the mere portrayal 
of the cock or the frog as such.

However, there are occasions when children will 
try to parody certain animal habits as in a dance-mime 
called Bamunjiri (warthogs).

(i) Bamunjiri (Warthogs)
This is a dance-mime which tries to portray the 

eating habits of a species of wild pig called munjiri 
(pi. bamunjiri) or warthog. These animals are renowned 
for destroying people’s crops and it is therefore no 
surprise that they are caricatured in this way.*

Presentation style

One boy is dressed up in some simple costume made 
of cloth, leaves or raffia. He also carries a forked 
stick to represent the tusks of a warthog. The rest 
of the boys form an arch and sing:-

*Also refer to the ones featured in the Nyau masked dance (Mtonga 1980: 89).
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(88) Jimani bamunjiri - (Dig warthogs)

Bamunjiri, Warthogs,
Jimani bamurjiri, kimani! Dig warthogs, dig!

The munjiri dances about and simulates the way- 
in which real warthogs will dig up cassava, potatoes 
and eat other crops from people's fields. After a 
while, 'it* will pretend to be running away from 
people who are chasing 'it' amid shouts of "oye! oye!" 
etc. That marks the end of the game.

Apart from Bamunjiri, there are other play-sketches 
about mysterious beasts whose form is half-animal and 
half-human. One of them concerns a strange nameless 
creature which is simply referred to as chintu kumasuku 
which means 'a creature from the masuku (Uapaca Kirkiana) 
grove' .

(j) Chintu kumasuku (A creature from the masuku
grove).

This play is mostly performed by older boys who 
try to scare little children and girls by pretending that 
they have conjured up a mysterious creature from the 
forest which attacks and bites people. This makes little 
children run away as soon as they see the masked figure.

Presentation style

One boy is covered in pieces of cloth or leaves so 
that his identity is not revealed. His hands are tied



above his head to form an artificial head of the 
so-called strange creature. Once he is ready, the other 
boys form an arch and sing -

(89) Holiyaya - holiyaya - (Amazing, really amazing)

Chintu kumasuku A creature from the masuku grove,
Holiyaya, holiyaya, holiyaya! Amazing, really amazing! 
Chalongola kumasala, It's pointing to the dry-fields, 
Holiyaya, holiyaya, holiyaya! Amazing, really amazing! 
Chili navimaso, It has large goggling eyes
Holiyaya, holiyaya, holiyaya! Amazing, really amazing! 
Wona vimaweya Look at its long fur,
Holiyaya, holiyaya, holiyaya! Amazing, really amazing! 
Bati chikuluma, Behold it bites,
Holiyaya, holiyaya, holiyaya! Amazing, really amazing!

The masked boy dances, runs and mimes some of the 
actions the song is commenting about, such as pointing the 
artificial head-appendage to the dry and uncultivated 
fields (line 3), as well as 'attempting to attack or bite' 
the participants (line 9). The chorus and other 
spectators follow him wherever he goes, cheering and 
shouting. In the meantime, some little children might 
run away and hide while others try to seek protection 
from older boys.
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Another play in the same field is that of Zaya 
(lit. 'they have gone') featuring a tall bogeyman. It 
is presented in more or less the same style as 
Chintu kamusuku.

(k) Zaya - ('The bogeyman')

Presentation style

One small boy stands on the shoulders of a tall 
and strong grown up boy (e.g. one aged between 15-17). 
Cloth is then wrapped around them so that the two can 
look like one tall figure which is larger than life. 
When singing starts, Zaya emerges and dances. This is 
what the song says:

(90) Zaya he-ee! ('Here comes Zaya!')

Zaya he-ee Zaya, 
He-ee, he-ee!
Kamwele nidolole 
Niyikepo hipini Zaya,

He-ee, he-ee!

Here comes Zaya,
'Look at the strange one!'
Let me pierce the apron
And place a half-penny there,

says Zaya
'Look at the strange one!'

From the meaning of the words in the song, this 
play-sketch is a kind of 'sexual attack' on girls 
by their male counterparts. Zaya appears to be thirsting 
for sexual intercourse when he talks of piercing a girl's 
apron (kamwele) used to cover the vagina and pay her a
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half-penny (hipini) as compensation (lines 3 and 4).
This is typical of the sort of sexual antagonism which 
one might expect between boys and girls in their later 
stages of development (cf. Chinamwali stage). A 
Similar song is sung during one of the boys' round dances 
in which a girl's apron is once more made a target for 
this 'sexual rivalry'. This is what takes place:

(1) Kamwele ('a girl's apron')

Presentation style

A group of boys forms a ring and joins or chains 
hands together (see Plate 23). One of them starts the 
following song:
(91) Nikamwele - ('It's a girl's apron).

Soloist: Nikamwele, nikamwele It's a girl's apron,
it's a girl's apron,

Chorus: Hanakoni kamwele! Bring the apron here!

Soloist: Kakununka boliwoli,
Chorus: Hanakoni kamwele!
Soloist: Ako!
Chorus: Hanakoni kamwele!

It smells balm,
Bring the apron here! 
There take it!
Bring the apron here!

As they sing and stamp their feet on the ground, the 
song-leader has a handkerchief on his left shoulder.
At the mention of the word ako (line 5), he throws
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it over to his right shoulder for the next boy to pick. 
Thereafter, it will be passed from one player to another 
after each ako utterance until it has gone round all 
players. When it gets back to the song-leader, the 
latter starts the song all over again.

Nevertheless, although Kamwele appears to be 
thematically related to Zaya by being overtly sexually 
provocative, it is structurally quite different. It is 
a ring-dance or game in which a group of boys take part. 
Secondly the stamping of feet and throwing of the 
handkerchief are both done rhythmically to song 
accompaniment. As such, it is much more related to 
those action games which have been described earlier on.

During day-time boys engage in some even more 
interesting games and plays. Let us also examine a 
few of them.

(m) Nguli (wooden top)
Nguli is a wooden top which is kept up by beating, 

like the English or European whipping top, with a lash 
of three strands of bark tied to a bit of stick. There 
is also a song which boys sing as they play their nguli -
(92) Nguli yanga - (My wooden top)
Nguli yanga ndindindi My wooden top, ndindindi*
Mpelekeze ndindindi Escort me, ndindindi
Kwa mai ndindindi To my mother, ndindindi

*Ndindindi is an onomatopeiac idiophone signifying the sound 
made by the wooden top.
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Mpelekeze ndindindi Escort me, ndindindi
Kwatate ndindindi To my father, ndindindi
Mpelekeze ndindindi Escort me, ndindindi

The song is derived from a popular Chewa tale 
which also features the nguli. It tells of how this 
nguli saved a girl called Ngoza and her brother Kasiwa 
when their lives were in danger. Against her parents' 
wishes, Ngoza is said to have married a man who happened 
to be a hyena or Fisi (cf earlier story - No. 73).
Kasiwa insisted on going with them even though Ngoza 
tried to refuse him. He also took his magical nguli 
with him. And when Ngoza's husband gathered his 
fellow 'hyenas' to feast on these two, Kasiwa sang 
a song ordering the nguli to come to their rescue.
As a result of this, the nguli turned into a little 
wooden-hut which rotated and flew them back to their 
village. In the meantime, his sister had almost 
fainted with terror.

Most Chewa children who are familiar with this 
tale will thus sing the song about the magical nguli 
as they play this game.

(n) Nsikwa (spinning top)

The nsikwa is made of a round piece of gourd-shell 
(chibade) with a spindle of can through the middle of it.
As many as ten or more nsikwa can be made in this way.
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When that is finished, boys can now use them in a game 
which is also called nsikwa.

Presentation style

Two groups of boys take up positions on open ground 
about three to four metres apart. Then they fetch small 
pieces of grass or wood which they stick into the ground. 
These are called "girls" (atsikana) or "villages"
(midzi). On each side thre may be more than three or 
four players. One player from each side is given an equal 
number of nsikwa and starts to throw (kuponya) them 
with the thumb and the middle finger; spinning the phelete* 
top-like as it is released. Whoever hits and knocks down 
the opponents' "girl" or "village" is, or are, the winnder. 
The nsikwa is a game of dexterity and when thrown with 
correct spin it travels in the air most gracefully and 
on touching the ground continues forward toward the target 
on its spinning phelele.

(o) Njoko ('Hunt the slipper')

The term njoko rhuraes with mboko (see example c) 
and both games involve seeking or guessing the whereabouts 
of some item that has been hidden. The difference is that 
mboko is usually done at night and girls can also take 
part. But njoko is exclusively a boys* game played on 
the sand during day-time.

*Phelele is an ideophone which refers to the manner in which 
the nsikwa spins on its spindle. The spindle is thus 
the phelele as it makes this type of sound.
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Nevertheless, njoko is also a kind of 'Hunt the 
Slipper' and involves a button-like piece of broken gourd 
which is also referred to as njoko.

Presentation style

Two to four players can participate but only one of 
them is required to hide it while the rest watch and try 
to guess the correct position of the njoko or its 
whereabouts.

Players sit in a circle and each one gathers a small 
heap or mound of sand before him. One player then hides 
the njoko in the sand; picks up a handful of the sand and 
quickly throws it under the left palm resting on the 
ground. As he does so, he shouts "tcwepu!". The other 
players must now guess the position of the njoko by 
calling out any of the following:

- Njoko! if the piece of gourd is believed still
buried beneath the heap of sand;

- Bida! if the piece of gourd is believed to be
under the palm with its face down;

- Sana! if the piece of gourd is believed to be
under the palm with its face up.

The person who makes a correct guess plays next. But if 
everybody misses, the incumbent player can claim a point 
by sticking a piece of wood or grass into the ground. As 
in the game of nsikwa, this is referred to as a "girl"



or "village". The player with most "girls" or "villages" 
at the end of the game is declared the overall winner.

(p) Gofoto ('villiards')

The game of gofoto is similar to billiards or an 
imitation of it. But it involves only the use of the 
ntuma wild fruit (e.g. solanum) as balls.

Presentation style

Two teams with one or more players on each side may 
compete with each other. Several ntuma fruits are lined 
up on one side while the team that starts is on the opposite 
side, leaving a distance of two metres between them. Those 
starting are given one ntuma each and are ordered to commence.

Using the thumb and the middle finger, the ntuma 
are hit and directed at targets on the other side. The 
ones which are knocked off from the line are given to 
whoever is responsible for doing it. Secondly, the fruit- 
balls so gained are in turn used to hit more balls until 
nothing remains on the line. The game is then declared won. 
But if the team that is playing fails and loses all its 
balls, roles are swopped. The other team takes over and 
goes through a similar procedure. This continues until the 
game is adjourned or replaced by another one.

Finally, let us conclude by looking at the games which 
boys play outside the village. Under section 1.5. we have 
observed the way in which herdboys stage bull-fights which



at times lead to actual fights among themselves. But 
they also stage mock bull-fights amongst them such as 
the ones in which they use short forked sticks to simulate 
bull-fighting. Usually, two boys will play this game.
Here is what happens:

(q) Kutyeka ng'ombe ('making bulls fight')

Presentation style

Each of the players looks for a fresh forked stick 
with sharp edges to represent the horns of a bull. The 
players then pair themselves up, each one holding his 
stick as a 'bull'. The sticks are struck together; the 
player whose stick breaks, or who receives most scratches 
on his hand becomes the 'defeated bull'. Sometimes, boys 
will make clay toys of animals and use them as props 
for staging such mock fights.

(r) Dema ('large tuber')

This is a game of skill which is still practised 
by some herdboys. It is called Dema and appears to be 
widely known throughout Central and Southern Africa (see, 
for instance, Marwick 1966, Blacking 1967). The game 
gives boys an excellent opportunity for training in 
exactness of aim. The term dema also refers to a large 
spherical tuber sometimes weighing up to ten kilograms or 
more. It is rolled down a slope while contestants, standing 
in a long file armed with sharp sticks (malikhan.jo)
hurl them at the dema that goes bounding like an animal.
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Whoever first fixes his stick in it goes up above the 
others and the winner is the one who eventually stands at 
the top end. Teams of herdboys might compete with one 
another, and there is great excitement among those who 
are watching.

And lastly, when these herdboys are tired, they 
might engage in more relating non-competitive games such 
as standing on the head (kapingizgoli). There is also 
an elementary kind of swing (dewera or techika) which 
is sometimes extemporised by means of a convenient creeper 
which children use as a rope. A real rope is also used, 
but most of them like to amuse themselves by hanging on 
to fragile branches that stretch or bend rather than 
break completely. They choose trees with a lot of fibre 
and which don't easily break unless cut by an axe or 
some hard, sharp object.

2.2.3. Masewera a Atsikana/Bsungwana (Games and Plays for
. Girls)

Most plays and games for girls tend to take place 
at night as they are kept quite occupied during the day. 
However, they still manage to find time for play and 
relaxation. Let us examine a few examples of games they 
play either during the day or at night.

(s) Chiyato ('Five Stones')

This is a game of skill and is very popular amongst 
both Chewa and Tumbuka girls. It is also quite common



0.1  l

in most parts of Zambia where it is known by different 
names. The Tumbuka sometimes call it kubaga ntuma, 
which means 'to throw and catch the ntuma fruit. In 
reality, this is a kind of Five stones and which is 
presumably related to similar games played by children 
throughout the world (cf. Holbrook, op. cit, : 75).

Presentation style
Two, three or four people may take part in this 

game. The most important props being a few stones or 
ntuma fruit balls such as the ones used in the boys' 
game of Gofoto (see example P). About five to seven 
of these small stones or ntuma are placed in a shallow 
pothole (mgodi) made on a level piece of ground. The 
players sit round it and one of them starts the game.
Each player tries to go through the complete game, 
and when she makes a mistake (kutchota) the next player 
begins. Here are some of the sequences a player must 
go through in order to win the game:

Kuyamba (start)

Drop five ntuma balls into the hole and hold one 
in the hand. Throw the one in the hand into the air 
and before catching it gently scoop out the other balls 
from the hole so that they roll over the level ground.
But be careful not to spill them all over the place because
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it could prove difficult to bring them back into the 
hole. Only the most skilled players may do so. By 
the time all the balls are out of the hole, the one 
that was thrown into the air must successfully be caught 
by the same hand that took the other balls from the 
hole. Failure to do so constitutes a mistake (kutchota) 
and the next player must immediately take over. 
Similarly, no ball must be left in the hole. Next, 
throw up the ball in the hand and move all those on the 
ground back into the hole at once.

Chimoza (One-ers)

Throw up the ball in the hand and before catching 
it, bring out all the balls in the hole once more.
Next, throw the ball up and pick any ball on the ground 
and put it back into the hole. Repeat the process until 
all balls are back into the hole. When this has been 
successfully done draw a short line (like figure 1) 
into the sand or ground as a reminder that stage one has 
been passed.

Wiri (Two-ers)

Throw the ball in the hand into the air once more 
and like in the last stage, get all the balls from the 
hole before catching it. , When this has been done, start



putting into the hole two balls at a time until the 
routine is completed. Again, draw another line parallel 
to the first one to indicate the stage reached. This 
is quite important because in the event of losing a game 
a player will know the stage in which to start when her 
turn comes.

Jatatu (Three-ers)

By this stage the game becomes more difficult and 
skill starts to count. Clever players will try not to 
push the balls too far from the hole. For the more 
dispersed they are, the harder it is to get them in. 
However, in the Jatatu stage onwards, players are at 
liberty to throw and catch the one ball as they arrange 
a set that will be returned into the hole. A ball is 
thus thrown into the air and before it is caught, one 
ball on the ground must be moved close to another or 
others to complete a set that will go into the hole.
But throws and moves are limited to the particular stage 
concerned. For instance, Jatatu allows any player a 
maximum of three throws, three moves and three catches 
in the first instance, and then the same process (if need 
arises) for the remaining two balls.
Janayi (Four-ers)

After Jatatu comes Janayi, when four balls must be 
put into the hole at one go. The procedure followed is 
the same as in the other stages.
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Kumaliza (End)

For the game to be won, the first player who 
successfully returns all the five balls into the hole 
at one go is the winner. She now has made a complete 
score (chiguwo) over others. The game then moves into 
the second round. %

Chiyato is a wonderful children's game. I tend 
to agree strongly with views expressed by David Holbrook who 
stated that:-

"To watch the skill and concentration given 
to a game of fivestones is a refreshing reminder 
of children's capacity for intense preoccupation 
and serious play in a world which does all it 
can to weaken these virtues in everyone. As a 
game it seems to belong to the stage after the 
earliest forms of co-operation in group 
activities: for all the players but one must
have the patience to watch another *s dcill and 
and wait for them to make a fault."

(Holbrook, ibid.: 75).

(t) Chikati gobede ('When it tumbles')

This is also a game played with stones, hard-shelled 
fruit or balls. However, it is a rhythm-making game and 
is quite different from chiyato.

Presentation style

A group of girls form a ring (see Fig. 5) and sit 
down. Each one is holding a stone or hard-shelled fruit. 
The game then starts with the following song:-
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(93) Ako dii ('There ig goes falling r)

Soloist : Ako dii ! There it goes falling dii
Ako dii! There it goes falling dii

Chorus : Ako dii ! There it goes falling dii
Ako dii ! There it goes falling dii

Soloist : Chikati gobede When it tumbles,
Chorus : Chili paiwe! It is o.n you!

FIGURE 5 CHIKATI GOBEDE

As both the soloist and chorus sing ako dii! 
ako dii, they hit their stones on the ground rhythmically, 
thereby producing the dii, dii ideophonic sound. But 
when the solist comes to the phrase chikati gobede,
each player must pass the stone to the person on her right.
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As the pace of the song quickens, action also increases 
Each one must get the stone as fast as she can and pass 
it on to the next player while maintaining a regular 
rhythmic beat or tapping on the ground. When the 
soloist orders the game to stop, those with more stones 
than others are laughed at.

(u) Gonje ('chain and swing your arms')
This game is often played at night. Girls make a 

circle and join hands, as in Figure 6. Once they have done

FIGURE 6 . GONJE
so, they start to swing their arms rhythmically to 
song accompaniment -
(94) Gonjele-gonjele ('swing and swing your arms')

Gonje wee
Gonjele-gonjele
Mwana wane
Kwata-kwata gonjele,
Nikupindile kauta 

gonje,

Swing your arms,
Swing and swing.
My dear child 
Trot and swing,
I'll make you a swinging bow,
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kauta kozungulu gonje A bow to make you go round,
Nawe uzungulukenge gonje; So that you go round swinging; 
Gwadani Asauka Sauka please kneel down.

At the end of the song one of the girls is called 
by name and told to kneel down. In this case it is 
Sauka (line 8). Singing resumes and the same process 
is repeated again and again until everyone in the ring 
is in a kneeling position. The chain of hands is still 
maintained. After this, they sing and swing their arms 
while one of them is ordered to stand up again. Finally, 
they are all back to the original position and this 
marks the end of the game.

(v) Gumu-gumu (’a strange creature')

This game is similar to that of the boys we have 
already discussed (cf. Chintu Kumasuku, ex j). It 
can also be compared to the one featured in musical 
expeditions of Venda children (cf. Blacking 1963).

Presentation style

A head-like figure made of cloth is tied or fixed 
to the hands of a girl. During darkness it looks like 
a huge head of some strange animal that has no eyes, nose 
or mouth. They call it Gumu-gumu or a thing that shakes'
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its head as if it were suffering from the disease of 
Saint Vitus*. The rest of the actor's body is also 
covered with cloth so that her identity is concealed.
She is made to lie down on her back with the head 
towards the audience. The knees are raised to support 
the hands bearing this puppet figure. When singing 
starts, the figure is shaken up and down as if it 
were a person nodding his/her head.
(95) Leka gumuza ('don't shake your head')

Soloist: Gumu, gumu, gumu! Shake your head
gumu, gumu, gumu!

Chorus: Leka gumuza Don't shake
Sinigona pano! Ifll not sleep here tonight!

Girls providing the chorus stand in a crescent to allow 
spectators, who may include boys and adults, to watch 
this 'strange creature'.

(w) Kamsinje ('Keep on pounding')

Girls also have action games related to the theme 
of food and its preparation. These games are included 
into their repertoire of nocturnal performances. One

*A disease said to be caused by neurological defection 
and which was formerly believed to be cured by going 
to kneel in front of the statue of Saint Vitus.
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of them is called kamsinje.

Presentation style
Players stand in a ring and sing the following song:-

(96) Gogogo mbakamsinje ('You've to go on pounding')

Soloist : Gogogo mbakamsinje You* ve to go on pounding,

Chorus : Kamsinje kaya Keep on pounding

Soloist : Kukwati When married
Nkasinja bwanji? How shall I pound?

Chorus : Kamsinje kaya Keep on pounding

Soloist : Go! Go! (sound of pounding)
All: Nanga nanga helele What at about being laughed

Nanga helele Laugh helele
Ati Kwwthu kuja You* 1 1  remember back home;
Helele nanga helele 
Wawela kamgolowi!

Helele laugh helele 
The limping lady is back!

As singing goes on, two girls get into the centre 
of the ring and perform a dance-mime in which they simulate 
pounding. This performance symbolizes the challenges of 
married life which these girls will shortly experience. 
Another action-song comments on the importance of 
vegetables : -



(97) Nipeni kaselo ('Give me a small basket')

Nipeni kaselo 
Nkayabile mpangwe 
Nipeni kaselo 
Nkayabile mpangwe

Give me my small basket
So that I may go to fetch vegetables.
Give me my small basket,
So that I may go to fetch vegetables.

Ehe, nkayabile mpangwe Yes, that I may go to fetch vegetables.

The girls clap their hands and dance to the rhythmic 
stamping of feet. The song comments on Kaselo as an 
important tool for any household and it is no surprise, 
therefore, to see it being featured in games that reflect 
the future roles of adolescent girls. Also important 
is the chitete (a large basket) which women use for 
carrying heavier or bulky food stuffs. In one other 
action-song the chitete is the centre of focus -

(98) Wachitete nkuwera ('basket I am returning home')

Wachitete nkuwera ine, 
Mandenga-ndenga 
Ichi-na-ichi-na 
Mandenga-ndenga 
Chanichita, chanichita 
Mandenga-ndenga

As girls sing this

You basket, I am returning home, 
Don't shake about,
This one and that one 
Don't shake about.
It has hurt me, it has hurt me, 
Don't shake about, 

song, they pair themselves up and
rhythmically beat and clap their hands (cf. the game 
of Zambe, Chapter V, 12.4, Figure 13). At the same 
time, they sway their bodies from right to left,
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presumably a symbolic representation of the shaking of 
the basket when balanced on the head.

Clearly, this action-song is about the burden of 
carrying heavy loads. Although the chitete is useful 
to every woman, it can also be a source of worry to 
small girls or thos who do not have enough stamina.
The singer in the song is caught in this dilemma. She 
has put more stuff in her basket than she can manage to 
carry and when she tries to balance her load on the 
head just as all other women do, she finds that it makes 
her sway from side to side (mandenga-ndenga), thereby 
making it difficult for her to get home early.

2.3 Magule (Dances)
The most popular girls' dance among both the Chewa 

and Tumbuka is chimtali. Formerly, it involved most 
adults in the village, but because of the virtuoso and 
athletic mode of dancing which developed at a later stage, 
only young women and children practised it*.

The dance often took the form of a ring with two 
or three male drummers in the middle (e.g. see Plates 9-12). 
As singing and drumming took place, dancers circled the 
drummers anti-clockwise, dancing slowly at first but 
accelerating at the signal from a whistle or loud booming 
of the drum. At the end of such a routine,

*A brief discussion of chimtali has been given in Chapter III,
2.4.



the performers would be sweating but full of joy.
So entertaining were some of these styles of dancing that 
chimtali came to replace most other genres of Chewa and 
Tumbuka entertainment dances. For instance, between 
the fifties and sixties, there were dances such as 
kamthibi . chipalu-palu . ,ieva . ndonda . kachokocha . 
chidiwiti. etc. which have since then disappeared.
Even the dance of fwemba which originated during Zambia's 
political struggle, did not last long among the people 
of the Lundazi district. In this section therefore I 
would like to discuss briefly some of the most significant 
aspects of chimtali.

When girls form a chimtali dancing club, they refer 
to it as a Boma, a term which is also given to an 
administrative town or headquarters of a district.
Once such a Boma has been formed, its members choose 
a leader (Jitedi) who looks after the affairs of the 
club and arranges for dance contests or expeditions to othe 
Bomas to take place (cf. Venda Bepha). Membership of a 
Boma may range from ten to thirty or even more, depending 
on the number of villages or homesteads involved. A 
village could have its own Boma but in most cases 
recruitment of its members is widely dispersed. They 
could be drawn, for instance, from an area which is 
between one to five square kilometers and which has 
several villages with as many as 20 to 25 homesteads per 
village.
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During fieldwork I frequently observed the 
Chingala Chimtali Boma whose members also came from 
the villages of Chasimpha, Chimpeni, Kanyoza,
Katawazika, Mtachi and Nkombokombo (see Map 4).
What I also noted was the fact that these villages 
were either Chewa or Tumbuka and that some of them 
had strong lineage ties while others did not. For 
example, Chasimpha, Chimpeni, Chingala, Kanyoza and 
Mtachi were Chewa and most of their members could be 
traced to a common ancestor/ancestress. Secondly, 
Katawazika and Nkombokombo were Tumbuka but had no 
kinship affinity. However, all these villages were 
bound by common ecological and social interests. They 
fetched their water from the same streams or wells; had 
communal farming and grazing lands, and, to a certain 
extent, buried their dead in the same cemetery. It 
was not surprising, therefore, that girls from these 
villages also formed one chimtali dance group.

The main appeal of chimtali to the young lies 
in its music and dance. Girls take pride and delight 
in the beauty of the dance and its song lyrics which 
apart from being emotionally satisfying, make them the 
centre of attention in the village. They entertain 
everybody, for as the Chewa and Tumbuka say, "gule 
afunditsa/wakufundiska mudzi/kaya", which means 
'dance warms the village'. When children dance, it is 
believed that a healthy and happy atmosphere prevails in 
the village. Therefore, they must be encouraged.



Chimtali is known for its wonderful music. The 
beautiful singing of girls, the emotionally charged and 
often topical song lyrics, the loud booming of the 
drum, all arouse great interest in those who go to watch 
it. Most of its songs serve as social commentary on life 
in the village and the changes that are taking place.
Let us now examine a few of them.

The first category of songs relates to the dance 
itself and some of the group or personal feelings that 
it expresses. When two Bomas meet, songs are sung in 
which dancers either praise themselves or denounce 
their opponents as the following example shows -

(99) Yowoya wee - (You speak out)
Yowoya wee-ee 
Yowoya wee-ee 
Zamone madumbo-e-iyaya 
Zamone madumbo-e-iyaya 
Eyaye iyaya

You speak out!
You speak out!
Come and see our dance skirts, 
Come and see our dance skirts, 
For your surprise.

In this song, one Boma is challenging either another 
Boma or its critics to come forward and see the type of 
dance costume its members are wearing. Good and 
attractive dress is one of the requirements for winning 
a dance contest and this type of song tries to draw the 
attention of the spectators or judges to this. But 
in another song, the singer complains about her headcloth
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(thauro) which somebody has pinched. She laments saying

(100) Thauro lane - (My headcloth)

Thauro, Headcloth
Thauro lane mwanyane My headcloth, dear friends
Yayaa! It's vanished!

Thauro., Headcloth
Thauro lane kwa Mwase My headcloth from Mwase.

Yayaa! It’s vanished!

Mwanigolora; You have let me down;
Yayalero hole, It's gone, what a shame!
Yayalero hole It’s gone, what a shame!

Yayaa! It's vanished!

Songs are also sung in which girls express love 
and longing for their dear ones. One such song tells 
of how the departure of a boy or girl called Chimdoto is 
deeply regretted by his/her friends and parents -

(101) Chimdoto waya - (Chimdoto is gone)

Aliyele, liyele wane-e, My dear, dear one
Aliye e-e waya My love is gone.
Waya e a liya e-e waya Gone, my love is gone
Chimdoto yaya wee! Chimdoto oh, my dear!
E-e liya waya Alas, s/he is gone.
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It is not clear whether Chimdoto has gone on a 
journey or is dead, and whether he is a lover, brother 
or child of the person lamenting.

The second category of songs concerns marriage, 
work and the importance of having one's husband in the 
village rather than in the city. Here are some examples:

(102) Watengwa waziwona (When you get married,
you face reality)

In Zambia, in Zambia,
When you get married, you

face reality,
It’s true, it's true,
It's true, you face reality.
Sofia listen, Sofia listen,
When you get married, you face 

reality.
This is the situation nowadays.
When you get married you face

reality.

Girls are being warned that the reality of marriage 
begets all sorts of problems. In another song, they are 
also told that laziness does not pay. Whoever avoids work 
will surely live to regret it -

(103) Kumbuwa julibe nchito - ('Laziness doesn't pay)

Kumbuwa kulibe nchito Laziness doesn't pay.
Wonyadila naye Even the one to swanKwith
Naye palibe Is not also there.

Ku Zambia, Ku Zambia, 
Watengwa waziwona

Oyayiwe, oyayiwe,
Oyayiwe watengwa waziwona 
Sofia wee, Sofia wee, 
Watengwa waziwona

Hee iyayi lero 
Watengwa waziwona



Pakuyamba 
Pakuyamba kunyada 
Pachiwiri 
Pachiwiri wazonda; 
Pachitatu,
Pachitatu maye, maye 
Thandize!

At first,
At first you may be proud. 
Second time,
Second time you complain;
Third time,
Third time you lament - 'alas, 
Please help me!

Girls and young men who do not learn to work might 
not evenfind a partner to swank with (e.g. lines 2-3).

Finally, during chimtali women may also have an 
opportunity to sing about those men who migrate to the 
city and leave their wives in the village. These men 
are referred to as machona or the 'lost ones' as seen 
already. Their absence from the village puts their 
womenfolk in an awkward situation, as they have to face 
most problems alone.

(104) Akazi amachona

A Chingala,
A Chingala 
Akazi amacona 
Kuno kwathu kulibe 
Onani jusiyana 
Onani kusiyana 
Kuno kwathu kulibe

('Wives of the lost ones')

Headman Chingala 
Headman Chingala 
Wives of 'the lost ones'. 
There is none in our area. 
Look at the difference, 
Look at the difference, 
There is none in our area.

alas '



Wives of the machona are seen as 'married woman 
without husbands'. They are deprived of love, comfort 
and assistance in farm and domestic labour. However, 
for the women of Chingala village this is not a 
problem any more. The song implies that their headman 
has persuaded all the migrant workers in his area to 
return home.

The last category of songs concerns political and 
social change. Themes expressed range from party 
politics and praise of some political leaders, to patriotism 
and the love of good cultural values. Here are four examples

(105) Yunipi choka - ('Get away UNIP')
Yunkpi choka!
Kuno yayi 
Yunipi choka!
Kuno yayi
Tili mbumba za Kaunda 
A holire yawaa;
Za Kaunda muno m'Zambia

UNIP get away! 
Not here.
UNIP get away! 
Not here.
We are Kaunda's 
To assure you; 
Of Kaunda, here

daughters

in Zambia.

This song is interesting and quite subtle. First, the 
term 'UNIP' (which singers pronounce as yunipi) is an 
abbreviation of the United National Independence Party, 
the only ruling political party in Zambia. It is led 
by Kaunda who is also the President of the country. It 
therefore sounds ironical that the party (UNIP) should be
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told to get away by people who pledge loyalty to Kaunda 
its leader. However, one probable meaning of this is 
that since Zambia was turned into a One-Party State, 
there was no need for any party at all. Even UNIP is 
undesirable because it will still beget rivalry amongst 
people as the one experienced under a multi-party state. 
But Kaunda should remain as the guardian of everybody. 
This is what the singers seem to be saying.

In another song, the girls express their patriotic 
feelings towards Zambia and that anyone wishing to marry 
them must have a national identity card. They are 
probably afraid of getting married to a foreigner:-

(106) Nili m ’Zambia - (I am a Zambian)

Nili m'Zambia - ee 
Uyu akatenga ine ee 
Akabwele ndi kadi kumanja, 
Kadi ndichizindikilo wee, 
Chalo n'cha Zambia 
Kwachaa!

I am a Zambian 
The one who will marry me 
Should bring a card with him, 
The card is for identification. 
For this land is Zambia 
Freedom - kwachaa!

And apart from this, the girls sing to praise those 
political leaders who are trying to enforce acceptable 
cultural values. Young women, in particular, appear to 
have been corrupted by city life where they wear mini-skirts 
or chachacha.
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(107) Kuvwala chachacha (wearing mini-skirts)

Kuvwala chachacha Wearing mini-skirts
Naleka ine I have now stopped
Balikukana ba Kaunda-ee Kaunda has refused,
Ningazgoka chindele Else I turn into a fool.

Awe sole, But we regret,
Sole Kapwepwe. We regret for Kapwepwe

Sole, We regret,

Sole Kapwepwe We regret for Kapwepwe.
Bawaya-waya ku Kalawi ee Everyone is panicking in Malawi,
Ningazgoka chindele I don't want to turn into a fool.

These young singers are saying that they have stopped 
wearing mini-skirts (chachacha) on the orders of Kaunda.
But Kapwepwe has let them down because as the Minister 
responsible for culture*, he should have banned mini-skirts 
first. After all, his counterpart in Malawi has brought 
fear to all those who try to wear mini-skirts.

Lastly, prostitution is another evil which appears to 
have been aggravated by the coming of industrial and urban 
city life. It is now commonplace and can be encountered 
in the village where moral values are no longer strongly
upheld. A girl confesses that she is a prostitute by
declaring it openly:-

*This song seems to have been composed in the early seventies 
when Kapwepwe was Minister of Local Government and Culture

(1970-1971).



(108) Nili hule (i am a prostitute)

Nili hule eyaye I am a prostitute for sure,
Nili hule eyaye I am a prostitute for sure,
Adachita chigolo na Banda She committed adultery with

Mr. Banda
Kuseli ku phi i eyaye Behind a hill for sure.

Many other chimtali songs deal with issues such as 
the changing status of women, domestic slavery, inter
personal and inter-group rivalry; love, hate and problems 
brought modern political and socio-economic pressures. 
Even so, chimtali is by itself not an institution which 
overtly seeks to bring about reform or radical change in 
society in spite of the fact that it comments on topical 
issues. It is a dance and at the same time an 
association which helps to foster unity among all people. 
When girls form their dance clubs and go on expeditions 
to other villages, they are seen as good ambassadors. 
Before they leave their villages, they are instructed 
to behave well and not indulge themselves in activities 
which will bring shame both to their parents and the 
people of the village. When they have danced well and 
have excelled over their rivals, the praises and honours 
they receive will be shared by everybody back home.
They also win many new friends, particularly good dancers



1

who now become a target for 'roving bachelors'. They 
will soon be visited by boys who would like to marry 
them. In this way, therefore, chimtali serves as a 
'match-maker* for these young people who are looking 
for permanent partners in life.

From the foregoing, therefore, it can be concluded 
that the role played by chimtali in helping to bring 
about good public relations among both the young and old 
in society, at least, supersedes that of most esoteric 
cultural institutions, with perhaps the exception of 
the men’s mganda, which appears to play a similar role 
and which has recently become patronised by boys and little 
children, (e.g. see Plates 13-16) although they still 
do not have any real control over it in the same way 
that girls have it in chimtali.

Nevertheless, it could also be stated that both 
chimtali and mganda are a kind of 'hybridized' dance forms 
which the Chewa and Tumbuka associated with the coming of 
modernity. Most oral evidence shows that at a time when 
some ritual and classical dances were banned by both the 
church and the colonial administration, chimtali and mganda 
had come to be accepted as dances of the 'civilised' African. 
This was simply because the performers wore smart uniforms 
or attire and dramatised in their dances some of the cultural 

values of European settlers. But the dances had also borrowed



heavily from those which were once famous but had now been 
dropped or forgotten.

One important aspect of both chimtali and mganda 
is that they are the most popular dances in most villages 
and towns in East and Central Africa.Boys and girls become 
expert performers long before they reach their puberty period. 
But when time comes that they must stop taking part in 
children's plays and games (kusiya chibwana - lit. 'to leave 
childhood' )/Chimtali and mganda become their favourite 
recreational activities. And on that note, childhood ceases 
while adulthood begins -both through the arts.

SUMMARY
In this chapter, we have at least corroborated our 

earlier findings (see Chapter III) about growing up among 
the Chewa and Tumbuka of Lundazi. Through games and plays 
we have seen how the whole process of enculturation or 
socialization works among these peoples. Secondly,we have 
also observed how the performing arts in general, and games 
in particular, a r e  related to children's cognitive 

development.Some of the games and plays children perform are 
symbolic of adulthood and the mystery of life.

What is also fascinating about the material 
reviewed in this chapter is the richness of most children's 
artistic expressions. For instance, we have seen how 
children learn to become expert composers, choreographers, 
dramatists or poets at an early age. F u r t h e r m o r e ,
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there is the relationship between the performer, audience 
and what is being performed;the importance of setting or 
area of performance, style of presentation and aesthetics.
And finally, we have also seen the importance of the socio
cultural context in which the games and plays are performed. 
Although it has previously been stated that the influence
of social change has deprived both Chewa and Tumbuka children 

the
of some of /finest artistic creations, it has led to the 
creation of even better ones. Let us now go on to examine 
the way how children in urban areas engage in similar forms 
of pastime activity besides the many attractions of city 
life.



Plate 1 7. The game of Kambuzl Mee.

Plate 18. Kambuzi Mee - Running for safety.



Plate 20. Kambuzi Mee - Planning the next move.



Plate 21. Kambuzi Mee - Throwing a missile.

Plate 22 . Kambuzi Mee The final round.



Plate 27). The game of Kamwele-ni-kamwel e .

Plate 24 . The game of Zungululu.



Piate The game of Zgama kayunde.

Piate 26. The game of Mandondo .
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CHAPTER V
CHILDREN'S PLAYTIME ACTIVITIES IN URBAN ZAMBIA:
EXAMPLES FROM LUSAKA, NDOLA AND CHIPATA.

It has been stated already in this study that urban Zambian Society has 
to a certain extent maintained the colonial class structure which is 
reflected in people's wage income and the areas in which they reside. Thus, 
they may live either in a high cost or low cost residential area which 
expresses their class and social status in society. For instance, the rich 
and those who comprise the country's bourgeoisie (apamwamba) are equated 
with high cost residential status on one hand, while the very poor and the 
base of the social ladder (anthu wairiba) live in the low cost and cheap 
compound settlements popularly known as mashanti (frcm the English term 
1 shanties'). In my research on children's games and plays amongst urban 
communities in Zambia, I felt that it was essential to deal with both low 
and high cost areas. For as a matter of fact, where I lived in Handsworth 
Court (Lusaka), each house with a Zambian family contained at least three 
to four children. Sometimes even more than that; in some cases,both parents 
were compelled to work to support them. At weekends and during vacation 
time, these children used to gather on the road to play, being of different 
ages and sexes. My own four children at the time and four others for my 
parallel-cousin were among them. I used to observe from time to time that 
they played a mixture of games; the traditional indigenous type of African 
games and Was tern derived games. Some of them had been influenced by 
television and the cheap Hong Kong cinema which featured such combative 
sport as karate, judo, Kung Fu, etc. Sometimes they played with a ball or 
did rope skipping and a variety of games they had learnt at school or 
from their peers. They preferred to play on the road for most of



the time rather than in their respective gardens or courtyard 
which were often too small to accommodate them all.
Constriction of space, therefore, was another influencing
factor.

Secondly, though from a high cost residential area, 
these children did not seem to have any aids in the form of 
toys and other playthings provided by their parents and 
were, therefore, thrown on their own resources and 
inventiveness. The only exception, perhaps, were children 
of white expatriate workers, whose supplies of toys and play 
materials was always sufficient for their needs. Thirdly,
I observed that the situation concerning play materials 
amongst Zambian middle class children was in many ways 
similar to that encountered in low cost or "squatter” areas 
such as Kalingalinga, Bauleni, Chainda, Ng'ombe and several 
others. And because of these factors and others that we 
shall come to examine later on, I began to realize that 
urban children in Zambia did not succeed in keeping them
selves constructively occupied as did their rural counter
parts where the type of environment offered more scope when 
they were left to their own resources. These observations 
led me to start asking a number of questions such as:

(a) Is there a difference between Western and 
African attitudes to children's games?

(b) Are Western middle class parents obsessed 
with the educational value of play?
(Notice for instance the number of "educational" 
toys and games manufactured and purveyed).

(c) Does this in turn reflect the competitive 
nature of Western society?
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It is indeed common knowledge that big business 
enterprises dealing with the manufacture and sale of 
toys and play materials for children exist in abundance 
in the West today. Similarly, there are a number of 
books giving practical advice on what toys, materials, 
and games to choose at different ages (e.g. see Alstyne 
1932 and Kepler 1952). I thus felt that these were 
lines worth exploring if at all my own study was in the 
long run to have any positive contribution to the under
standing and development of children's welfare in Zambia.
In this section, therefore, I shall set out to try and 
provide a portrait of some of these children's games 
with particular reference to contemporary urban Zambian 
society.

Some Varieties of Children's Games and Plays in 
Urban Zambia.

Although my classification of some children's games and 
plays in urban Zambia has been closely modelled on Iona and 
Peter Opie's work (1969), discussion and analysis will include 
views and observations made by several other outstanding 
scholars in this field. However, my choice of the Opie's 
system of classification is based on the need to try and

ipresent a work that appeals to a general readership ockcciv. 
might be particularly interested in the use of the performing 
arts (in this case, children's games) in education and 
development. This presentation, therefore, attempts to leave 
out the use of too much technical jargon as may be encountered 
elsewhere in this work. Secondly, because of the fact that



contemporary Zambian Society is a product of a colonial 
legacy, one would anticipate some similarities between the 
games and plays described in the work of the Opies and those 
'performed by urban children in Zambia. Perhaps this work 
will reveal whether it is true or not. And finally, the 
presentation in this Section will not look at a longitudinal 
study of children's games in society but a cross-sectional 
perspective instead.

Now, coming to the subject of games themselves, the 
ethnography that follows is based on systematic observation 
of several genres of playtime activities amongst urban 
children carried out between January, 1981, and September, 
1982, in Lusaka in the first instance, and secondly, in 
Chipata and Ndola. The games and plays studied fall in 
the following categories:

1 t Toys and nursery games - like those found amongst 
kindergarten and nursery school children.

2 . Ball games - These are different varieties of
children's pastimes in which a ball is amongst 
the props used, and their forms may have little 
or nothing to do with the theme or purpose of 
the actual games of football, netball, rugby or 
basketball.

3. Chasing games - These are games in which a player
tries to touch or catch others who may be running 
freely in a prescribed area. 4

4. Catching games - which involve chasing and where a
a player also attempts to intercept other players 
who might be obliged to move from one designated 
place to another.
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5. 'Slapping or beating games' - These are a variety
of games in which one of the rewards of having 
to play disliked roles is to get slapped or 
beaten unless immunity has been obtained by 
contact with particular substance or through 
some form of performance. Players may also 
be required to move to'safety spots or zones'.

6. Duelling or exerting games - These are games
involving hardness, toughness or endurance.
The players might also pretend to be fighting 
or wrestling.

7. Throwing and hitting games - These are games which
at certain times resemble gambling in which 
players have to gain some form of reward once 
they have excelled at throwing, shooting or 
hitting at a 'quarry' or 'bait'. They also 
have to do with hunting or war skills.

8. Seeking games - In this type of game, a player tries
to find others who obtain safety by remaining out of 
sight or by getting back to the starting place 
without being noticed by the seeker.

9. Guessing games - Here, players guess individually
and if correct change roles. But sometimes they 
may divide themselves into two contesting groups 
in which players on one side chase the other side 
if their guess is correct.

1 0. Daring games - A whole range of games involving
teasing, mockery and in which players incite each 
other to show their mettle.

1 1 . Acting and role-playing games - These are games in
which particular stories are enacted with set 
dialogue. But they are also occasions in which 
children make believe they are other people and 
thus extemporize certain forms of behaviour akin 
to such situations.

12. Dancing and Singing games - Ap art from singing
and dancing, these are games in which songs lead 
to action and the theme of the performance is
rendered through rhythm making. In other words, 
there is a rhythmic co-ordination of action, 
speech and music.

1 3# Language games - There are a few varieties of word 
rhyme, counting and memory games. Players may 
engage in 'nonsense rhymes' or phrases that are 
used to test one's knowledge of a language, names of 
people and places.
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1 4. Other gar.es and playtime activities - For example 
amusement parks run by city and town councils.
Here, one finds swings and other play materials 
which are mainly Western innovations.

Let us now look at the observations made on each of the 
above genres of children’s games and plays in more detail. But 
as we do so, we should also bear in mind that the samples which 
have been selected for study could have overlapping character
istics and may thus not necessarily be confined to the cate
gories stated in this thesis. Secondly, there are cases where 
a game may have no name as such and might be called by its 
practitioners w i t h  a phrase instead. I have either retained 
such phrases or given the particular game or play activity my 
own title for the sake of clarity and simplicity. But I have 
tried as much as I can not to alter the intended or implied 
meaning and interpretation of such pastimes,

1 . Toys and nursery games

People of every society have their own concept of toys 
and playthings for children and Zambians are no exception to 
this. We have seen how Chewa and Tumbuka children in the 
Lundazi District employ clay, wood or wild fruit to make toys 
of human and animal figures as well as those relating to 
imported material like bicycles, cars, aeroplanes and
guns. Children living in the industrial and commercial cities 
also have their own toys. But most of these children have two 
problems. First, they may happen to originate from homes



where parents cannot afford to buy them the expensiye 
European-made toys from the shops; secondly, they may live 
in areas where clay and wood materials cannot be easily 
secured. In the case of clay, lack of sufficient water 
could at times be another prohibiting factor. Those 
children who may want a little of the precious water to 
knead clay models are often told by their parents not to 
waste water. Worse still, there may be no river or stream 
nearby where they could wander around. And if they want wood 
from some nearby bush, they run the risk of being accused 
of trespassing on some landlord’s property and thereby being 
taken into police custody, Therefore, the children have to 
scrounge around for anything convenient. They visit garbage 
dumps; building sites, places of industrial waste, etc. to 
collect pieces of iron, nuts, bolts, wire mesh, wood and 
paper cardboard. With all these, they return home or go 
to their playgrounds and construct whatever toys or props 
they might prefer for play.

Wire models of cars, motor-cycles and bicycles are 
amongst the most popular of playthings an average urban 
Zambian child would possess today. These toys are made with 
varying degrees of sophistication; some are extremely good 
and look as if they were the work of an adult mechanical 
engineer, but others are simple imitations made with 
little skills.My eldest son, Mateyo Mtonga (13) who is 
currently living with my brothers in the village in Lundazi, 
has become an expert at wire cars and bicycles. In a letter 
received at the end of January 19 8 ^  (29/1/85) one of my
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brothers complained that Mateyo now preferred to play with 
wire cars on the road rather than attending school! Although 
this piece of news was quite disheartening, I became very 
interested in this latest development in urban toy technology 
of using wire mesh instead of wood or clay in making toys, 
especially amongst rural children. During my research in 
the same area, children still used clay and stalks of maize 
to construct bicycles, cars and aeroplanes. And moreover,
Mateyo himself was very much a novice in this art, 
particularly in 1982 when he started showing keen interest.
In Handsworth Court where he lived with the rest of the 
family, he always brought wire, paper boards and paraphernalia 
to the front lawn of our house, and I remember shouting at him 
each time he messed up the premises with litter. He would 
say Uncle Fred (16), my brother-in-law, was teaching him how 
to make a car. On his own he did not succeed and if Fred was 
not around, he would go to Chisenga (13) his school friend who 
lived in the same area. Chisenga knew how to make good car 
wires although, like Mateyo, he was ten years old at the time. 
In addition to Chisenga, there were other children in Handsworth 
Court who made such toys. It was thus while in the company 
of this playgroup that Mateyo learned the art of wire cars 
which he went to introduce amongst playmates in Lundazi.
Quite fascinating indeed.

But what is also interesting to note about this 
development in children’s 'wire technology’, e.g., "ike. One 
relating to such items like wire cars, motor-cycles, bicycles, 
trains, buses and aeroplanes is the involvement of both 
educational and commercial institutions. There is, for
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instance, a schools’ oriented organization popularly 
called "JETS" (which stands for Junior Engineers,
Technicians and Scientists) which is responsible for 
the promotion of creative skills amongst young enthusiasts 
of science and technology. Every year a Fair is organized 
during which products like wire cars, etc. are exhibited.
As a result of the publicity given to this event, 
business entrepreneurs have taken an interest in these 
children’s wire toys and they buy and sell some of them 
around the country. Similarly, tourist and curio shops 
sell these to foreigners as a form of tourist souvenir,
On the other hand, it could be said that growing interest 
in such types of toy products has made them popular, not 
only in commercial and industrialized areas, but also in 
rural villages as well.

Nonetheless, t hes e observations about the introduction of 
local wire toys in urban Zambia do not change the 
state of the toy industry. A large quantity of toy products 
is still imported and that such toys are quite expensive for 
the average Zambian citizen. But commercially run
kindergarten and nursery institutions have sufficient 
stocks and that children sent to such institutions usually 
have the opportunity of utilizing these play facilities.
One major problem here is that children of the poor and 
lower income groups rarely attend such institutions and



this becomes the privilege for middle and upper class
children. Secondly, the cultural basis of these play 
objects is all Western oriented. Children are exposed to 
Western ideas and tastes at a very early age and if the 
purpose of play in this way has any didactic value, then 
it bears little or no relation to their society. Take for 
instance the case of dolls which often have features which 
resemble those of White people.Most of these are meant for 
European children and, in some cases, for fair coloured races. 
One would similarly wish that ’black dolls’ were manufactured 
for African children instead of ’white ones' which tend to 
present an absurd view of the world to these toddlers during 
the early period of their development. 'They see little 
relationship’ (as it were) between the white doll and 
themselves (including their relations), and this racial 
difference is so obvious in African villages where a
kadoli (doll) is always referred to as mwana wa Mzungu 
(’child of a European'). And what a b o u t  the latest 
developments in toy technology which is concerned with 
Star Wars; 'The Return of the Jedi’, popular television 
programmes like 'The A-Team?, etc? Urban African societies 
which have strong economic links with European metropoles will 
continue to be inundated with such values that are not only 
meaningless but a great threat to their up-coming generations.

Coming to the subject of nursery games and rhymes, our 
study will also reveal that there has been some degree of 
influence from the school and other socio-cultural media 
which have in the past been Western derived. Quite often, I
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used to observe little children of Handsworth Court play
together and chant one of the popular English rhymes:

Ring-a-ring o’ roses 
A pocket full of posies,
A-tishoo! A-tishoo!
We all fall down.

When I asked my daughter Elinati (8 ) who had taught 
them this tune, she responded that it was Nambula (10), 
one of the members of the playgroup, B u t  I also 
discovered that Nambula had in turn learnt this dancing 
rhyme from little Mahzila (5), daughter of an English
expatriate University lecturer married to a Zambian of 
some status. Nambula’s mother worked as Mahzila's 
nursemaid and it was through this association that Nambula 
happened to learn the rhyme, Yet, on the other hand, 
there were several other indigenous Zambian verions of this 
(cf. the Chewa game of Zungululu, Plate 2 4)which unfortunately 
did not seem to have made any impact on these children. On 
further inquiry, it dawned on me that there were some special 
reasons why children chose to render certain rhymes or action 
songs in English rather than in their local languages, For 
instance, they might simply have taken pleasure in the rhythm 
and pattern of English sounds; learning and widening their 
interest in the language at the same time. Of course, some 
might still have argued that English in countries like 
Zambia was also a language for prestige, and that since it had 
its greatest patronage amongst the middle and upper classes
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of educated elites, one would obviously expect this group 
of children to take pride in performing in English. But it 
would still be wrong to associate the use of English with 

middle or upper class for even in places such as 
Kaunda Square children were found singing and acting "Jenny 
Jones"; those in Chelston doing "Skip, skip, skip to my lou" 
while the equivalent of "I sent a letter to my love"
(Kabushi kalila-lila) was performed in ChiBemba by yet 
another group from a middle-class residential area. Thus, 
the issue of language alone is not as important as the power 
of sound and rhythm associated with it (e.g. Blacking, 1967, 
seems to be making the same observation throughout his 
Venda Children's Songs).

From the foregoing, we would add, therefore, that 
toys and nursery games in kindergarten schools are very 
much a Western innovation. Secondly, that some of these 
play elements have spread into urban industrial communities 
sometimes even in rural areas. A baby doll is termed 
kadoli by most of these Bantu speakers and derives its 
name from the English word 'doll'. Note that ka 
is the diminutive concord, and that doli, the equivalent 
of 'doll' is used, rather than mwanche -clay, wood or 
grass doll models amongst rural Chewa children . What is 
interesting also is the application of the term kadoli
to refer to toy animals as well as other puppet figures



meant for child's play (zosoweletsa ana). But to think
of statuettes or puppet figures used in religious rituals 
and magic as toys is to digress entirely from the emic view. 
We have seen amongst the Chewa of how the distinction is 
made between the sacred masked carvings and puppet animal 
figures (vinyau or visudzu), on one hand, and clay or 
wooden toys by children (masewero awana). on the other 
(e.g. refer to Section 8 ).

Thus, urban African dwellers who have been in
contact with traditional culture as encountered amongst 
rural societies are well aware of these differences. They 
also know that in African societies people 'don’t have to 
worry' about teaching children how to play. Children are 
highly creative and they easily make up their own amusements, 
However, adults only become concerned about children’s 
artistic creations when the latter have to do with essential 
knowledge or moTfes within the particular social group.
Urban dwellers thus appear to have taken an active interest 
in toys and children’s games either for commercial reasons 
or due to the dictates of Western pedagogy and recreational 
life, They know for sure that whatever the environment 
or conditions, children’s creativity cannot be impeded,
Their only worry is the type of cultural milieu in which 
their children are brought up, Some people believe that 
because of the many temptations of city life a child is bound 
to get corrupted, Parents thus would tend to restrict their 
children from associating with certain play groups or



playforms. A game like 'Heads and Tails’, for instance, 
is believed to entice children to steal money from parents 
and other people so that they could gamble it in this way.
We shall see later of how one of the consequences of rapid 
urbanization in Zambia has been the birth of an amorphous 
sub-culture particularly amongst some of the young people 
who find themselves caught up between two worlds.

Nevertheless, one of the positive contributions to the 
rural-urban migration of peoples of different ethnic 
origins has been a cross fertilization in the arts. Children's 
nursery games and those performed in pre-adolescent and pre
puberty life, for instance, are embellished with a lot of 
pastoral images and the village way of life. Nursing mothers 
who stay at home in the compounds or engage in petty trading 
of some kind still find time to play with their babies,
A toddler may be given a bangle or empty plate to engage its 
attention while the mother tries to accomplish a task. If 
the baby cries, a lullaby could be sung to soothe it, Here 
is one example of a Bemba lullaby from Kaunda Square, Lusaka:

(109) Mwana Ati Bampape (The baby wants to be carried)
Ooo iii, eee 
Mwana a lila
The baby is crying
A ti bampape
To be put on the back
Mumpapa yandi
In my cloth carrier
Yaluka wishi
Woven by the father
Tata shi Bwalya
Father of Bwalya



Taishiba kuluka
Doesn't know how to weave
ooo, iee, ooo, ieo 
Shee, shii, shii 
Shee, shii, shii

Accompanying the lullaby could be the carrying of the 
baby on the woman's back while swaying rhythmically to
the chant until the baby goes to sleep. Of course, it
does not follow that all babies become soothed once a
lullaby has been sung and thus go to sleep or simply stop
crying. They might continue to do so until when given
food to eat if the cause was hunger; given a bath if they
felt uncomfortable with excessive heat, or made warm if
they felt cold. When babies go on crying even after the
above causes have been diagnosed, it is usually concluded
that they are ill. Further remedy is then sought. In
urban areas, parents often take such a child to a local
clinic or health centre to be examined by a health
assistant or doctor.

What is interesting in the text of the lullaby cited 
in the above example is the use of terms yaluka and 
kuluka, from the verb luka (to weave), and these very much 
depict a rural or village scene where the art of cloth
making (cf. barfccloth) is the undertaking of men. It is 
quite unlikely that this would take place in an industrial 
city where a man who has just fathered a child has a 
strong option of going into a shop to buy an already made 
cloth for carrying his child instead of 'weaving' a new 
one. The lullaby shows, therefore, that it has been 
borrowed from a culture where weaving was once a major 
occupation amongst males. On the other hand, oral testimony 
obtained from the particular informant indicated that urban



women performers of such lullabies were free to improvise. 
For example, instead of using the term luka (to weave) 
one might use shita (to buy) to relate this to the urban 
context. Similarly, the phrase: "Tata shi Bwalya 
taishiba kuluka" (Father of Bwalya doesn’t know how to 
weave) would change to "Tata shi Bwalya taikwete mpiya" 
(Father of Bwalya has no money). In this way, the lullaby 
would make more sense than in its original form. We shall 
encounter several examples of this kind in this section 
which show the impact of urbanization on some traditional 
or indigenous children’s games and plays in Zambia.

2. Ball Games

Ball games are perhaps the most popular amongst urban 
children who do not only have the privilege of watching 
and even participating in the game of football, rugby, 
hockey, basket-ball etc,, but have easy access to such 
materials like rubber balls, However, should they be hard 
to come by, then the children may improvise with paper 
or cloth materials which are tied together to serve as a 
ball. This is similar to what rural children often do 
since in their case they can only have access to a rubber 
ball once they attend a modern school. Sometimes, they may 
be lucky to be supplied with a large or tennis type of ball 
by a returnee from a labour expedition (migrant labourer) 
to the city, But what type of ball games do urban children 
play? On many occasions, I have watched boys ranging from 
the age of five to sixteen play football using tennis balls



in their small playing fields which they set up not far 
away from where they live. Girls may also gather on the 
roadside and simulate the game of netball which they have 
learnt at school but this is not as common as the boys' 
game of football.

In June 1982 I observed, for instance, seven examples 
of ball games in Chipata and Lusaka. These were a kind of 
children’s pastimes in which a ball was amongst the props 
used, and their forms had nothing to do with the theme 
or purpose of the actual game of football. And in addition 
to the above observations, most of these games had no names 
as such except song names once their performance was 
accompanied by an action song, Others were referred to by 
a phrase or formula which derived its popularity from some 
of the action displayed in the game. Similarly, in my 
presentation of these games, I have either suggested my own 
title or used one of the popular terms employed by the 
practitioners, Here, therefore, is a description of some 
of these ball games,

2.1. "Wafa"
In this example, which shall be referred to as "Wafa"

(my own term), literally meaning "you are dead", a mixed 
group of about ten children with an average age of ten was 
involved. The location of the performance was a large, dusty, 
open ground lying close to the Chamba valley road which



separates Kaunda Square from the Churdleigh and Chamba 
Valley high cost residential areas. I was told by my 
assistant, Saulos Njovu, and some residents of Kaunda 
Square that this area had at first been set aside for 
the construction of a football field to be used by ’ZESCO 
Football Club' whose members were also employees of the 
Zambia Electricity Supply Corporation (ZESCO) and most of 
whom resided in Churdleigh and Chamba Valley areas.
But due to either financial constraints or protests from 
Kaunda Square residents who had objected to having a playing 
ground established close to their doorsteps and yet be 
denied its use, this football field was left uncompleted,
And as a result of this, several children from within the 
neighbourhood of Kaunda Square came to this area to engage 
in their own sporting activities. The play group I observed 
was thus one of the many that children themselves had formed.

Presentation Style: Using a tennis ball, one empty
bottle and sand as their props, the ten players divide 
themselves into two groups of five members on each side.
We could label these groups as A and B, Group A starts 
the game by being the "defendants", while B are the 
"attackers". In addition to this, each group has to observe 
the rules of the game while looking out for any mistakes the 
opposing group might commit, There is no referee or umpire 
as such. The players of A draw a circle on the ground which 
is large enough to accommodate them and also allow for free 
movement. Having done so, they stand inside the circle and



place the empty bottle in the centre of the circle.
Meanwhile, B’s members split themselves up into two other 
groups which take up positions about twenty metres from the 
opposite end of the circle. A thus appears to be ambushed 
as it were.

The tennis ball is then thrown by B at A whose members 
are all in the circle with the intention of hitting at any 
of them. If this happens, there is a unanimous shout of 
"wafa" ("you are dead") from all those outside the circle.
The particular player who has been hit then leaves the circle 
and simply becomes a spectator. But should the ball miss 
its target and cross over to the other side, it must be 
picked up and thrown back at those in the circle. Meanwhile, 
members of A put sand in the empty bottle as they keep watch 
of the "ball missile", They must put sand in the bottle only 
when the ball misses its target and not when one of their 
number has been hit. Doing the contrary is a violation of 
the rules of the game and they are likely to be penalized; 
they might lose marks. But if they succeed in filling 
up the empty bottle with sand, they will count from one 
to ten as they dodge away from the flying ball. After this, 
they empty the bottle and if they have not all been
eliminated or hit by the ball, their group is the winner.
They score one point and all those who had been hit by the 
ball and declared "dead" return to the circle to rejoin 
their colleaguesfor the second round of the game.



This process is repeated and if all players 
in the circle are hit by the ball before they have had 
time to fill up the empty bottle with sand, then they lose 
the game to B whose members take up positions in the circle 
instead. B too scores a point. The game goes on until 
both groups decide to call it 'game over' when points are 
added up to find out which group is the overall winner.
This marks the end of this particular ball game and all 
those participating might now want to play something else,

T h i s  b a l l  g a m e  i s  a l s o  a k i n d
of 'touching game* whereby a player so touched or 

hit by the bail is eliminated from further participation in 
the game. The game thus involves the skill of accurate 
throwing in order to hit one's target and the ability to 
run fast each time the ball rolls across the field. 
Similarly, players are also expected to develop an awareness 
of time and space, particularly the ones inside the circle. 
Watching the members of the "A-Team", for instance, they 
always looked apprehensive, agile and knew which direction 
to run to once the ball was thrown at them. They would 
observe any movements the thrower made and then they would 
jump, duck, cower or run in order to dodge the ball, But 
they quite often also fell victim because of the limitation 
of space prescribed by the circle on the ground.

On the other hand, the fewer the players inside 
the circle the more dramatic play became because those 
escaping from the ball had more room in which to manoeuvre 
than before. And as they did so, they easily filled the
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empty bottle with sand, thereby enabling their group to win 
more points. Similarly, the ones throwing the ball would 
take c a r e  to throw accurately to h i t  the target, 
run as fast as they could to retrieve the ball that went past 
them or catch it with the ’skills of a cat’ or professional 
football goalkeeper. Should there be a small crowd of 
spectators nearby, then the game becomes a much more 
competitive event than before. The children play with 
all the seriousness the game enjoins in order to impress

their admirers.
Finally, I must also add that although instructions, 

comments and other rules of the game were in Chi-Nyanja 
(a lingua franca for Lusaka), players would from time to 
time say, "tachi!" (touch!) each time a ball hit a 
particular player, followed by a phrase "Wafa iwe" (you are 
dead), Obviously, "tachi” is derived from the word ’touch’ 
and perhaps the equivalent game in English. But some 
children in the group used the term without associating 
it with that of its English equivalent, although everyone 
admitted that the game had been learnt from school where a 
ball bigger than tennis was used. However, it would be wrong 
to assume that this game was one of those Western cultural 
innovations children get from schooling because of its 
popularity amongst rural children as well. It is perhaps 
the use of materials like ball and bottle which indicate 
these children’s capacity to adopt as well as adapt 
different cultural elements to suit their environments.



Further observations will be given with respect to the views 
expressed in this passage.

2.2. Leya Leya Leya
Location: This ball game was observed in the grounds of
Kaunda Square Primary School which is within a cluster of 
houses belonging to the inhabitants of the area. Although 
school was not in session at that time, I watched a group 
of children playing near a classroom block. They were again 
a mixed group of boys and girls; twelve in number and aged 
about eleven

Presentation style:

The children start by looking for a ball which is the 
main prop for this game. If anyone in the playgroup has one, 
then it might be an obvious incentive for them to play 
"Leya, Leya, Leya!" But if no actual rubber ball can be
secured, the group improvises with a number of materials which 
are strung together into a ball-like object. The game can now 
be played.

The second stage involves the choosing of a leader, 
mtsogoleli, to serve as an umpire. The mtsogoleli could be 
a boy or girl, and quite often one volunteers to play this 
particular role rather than being forced to do so. It also 
commands a lot of responsibility and respect and, therefore, 
it is a great honour to be a mtsogoleli. When the mtsogoleli 
has been chosen, orders are given to the rest of the players 
to form a circle. Once they have done so, they pair themselves 
up; a boy and a girl. The circle is not broken but through 
mutual arrangement one partner stands behind the other.
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Fourthly, the ones standing behind are ordered to ride on 
the backs of their partners; the latter in the meantime bend 
forwards with their hands resting on the knees. This allows 
the riders to sit comfortably and to use their arms
without being afraid of falling off. Finally, the rntsog o leli 
starts a rhythmic chant with a chorus provided by those on the 
backs. The ball is then thrown to one of them and it must be 
passed around the circle only to other riders as they respond, 
leya!

(110) Leya Leya Leya

Soloist: Leya, Leya, Leya!
Leya, Leya, Leya!

Chorus: Leya!
Leya!

Soloist: Pamusana wamunoobe
( The back of a friend

Chorus: Leya !
Leya !

Soloist: Palewama kwati sh'uga
( Tastes like sugar)

Chorus: Leya!
Leya!

Soloist: Leya, Leya, Leya !
Leya, Leya, Leya !

Chorus: Leya!
Leya!

From the meaning of the words in the song, players who 
are seated on the backs of their colleagues seem to enjoy having
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a jolly good ride! At the same time the song is meant to 
tease those carrying the burden so that they become annoyed 
or envious. This is perhaps what makes the whole play 
interesting because sooner or later, one of the 'burden 
carriers' deliberately jerks so that the one on the back 
and who is about to receive the ball feels unstable and 
therefore fails to catch it. Similarly, the person throwing 
the ball may feel quite uneasy in the event of such unwanted 
movements from the partner and might thus throw the ball off 
target. The ball is then dropped allowing the other group to 
take over. They now become riders. However, any successful 
passing of the ball around the circle wins the group concerned 
ten points each time they do so. The game goes on until 
the mtsogoleli shouts "chapwa!" (game-over!) when the two 
groups add up their points to find out the one that has won.

The game just described, though different from the 
previous one in terms of its presentation style, is similar 
in the sense that both of them have a ball or a ball-like 
object as the main prop. Both involve some kind of skill, the 
ability to throw and catch a ball with dexterity, particularly 
in the second example, and also to display some patience and 
stamina. For we know for sure that carrying something heavy 
on one's back can be quite unpleasant i-j? belief’ takes long 
to come. Those children carrying their companions on their 
backs must learn to be strong and persevere if they have to 
enjoy the game. Secondly, the 'back riders' have to learn 
how to maintain balance while throwing or receiving the ball, 
otherwise failure to do so will prematurely end their privilege 
of being on the "sweet sugared backs" as the song says.



The main aesthetic values of the game, in my view, have to do 
with: a) the act of riding on the back; b) the rhythm and
melody of the song 'Leya, Leya, Leya'; c) the throwing and 
catching of the ball from one player to another; d) the ability 
to sustain a colleague on one's back for long periods, and 
e) the co-ordination between action and song. It is these 
elements which all participants in the game find to be 
aesthetically satisfying though with varying degrees.
Players might for instance tend to be more exuberant once 
they get on their companions' backs than when they play the 
opposite role. But on the whole, they all seem to enjoy 
the game.

Another interesting feature, related to the above, is 
the element of teasing or 'sexual provocation' which I at 
one stage encountered amongst the Kaunda Square playgroup 
cited in the second example. On a different occasion when 
I watched them perform 'Leya, Leya, Leya', boys and girls 
decided to challenge each other. Girls were the first to 
ride on the boys' backs and being good at the art of 
catching and throwing (e.g. as they do in the traditional 
game of chiyato), play took a long time before they lost the 
game to boys. During this time, they sang, giggled and poked 
fun at the boys who seemed to accept defeat in every sense 
of the word. But while still in this ecstasy, one of the 
girls laxed and dropped the precious ball! They had thus 
lost the game. Then came the awaited moment; the boys rode 
their 'horses' and were so overjoyed that they even sang 
discordantly. As was anticipated, their happiness was short
lived, for the game had not gone f?r when there was an uproar



and play suddenly came to a halt. My assistant, who seemed 
to be aware of what had happened, told me that the girls were 
put off by a sarcastic remark made by one of the boys.
Through a playful but intelligent use of words, this boy used 
the term mooye (virgin) which rhymes with munoobe (friend) 
making part of the song to mean:

Pamsana pamooye 
( The back of the virgin j 
Palewama Icwati shuga!

( Is as sweet as sugar! )

Of course, these little girls did not take offence 
and, on the contrary, appeared to be enjoying the joke 
just like anyone else in the group and the on-lookers.
But to punish the boys, the girls simply dumped them off 
as a sign of disapproval. Perhaps, for the time being, the 
boys had won the game. But I wondered who would be the 
real winners next time; the ones skilled at catching and 
throwing the ball or those good at jokes and sexual 
buffoonery!

Apart from these features of play, there were other 
social values engendered in certain aspects of the game 
that has been cited above. But since these are linked with 
the overall discussion that comes later in this study, it 
will perhaps still suffice here if few observations are
made particularly with regards to the role of indigenous 
Zambian languages in ethnically heterogeneous areas like



Lusaka and the Copperbelt. Firstly, it is a well- 
known fact that Chinyanja and Chi bemba are widely spoken 
in urban areas in Zambia. Language surveys conducted during 
the early seventies (see for instance, Kashoki, 1972, 1975, 1977 
1978 and Mytton, 1973, 1974) revealed that out of about 
thirteen language groups (including English), Lusaka Urban 
had 94.5% while the Copperbelt had 95.8% speakers of 
Chi nyanja and Chib e mba, respectively. But with the increase
in the rural-urban migration of populations, hence, the 
integration of the cultures (e.g. in urban areas) it might
now be wrong to assume that these languages still have the 
monopoly that they once enjoyed, Lusaka, for instance, is 
increasingly becoming a "melting pot" of various Zambian 
language cultures and this is seen in the fact that 
"pure Nvanj a" as such does not exist. Similarly, the 
Chi B emba spoken both in Lusaka and the Copperbelt is 
more 'hybridized’ than the one spoken in rural areas 
(cf. Kashoki, 1972: 161-186), In the game under
consideration, Gwen Kachingwe for example provides a 
slightly different version in which the phrase "palewama 
kwati shuga" (refer to song text) becomes "palilowa nga 
shuuka" in the Ch ib emba spoken up-country (1972: 15).
Shuga, which is written in the orthography of most Bantu 
languages, is thus equivalent to the English term 'sugar' 
and we see it being preferred more than shuuka by these 
urban users of Chi bemb a . The interaction of English and
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other Zambian languages which also refer to sugar as 'shuga *
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is thus quite significant. Secondly, the term ’palewama'
(’it tastes’) from the root ’warna’ (to be good, nice, fine 
sweet, etc.) is the same in other languages like Chi yan.ja 
(i.e. pawama, chawama, etc.). We see, therefore, that 
these multi-lingual urban children prefer ’palewama’ rather 
than the rather archaic ’palilowa’. Also common is the 
term ’leya’ itself which in most of Zambian languages is 
a girl’s name - Leya, However, in Bemba, 'leya' is also
used as a root in the verb, 'to go’, e.g:

tuleya - We go or we are going
muleya - you are going
ndeya - I am going
aleya - He/she/they/is/are going.

Its use in the game ’Leya, Leya, Leya’ might thus have 
more than one meaning, Firstly, it may mean 'go on or 
carry on with the action of throwing or catching the ball’.
It may also refer to an imaginary girl or one in the group 
by the name of Leya; presumably, one being teased as 
having a 'sweet back'! And thirdly, the term itself may mean 
nothing in particular within this context other than helping 
to provide a musical choral response of 'leya! leya! leya!' 
etc. during performance. Notwithstanding, I have used a 
capital 'L’ throughout the song text to indicate that in this 
particular case, we would assume that 'Leya' is the name of 
a girl. This is in line with the general view that was 
expressed not only by these young performers but adult 
informants as well.



From the foregoing, therefore, one notices that there 
is some relationship between migration and language change,on 
one hand, and interaction of town and country life, on the 
other. But ethnic affiliation as such appears to be of 
little or no significance in the learning or acquisition of 
play habits amongst urban children. They will use any terms 
of ’the mother tongue' or the ’second, third, fourth, etc. 
language to communicate to one another during play.
Sometimes, such terms are chosen in order to serve as 
aesthetic devices as-well. Thus, they might prefer to use 
the Bemba term of 'chapwa!' (’It’s over!’ or ’game over!'); 
the Chewa term of ’Wafa!’ (’You are dead’, 'you are out of 
the game’ etc,), or, phrases of any other language that 
might appeal to them. And in addition to the above 
characteristics, children in a multi-lingual society tend 
to have more language interference than those in a 
monolingual setting. Therefore, one might add 
although a substantial number of urban children may be 
exposed to literary skills, they still remain inorate 
in as far as oracy and expressiveness in ’authentic' 
indigenous language and oral literature are concerned 
(c.f, Simukoko 1977: 7-16).

Secondly, apart from the issue of language, the 
examples so far cited do show that school and common 
residence, rather than their ethnic affiliation,play an 
important role in the recruitment and socialization of 
children who constitute most of these playgroups. However, 
we shall defer our discussion of these factors until more
data has been presented.
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2.3. 'Run for the Ball'

This game was first observed at Tunduya Primary School, 
Lusaka, outside school hours and involved about thirty 
children aged between seven and twelve. They were a mixture 
of boys and girls who came from different residential areas 
such as Kalingalinga, Kaunda Square, Munali, Nq>ombe and 
the Institute for African Studies, The location of play was 
an ordinary football ground.

Presentation Style:

First, all players assemble in the middle of the 
playground and choose a "leader" or Referee similar to 
the one who officiates during a game of football. However, 
in this particular case, he is simply referred to as 'leader' 
Secondly, once the Leader has been chosen, the rest of the 
players split equally into two groups which then retreat to 
one of the goal posts ready to compete against each other. 
Similarly, each group chooses its own leader who is 
responsible for the conduct and welfare of the group.

In the meantime, a ball is placed on the centre-spot 
and when the two groups are ready, a whistle is blown by the 
Leader. One player then runs from each group to collect the 
ball and run back to the group with it. The loser is told 
to join the winning group. The process is repeated until 
every player has taken part when the Leader shouts "Game-over 
The two groups then count how many each has now acquired,
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including old members as well. The one with more players 
is declared the winner. Language used during play is 
English but leaders could also give instructions in 
Chin yanja.

What has been described above is more of a race than 
a mere ball-game. The ball serves as a ’bait’ to stimulate 
or generate competition amongst participants in the game.
It is this feature of the game, therefore, which qualifies 
it to be classified as a ’ball-game'; otherwise, there are 
many variants to it. Eor instance, players would compete 
for any object other than a ball. There are also occasions 
when members of contesting groups are matched to run with a 
ball in the hand from one goal post to another and in turn 
pass it to the next player, The group that finishes first 
wins the contest.

At times, there is a chant including handclapping to 
accompany the game. But in the Tunduya example, only the 
whistle and loud cheering from team-mates went along with 
the contest. And finally, this type of ’ball-game' was said 
to have been taught to the children by one of their teachers 
at school, so that during periods when they had Physical 
Education (P.E,) they usually did this type of sporting game

2.4. ;'Win A Thousand"
This is a ball-game for boys and may involve about 

four to six players. This example is from Kaunda Square, 
Lusaka, where a group of five boys were observed contesting



between one another. The game took place in the play
ground referred to in the first example.

Presentation style:

The players first secure a ball, after which they draw 
a score-board on the ground. The score-board is partitioned 
according to the number of players taking part in the game; 
in this case, four players. The name of each player is then 
written at the top of the board as in this illustration:

Fig 7. '' Win A Thousand "

In Units 
and Tens or 
"Remainder”
In Hundreds 
or "Totals”

.. ------ —  n
!

JAMES MIKE
ii

LUKA
f

PANJI

43 o00 55 61

IOC 400 800 700

Cnee this has been done, two stones are set at about one metre 
apart so that only those who hit the ball accurately are 
able to score. The players then start to kick the ball from 
a point of about forty to fifty metres away from the target. 
When one player kicks the ball, others check and record 
the result. If, for example, James scores about 143 points, 
then they will write 100 in the box known as "Totals" while 
43 will be recorded under the "Remainder", A player who is 
the first to score 1 , 0 0 0  points becomes the winner and the 
score-board is erased for a new game to start. The procedure
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is repeated until the group decides to switch to a different 
game or play. The person who wins the most number of games 
on any one day is the hero and thus can boast to other members 
of the group of being an unbeatable champion. At certain 
times, participants in the game may stake butteror bottle- 
tops as 'money’ or 'valuables' which an individual who wins 
a game can keep as his 'wealth*.

A second style of the game is where the ball is 
supposed to hit an object, for example, one of the ’stone 
posts' once kicked. Each successful hit is a point and 
points accumulated in a numberof games are likewise recorded 
in the appropriate columns. This game is some form of 
a variant to a number of throwing and hitting games which 
also involve the use of a ball; competitors scoring and 
gaining points in a similar manner. But it is unique in 
the sense that contestants have to score up to a thousand 
points in order to win the game. This is why it is named 
"Win a Thousand".

2.5. "Bali Chase"
This game was observed at Umodzi in Chipata and 

involved a group of twelve boys and girls aged between eleven 
and fourteen. The location of the game was on an open ground 
in a residential area known as Umodzi (Unity).

Presentation stvle:-

The players do a test; a mental arithmetic test or 
one involving names of important people, events and place 
names. The one with low marks is thus chosen to start the 
game and is given a ball.
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The game starts; the one with the ball will be chasing 
those who have gained higher marks than him or her in the 
test. The ball is aimed and thrown at any of them and 
w h o e v e r  gets hit takes the position of the chaser. But 
if the chaser misses the target, then he or she keeps on 
chasing others with the ball. The game will come to an 
end when either one or more of the players shout "Game-over!"

Although the version in this example was observed in 
Chipata, this game is quite popular net only in urban areas 
but in rural areas as well. Amongst the Tumbuka of the 
Lundazi District, for instance, it is an extension of 
Kabyali ( a kind of 'touch' ) and instead of a rubber ball, 
players use soft material from old garments, maize leaves 
or bark cloth tied together into the shape of a ball. But 
referring back to the Chipata and other examples encountered 
in Lusaka and the Copperbelt, this game appears to have had 
seme cross-cultural influences, It is in many respects 
similar, for example, to 'Ball He' or 'Ball Chase' described 
by Iona and Peter Opie (1969: 73-74), It is a game which has 
both advantages and disadvantages for the players. To begin 
with, the player starting the game might appear to have 
suffered disgrace for failing the test. Therefore, he or 
she will definitely wish to 'avenge' for being laughed at or 
for being 'forced', in this way, to play a disliked role.
But this is not usually done indiscriminately, for, such a 
player may gently throw the ball at whom he likes, or throw
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it with force at whom he dislikes. In this way, he ends 
by cheering up once he has successfully hit and punished 
his ’adversary*. On the other hand, he may still miss and 
find himself with t h e wearisome task of fetching the ball 
over 'long distance-’ while the rest of the players laugh 
at him as they run to ’safety' to the other end of the 
playground. In this way, the game is liable to exhaust 
both body and temper. Therefore, it is no wonder that 
physical fights during this type of game are not. uncommon.

And because r.f the rough attitude of some players, 
especially boys, girls might often choose to play separately. 
The only exception is where such a playgroup has very intimate 
relationships amongst its players that no matter how 
frustrating the game might be, there is no fear of tempers 
flaring up. From time to time one might receive complaints 
stating that ’so and so is a bad companion’, In this case, 
the particular child is isolated from the group and becomes 
a ’solitary player’.

Perhaps one other ;.. deserves some comment
or so is the ’academic’ rule that players do some kind of 
a ’literary test' as a prelude to the game. This is 
definitely an influence of school education and one would 
assume that this only applies to a playgroup in which the 
participants have some ski lls 5n literacy, if not, some 
practical methods of deciding who should start the game 
are resorted to. For instance, counting fists or feet of
players rather than their persons; selection made by chance
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or through voluntary and self-consent. We shall encounter 
other examples of games where this is so,

And finally, although I have used the English title 
of "Ball Chase" there are some local terms like the Tumbuka 
game of Kabyali„ However, the Chipata children’s playgroup 
that was observed simply referred to the game as ’chasing 
and hitting someone with a ball" (Kumenvana ndl mplla).
But as indicated, this particular playgroup appeared to 
admit that its members went to school and interacted with 
.cmldren of the local -European and -Ari:ri...ecrp.nu' i 
The use of the term is appropriate in this case and reflects 
some acculturative elements in The urban Zambian society on the 
one hand and the acceptance of English as a language for 
instruction as well as for communication.

2.6. "King:l

This game is similar to "Wafa" described under the 
first example. This account is based on a performance at 
Chimwemwe Compound in Chipata in September, which
involved ten children between the ages of nine and fourteen. 
They were a mixed group of boys and girls, The location was 
a street.

Presentation Style:

Players divide themselves into two groups: A and B.
Then they draw a square of about 3 x 2  metres. They also have 
a ball or some imitation of a ball with them. Cnee they are 
ready to start, A goes inside the square while B’s players



again split into two groups which take positions on the 
opposite side of the square, roughly at a distance of ten
to twelve metres from the square, B also has the ball, 
which is then passed from one side of the square to another 
where its members are located. But in doing so, these 
players try to hit at those inside the square. And if one 
cf A !s players is hit, then that player is out of the game. 
The procedure is repeated until only one player is left 
in the square at which moment ail will start counting from 
ere to xen. Even the players who nave been e’ii^ . from 
the game take part in counting ana urge their colleague to 
win. This means that B must eliminate the remaining player 
from A before the count of ten, If they do so, then it is 
their turn to go inside the square and face the challenge. 
But should the remaining player dodge the ball up to the 
count of ten, then he is declared ’King!’ At the same time 
A are winners and score a point, All the players who were 
eliminated can now return to the square and another game is
played.

From the above presentation, we see that this game 
though named 'King' is very much similar to "Wafa" which 
has already been described as stated. But it is different 
in the sense that 'King' doesn’t involve the use of a bottle 
or sand and that the ball is not directly aimed at those 
players inside the square. And in addition, players in ’King' 
don't have a 'ten point* scoring system for the winning group
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as in "W a f a" . However, in 'King' praise is
focussed on the individual player who finally wins the 
game while in "Wafa" victory is directly shared by the 
whole group which is regarded as being collectively 
responsible for it.

What is perhaps also interesting to note is that 
this game is similar to the English game of ’Kingy* (Cpie, 
19.69: 95) in which the player who remains unhit is declare 
’•King’. Nevertheless, the Zambian version of fee game- as 
X  o»served it. in Chipata is not placed { a t k e  
w a y  d e s  c ribe d by the Opies (ibid, P. 96). Perhaps 
the- only other major similarity is that in both cases, 
•players inside the square do not retaliate by throwing the 
bail back at their attackers, so to speak, but are against 
ever-increasing odds. And above all, the difference lies 
the fact «..hat players who are hit and thus declared * out.r 
have to join the ’enemy* as the English version goes.

"Safe: ufea]’, meaning 'you have failed' is a game that 
closely resembles the one we have examined under ?..b.

It is very popular amongst children who live in cities and 
I have had the chance of watching it being played in Chipa 
Lusaka and Naola with some slight regional variations. 
However, generally speaking, its style of presentation is 
the same as we shall find out from the description given
below.
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Presentation Style

Some five to ten children gather for play and decide 
to do the game of "Wafeluka". They start by taking a
short oral test which involves question and answer. Each 
one of them is asked a few questions by the rest of the 
group, ranging from current affairs to subjects like history, 
geography, nature study, riddles and proverbs. The child 
so asked is expected to answer the questions successfully. 
Once the quiz is over, they will find out who has the 
lowest score; the unlucky child being subsequently ordered 
to stand in the centre of a ring that other children have 
formed around him. He is "Wafeluka" (the Failure); 
some kind of a 'black sheep' in the playgroup and being 
placed in the circle symbolizes temporary or permanent 
banishment. A player so imprisoned can only escape the 
ignominy by snatching or intercepting a flying ball from 
other players around him. Thus, as the ball is passed from 
one player to another, we see the one inside the circle 
attempting to snatch it away. Should he succeed, then the 
one who loses the ball takes the discarded role. The game 
goes on in that way until one or two of the players shout 
"Game over!" This signals the end of the game or play.

And finally, this game can either be played by boys 
only or girls only, depending on the age-groups involved 
and their environment. At school, boys and girls normally 
play together, but within their residential setting, older 
girls and boys normally don't play together. In Chipata,



for instance, I came across a group of six boys aged 
between fourteen and seventeen playing alone. But in 
Lusaka I watched a group of adolescent girls also playing 
separately from the boys' group. However, the foregoing 
observation is one of the social characteristics of children' 
play that we shall examine separately at some later stage. 
What is perhaps striking about this ball-game and others 
that have already been discussed is their close relation
ship, particularly when it comes to the question of their 
style of presentation. For instance, Example Five is 
similar to Seven; One to Six, etc, Similarly, the game just 
described is like what the Opies have described as 'Ball-He' 
or 'Ball-Chase', (Op, cit..' 73-74), the only major
difference being that, rather than the ball being thrown at 
those in the ring by one player, in this particular case one 
player attempts to gain possession of the ball,

Secondly, what have so far been described as 'ball-games 
seem to have a lot of things in common with racing, chasing 
and touching games. As in the Opies work cited above, terms 
like 'Ball-Touch', 'Ball-Chase', 'He with the Ball1, 
’Dodge-Ball' etc, could easily be applied to our own examples 
in this work even if the latter have been used within the 
context of chasing, racing and touching games,

In conclusion, therefore, it could briefly be summarized 
that the term ’ball-game' is simply used in this work as a 
generic term for games in which either a ball or ball-like 
object is prominently featured as a prop. Secondly,
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ball games offer an example of co-operative play amongst 
children; e.g, where emphasis is on the group rather than 
the individual as we have observed in the case where credit 
for winning a game is shared by all members of the winning 
team. Thirdly, most of the examples given show that such 
type of ball game are played in the round and that in 
certain cases a circle or square is marked on the ground 
to indicate the area of performance.

And last but not least, the type of ball games amongst 
urban Zambian children show that school education and other 
acculturative elements brought by contact with the West 
account for some of their present characteristics. Recording 
of scores in numbers with participants’ names written over 
a frame (e.g. Example 4); the taking of an oral test to 
determine who starts the game and the use of English to 
communicate to one another, demonstrate such influences, 
Nevertheless, this is not to imply that such type of games 
are all foreign cultural innovations. But as a natter of fact, 
the majority of them appear to be transplants of a rural 
culture to urban areas where many Zambians have migrated 
to earn a living.
3 . Chasing Games

Chasing games, as already indicated, are sometimes 
related to ball games, particularly the ones in which players 
chase other players to gain possession of the ball. But 
sometimes players may chase each other in order to touch or
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catch their opponents either for the purpose of gaining 
immunity from some restrictions or ’taboo', or as a way 
of eliminating them from a game. There are so many kinds 
of chasing games amongst children in a multicultural setting 
like urban Zambia that we can only look at a few examples here.

3.1. Moto Kumapili - 'Fire on the Mountain'
Sometimes known as Mulilo kulumpili in ChiBemba, 

this is a very popular children's game, not only in cities 
and towns but in rural areas as well. I have seen it performed 
in Kafue, Lusaka, Ndola, Chipata, Lundazi and several other 
places in Zambia by children at school and those in the 
community. However, although the song from which the game 
derives its title is the same throughout these areas (i,e, 
regardless of the fact that it is sung in ChiBemba or ChiNvanja), 
there are two different styles of presentation. Let us 
examine both of them:

Presentation Style (1):

The players make a circle and then pair themselves 
up so that the circle has two sets of players: some in the 
inner circle and others on the outside. A player who has 
no partner in most cases is chosen to lead the whole group 
in chanting the accompanying song. He sings:

"Moto Kumapili moto kumapili!"
(Fire on the mountains, Fire on the mountains!)

The rest of the players then answer:
"Moto! (Fire!)"
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As soon as singing has started, players on the outside of 
the circle then run around as they chant the chorus, 'moto! 
moto! moto!' etc. Then the player who is leading the song 
stops in front of one of those standing in the inner circle 
and shouts, ' v/azima! ' (It has been put©^!)« At this stage 
all those running are required to emulate this action by 
finding any vacant position in front of the players in the 
circle so that those who were inside now stand outside their 
new partners. A player who fails to find a place is then 
taken prisoner and told to sit in the middle of the circle 
until play is over. This process is repeated until almost 
all players have been eliminated from the game and the pair 
that remains becomes the winning group.

Presentation Style (2) :

Another style is where one player chases after the rest 
in the group and whoever is caught becomes chaser, In this 
version, the player chasing others is said to play the role 
of the leopard (nyalubwe) and those being chased are baboons 
(anyani). And the plot of the play here is that fire has 
broken out in the mountains where baboons reside, thereby 
exposing them to the danger of the hunting leopard who is 
always out for them. The one calling: "fire on the mountains, 
fire on the mountains" in this case is the 'leopard* who 
wants to lure the 'baboons' into a trap by believing that the 
fire has been put cut (wazima). As baboons try to return to the
mountains, the 'leopard' chases them and when he manages to
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catch one of them, the latter is killed and eaten as it were.
The conflict of the drama here revolves around two issues - 

escaping and catching. The more 'baboons’ are caught the 
greater the number of 'leopards' and this struggle goes on 
until nearly all ’baboons' are eliminated. But when one 
player from those playing the role of baboons remains, not 
only does he win and become hero of the play but that he 
automatically assumes the role of leopard instead! In other words, 
this could also mean that his strength and ability to overcome danger is

not different from the prowess, agility and determination of 
the leopard. This is perhaps what this drama is supposed to 
symbolise.

The two presentations of Moto Kumapili given above 
appear to constitute two different games except for the song 
that accompanies them. In the first style, which is popular 
in places like Lusaka and its neighbourhood, there is some 
resemblance to the game of 'Musical Chairs', in which the 
winner is the person who finds the only seat available after 
the majority of players have been eliminated through a process 
of removing chairs from time to time and then ordering the 
dancers to find seats once the music has stopped. In this 
case, the element of chasing is virtually non-existent. The 
only exception is that players are made to run around the 
circle now maintained by those not doing the running at this
time. However, it is in the second style of presentation
that we find this particular game involving chasing as well as 
catching type. It can at this time be equated to 'Help Chase' 
(Opie, op. cit. p.89) in which those who are touched by the
chaser help him to chase the rest. B u t  another very close



example is the game TWhat's the Time, Mr. Wolf? 1 (ibid.: 102).
In Chipata and Lundazi, children either chant rnoto kumapili 
('fire on the mountains') or engage in a conversation with 
the one playing the role of Mr. Wolf. However, except for the 
town and school environment, the Mr. Wolf version is not quite 
popular in the village. For instance, at Chingala School 
in Lundazi District, a school teacher had cleverly translated 
and adapted 'What’s the Time, Mr. Wolf?’ for his pupils*!
The dialogue in ChiTumbuka was presented as follows:

(HI) Nyenqo Bwana Kambwe - What's the time Mr. Wolf?

3 * 4-

All: Nyengo vili wuli a Bwana Kambwe? 
What’s the time, Mr, Wolf?

Mr. Wolf: Wanu koloko,

All:
One o ’clock,
Nyengo yili wuli a Bwana Kambwe? 
What's the time, Mr. Wolf?

Mr. Wolf: Thu koloko.

All:
Two o'clock.
Nyengo hili wuli a Bwana Kambwe? 
What’s the time Mr. Wolf?

Mr. Wolf : Nyengo yamara! 
Time is up!

When ’Mr. Wolf’ says that 'time is up!’ then all other 
players who gathered at one end of a playground try to run 
past him to the other side. He will then chase and try to
catch as many as he can and the latter thus automatically

* Oral testimony; interview with Headmaster, Chingala School,
September, 1982.



'turn into wolves and join him. This is thus similar to 

the second presentation style of Moto Kumapili. Sometimes, 
instead of ’What’s the Time, Mr. Wolf?’ the chaser does the 
calling as in Moto Kumapili but this time, he says:

(112) Mberere Wera - Sheep, sheep, come home.

Chaser (Mr. Wolf): Mberere wera!
Sheep, sheep, come home!
Tikopa.
We are afraid.
Mukopachi?
What are you afraid of?
Mphumphi.
Wolves.
Zilinga?
How many?
Yimoza.
One.
Kulije mphumphi zaluta!
There are no wolves, they have all gone 

As soon as the chaser, who is also Mr. Wolf, says 
that all wolves have gone, the rest of the players run and 
then the chase is undertaken in a manner similar to what has 
been described in the other examples.

I have diliberately brought in the example from Chingala 
School in rural Lundazi District simply to demonstrate that 
the urban-rural cultural influence is a two-way process and

All:

Mr. Wolf: 

All:

Mr, Wolf: 

All:

Mr, Wolf:
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that where a foreign cultural element is an already familiar 
issue within the practices of a given social group, it is 
sometimes difficult for them to perceive the extent to which 
alien values are being grafted on to them. Thus, we see the 
coming into the city of a game like Moto Kunapili, on one 
hand, and the going to the village that of 'What’s the Time, 
Mr. Wolf?*, on the other.

3 - 2  Kabushi Kalila-lila - ’The kid goat is crying'

This is equivalent to the Chewa chasing game of 
Kambuzi rnee which has been fully discussed in Chanter IV of 
this work! However, we shall still examine the way in 
which Kabushi Kalila-lila is performed in places like Lusaka 
and Ndola.

Presentation Style:

A group of players numbering between ten to fifteen could 
be involved, for the more the participants, the better the 
game. And most favourable is the school-going age or the age- 
group normally involved in the type of games that we have 
described previously. Cnee players have assembled, they form 
a circle and sit down. They then choose one of them to 
start the game and give him or her a ball or something else 
to use as a prop. The game then starts.

* Also see photographic illustrations: Plates 17-22



The chosen player runs around the circle repeatedly 
uttering the sound of mee! mee! mee! interspersed with 
a chanted response from those seated. This is what happens

(113) Kabushi Kalila-lila - The kid-goat is bleating. 

Leader: Mee! Mee!
All: Kabushi kalila-lila,

( The kid goat keeps on crying (bleating) )
Flayer: Mee! Mee!

All: Ndepela umunandi,
( I shall give it to my mate.)

Player: Mee! Mee!

All: Uwo twangala nankwe
(The one I sit together with.)

Player: Mee! Mee!

All: Pefye ku sukulu, 
(Oftentimes at school.)

All: Mee mee! ( Mee! Mee!)
Mee mee! ( Mee! Mee!) 
Kalila-lila (It is crying) 
Kalila-lila (It is crying, etc.)

When the players sitting in a circle have responded 
’kalila-lila' about four times at the end of the rhythmic *

*Uwo twangala nankwe could also be used to mean 'the one I play with'



chant, the one who has been running round with a ball then 

puts it d o w n  b e h i n d  any player. After doing this he 
(she) must run as fas as he (she) can in order to occupy the 
now vacant place where the other player was. Similarly, 
the latter runs equally fast in order to overtake the 
opponent and once more claim ownership of the vacant place 
by placing a ball on it, Whoever arrives first and occupies 
the empty space is the victor while the one who does not 
is declared prisoner and told to sit in the middle of the 
circle. The game continues until only very few players are 
left. These are winners of the game, which then comes to an 
end at this stage,

The game presented above is very similar to the English
dancing rhyme 'I sent a letter to my love' described by
Dorothy Taylor (1976: 36), She says:

"All children except one sit down in a ring.
The chosen one runs round the outside while the 
song is sung and drops a handkerchief behind one 
of the seated children on the word 'pocket', 
whereupon both children race round the outside 
of the circle in opposite directions and try to 
get to the empty space first. The loser becomes 
the new soloist", (ibid: 37).

In the above version we see that no one is taken 
prisoner except that the loser is the new soloist; 
a possibility that one player could go on and on doing the 
same role until she (he) runs out of steam. Secondly, we see 
in this version that players run in the opposite direction 
instead of overtaking one another. 0*nd thirdly, in 'I sent 
a letter to my love' a handkerchief is used instead of a ball.



In the Lundazi example too, a handkerchief or any type of 
clothing material is used save that here players have to 
chase one another; the one with a cloth attempting to hit 
hisopponent before the latter gets to the empty space.

The similarities and dissimilarities as evidenced above 
are quite striking. But what is perhaps much more interesting 
than these is the language of the song texts or rhymes that 
accompany both the English and Zambian (ChiBemba) version.
Let me reproduce both texts here in English and give a 
brief commentary on what I find to be interesting analogies.

(a) I sent a letter to my love.
I sent a letter to my love 
And on the way I dropped it;
One of you has picked it up 
And put it in your pocket.

(b) Kabusni kalila-lila.
The kid goat is bleating 
I am going to give it to a friend 
The one I often sit with 
When I am at school.
It is bleating and bleating and bleating!
In the two examples cited above, what has been referred 

to as a letter in the English rhyme, and as a kid goat in 
the Zambian one is probably nothing apart from a handkerchief 
or similar object players are using as a prop in each game. 
Secondly, both objects seem to be dedicated to a beloved 
friend; 'a letter to my love' in (a) and 'a kid goat to a 
friend' in (b). And it may turn out that a player who 
unknowingly receives the handkerchief or any similar object 
is often a true friend of the soloist. Children will



normally choose their own personal friends as targets 
in games where teasing or camaraderie is the norm. And 
in cases where boys and girls play together, this type of 
game serves as an avenue for expressing the already existing 
personal relationships (i.e 'juvenile courtship') between them. On 
the other hand, therefore, this shows us that there are so 
many levels at which one could interpret child behaviour 
through play. However, this is not the issue at the moment; 
rather, what I am attempting to show is that the figurative 
language such as metaphor in which these children's rhymes 
seem to be shrouded is quite appropriate for the accompanying 
play scenarios. Secondly, that even if the cultures involved 
in the examples we have examined appear to be miles apart, 
the universality of children's imaginative creativity is 
unquestionable. Also, apart from the fact that one might 
detect some form of adult involvement in their creative 
process, children themselves already seem to have their own level 
of sophistication as original thinkers and creators long 
before they become adults. Some of the material on the 
Chewa and Tumbuka children's games and plays presented 
in the previous section at least confirms this thesis.

3.3 Cigarettes

This type of chasing game is termed 'Cigarettes' 
because of the popular phrase "How many cigarettes does 
your father smoke in one day?" which constitutes part of
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the preamble to the game. I first observed it in Chelston 
township in Lusaka where a group of boys of about eleven 
years were playing on the road near their compound. This 
is how the game was played:

Presentation style.
I

Players gather together and choose a leader who asks 
them questions; one at a time. The leader says:

"How many cigarettes does your father smoke in 
one day?"

This question is asked in English and is addressed to 
one of the players in the ring who then answers by giving 
any number, e.g. six. The leader and other players now 
count, starting with the one who has chosen the number 
to the sixth person, anti-clockwise. The latter is then 
told to leave the circle and stand aside. The leader asks 
a different player and a similar process is followed until 
only one of them remains. This is the one who must now 
start the game.

The game involves chasing other players until the 
chaser touches one of them. The player who has been touched 
now becomes the chaser and this goes on till the person who 
was leader at the beginning of play shouts: "Game over!".
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This chasing and touching game is similar to 
Kabyali of the Tumbuka and to other games of the same 
nature amongst different language groups in Zambia.
But the city setting appears to have brought in certain 
elements which would make one feel that this game was not 
Zambian in origin. To begin with, the starting of the 
game, which is like ’a game within a game’, is similar 
to Dipping (Opie Op. Cit.: 28) where children try
to find a way of making one of their lot do the unpopular 
part in a game. This is not to deny the fact that there 
is also Dipping in traditional Zambian games. But what is 
so characteristic in the above example is the use of 
elements which the players must have acquired at school, 
e.g. their dialogue in English during play:

"How many cigarettes does your father smoke 
in a day?"
"What number do you want?"
"Six", etc.

Otherwise, my main contention here is that this is 
one version of games reflecting the 'cultural hybridization' 
which continues to take place in urban Zambia to-day. 
Moreover, when the particular playgroup that performed this 
type of game was asked about where they had learnt it 
from, the answer was that a teacher taught them at school*

* Compare this for instance with the game called 'Cigarettes' 
by the Opies (op. cit.: 138).
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3.4 Stop

This is another chasing game in the same field
save that in this particular case a player has to run
within a restricted area and obey other rules governing

A*the game. Again,in the previous example, the title-A
of 'Stop' is taken from the frequent shouts which are 
made to command individual players to stop running. Here 
is how the rest of the game is presented:

Presentation style.

Players first draw a circle and mark a number of 
lines joining the circle to its centre.

Each player is given a room within the circle 
so marked and is told to write any name including the 
figure 1 0 0 which represents the number of points he 
is awarded before the start of the game. After this, one 
of the players volunteers to start the game as a caller.
The caller shouts any name written in one of the rooms 
inside the Circle and runs away. The owner of the room 
then rushes to the centre of the circle and shouts 
"Stop!". The Caller and other players who also are running, 
stop almost immediately. The one who shouted 'Stop' points 
at any of the players or calls his name. The latter responds 
by mentioning any number of steps and the player at the centre 
of the circle is expected to walk towards him with the 
said number of steps. If he fails to do so, then ten



points are deducted from the one hundred written in the 
room he owns. If he succeeds then the reverse happens.
When the game has been played in this way a couple of times, 
they all stop to see who still has more points than the rest 
of the group. Such a player is declared the winner of the 
game and this also marks the end of play.

Clearly, there is a lot within this type of game which 
appears to relate to other well-known games ranging from 
racing, chasing to guessing or even hopscotch. But since 
players have to run away and are ordered to stop, there is 
some close similarity with chasing games here. And since 
winning the game depends on how correct one's guesswork is, 
the game could likewise be labelled as such. However, it 
might also be doubted as to how accurate the measuring of 
steps is since some players might cleverly adjust theirs 
in order to arrive at the target with the required number.
In this way, therefore, skill and ability to do the right 
thing at the right time matters a great deal. Nevertheless, 
this is one of the games which apart from being creative 
demand some form of reasoning.

3.5 Mary, Mary

This game is a kind of 'Blind Man's Buff' and is also 
similar to the game of 'Cigarettes' we have already discussed. 
But because the player who chases others is blindfolded 
and thus has limited ability to run around freely, one can



say that it is perhaps only by chance that she succeeds in 
catching those who run around her. Here is a brief description 
of such type of game observed at Kaunda Square, Lusaka, where 
all the participants were girls.

Presentation style.

The players run around a football field or any open 
playground and the one who happens to be last starts the 
game. She is tied with a piece of cloth across th'e face.
After this she must start shouting "Mary! Mary!". The rest 
of the players in the meantime run around her clapping twice 
each time they hear her shout the phrase "Mary! Mary!". So 
what we have is this type of dialogue:

Caller: Mary! Mary!
All: Clap! Clap!

It should be emphasized that 'clap! clap!' is not voiced but 
that it is simply the action of handclapping and the sound 
made therefrom. As this form of communication is taking place, 
the Caller, who is also in this case the 'Blind one' tries to 
catch others who are running in a prescribed area. Players 
have to agree in advance that one does not have to go beyond 
a certain point from the central area of performance. This 
makes it easier for the blindfolded player to find a catch.
And if she succeeds, then the one caught takes her role. This 
goes on until the game is finally terminated.

Above, therefore, are sane exampiesof chasing games one would 
often come across in cities and towns in Zambia.
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4. Catching games

Catching games involve co-operative play among most 
school groups and those children's playgroups which 
operate within their own communities. There are rules 
governing the presentation of these games and some 
of them involve role playing in which children imitate and 
make representations of other characters from both ‘the 
human and animal world.

Most catching games involve running across a playing 
field trying to catch an opponent who is in possession 
of something thought to be precious; or, the opponent 
might represent a prey, for instance, 'Goat and Hyena'; 
'Fox and Chickens'; TCat and Mouse', etc. Let's look 
at two typical examples of catching games.

4.1. Chona Ayikata Kwindi - 'The Cat and the Mouse'.

This is a game in which children enact the enmity between 
the cat and the mouse and how the latter at times manages 
to escape from the cat's claws. This is how the game is 
performed.

Presentation style.

Players make a line with wide spaces between them 
to allow the 'cat' and, in this case, the ’rat' to run 
between them. Two of their colleagues volunteer to play these roles.
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Fig 8. Chona Ayikata Kwindi



The cat is placed a few metres from the rat and is 
told to begin the chase. The rat runs round the players; 
from time to time going in and out between the spaces 
provided by other players. The rat either gets caught 
by the cat or not at all depending on how fast the particular 
player runs. However, the idea here is to mock the cat who 
fails to catch his prey and this is contained in the rhyme 
chanted to accompany the game. The chant is provided by 
*he players in the circle and goes thus:

(114) Soloist: Chona ayikata Kwindi.
The cat has caught the rat.

Chorus: Kwindi muchila wawa.
The rat has dropped its tail.

Soloist: Chona ayikata Kwindi.
The cat has caught the rat,

Chorus: Kwindi muchila wawa.
The rat has dropped its tail.

From the above song rhyme, we learn that the cat drops 
its tail in order to escape from the rat, Obviously, this 
idea of the rat dropping off its tail is not portrayed in the 
action that goes on in the game. However, even in the chant, 
the message is loud and clear; that society is often in 
sympathy with defenceless victims. Even if rats are considered 
as a menace to crops and household property, at least no one 
would like to see them eliminated completely. This could be 
part of the interpretation of the game on one level. But on 
the other level, it is a portrayal of intelligence or 
cleverness. That one must know how to get out of difficult 
and, sometimes, embarrassing situations. The ’rat tricks the



cat *, as it were, by deliberately dropping off its tail so 
that it is saved. In the game, loyalty might also tend to 
be divided; thus, some players may favour the Cat character 
while others may be on the side of the Rat character. But 
the song says neither of them wins for the Cat only manages 
to grab the tail which is the only loss to the Rat.

Nevertheless, this is a chasing and catching game 
where the fastest runner wins. Players involved could be 
told to run around the circle twice, and if the Rat has 
not been caught during that period another pair is chosen 
to do the game. But should the Cat succeed, then the other 
player is out of the game while the Cat may carry on with the 
same role or become Rat instead. The game goes on accordingi
to the above scheme until everybody has participated.

4.2 Uvo Fisi 'There goes the Hyena'

The second example of a catching game is one where one 
child plays the role of ’the attacker’ (Fisi or the hyena). 
Another child becomes a leader who guides others in the 
conflict. The rest of the action thus proceeds as follows: 
Presentation style.

Players line up in a single file led by their leader and 
wait for a call from the attacker. As soon as the attacker 
starts to call, Huwi, huwi, huwi! ...... , imitating a call or
laugh of the hyena, then there is a choral response from 
the leader and the rest of the group:
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(115) Uyo Fisl - There goes the Hyena.

Call: Huvvi, huwii!
Huwi, huwii!

Response: Uyo Fisi
There goes the hyena

Call: Huwi, huwii!
Huwi, huwii!

Response: Akulila
She is crying

Call: Huwi, huwii!
Huwi, huwii!

A.

Response: Ana ache
For her children (i.e. for its prey)

Call: Huwi, huwii!
Huwi, huwii!

Response: Pyee! pyee! pyee! pyee!
Pyee! pyee! pyee! pyee!

Call: Huwi, huwii!
Huwi, huwii!

As the call-response chant goes on, the leader 
guides the group around the playground while the attacker 
follows at a distance, aiming to catch one or two victims 
at the tail end of the line. When one player has thus been 
caught a pyee! pyee! pyee! cry is uttered and it is also 
repeated by every other player who gets caught thereafter. 
Those who are touched are told to leave the line or are 
grabbed and dragged off by the attacker. When all players 
except the leader have been caught, there is a dramatic finish



to the play whereby we see a great struggle between the 
two characters; the attacker strongly determined to catch 
the leader, and the latter attempting to run away. If the 
attacker succeeds, then he wins the game but should the 
leader escape, all those who were caught come back to him 
and the game goes on as before with the attacker continuing 
with his role.

In the above example, the attacker represents the 
hyena, an animal that is well known as a scavenger and one 
which attacks livestock. The hyena is popularly known as 
Fisi or Chimbwi, and makes a call or cry of huwii, huwii, huwii, 
etc. Since the character in this game referred to as the 
attacker makes a similar huwi, huwii chant, we can rightly 
say that he represents the hyena. Secondly, from the 
pyee! pyee! pyee! cry uttered by all those who become victims 
of the attacker (i.e. hyena) in the game, we can deduce that 
they represent chicks because in most Zambian languages the 
above-named cry is often associated with that of the chicken. 
Similarly, the leader represents their mother or hen and 
when we look back at the call-response song text, we shall 
find out that this interpretation is quite plausible.

When I watched a group of fourteen children playing 
this game near Chikoka Tavern in Chipata, it did not at first 
dawn on me that it was about 'Hyena and Chickens' for the 
action resembled that of 'highway robbers or kidnappers'.
It was only after listening to the song and during the interview 
I had with these children that I realised what the game was
all about.



And finally, another feature of the game is that players 
being attacked and caught do not run about. They just march 
as if on a long journey following a tortuous path through a 
forest. It is only their leader who runs away in the end 
when he tries to escape from the attacker. Unlike the other 
example, therefore, there is no chasing involved in this game. 
We can thus now briefly summarize our discussion on catching 
games with the following observations:

First of all, catching games as generally observed
amongst urban Zambian children seem to be based on the usual 
'aggressor-defender* concept that one usually encounters in 
children's play of t h i s nature. It is a question of 
strength, sometimes of skill and cleverness, that winners or 
losers are identified. But where role play or imitation is 
the norm, players may deliberately exhibit failure where 
they would otherwise win if it had been something serious. 
Secondly, the t w o  examples of catching games have strong 
connections with those found amongst rural children. The 
song lyrics accompanying them are clear indications. They 
have been e x i s t e  n t in the performances and oral narratives 
of the people long before the founding of modern industrial 
cities. Moreover, incidents of hyenas attacking chickens on 
the one hand, and cats attacking rats on the other, are quite 
common in rural communities than they are in towns. However, 
this does not deny the existence of similar games in other 
cultures like that of the West which is also found in African 
towns and cities. Hence, a game like Chona gLyikata Kwindi
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(the Cat has caught the Rat) is like 'Cat and Mouse' while 
that of Uyo Fisi' (There goes the Hyena) parallels 'Fox 
and Chickens' which are all familiar to English children 
(cf. Opie Op. Cit.: 114-116).

Thirdly, I have avoided giving detailed examples of 
catching games because some of them are found to come later 
under different sub-titles. Indeed, this overlap is quite 
evident in this work and arises from the cultural and not 
merely from the linguistic definition of concepts associated 
with terms like chase, catch, touch, hide, seek and many 
others.

5. 'Slapping or beating games'.

What I have termed as 'slapping or beating games' are games 
which do not exist in their own right. That is to say, that 
they are a consequence of some other action in which players 
might be involved. In fact, the individual titles of such 
games which have collectively been referred to as 'slapping 
or beating games' reveal that they fall under other well-known 
genres of chilren's games and plays. However, my classification 
still stands; perhaps on the simple basis that if we were looking 
for the most dramatic aspects of these games, slapping or 
beating would certainly look unusual. Here are four examples 
of such games I observed amongst children living in Lusaka.



5.1. "Pistol"
Presentation style.

Players divide themselves in two’s; sometimes a boy 
and a girl or separate sexes. Having done so, they agree 
on the number of slaps a player should get for not following 
the rules of the game. The game then starts. First, one in 
each pair shouts to his or her colleague the word "pistol!" 
with an accompanying hand gesture . The partner must 
immediately imitate the action failure of which will result 
in the required number of slaps on the hand or shoulder. The 
player who is slapped will wait until he or she has imitated 
the action correctly before being given the chance to say 
"pistol!" The more slaps one accumulates, the more debts 
one has towards one's opponent for it is said that this game 
goes on for days, weeks, months, etc, unless the partners 
have decided to break the agreement. One is thus obliged to 
return a slap according to the rules of the game,

5.2. Walya ndimu - ' You have eaten a lemon1.
This is another game in which a player is hit and which 

I watched boys play at Chawama Compound south of Lusaka. In 
this game, all players start by sitting in a ring, then one 
at a time they say very funny and ludicrous things aimed at 
provoking laughter, e.g. "Bwana alibe mapolo!" (the Master 
has no balls!). The player who laughs is put inside the ring 
and ordered to bend his head down. Another player covers his 
face with hands so that he cannot see. Other players then 
take turns in hitting him on the head but each time he is hit he is 
allowed to sit up and mention the name of the player who has



hit on the head while the following talking rhyme goes on:
(116). Solist: Walya ndimu, walya ndimu!

( You have eaten a lemon, you have eaten a
lemon! )

All: Walya ndimu!
( You have eaten a lemon! )

Luck at last comes when he gives the correct answer by 
naming a player who has hit him. The player so named then 
takes over the discarded role and the game continues. It 
only comes to an end once many players have withdrawn from 
participation or when they have mutually agreed to terminate 
it,

5.3. Nkhonya - 'Punches'
This is also a boys' game in which players use a tin, 

stones or old battery cells such as the ones used in 
transistor radios. I watched this particular game called 
Nkhonya performed by boys aged eleven years and above in 
Matero Compound, Lusaka West.

Presentation style.

Players put a small empty tin at a distance and then 
line up with some stones or batteries in their hands, One 
player starts throwing whatever he has in his hand at the 
tin and if he succeeds in hitting it, other players then slap 
him until he seeks immunity, Prior to the game they might 
agree that by touching a fence, wall, pole, etc. a player 
who is being slapped becomes free and no one should slap him
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thereafter. Thus, touching of a particular object approved 
by the whole group provides immunity to those e 1 igible for 
slapping. The game goes on till all players decide to do 
something else.

5.4. Pamchenga -'On the Sand'
This game was recorded in Kaunda Square, Lusaka, and was 

also done by boys only.
Presentation style.

The players heap sand together and erect a stick of 
about two feet in the middle. They sit around the stick and 
the sand heap which supports it, digging the sand bit by bit 
with their hands. If the stick falls by the time one of the 
players is digging, the other players must hit him until he 
has touched the wall, or anything they might have agreed upon. 
The touch gives the player immunity from slaps received as 
punishment for causing the stick to fall.

A general critique of the foregoing account of ’slapping 
and beating games' is thus necessary here. First of all, it 
will be seen that some of them are closely related to touching 
games. In Nkhonya and Pamchenga, touching of a wall 
for instance is a panacea for punishment received for doing 
an approved or disproved action, respectively, But the 
highlight of each game is slapping and it does not matter 
whether one is permitted to hit the tin (e.g. as in Nkhonya) 
or no,t allowed to cause the stick to fall (e.g. Pamchenga).
In dramatic terms, therefore, the climax of each game occurs 
when slapping takes place and it is during this stage that



one can gauge its emotional and psychological impact on those 
involved. In a game like Walya ndimu which resembles ’The 
Blind Man's Buff’ or a guessing game, we see that most 
players withdraw from participation long even before it comes 
to an end simply because they cannot stand the beatings.
Thus, it is no wonder that such games end in a fight because 
a player is accused of having kicked a colleague hard. We could 
be right, therefore, in terming them as 'slapping games'.

On the other hand, a game like 'Pistol' in which a boy and 
girl may compete against one another, there is the 

possibility that the slapping action in which they become 
involved might subsequently lead to love-making. This type 
of play makes them p s y c h ol o gi c all y quite relaxed and 
free towards one another. I shall raise this point
again at some later stage, but I should briefly state 
here that in societies that have rigid rules or norms concerning 
social behaviour, games of this nature compensate a great deal 
for any deficiencies in the system. But 'Pistol' as such is 
obviously a reflection of television and cinema where children 
of middle-class or upper-class families are exposed to 
cowboy films and other Westerns in which shooting and violence 
are involved. Apart from social interaction, the didactic 
value of the game therefore leaves much to be desired.

And finally, I must also add that 'slapping or beating 
games' are commonplace in Zambia and one might equate them 
to a kind of culture amongst such age-groups.
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This can be equated to herdboy societies and other age- 
grade groups in traditional African societies which 
indulge in militaristic games in readiness for similar 
roles in life. But are these urban children's pastimes 
geared to serve the same purposes? The answer is no,
The examples offered in this section are perhaps inadequate 
and we may have to look for other models before passing 
any final judgement.

5 # Duelling or exerting games.

Duelling or exerting games are said to involve hardness, 
toughness or endurance, Players might also pretend to be 
fighting. Therefore, it appears that this category of games 
is quite relevant to our previous discussion concerning games 
of prowess and their impact on urban children. It is true 
that because of the hard economic life, the disintegration 
of the kinship system and its replacement by the highly 
competitive, individualistic and classy society, the average 
urban child in the Third World to-day is leading a very 
traumatic life. Violence, poverty, suffering and moral 
decadence are the trademark and one might expect these to 
be reflected in the games that children play.

On the contrary, games that are considered 'dangerous 
and bad' are not sanctioned in urban Zambia as some of them 
might be elsewhere. I remember, for instance, how in the 
early seventies a boxing club in Matero Compound promoted 
contests amongst juveniles, where boys aged between 7 - 1 6  fought
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against one another. Several of them at least went home 
with a bleeding nose or black eye after being beaten in the 
match. The Lusaka City Council banned this superimposed 
type of children's play after realizing that it was breeding 
violence. Children continued to batter each other wherever 
an opportunity arose, presumably because they considered 
this to be useful play in which they acquired some skills 
for self-defence. But public fighting by children never 
took place thereafter.

Nevertheless, there still exist some types of duelling 
games which children play though to a certain extent with 
some restraint, due to the fear of being scolded by their 
parents in the event of getting hurt or hurting others.
In Handsworth Court, Lusaka, I saw boys play a game called 
Kupingana, meaning to trip someone as in karate and judo.
In Olympia Park, girls played a game called "Land Rover", 
a type of exerting game. There were also other types of 
games concerned with militancy, e.g,, Njokotilo, Zikhonyo 
and 'Fire' where children simulated war scenes and raiding.
A description of the above and perhaps a few others will 
suffice here.

6.1. Kupingana - 'To trip one another1
This is a popular sand play for boys and in the

countryside bands of herdboys may stage contest matches 
within their ranks. However, in towns boys may play wherever 
it is convenient for them to do so. The group that I observed 
had this version of the game.
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Presentation style.

Those taking part in the game pair themselves up and 
select an area where there is either soft sand or green grass 
so that they don't get hurt when falling. The game starts 
with players of each pair facing one another; clapping hands 
to indicate readiness, and finally, each one placing one foot 
between the legs of an opponent, accompanied by a swift 
sweeping action aimed at tripping him off balance. In this 
way, one is expected to fall down, hence, each fall is regarded 
as a point. By the end of the game, the one with the most points 
is the winner.

5.2. Land Rover"

In this game, players divide themselves into two groups;
A and B. A retreats to a distance of ten metres where 
players make a straight line while holding hands, B is 
simply left in the same spot where all players originally 
assembled. When A is ready, it starts to call any player 
from B, thus:

Call: Land Rover, Land Rover,
We want Mwape,

Group B responds by sending Mwape who runs and tries to 
break the chain of hands made by A. In the meantime, A makes 
sure that hands are firmly held together to prevent Mwape 
from passing through. If Mwape does not succeed, then she 
joins A. But once she has managed to get through by breaking 
the chain of hands then she must take one player from A who 
now joins B, The game continues in this manner until all



players have participated. If one group has no players 
left it means that this group has lost the game. On the 
other hand, the one with most or all the players is the 
winner. This marks the end of the game.

What is of special interest in the game presented 
above is the symbolism of the Land Rover. Since the
introduction of motor transport in urban and industrial
towns, the Land Rover has been found to be a strong and
tough type of vehicle. It can move through bushes as well
as on very bad roads. But apart from this, it can also
crush and kill human beings. Therefore, in this children's
game called "Land Rover", we see Mwape and her group

of players being likened to a Land Rover. If any one of
them breaks through the chain of hands made by Group A,
then that particular player has the strength of a Land Rover.
This is the meaning that is implied here.

On the other hand, Group A might also represent 
a thick forest or dangerous terrain where a Land Rover 
might crash and breakdown completely. Similarly, if a 
player from B fails to pass through A then the Land Rover 
has equally failed to pass through that particular type of 
land as represented by players who have chained their 
hands together. There is a similar game (illustrated overleaf) 
where children bring into play themes from a different 
world and sensibilities; the traditional African world which 
is devoid of modern technology like that of the Land Rover. 
Although the example cited was recorded in Chipata, there is
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a strong element of African Village life underlying this game.
6.3. Njokotilo 

Presentation Style:
Players make a circle and join their hands. One player

then volunteers to go inside the circle and starts to sing:
(117) Soloist: Mkazanga, mkazanga Njokotilo

My wife, my wife Njokotilo
Chorus: Ya ya ya!

Ya ya ya!

Fig. 9. Njokotilo

Soloist : Ndifuna kudya 
I want to eat

mankhwala Njokotilo 
herbs Njokotilo.

Chorus : Ya ya ya! 
Ya ya ya!

Soloist : Nkhondo apo!
Look at the war !

Chorus : Ilipo.
It is there.

•



As soon as the rest of the players have sung ilipo 
or 'it is there' the soloist who is inside the circle tries 
to break through by exerting great force on the hand chain 
around the circle. In the meantime, all those concerned 
hold their hands firmly so as not to allow him to get out 
of the circle. But should the latter succeed, then he has 
won the game.

The game is aimed at testing how strong one is and a 
player who happens to be given this particular role is 
expected to show his mettle. This warlike spirit is 
implied both in the chant and the action. The song mentions 
war (nkhondo) and this is followed by vigorous thrusts 
against the human wall provided by players in the ring.
The player who breaks through is admired and praised while 
the one who doesn't is jeered at.

Secondly, in this game there is reference to the 
eating of herbal medicine (mankhwala) so that one acquires 
superhuman powers to fight or perform difficult tasks. The 
character, represented by the soloist, is heard appealing 
to his wife for this type of medicine presumably to enable 
him to conquer his enemies. The name of the wife in the

song text is Njokotilo. T h u s ,  t h e  g a m e  
is also an extension of the traditional African idea 
that by eating medicine a person acquires extra energy 
or virility. The children are also aware of this practice, 
hence, we see them reliving it through play.
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f.i. Zikhonyo - 'Missiles'
This is mostly a boys' game and takes place in a

large open ground so that one can move and run about 
quite freely. Players may number from six to as many 
as twenty or more. Usually, two groups are involved and 
in the event of one playgroup taking part, then its members 
might split themselves up to constitute two 'rival parties'.

Presentation Style.

The term zikhonyo roughly means missiles and is 
associated with maize cobs from which grain has been 
removed and which children throw at each other as part 
of play. When two such groups are involved, they are said 
to be at 'war' against each other. Each group chooses 
its own leader who gives commands in military fashion.
The zikhonyo (maize cobs or any approved objects) are 
thrown at one's opponent and players chase one another 
until one surrenders and is taken prisoner, as it were, 
or runs away.

Although this game is supposed to be an imitation 
of shooting as d u r i n g  w a r  or armed raids, 
children themselves have at times taken it quite seriously. 
Rival play groups such as Mtendere and Kalingalinga;
Tunduya and Kaunda Square; Chelston and Kamanga, etc. have 
at one time or another challeneged each other to a 'game 
of zikhonyo' in which stones and paraphernalia have been 
used. Real fights have thus also erupted. But, nevertheless, 
this game becomes an interesting sport or pastime amongst 
children within a playgroup in which children enjoy having 
good company amongst themselves.
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6.5. "Fire"

Also closely related to the game of Zikhonyo is one 
called "Fire" in which children imagine to be at war with 
their neighbours. They will divide themselves into two 
groups 6ach led by a leader or 'army captain'. Then, 
using toy guns from sawn-off timber and bottle tops in 
place of bullets, they pretend to shoot one another.
Should one run out of 'bullets' then he surrenders and 
is taken prisoner. The group that has more prisoners is 
the winner. In this game, participants frequently shout 
'fire' meaning 'shoot' in imitation of the behaviour of 
soldiers in a real war situation. The latter, therefore, 
appears to be more of an influence from television and 
cinema than Zikhonyo,which originates from herdboy feuds 
like chidungano amongst the Tumbuka.

To sum up,therefore, it would appear that although 
Zikhonyo and 'fire' have been classified as duelling or 
exerting games, there is no actual physical body contact 
involved. It is games like 'Land Rover' and Njokotilo 
where this happens to be the case. However, there are 
moments when children might struggle and appear to be 
duelling such as when they pretend to be taking one another 
prisoner; the latter trying to evade capture. Finally, 
although it was stated at the onset of this particular 
discussion that duelling or exerting games might be linked 
with the theme of violence in maladjusted children, especially 
those of the city, the examples we have looked at don't 
really appear to be a reflection of this. But as it has 
already been observed by some scholars, games of competition
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might involve the use of physical energy as each player 
strives to come out victorious. Roger Ca illois, for 
instance, classifies this type of game as Agon; a whole 
group of games which seem to be competitive like combat in 
which equality of chances is artifically created, in order 
that the adversaries should confront each other under ideal 
conditions, susceptible of giving precise and incontestable 
value to the winner's triump (Op. cit.: 14). But in
addition to games one might encounter the spirit of Agon 
in other cultural phenomena conforming to the game code: 
in the duel, in the tournament, and in certain constant and 
noteworthy aspects of courtly war. What children exhibit 
during play, therefore, is part of this cultural behaviour,

which may or may not be directly related to the prevailing 
social life.

7. Throwing and hitting games

Cne would automatically put Zikhonyo and "Fire" in this 
category. This is due to the fact that throwing and hitting 
may be connected with hunting or war where people shoot to 
injure or kill their target. However, the type of throwing 
and hitting games I s h a l l  pr esent have to do with 
gambling in which players compete for some kind of material 
reward or honour once they have excelled at throwing or 
hitting of a target.

In this presentation, I would like to examine two types 
of throwing and hitting games f o u n d to be popular amongst



urban children. The first example is called "Killer" 
and the second can simply be referred to as "Bottle tops".
In both cases, the games involved boys only and were 
performed on the street and at bus stops. Here is a 
description of each one of them:

7.1 'Killer'

At Chifubu Township in Ndola I observed six boys aged 
about twelve years p l a y i n g  a g a m e  of "Killer" 
by the roadside. In Kaunda Square of Lusaka, four boys aged 
about eleven years were involved and they also called this 
game "Killer". In each case this is what was involved:

Presentation Style

First the Ndola version as seen amongst children of 
Chifubu Township. The players divide themselves into pairs 
and each group is asked to fetch about twenty used torch or 
radio/cassette batteries. One group is asked to stake 
its batteries in a 'shooting competition' as such. The 
batteries are lined up and then any group from the remaining 
ones is asked to start the game. Those beginning the game 
are further asked to use only six batteries of their own 
for throwing.

When everything is set, throwing starts. The players 
involved take turns and throw the six batteries provided 
aiming at the ones that have been put in a line. A player 
is expected to hit and knock down as many batteries as 
possible from the opponent's lot. The batteries that are 
not hit are left wherever they happen to be until all groups 
have had their go at the game. Finally, each group is asked
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to count its batteries that have not been hit and the one 
having the largest number wins the game. If more than two 
games are played, then points might be awarded for each 
win which any particular group may make. Then, by the 
end of the whole play, points are added up and the group 
with the most number of points is the winner.

In the example from Kaunda Square, Lusaka, players 
simply line up any number of batteries available and each 
player competes as an individual. But there is a precondition 
about who has the right to start the game. First, the players 
throw a battery each at those lined up without intending 
to hit any of them. When all have thus thrown their 
batteries, the one whose battery is either too close or 
farthest from the target starts the game. The thrower is 
given about six batteries in all and is also required to 
claim ownership of any other batteries knocked to the ground. 
The rule here is that a battery should completely be 
displaced from the line and must lie horizontally before 
it can be claimed by any thrower.

Another style of play Kaunda Square children used was 
for each participant to stake one battery at a time and that 
whosoever hit it, collected it in return. The term "killer" 
simply referred to the hitting of the target in a similar 
manner a s one does with living creatures. And in the 
absence of old torch cells, players are also permitted to 
use stones but the style of presentation remains unchanged.
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7.2 'Bottle tops'

I have called this type of throwing and hitting game 
"Bottle tops" because the latter feature quite prominently 
as the main props and centre of attention in the game. 
Sometimes, money coins or buttons are used,but because 
these materials are hard to come by, children prefer to use 
bottle tops instead.

In the examples that I shall present, each one is 
played differently though props used are often the same. 
Here are three examples:

Example one:

This example is taken from observations made in 
Lusaka, Kama#\ga Compound where a group of five boys aged 
about ten years were seen playing on a roadside. The game 
they were playing was simply referred to as masewera 
odyana ndi mabottle tops in Chinyanja, which meant,
'games of gambling with bottle tops'.

Presentation style \'»
The players first dig a small hole and then retreat 

to a distance of one metre from the hole. Each player 
then fetches a Coco-Cola or Fanta bottle top and fills it 
with wet sand in order to make it heavy and stable. Then 
one at a time, each player is required to hit the bottle 
top with a finger so that it lands straight into the hole. 
But to do this, the bottle top must first be placed on the
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palm of the left hand (if right-handed), or right hand. 
Then, using fingers of the other hand, the bottle top must 
be hit like a snooker ball into the hole. Once the bottle 
top is in the hole, the player concerned has won a game and 
must claim a bottle top or piece of button from the other 
participants. This is some form of betting. Every other 
player does the same and the person who accumulates most 
bottle tops or buttons is the overall winner.

Example Two

This example is drawn from Chipata's Umodzi Compound 
where a group of four boys aged about eleven years was 
observed playing just outside their home.

Presentation style.

The players look for as many bottle tops as they can 
possibly findand hit them with stone to make them into the 
shape of coins. Then they fetch an empty tin or can of 
beer on which a few bottle tops are staked at a time. All 
the players then line up a few metres from the tin, each 
one holding a couple of stones or old torch cells in his 
hand. Then, at one go all of them start throwing whatever 
they have at the tin with bottle tops. The player who hits 
the tin first and causes all the bottle tops to fall to the 
ground can claim them as his. The game continues until one 
player wins all the bottle tops, when it is finally decided 
to terminate play and start a different game altogether.



Example Three.

This example is from Lusaka, Kaunda Square Compound, 
and when it was first recorded some six boys aged about 
eleven years were involved.

Presentation style.

The players draw a square on the ground marking inside 
it some vertical and horizontal parallel lines so that the 
square has several squares in it as shown by the figure 
below.

Fig. 10. 
"BottleTops"

4 6 1

9 5 to

to 7

'

00

When the figure has been drawn, numbers are written 
inside each square; in this case from 1 to 9, without 
following any proper order. The numbers stand for money to 
be won, e.g.,1 for one penny, 2 for two pence, etc. When 
this has been done, all the players stand at a distance of 
two to four metres from the square except for one volunteer 
who acts as umpire or guardian. He keeps several bottle 
tops which are used in place of real money in the game.
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Then, one at a time, each player is given a bottle top 
to throw inside the square. If the bottle top lands 
inside one of the small squares, then the player wins 
'money' equivalent to the number written in that particular 
square. In addition to winning, he also takes the place 
of the umpire or guardian who stands at the other end 
of the square opposite the players. But if the bottle 
top lands on any line between the little squares, then 
the player concerned is given a second chance. However, 
in the event of the bottle top falling completely outside 
the main square, then the guardian must claim an equivalent 
of one penny from the particular player. The game goes on 
in that way until one player wins "all the money" as such. 
This marks the end of the game.

Having given a brief description of each type of 
what has been termed 'throwing and hitting' games, let 
me now further comment on some of their socio-cultural 
implications, and possibly, on a few cross-cultural 
comparisons. To begin with, these are games of skill 
and could be traced to both the indigenous as well as 
foreign cultural influences in to-day's Zambian cities and 
towns. Throwing and hitting for instance is a favourite 
sport amongst herdboys in most Zambian ethnic groups, e.g. 
the game of Ponda amongst the Chewa; Dema amongst the 
Tumbuka; playing with marbles e.g. chiyato (Chewa/Nsenga/
Ngoni) and Gofoto (Tumbuka), to mention but a few.



These games, which have already been discussed in the 
previous chapter, are in some respects very similar to the 
ones presented in this section. Gofoto is played in the 
same way as the game of "Killer" recorded in Kaunda Square 
in Lusaka. But on the other hand, both games are similar 
to 'Stroke or Plum pudding' seen amongst children in the 
Western World (cf. Holbrook Op. cit.: 31). We have
also learned that another version of "Killer" is where one 
player throws a battery at a distance while the other tries 
to hit it with his battery. This is similar to the game 
of Kuchaya maluzo in which Tumbuka herdboys throw and 
hit at each other's knobkerries while in the air as a 
training in skills connected with hunting and shooting birds 
and animals. But within the urban context, this version 
of "Killer" can be compared to 'Bossout', a game where one 
player bowls a marble to any distance and the other player 
bowls at it (Holbrook Op. cit. 29). Similarly, Example 
Three of 'Bottle tops', though closely resembling Hopscotch, 
is equivalent to Bridge Board. In the latter case, one 
player puts down a board a foot long with holes along the 
bottom big enough for marbles to go through. 'The other 
players bowl at it. If they miss holes, or fall short, the 
owner of the board takes their marbles. But when a player's 
marble goes through a hole the owner of the board has to 
pay him the number of marbles marked on the bridge', (ibid.

From the foregoing observations, therefore, it would
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appear that what have been referred to as 'throwing and 
hitting' games are pastimes which are already common place 
amongst children in different cultures. However, due to the 
inadequacy of the right play materials, these urban Zambian 
children seem to have used their own creative imagination 
to adapt some of these games to suit their social setting.

And finally, closely associated with this category 
of games today is the idea of gambling for money amongst 
urban children. Such games like 'Heads and Tails' and 
others where money is staked are now viewed as bad for school 
going and unemployed youths. This is one of the major 
negative social implications of this type of game.

a . Seeking Games

Popularly known as Hide-and-Seek, these are the 
commonest children's pastimes in Zambia. Here are some 
examples of seeking games:

8.1 'Hit the Tin'

This type of game was first observed in Chawama Compound, 
Lusaka, in which both boys and girls aged about twelve were 
involved. Here is how it was presented:

Presentation style.

The players start by doing an oral test and anyone 
who gets low marks becomes the seeker. Let's take this 
particular player to be a girl. Before the rest of the 
players go to hide, the girl is told to look for an empty 
tin which is then placed where everyone is assembled. 
Thereafter, the girl is blindfolded by placing a hand across



her face. This is done by one of the players so that 
the rest can hide without being detected. The ones in 
hiding count from one to ten after which the player covering 
the girl's face also runs away to hide. The seeking now 
begins.

The seeker runs in every direction, trying to trace 
any of those who are hiding. As soon as she has spotted 
one of them, she runs to where the empty tin is and shouts 
that player's name. The player thus named is declared out 
of the game. This process is repeated until she has seen 
all of them. She has won and in return she is asked to 
choose any player to replace her. This time, she can 
also go and hide.

However, should one player tip-toe unnoticed towards 
the tin and hit it while the seeker is away, this means 
that all of those who have been declared out of the game 
once more rejoin their colleagues and the game goes on to 
the next stage with the seeker still continuing with her role.

8.2 Tata Twu Nqwee
Apart from being a seeking game, this one involves 

role play accompanied by a song rhyme which also stands 
for dialogue in the form of a call and response. This 
example was first observed in Kaunda Square, Lusaka, and 
involved a mixed group of some eleven year olds.
Presentation style

The players divide themselves into two groups; one 
for "adults" and another for "children". The "adults" 
are referred to as Tata (father, daddy or Pa) while the



"children" are called mwana (child, baby). The adults

start the play by running away from their children whom 
they once promised some money. And as they run away, the 
children keep on asking them about the money. This is what 

goes on:

Children: Tata twu ngwee
Daddy, please give me two ngwee. &  

Adults: We mwana nshila fola
Dear child, I haven't got my pay.

The children in the play keep on asking for money until
tttheir daddy says: Nimfola sopoke ! " or "I have got my 

pay - come and get!" By this time, it is known that these 
players who have gone to hide are well out of sight from the 
seekers. It is now up to the latter group to start looking 
for them. When everyone in hiding has been successfully 
traced, then roles are swopped; 'adults' become 'children' 
and vice-versa. The game goes on to the next round till 
it is finally abandoned.
8•3 Tomatoe Tailapya

This game is similar to the previous one except that 
it does not involve role play. When I first observed a 
group of six boys playing this game, the one who introduced 
it claimed to have learnt it from the Copperbelt (Ndola) 
where he had just come from. But it did not appear to be 
completely different from the ones that Lusaka children were

$  ngwee is the smallest unit of the Zambian currency 
and could be compared to two pence.



used to. Let's see how it was presented. 
Presentation style.

The players divide themselves into two groups - A 
and B. B goes to hide while A seeks. But as B goes away 
A keeps on calling "Tomatoe" and B answers "Tailapya".
This goes on until B says "Naipya" when A embarks on 
looking for them. First, here is a text of what goes 
on during the preamble.

Call: Tomatoe
Response: Tailapya (it is not yet ripe).
Call: Tomatoe
Response: Naipya (it is now ripe).

If all members of B are found, then it is the turn for 
A to go and hide. But should one or two members from B 
still remain at large, then A continues to play the 
seekers' role. The game continues in that way till players 
get tired and call for something else.

\Silayo - 'Leave that one'

This is exactly performed according to the game 
described above. The only difference is that the chant 
in the latter example is in ChiTumbuka .
(118) Silavo.

Call: Silayo - leave that one
Response: Zahehe - 'You are right'
Call: Tizenge? Should we come?
Response: Lindilani danga - Wait first.
Call: Silayo - leave that one
Response: Zahehe - 'You are right'.
Call: Tizenge? Should we come?
Response: Uuuah - Yes, you come.



It is not surprising to see that there are several versions 
of this game amongst Zambia's 73 ethnic groups. However, 
it was interesting to note that the Tumbuka version of 
the game was performed in Lusaka. Compare this, for 
instance, with a description of the same game among Tumbuka 
children in the Lundazi District presented in the previous 
chapter. The call and response type of chant is the same.
And . when the search party has failed to trace some 
members of the other group, their colleagues might then urge 
them to come out into the open, saying11 vumbukwa !", meaning 
"come out!" Those hiding then come out of hiding voluntarily 
and their group is the victor.

8.5 'First Bell'
This game of hide and seek is like the first one we 

have called "Hit the Tin". But this version is from 
Chipata where I first observed the game being played by 
eleven children aged nine and above. The performance took 
place near a beer tavern and the children used English 
as the language for communication during play. This is 
how I saw the game being presented.

Presentation style

The players put a tin in the middle of a circle that 
has been drawn on the ground. One of them volunteers to 
be a bell-ringer and is instructed to fetch any piece of 
metal that can be used as a bell. When he has done so, he 
looks for a stick to hit the bell. The other players then 
snatch the stick away and throw it at some distance so that



they can run away and hide while the bell-ringer goes 
to fetch it. The bell-ringer runs for his stick; 
collects it, then rushes back to hit the piece of metal 
lying on the ground. While doing this, he shouts 
"first bell!" and begins to name all the colleagues 
he had seen running to hide. The ones whose names are 
called out are declared to be out of the game. During 
this period also, those not mentioned stealthily try to 
reach for the bell and when one of them has succeeded, 
he must shout "over". This is a sign that the bell
ringer has failed to trace them and must once more 
play the same role. But if he sees all of them before 
they get to his bell, then he has won and must choose 
another player to play his part. The game goes on like 
that until the end of play.

8 . 6 'Bill'

This game was performed by the same group that 
had done "First Bell". However, this one appeared to be 
more dramatic than the other because roles were very 
quickly swopped each time the seeker succeeded in tracin 
anyone who had gone to hide. This is what took place:

Presentation style

The players choose one of their colleagues to be 
the caller. Immediately the caller has been selected, 
he calls, "Bill!" The rest of the players then start 
counting from one to ten, matching each number with
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every call made, like this:
Call: Bill,» Bill,! Bill,! Bill,! Bill, Bill, Bill, Bill, Bill,
Response : 1 I 2 1 3 1 4  | 5 6 7 8 9

By the time the respondents have counted ten, all keep quiet. 
This is a sign that they have now safely hidden themselves 
and are out of the caller's reach. The latter now sets out 
looking for them and when he has spotted one of them, that 
particular player immediately becomes the caller. He then 
starts to call "Bill" while the rest answer back by counting 
from one to ten as shown above. Players are free to remain 
where they are hiding or change places each time there is a 
new caller. The game keeps on 'rotating' until one of the 
players shouts "Game over!". This marks the end.

Seeking games are an example of co-operative games 
just as are the numerous other games that we have observed 
in this whole section. For the little boys and girls, they

foffer an occasion for intimacy and, sometimes, deep affection

Children may take long hours repeating the same game in order 
to allow them a chance to be away from public attention.
Data collected from rural areas in Zambia, such as the one 
on the Chewa and Tumbuka, shows how children in these 
societies value this type of play. Notice for instance 
that seeking games like Silayo and Tomatoe Tailapya can 
be traced back to the village from where they have originated 
This alone accounts for their popularity. But games like 
"First Bell", "Bill" and "Hit the Tin" must definitely be
new innovations arising from school education and urban



industrial life. Tata Two Ngwee, in particular, is
typical of city life which depends on gainful employment. 
Here, we see how children always look forward to their 
father to give them money for sweets once he has received 
his wages. This is what the play reminds us of.

However, seeking games which involve going away from 
one's play group to hide and be sought after, have at 
times tended to end up in tragedy. Children have for 
instance got into boxes or old fridges where they have 
died from suffocation. Sometimes, they have hidden under 
cardboard boxes near busy roads and have been run over by 
cars, etc. All this has been the negative side of seeking 
gamesy especially in cities and towns where the restriction 
of 'play space' has forced children to improvise wherever 
possible. Although one finds a lot of empty old buildings 
that have been abandoned and therefore ideal for play, the 
majority of these are often filthy inside and 
unsafe for children. Otherwise, children themselves like 
playing outside and make use of their own materials.

9 . Guessing Games

Guessing games could also be classified as chance 
games although they may involve intelligent thinking and 
acting. A child might also develop the ability to know 
the psychology of other players in the game and thus 
learn to guess correctly. In some guessing games, a 
clue is provided to guide the guessor and enable him or 
her to arrive at the correct answer. Hence, guessing
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games might involve having a good memory, intelligent 
observation and knowledge of the language used for 
communication. But in spite of the above characteristics,
I did not come across many types of guessing games amongst 
urban children though I am still pretty sure that several 
do exist. However, here are two examples from Lusaka and 
Ndola, respectively.

9*1 'Traceraan'

This game was observed at Silver Rest Primary School, 
Lusaka, and involved a group of girls aged about fourteen 
years on the average. This is how the game was presented:

Presentation style.

The players divide themselves into two groups - A and
B. B is the Traceman's group to start with while A is the 
group that poses a problem. The game starts with a brief 
opening formula, thus:

A: Traceman, Traceman, Have you got any trace?
B: What kind?
A: Any kind ......

As soon as A says ’any kind' its members will mime out 
actions related to writing, singing, eating, planting, etc. 
B will then guess what A is doing and say the answer loud 
enough for everybody to hear. If B is correct, then it 
can claim two members from A and the game starts as at 
the beginning. When everybody has joined the Traceman's 
group in this way, the players will make two new groups 
and start the game all over again. The same procedure 
is followed until the players decide to do a different 
game altogether.



9.2 1Guesser1
This game was observed in Ndola's Northrise high- 

cost residential area and was performed by a mixed group 
of children aged between nine and fourteen. They called 
the game "guesser" themselves and this is how it was 
presented:
Presentation style

One player volunteers to go away from the group and 
thus be the one to start the game. When this player is out 
of listening distance, the rest of the group debate on what 
problem to put before him or her. They think of a few 
professions and activities; people, places, etc. For 
instance, they may decide that what they want is the name 
carpenter. They call the other player back and then begin 
shouting names of tools and activities associated with the 
job of a carpenter, viz: hammer, nails, wood, chisel, saw, 
plants, and so on. If the guesser says "carpenter" then, 
he/she has won and another player is asked to take up that 
role. But if the guess is not correct, then the same player 
is told to have a second go. The game goes on in that way 
until playtime is over or when children themselves decide 
to do a different game.

So far, therefore, these are some examples of guessing 
games which unfortunately don't have any close resemblance 
to the ones we have encountered in the discussion on games 
by rural children. Further research will however reveal 
more varieties of these games amongst urban children. 
Secondly, even urban children use local terms
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for guessing games, e.g. kulotela which literally means 
'to dream'; loska, to guess etc. And once a player has 
made a wrong guess, colleagues would immediately respond 
"waphonya" ('you are wrong') if they themselves happen 
to know the answer. Therefore, the examples cited above 
in which children use English demonstrate the influence 
of the school and Western culture. The game called 
'Traceman', for instance, is very similar to
'Three Jolly Workmen' (see Ooie, op. cit. pp. 280-2S2) .

Finally, since we have already noted that there is 
often an intermixture between the games that children 
play, it is certain that some types of guessing games 
occur under different guises. A game like Walva ndimu 
('You have eaten a lemon') presented under Slapping and 
Beating Games is very much a guessing one and that a player 
is only slapped after making a wrong guess.

10. Daring Games
Children sometimes might engage in games and plays that
are risky or dangerous. For example, Tumbuka
herdboys at one time practised a game called Katukutuku viyo

--------------------------------------------

in which they buried one another alive on sand. Sometimes, 
they would construct a tunnel and pretend to be rats, mice, 
or rabbits going in and out of their hole. Daring games, 
in this respect, might involve a certain form of physical 
endurance. Quite often, a few players may be experienced 
in certain physical skills and during play try to incite 
others to show their mettle.
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However, the examples that are included here don't 
appear to be strictly the daring type of games for we 
shall find out that some of them are simply a kind of 
mimicry; expressions where players are challenged to 
emulate the leaders actions. They may not be difficult 
actions to do but could require concentration and perhaps 
quick reflex action. Sometimes, they are simple to follow 
but p 1 a y e rs get punished if they deliberately don't 
follow what the leader tells them to do. There are also 
games for provoking teasing or laughter, albeit the fact 
that some players do get offended. Let's look at a few of 
these here.

10-1 1 Peter savs1

This example is from Chipata and involved a group of 
eight children aged about ten years. They were a mixed 
group of boys and girls.

Presentation style

The players choose a leader within the group to act 
as a caller or initiator. He shouts out certain actions 
which he performs and asks the group to imitate him 
accordingly. For example, each time he mentions the name 
Peter accompanied by a doing word, then everybody must 
perform the appropriate action. Thus, he might say:



"Peter says jump"
"Peter says sleep"
"Peter says laugh"
"Peter says die"
"Peter says urinate"
"Peter says step on fire", etc.

On the other hand, if he mentions the name Tom nobody is 
expected to move. The one who does so is out of the game. 
Similarly, those who are unable or unwilling to perform 
things they have been commanded to do are also taken out 
of the game. This goes on until only one person in the 
players' group is left. This one becomes the new leader.' 
The game goes on like that or becomes abandoned if the 
caller's demands become impossible.

10.2 Buunaa Bwamale

This game was observed at Kamanga Compound and Silver 
Rest Primary School, Lusaka, and in each case it involved 
both boys and girls aged between six and fourteen.

Presentation style

Players make a circle and choose a soloist or leader 
who leads them in the song and acts out certain instructions 
for them to follow. Whatever the leader says 'must' be 
obeyed or executed by the other players. The ones who do 
not are instructed to leave the circle and those left at 
the end of the game are declared winners.
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(119) Buunaa Bwamale

Soloist: Buunga bwamale 
Finger millet flour

Chorus: Liito
It is ash

Soloist: Bwapalangana 
It has scattered

Chorus: Liito
It is ash

Soloist: Tabumona beeni 
Visitors can't see it

All: A la kanshinguluke, ala kanshinguluke kalit 
Let me go round, let me go round on ash

All: Kaleka bwelele, Kaleka bwelele palito 
Let me return, let me return on ash

The above chant goes on with improvisations worked
out by the player leading the group till the game comes 
to an end.

10.3 Zambian Girls

This creative game was recorded at Chitanda Primary 
School, Lusaka, where twelve girls challenged each other 
as who would be most suitable to win a beauty contest if 
those present were invited to participate in such an event

Presentation style

Girls line up and choose a leader or 'judge'. The 
latter asks the girls questions which they must answer as 
part of the 'fashion parade' to choose the most attractive 
girl. At the end of chanted dialogue, the girls are asked 
to pose and the 'best' among them is chosen. The player 
who has been chosen leaves the group and the process is 
repeated until only one girl is left. This girl is the 
loser and she is laughed at and called all sorts of names.
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The chant or dialogue

All:
Soloist:
All:

All:
Soloist: 
All:
Soloist:

Soloist: Zambian
Girls
Zambian
Girls
Are you ready?
Yes
one, two, three, four 
Fashion!

The girls pose at the shout 'Fashion!' They start 
again when the leader has made her choice and the dialogue 
might change to include more assignments. It is these 
tasks which girls are asked to do which sometimes make them 
fail the contest. For instance, they may be asked to say 
embarrassing things or do actions that make them look odd.
One result of this game is that some players get hurt and 
cry. But it is good for assessing selfconfidence, courage 
and tolerance in the life that awaits them when they grow up.
10.4 Diana

I found this game fascinating when it was performed by 
a group of seven year olds at Kapata Compound, Chipata 
who said that they were trying to choose a "Princess" from 
within their lot,presumably a reference to Princess Diana 
of England.

Presentation style

Girls line up and ask boys to be judges. One girl 
leads the group to a rhythmic chant. She leads the group 
anywhere she feels like, sometimes imitating the stylish



walk she may have learnt from people about Lady Diana. 
But sometimes she does funny things which everyone in 
the group must imitate. These are purely imaginative 
and creative. Before posing in front of the boys, the 
girls say the following:
(120) Soloist: Diana

All: Girls
Soloist: Diana
All: Girls
Soloist: one, two, three, four!
All: Fashion!

The boys then choose who the 'Princess' is and this
goes on till only one girl is left. The latter is teased 
and laughed at.

10.5 Zanaaliana

This game which was performed by girls of Navutika 
Compound, Chipata, could be interpreted as an attack on 
the traditional African marriage institution if girls or 
women as a whole are seen as man's God-given domestic 
servants. The girls here were quite daring in performing 
this game because sooner or later they would be taken to 
the puberty rite ceremonies where they would be taught 
about house upkeep and family welfare. But in urban and 
industrial towns the kinship system and traditional value 
it stood for seem to be collapsing. Hence, the satire in 
this game is quite obvious.
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Presentation style

Players sit in a circle and choose a leader or 
soloist who stands outside the circle as she leads them 
in the following chant:
(121) Zanaaliana *

Soloist: Spot! Spot! - Spot! Spot!
Chorus: Zangaliana - Zangaliana «-

Soloist: Ndifuna wanga - I want my own

Chorus: Zangaliana - Zangaliana

Soloist: Akanisukile - To go and wash for me
Chorus: Zangaliana - Zangaliana

Soloist: Tumambale - My little pots

Chorus: Zangaliana - Zangaliana
Soloist: Natumapoto - And plates
Chorus: Zangaliana - Zangaliana
Soloist: Iwe uka tiyende You get up that we go
Chorus: Zangaliana - Zangaliana

The soloist moves around the circle while still
singing her song At the end of the song when she says:
"You stand up that we can go" she chooses one girl from
the group. The girl chosen takes over her role and does
the same. This goes on until all girls but one have been
selected. The one left is laughed at as in the other
examples we have just looked at.

* Zanaaliana is a name but here it is also used to mean
t'one who suits me'
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The above game symbolizes the selection men make 
in marrying women. That they want 'strong and hard-working' 
types of women; to 'clean pots and plates' for them, as it 
were. The girl left out presumably represents the lazy 
type that men try to avoid as much as they can. This is 
one meaning of the story behind this game. But the girls 
could also be making a statement that one has to stand out 
as a 'rebel'; the idea of women's liberation so to speak.
The girl not chosen is the new type of woman in the new 
and changing world. Obviously, it is hard to try and graft 
such atype of ideology on to the minds of these youths.
But I still contend that they are very much aware of what 
goes on around them and that such types of daring games 
serve as vehicles for self-expression and self-awareness.

11. Acting and Pretending Games

In this category of games there is some considerable 
amount of role playing in which some particular stories 
are enacted with set dialogue. Secondly, there are 
occasions in which children make believe they are other 
people, or in other situations, and thus extemporize 
accordingly. Below are a few examples of acting and 
pretending games.

11.1 Jenny

At a school in Kaurda Square, Lusaka, a group of ten 
girls was observed acting a play sketch called "Jenny".
The dialogue was in Chinyanja while the accompanying 
chant was in English. As we shall find out later, it was 
clear that this acting game had been adapted from English.
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Plot of the story

There is a mother and her daughter called Jenny.
Then there is a group of Jenny's friends who are looking 
for her. But Jenny has been locked up in the house. The 
girls appraoch the mother's house singing for her release. 
They stop to ask about Jenny's whereabouts and the mother 
tells them different stories. But when she says that Jenny 
is a ghost, they all run away!

Presentation style

The girls make a circle and choose two of their 
colleagues to play the role of mother and daughter Jenny. 
When the two have been chosen, they are told to stand 
inside the circle. Jenny is seated and covered with a 
cloth while the mother is beside her. The girls in the 
circle then start chanting:

(122) Mv Jennv

I want to free my Jenny 
My Jenny, my Jenny,
I want to free my Jenny 
My Jenny, Jenny oh.

After the chant the following dialogue takes place:

Friends: 
Mother: 
Friends: 
Mother: 
Friends: 
Mother: 
Friends: 
Mother:

Jenny alikuti? - Where is Jenny?
Jenny asamba. - Jenny is bathing.
Jenny alikuti? - Where is Jenny?
Jenny ayenda kutauni - Jenny is gone to town. 
Jenny alikuti? - Where is Jenny?
Jenny afa. - Jenny is dead.
Jenny alikuti? - Where is Jenny?
Jenny au|i,a chiwanda! - Jenny is a ghost!



When the 'mother' tells them that Jenny has turned 
into a ghost the girl who is playing the role of Jenny 
uncovers herself and gets up with a start to frighten 
her friends as it were. In the meantime, all those in 
the circle run away pretending that they have seen a 
real ghost. But later, they reassemble and choose two 
other girls to play the roles of mother and Jenny, 
respectively. The same procedure is followed as before.
But in order to make the play long, the song about Jenny 
is sung after every question and answer between 'Friends' 
and 'Mother'.

This type of children's play appears to have been 
introduced to urban Zambian children by British settlers and 
other expatriate personnel in schools or industry. The 
title of Jenny accords very well with that given by 
David Holbrook in his book Children's Games (op. cit. 
pp. 65-87). Secondly, the theme and plot of the story 
are all similar and I tend to agree with Holbrook who 
says that the game Jenny Jones is 'a mixture of courtship 
and funeral: its appeal is in its dramatic qualities - it 
is the tragedy of the embryonic drama of childhood' (ibid, 
p. 65). What is more interesting is the fact that the 
presentation style given by Holbrook and the one I have 
described are of a similar nature. Let me perhaps end by 
quoting more from Holbrook's account:

4-o3



'Any number of girls can play Jenny Jones.
One player, as Jenny Jones, crouches behind the 
'Mother', who holds her skirts out with both hands 
to hide Jenny, and the othersjitand in a line facing 
them. Those standing in a line sing 'We've come to 
see poor Jenny Jones', moving backwards and forwards, 
and the 'Mother' sings the replies. When she says 
'Jenny Jones is dead', 'Jenny' lies on the ground 
with her arms crossed on her breast. At the end 
of the song two of the players take Jenny up and 
take her a little way off while the others follow, 
weeping into their handkerchiefs. 'Jenny' is 
placed lying out on the ground in her 'grave', 
and everyone stands around her mourning. One player 
sprinkles earth on 'Jenny' and says:

Ashes to ashes and dust to dust,
If God won't have you, the Devil must!

At this 'Jenny' jumps up and chases the other children 
who run away shouting 'The Ghost'. Whoever is caught 
becomes Jenny Jones for the next game" (ibid., p. 67).

From the above quotation, there is clear evidence about 
the probable source of origin of the game called Jenny 
played by Kaunda Square school children in Lusaka. It 
will be interesting to see if other research will bring 
out more indigenous Zambian versions of the same game.

1 1 . 2  B an ab ivin aa

This is a play in which children simulate a wedding 
ceremony. Amongst the Bemba of northern Zambia, a permanent 
marriage relationship was in the past concluded by a second 
marriage ceremony known as the bwinga. The term 
banabwinaa therefore, refers to the bride and the bride
groom in this respect. This particular example is from 
Chelston, Lusaka,where I watched a group of boys and girls 
performing a sketch about marriage.



Presentation style

Children gather together and when they have decided 
that they are going to play Banabwinga, they construct 
a little hut; a type of Wendy house. After this, they 
look for tins, sticks, sand, sackcloth and water. Once 
these props have been secured, they choose a boy and a 
girl to play bride and bridegroom. They garland them 
with flowers and cover them with a piece of chitenge cloth 
They sing all sorts of songs, but they won't forget singin 
this one:

Banabwinga lelo - Look at the brides,
Baisa lelo - They have come today.

The 'couple' is taken around the compound where children 
themselves live and later brought back to where they have 
constructed the little hut. The couple is put inside the 
hut while the party accompanying them waits outside.
The 'wife' takes the tin which she is going to use as a 
pot; puts sand and water in it and starts to simulate 
the cooking of food. Once the 'f cod' is ready, it is 
served and given to the group outside the little hut and 
the other children pretend to be eating the stuff together 
with the 'bride' and the 'bridegroom'. The play ends with 
the throwing of sand, tin and paraphernalia away.

11.3 Chankolwa
This is another acting game in which children imitate 

certain real life situations. The term chakolwa means the
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'drunkard' and the game was first observed in Chipata 
where it was performed by seven children aged roughly about 
eight years. They were a mixed group of
boys and girls.

Presentation style

Two little huts are constructed from any material 
within the vicinity and once this has been done, the 
children select their partners; choosing who will be 
the wife or husband of whom. After the selections have 
been made, the 'husbands' go for work and return later 
with gifts for their wives. Then they go for beer drinking.

Soon it is 'evening' and the 'husbands' return home 
to their 'wives'. At home, they start quarrelling with 
their 'wives'. The ’wives run away with the 'husbands' 
giving chase. However, a 'policeman' appears on the 
scene and the drunken 'husbands' are arrested. This 
ends the play.

11.4 Namsisi Lombwe

This is a very popular type of acting game in Chipata 
District and it is quite likely that the game has spread 
from there to Lusaka where children from all walks of life 
know it. However, there are versions of the same game 
amongst some of Zambia's rural communities, e.g., a game 
known as Chipungu Chilalwa amongst the Bemba (see for 
example Kachingwe, op. cit. pp. 6-7). But the latter is 
not as popular in Lusaka as Namsisi Lombwe appears to be;
perhaps in some areas around the Copperbelt.
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On the other hand, there are two versions of Namsisi 
Lombwe as observed amongst some of the children in Lusaka.
One appears to be a transposition of the oral traditional 
material into the urban context. It has developed into 
an exerting type of game rather than being an enacted drama 
with a story line. The second one is still based on the 
village version which, on first sight, looks as though it 
had been once a folktale that had been dramatised for 
children's enjoyment. Let's examine both versions here.

Presentation style (1)

This is based on a performance by a group of twelve 
children from Kaunda Square, Lusaka. A girl who had just 
come from Chipata led the group in this particular game; 
claiming that she was also taught by her grandmother in 
the village. This was the presentation.

To begin with, children divide themselves into three 
groups; each one representing an important character.
One is the 'Family' while the rest are 'Bandits' or 
'Kidnappers' (azifwamba) consisting of one member in each 
group.

The story is that a whole 'Family' is on a journey 
home from one village to the next. In between the two 
villages there is a river and a crossing point which harbours 
two bandits. the Head of the 'Family' is warning her 
children before the start of the journey to watch out for 
danger. This is in the form of a song which the whole
family sings.
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Mpulula, Mpulula
Namsisi Lombwe 
Sana bangu chenjelani 
Pali rnkango panjila 
Namsisi Lombwe

(123) Namsisi Lombwe
Mpulula, Mpulula 
Namsisi Lombwe 
My children watch out 
There is a lion on the way 
.Namsisi Lombwe.

The chanting goes on until when the 'Family' reaches
the crossing point at the river where the two 'Bandits' try

Fiq. 11. Namsisi Lombwe.

to catch the member of the 'Family' who is at the rear of 
the procession. He or she is asked where to go and chooses 
which side of the 'Bandits' to belong to. The 'Family' 
keeps on returning to the same spot singing the same song 
until all the 'children' have fallen victim of these 
'kidnappers'. The Head only remains. He/she doesn't want 
to be caught and so thinks of escaping by diving through 
ambush, symbolized by a circle the 'Bandits' form.

the



Should the Head of the 'Family' escape, then all the 
'children' are returned to him or her. They are set free. 
But if not, then there is a tug of war between the two 
'Bandits' who are supported by their victims in this 
respect. The winners will have the Head of the 'Family' 
on their side. This brings the game to a close.

Presentation style (2)

This is also based on a performance by children at 
Tunduya Primary School, Lusaka. The children, all boys, 
choose two strong colleagues among themselves while the 
rest form a queue and hold each other on the shoulders.
The boy in front becomes the leader of the group. In the 
meantime, the two strong boys stand facing one another, 
with their arms locked as if they are set for a wrestling 
match. They are given names of things that are common 
but powerful, e.g. a bus and an airplane. So we have 
Bus and Airplane.

Secondly, those in the queue start singing a similar
chant to the one in the first example, as follows:

Mpulula, Mpulula - Mpulula, Mpulula
Namusisi Longwe - Namusisi Longwe
Bana bangu chenjelane - My children watch out 
Pali nkhondo panjila - There is danger on the way
Namusisi Longwe - Namusisi Longwe
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As the song goes on, the group advances towards the 'Bus' 
and the 'Airplane' and whoever is the last in the procession 
is enclosed by these two characters to prevent him 
from going away. He is then asked where he prefers to go; 
to the 'Bus1 or to the 'Airplane'. After the choice has 
been made, the captive lines up behind one of them and 
the game continues.

When everyone has finally been claimed, either by the 
'Bus' or the 'Airplane' a line is marked between the two 
strong boys and their followers. There is a tug of war and 
whoever passes over this mark joins the side that has pulled 
most. This goes on until one side has claimed virtually 
everybody. That side; if it be the 'Bus' or the 'Airplane' 
is declared the winner.

From the foregoing presentations of the game, we see 
that they are both equally exciting. Both deal with power 
or force. The 'Bandits', metaphorically referred to as 
the lion (mkango) in the song, use power or force to kidnap 
people as well as steal their property. Similarly, modern 
technology has brought powerful machines like the bus and 
the aeroplane which apart from being used for transport 
and communication, cause accidents by crushing people to 
death. These are referred to as danger of nkhondo in the 
song. Therefore, the two strong characters chosen to decide 
the fate or destiny of their fellow beings represent the 
danger posed by machines (i.e. the bus and the aeroplane); 
animals (e.g. lions or mkango), and man (e.g. war, banditry, 
etc) .



If we go back to the Bemba version of the game 
cited earlier on, we still find yet even more interesting 
interpretations of this game. In Chipungu Chilalwa. 
which literally means the Eagle fights or kills, we are 
told of the struggle between the Eagle (Chipungu) on one 
hand, and the Antelope (Mpelembe) on the other. Through 
song the Antelope also warns her children to be on the 
look-out for this predator and we see the Eagle constantly 
coming to claim them as his victims. Similarly, the Head 
of the Family in the Ngoni/Nsenga story is heard warning 
her children about the Lion iMkango) which is on the road 
to the next village. Thus, the story or idea behind each 
of the two versions of this particular game seems to operate 
on two levels; the level of reality and that of myth. In 
real life, lions kill humans just as eagles do to other 
creatures of the forest. What doesn't take place is the 
'humanised conversation' (i.e. song) between animals 
or the Tarzan-like relationship between man and wild 
animals. The game appears to be derived from the story
telling tradition of Nthano (Chewa) or Inshimj (Bemba) 
in which use is made of imagery that provides a strong 
statement about certain aspects of human nature.
11.5. Katambalale

Finally, here is one last example of a pretending game 
which tells the story of how bedbugs make people spend 
sleepless nights. Children try to portray this through 
symbolic drama. However, Katambalale is also a leg counting 
song and might be accompanied by the counting rhyme quoted 
in example No. 67 in Chapter IV. Let me describe one of 
the versions of this game.
Presentation Style

The players sit down in a row with their legs stretched 
outwards. The legs are said to represent a mat on which one 
can sleep at night. Then one player volunteers to be the 
soloist and owner of the ’mat'. He or she takes position 
in front of the stretched players and sings:



(124) Soloist:
Chorus:
Soloist:
Chorus:

Katambalale - Spread yourselves
Lyo lyo lyo lyo - Lyo lyo lyo lvo ('nonsense syllable') 
Tilalempo? - Should I lie on it (you)?
Lalarrponi, - Sleep on it,
Kaya mvabene - It's up to you.

The soloist then sleeps on the other players' legs. The latter then 
pich or tickle him, pretending that he is being bitten by bedbugs. The 
soloist then gets up and complains of things biting him. He then sets 
out to inspect his 'bed' and chants as follows:

Sanya, sanya 
Zanilumila mtvana 
Nane kumo Zindume 
Khu khu khu ...

- Bed bugs, bed bugs
- They have bitten my child
- They will also bit me;
- Let me shake them khu khu khu

Zilimo, izoo - Are they in? Yes, there they are.
As he sings the song, he shakes the legs of one girl at a time and looks 
underneath to see if he can find 'bed bugs'! Should he discover hands 
resting under the legs, he grabs them and hits them. This symbolizes the 
killing of bedbugs. Hie play goes on like that.

The above play or game as such is performed either by boys or girls 
separately or as a mixed group. It is much more exciting when boys and 
girls play together because the former find this as an occasion to tease 
the girls. Notice for instance the case where a boy lifts a girl's leg up 
and that the girl is not wearing any knickers. This is sexually provocative.

In conclusion, the foregoing observations reveal that acting 
and pretending games are amongst the finest of children's artistic 
expressions because they offer a lot of scope for creativity and 
intellectual development.

12. Singing and Dancing Games

Throughout our discussion so far, wre have seen that 
the majority of children's plays and games involve singing 
or music making of some kind. In this section, therefore, 
we shall concentrate on the dance-type of games and those 
enactments in which singing and rhythm-making play a very



central role. As in the games and dances of rural 
children reviewed in the previous chapter of this study, 
it will be seen that singing is largely in strophe and 
anti-strophe, and may require a reliable song-leader.
A close examination of some games also shows that rhythm is 
well-marked by handclapping, foot thumping, dance-movement, 
or by the action of the game. Sometimes, there is strong 
stress on certain syllables in the words of a song for a 
harmonious rhythmic effect with the above; while in other 
games, this type of relationship is virtually non-existent.

Secondly, most of the games in this category are 
performed in the round, with players in a standing or 
sitting position. A few of them require a straight line 
or horse-shoe formation, but where there is little use of 
space unlike in those games where players have to run from 
one point to another; thereby requiring a lot of room in 
which to manoeuvre. Here is a description of some of these 
games.

12.1. Nsale Chinkamba

This is a dancing rhyme involving boys and girls.
There is no drumming except for hand-clapping and singing. 
The description that follows is based on two performances 
that I watched; one at Xaunda Square, Lusaka, and the 
other at Kawama in Ndola. In both cases, children of nine 
to thirteen years were involved.
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Presentation style

Players make two rows, one for boys and the other
for girls. They start by handclapping while a girl soloist
leads them in singing the following song:
(125) Nsale nsale

Soloist: Nsale, nsale chinkanba

(Let me choose bean leaves)
Chorus: Mulesala bawama

(You choose the beautiful ones)
Chikomba umwiiko ashale
(The one who 'licks’ the cooking stick

should remain.)

When the song has been taken twice, the soloist 
dances towards the boys and selects one of them to dance 
with her. Everyone then knows that he i s the 'man' of 
her choice. The couple now dance together for a while 
and move over to the girls' side where after escorting 
the girl to her original position, the boy makes his own 
choice. This selection procedure to dance and song 
accompaniment thus goes on until all participants have 
had a go at it.

The above dancing rhyme though interesting to children 
from an aesthetic viewpoint also appears to be concerned 
with didactic values. Literally speaking, bean leaves 
are considered as a palatable and quite nutritious 
vegetable dish but in this particular song, the choice 
of good bean leaves symbolizes the marrying of a nice young



man or beautiful girl. And in addition to being handsome 
or beautiful, one is expected to be hardworking. The song 
thus warns those girls who are about to get married that 
they should watch out for lazy boys who will only sit at 
home 'licking from the stirring or cooking stick'
(chikomba unwiiko) while their colleagues are out working.

It would appear from the above that the moral 
implications of the game once formed part of the African 
marriage institution in rural agrarian societies where 
procreation and procurement of food went hand in hand; 
where beauty alone was a small matter, but instead, where 
both a man and a woman had to learn to fend for a large 
family. However, the game is as relevant to the young 
generation of city dwellers as it is to the youth of the 
village from where it has originated. Its impact may not 
be as strong as anticipated, but as a social commentary 
its message to these youths is loud and clear.

12.2. Alice Toba-toba
This is a game of skill in which players use hoops; 

twirling rhythmically to song accompaniment. At Masala in 
Ndola, I watched a group of twelve year old girls doing 
such a game with the aid of an old bicycle wheel 
(chingelengele). This is how the game was presented.
Presentation style-

Players form themselves into a horse-shoe and place 
the rim of an old bicycle wheel just in front of them.



Then one at a time, they take turns to twirl the wheel 
around while singing this song:

(126) Alice toba-toba
(Alice break it, break it)
Alice chingelengele
(Alice the old bicycle wheel )
Alice toba-toba
(Alice break it, break it)
Alice chingelengele
(Alice the old bicycle wheel )

In the absence of a bicycle wheel, any kind of hoop 
is used e.g. bamboo from old baskets. A player will 
normally leave the group and position herself where the 
hoop is. The hoop is put around her waist and when the 
other girls start singing she also commences to twirl 
the hoop round and round until when she tires out. The 
performance is very much dance-like and girls seem to enjoy 
this particular game. If a player fails to rhythmically 
twirl her hoop, she is laughed at although this is quite 
natural and is not deliberately done as part of the game.

The chant is there to sustain action and also to 
comment on what might happen to the hoop being twirled.
The faster one twirls the hoop the more interesting the 
game becomes. The tempo of the song is also faster than 
at the beginning and this shows that the game has reached 
its climax.

12.3. Kanonqo

Kanongo is the name given to a clay pot which is 
used as a cooking implement in most African households. 
Little girls who are growing up are therefore introduced
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to the various uses of such an important utensil in the 
home and which they will very much need when they get 
married. The girls must know how to make and care for 
the kanongo which, unfortunately enough, breaks quite 
easily once it is not properly looked after.

Secondly, the kanongo is much more popular in the 
village than it is in cities and towns, and as such, this

Fig. 12. Kanongo

game must have been a later introduction among urban children. 
The presentation given below is based on a performance I 
observed at Silver Rest Primary School, Lusaka. Gwen 
Kachingwe has presented a similar game known as Soawe 
(op. cit. p. 24). Nevertheless, this is how Kanongo is 
performed. (see figure above).

Presentation style
Players divide themselves into pairs, each one 

holding the other's elbow with the left hand as shown in 
the illustration below. All players then sing together



while rhythmically tapping and hitting each other’s palms

and elbow to a simple quadruple time beat.
\(127) Kanonqo

Mayo a kanongo katobeka 
^Mother, the clay pot is broken)
Katobeka shani we mwana?
(How did it break you child?)
Emwakulila bawiso
(That's where your father eat from)
Fukula, fukula namukatentha.
(Bury it, bury it, you've shaken it.)

From the meaning of the words in the song, we learn 
that the clay pot has been broken by the little girl who 
shook it roughly. Her mother then advises her to bury 
the remains before her father discovers that his eating 
utensil has been broken. This supports the explanation 
given earlier on about the importance of the kanongo in 
this society.

On the other hand, children enjoy this singing and 
rhythm-making game in which one has to concentrate during 
the tapping and hitting of palms and elbows. Once a 
player misses, she is told to fall out while the winner is 
matched with whoever emerges victorious from the other group. 
The pair that finally remains in the game is the overall
winner.



12.4. Zambe
This game is very common,particularly in the Central 

Ngoni area in Chipata District. But there are similar 
versions amongst other Zambian traditional communities, 
e.g. a game known as Zande among the Tumbuka and 
Mba mba mba mbalatiya of the Bemba. Another popular 
version is that of Sipapa and Sinvunyu which is rendered

in Chikabanga or "Kitchen Kaffir", a kind of pidgin 
language once popular in Southern Africa . Like Zambe, 
children hit each other's palms as they sing:

(128) Sipapapa - Sipapapa (mere syllable words).
Sinyunyunyu - Sinvunyunvu 
Ayikona kubambalo - Please don't touch 
Mabele bakamina - My breasts.
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Presentation style

However, the example of Zambe presented here 
(see illustration) comes from Chipata. Usually only 
girls take part and like in Kanongo, players stand in 
pairs and face one another. They match their palms 
and start clapping according to the song. All the 
players sing at the same time as follows:

(128a) Zambe
Zaambe, Zaambe,
Zaambe, Zaambe
Zambe Zambe alume ali kuchelumbe

( Zambe your husband is gone to the land
of Nightjars )

Kuchelumbe kaliyapa nkalumbe,
( In the land of the Nightjar)
Maliyana eee, do-do-do-do

( .Maliyana laugh do-do-do-do. )
Bana beni afela kumgodi,

( All their children have perished underground )
Hu-ha-ye zilikulukolo zopelepeta,

( Amazing, things underground are tough,
Sembe ni neo nupelepeta, amuka Gali eya-eya.

 ̂Had it been me I should have gnashed teeth,
it's nice Gali is gone)

Chilinda-ndali-ndali, chili paku-paku kaju!
( Waiting is a dreary job, it saps you dry kaju
Kamandende.

( A small resting place. )
In Zambe there is a strong rhythmic hitting of palms 

and this action is well synchronized with the accompanying 
song rhyme given in the above passage. What is also 
interesting is the use of language; quite poetic and



colourful. To start with, there is repetition, a feature
which is quite common in African music. There is also some
use of alliteration and assonance; ideophone, rhyme and other
figurative expressions. We have consider.^some of the above

chapter,
aspects separately in the previous • , but it should however 
be pointed out here that it is the application of the above 
characteristics which forms part of the aesthetics of the 
material now under consideration.

12.5. Eliza Banda
This is a dancing rhyme in which boys and girls play 

together. Eliza Banda, who is being talked about in this 
game, represents any girl found to be attractive. This 
is perhaps what is implied in the words of the chant that 
accompanies the performance. This example is from Handsworth 
Park area, Lusaka.

Presentation style

Boys and girls make two rows and face one another.
One of them is chosen to be a soloist to lead the rest of 
the group in singing. When the above arrangements have taken 
place performance starts.

First, the song leader begins and is soon followed 
by the other members of the group on a call-response basis:
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(129) Eliza Banda

Soloist : Eliza Banda - Eliza Banda
Chorus : Kamsale - Little sweet stalk
Soloist : Tikakumane - Let's go and meet
Chorus : Kamsale - Little sweet stalk
Soloist : Pachilayiti - Under the big light
Chorus : Kamsale - Little sweet stalk
Soloist : Epengula waya - He who jumps fences
Chorus : Ayee aye - Yes indeed

Chinese mfana - The little Chinese boy
Aiya iya - Yes indeed
Wa shala aiya iya Has been left behind
Kunkhondo aiya iya - From going to war.

During the last part of the chorus everybody starts
to dance; rotating the waist from right to left while also
rubbing the right hand over the left that has been made into
a fist. The game is repeated as above until it comes to an
end.

Perhaps one thing that should be explained from the 
example just presented is the meaning of the 'Chinese Boy' 
and probably 'war' mentioned in the text. To begin with, 
this dancing game is about a date between a boy and a girl. 
The girl is called Eliza Banda and we are told that the two 
have planned to meet under a big street light. Eliza Banda, 
it thus appears, is quite charming for she is being referred 
to as 'a sweet stalk'. Unfortunately, Eliza Banda tells her



4Z3

pursuer that although he knows how to jump barbed wire, he 
is still like a little Chinese boy who has not yet gone to 
war or for military training. By saying this, Eliza Banda 
thus rejects her admirer as still not yet ripe to propose 
love to her. This is the message conveyed through the 
accompanying chant that has been cited already.

12.6. Kakuluwe
This game is what has also been described as Gonje 

in the previous chapter. Thus, it appears to be a very 
common game in Zambia (cf. Kachingwe, op. cit. *.21).
The presentation which follows is taken from fieldwork 
done in Chipata, where I watched a group of nine to fifteen 
year old girls doing this type of game.

Presentation style

Players stand in a ring holding one another by the 
hand. Then they select a song conductor who must know all 
the participants' family or clan names, hereafter known 
as surnames. Once chosen, she starts the song and all 
the players swing their arms forwards and backwards as they 
respond to the chorus.

(130) Kakuluwe

Soloist: Kakuluwe, Kakuluwe - Kakuluwe, Kakuluwe
Chorus: Eee ya-ye - Eee ya-ye (yes)
Soloist: Tilondole chatuba maluba - Let's follow

bright land of flowers.
Chorus : Eee ya-ye - Yes, indeed.



Soloist : Kumunda kuamama kuli
kakoni

There is a bird in 
my mum's field

Chorus: Eee ya-ye Yes indeed.
Soloist : Nawo a Banda nakhale 

pansi
Mr. Banda, sit down.

Chorus: Ee yaye Yes, indeed.

Players sit down or stand up according to the instructions
given by the song conductor or soloist. Each one named
does as ordered while the rest continue singing and swinging 
their arms. Kakuluwe is name for a person being addressed 
in the song.

12.7. Mauni-Mauni Lero
This game (see illustration) was also observed in 

Chipata but it is similar to Mawundire of the Tumbuka.

Presentation style

Children sit in pairs facing one another; sometimes they 
face in the opposite direction with their backs touching.
One of them leads the group in singing a song, at the same 
time ordering everybody to beat the ground with open
hands. This produces a repetitive "Pumpumpumpu ...." sound.
Song text (131)

Soloist : Mauni mauni lero, Gather, gather now
Chorus : Maunile Gather
Soloist : Mauni mauni lero Gather, gather now
Chorus : Maunile

Nase kuno tilale 
Namwe uko mu1ale 
Nase K,uno tiyime 
Namwe uko mugwade

Gather
We too must lie down 
You too must lie down 
We too must stand up 
You too must kneel down
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Fig. 14. Mauni-mauni Lero

As they name various action words, they likewise 
imitate doing those very actions, e.g. standing up, sittin 
down, lying down, etc. It is often suggested that players 
on either side do a different thing from the other.
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12.8. Chikonkoma Sacha

This ring game is similar to Zgama kayunde (see plate 25) 
of the Tumbuka and Chibale Mpuma Mpumpu is its other 
version in Bemba. This example comes from Pamodzi 
Self-Help School, Lusaka.

Fig. 15. Chikonkoma Sacha

Presentation style
Boys and girls make a ring and place their hands on 

each other's knees as shown in the illustration. They 
take a crouching position and wait for the song to start. 
Once singing has started they begin to hop on the spot 
while pushing backwards. At the mention of the phrase 
"sacha" in the chorus, everyone jumps towards the central 
position producing a heavy stamping of feet on the ground.
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( 132)

Soloist : 

Chorus : 

Soloist : 

Chorus :

Mung'anda yandi 
( In my house )
Mulelila chikonkoma sacha 

( There is a rolling noise ) 
Mung'anda yandi 

( In my house )
Mulelila chikonkoma sacha 

( There is a rolling noise ) 
Echikonkoma sacha 

( A rolling noise )
Echikonkoma sacha eee-sacha. 

( A rolling noise )

12.9. Nsansakuwa

Another favourite dancing rhyme for both girls and 
boys. In their respective residences and at school, 
one often sees parties of children doing nsansakuwa 
in addition to what they prefer as their pastimes.
This example is from both Lusaka and Ndola on the 
Copperbelt.
Presentation style

Players make a ring and join their hands. One of 
them starts a song and invites the whole group to dance 
with the call "tuchinde tusename" ('let's dance and bend). 
Everybody then jumps face to face and back to back with 
close partner.
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Soloist: We lyoni, we lyoni!
( Bird, oh bird! ) 

Chorus: Nsansakuwa!
Nsansakuwa!

( 133)

Soloist: Nani wakweba
( Who told you? )

Chorus: Nsansakuwa!
Nsansakuwa!

Soloist: Kwipaye lyoni?
( That you should kill the bird?)

Fia. 16. Nsansakuwa

Chorus: Nsansakuwa!
Nsansakuwa!

Soloist : line lyamushi;
( Owner of this village:

Chorus: Nsansakuwa!
Soloist: Tuchinde tusename,

(We dance and bend, )
Chorus: Nsansakuwa!

Nsansakuwa!

)

The refrain nsansakuwa both refers to a name as well as a nice- 
sounding set of syllables. In recent years one Lusaka-based traditional 
healer has popularly been referred to as "Dr. Nsansakuwa Kadansa".
Of course, the t erm could have other meaning in ChiBemba which may 
or may not be related to its uses in this game.
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12.10. Blue-Bell
This is one of the few examples of English dancing 

rhymes which Zambian children perform both at school and 
where they reside. These are mostly children from 
middle and upper class areas who have had a lot of 
exposure to European and other Western nursery schools 
and other media. "In and out the dusky bluebells"
(cf. Dorothy Taylor, op. cit. p. 50) was presented as 
"In and out the dancing bluebell" by a group of ten 
to fifteen-year old girls from Olympia Park, Lusaka.
Here is a description of their version of the game.

Presentation style

Players make a ring with joined hands in the form 
of an arch. One of them volunteers to start and she 
skips in and out of the arches. When other players 
sing the chorus, she stops behind one of her choice and 
the latter must go behind her. She will then be holding 
on to the back of the first player and when the chant has 
been repeated, a third player is chosen. This is 
repeated until all the players are forming a tail, when 
they all skip round singing as long as they like.

Song text (134)
i

1. Zambian version:
In and out the dancing blue bell
In and out the dancing blue bell
In and out the dancing blue bell
I am your master.



l+ 3 ö

Chorus :

Pita pata on your shoulder 
Pita pata on your shoulder 
Pita pata on your shoulder 
I am your master.

2. (cf. English version) (1 3 4 a)

In and out the dusky blue bells
In and out the dusky blue bells
In and out the dusky blue bells
You shall be my partner.

Tippety tappety on my shoulder 
Tippety tappety on my shoulder 
Tippety tappety on my shoulder 
You shall be my partner.

12.11. Skip, Skip My Lu

This dancing rhyme is again very close to the English 
one, and in Lusaka I found school children at Chelston 
and Silver Rest doing what one group called Lulu, and 
the other Skip my Lu. In both cases only girls were 
involved.

Presentation style (1) (e.g. Chelston group)

The players make a circle and go round hoping on 
one leg while chanting. One goes inside the circle 
and looks for a partner. When singing stops for a brief 
while the volunteer selects her partner, dances or skips
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around with her and joins those in the ring. The 
partner is now the volunteer and she does the same as 
her predecessor. This goes on until everyone has taken 
part.

Presentation style (2) (e.g. Silver Rest Group).

The players make a circle and one volunteer goes, 
inside. Singing starts and all the players move around.
When they sing the chorus, the volunteer makes her 
selection and dances with her partner. Later, she leaves her 
partner inside the circle and rejoins the other players.
The partner becomes the volunteer. In this particular 
case, the volunteer was allowed to choose more than one 
partner but not exceeding five. The game ends when 
one or two players say "End" or "Stop!"

Song Texts

1. Zambian version: (135)
Lulu skip my Lu 
Lulu skip my Lu 
Lulu skip my Lu
I lost my partner what shall I do? x 3 
I found another one better than you x 3 
Skip my Lu my darling.

2. English version (j&jr*.)
Skip, skip, skip to my Lou, x 3 
Skip to my Lou, my darling.
Partner's gone, what will I do? x 3 
Skip to my Lou, my darling.



13. 'Language Games'
It has been observed in the previous chapter how 

both Chewa and Tumbuka children find it fascinating to 
engage in games associated with bird language. Secondly,

they also have talking and counting rhymes; 'nonsense 
syllables', and imitations of speech behaviour of people in 
or outside their society.

Some elements of the above also exist among the 
games that urban children play. Similarly, I have classified 
them as 'language games' for the simple reason that apart 
from helping to provide entertainment for the children who 
engage in them, the games also serve as communication media. 
Hence, some of the examples that were made available to me 
during the time of research partly show that the popularity 
of English medium in school education introduced during the 
early years of Zambia’s political independence (see for 
example Kashoki and Ohannassian 1978) has had its 'positive' 
effects. Children have, for instance, featured in their 
games and plays certain forms of creative speech acts for 
enjoyment but also as an aid to orality and expressiveness in the 
English language.

On the other hand, this does not seem to be so much 
the case with similar trends in indigenous languages.
Language games of the type seen in rural areas appear to be 
on the decline in urban areas. The emergence of English as 
an official language of instruction and 'business' 
communication is perhaps one of the causes of this, 
and I would agree with Youngson Simukoko who says:



"but the educated literate Zambian's reliance 
on written documents and attempt to express 
himself in a second language renders him inorate. 
Hence, the phenomenon in Zambia of a society- 
divided into orate illiterates and inorate 
literates" (1978: 14).

The above argument will be discussed again in the 
next chapter, but I would now like to look at a few examples 
of some 'language games'.

13.1. Buffalo

The above example was first recorded i n Chipata and 
was presented by a group of seven girls aged between 
nine and thirteen years.
Presentation style

Players form a ring and select one of them to lead 
the group. The player so chosen is called Leader and her 
role is to initiate the game. She starts with the followin 
formula:

Leader: Buffa-Buffalo!
Who stole the cake 
From the baker's shop?

After this, she points to one of the players in the ring 
and addresses her, saying:

Leader: Jane , you stole the cake from the bakery?
Jane: Who! me?
Leader: Yes , you!
Jane: No, it couldn't be.
Leader: Then who could it be?
Jane: Wasn 't it you, Leslie?



Leslie: Who! me?
Jane: Yes, you!
Leslie: No, it couldn't be.
Jane: Then who could it be?
Leslie: Wasn't it you, Anna?
Anna: Who! me?
Leslie: Yes, you!
Anna: No, it couldn't be.
Leslie: Then who could it be?
Anna: Wasn't it you, Lovelace?

When the game has gone round and back to the Leader, 
the latter then changes certain words in the question 
or asks an entirely different question, e.g.

Who stole the meat from the butchery?
Who caught the fish from the lake?
Who killed a duiker from the forest?
Who broke the window of the classroom? etc.

The game goes on in that way until the Leader shouts out 
"Stop!" to signal the ending. From the foregoing, it will 
be seen that the main aesthetic value of this performance 
is derived from the humour that is apparent in the 
conversation between the different characters in the story. 
Secondly, the game g i v e s  the participants the opportunity 
to practise their spoken English as well as increase their 
knowledge of words and their usage. For instance, children 
could make certain associations between words related to 
things, places, and events with which they are already 
familiar from the following chart:
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Place Action/
Activity

Object/
item

Grocer's shop 
Grocery

buy, steal, sell bacon, butter, cheese, 
sweets, jam, biscuits, 

etc.

Baker's shop 
Bakery

bake, buy, sell 
steal

bread, cakes, birthday 
cakes, wedding cakes, 

etc.
Fish shop buy, sell herrings, eels, crabs, 

shrimps, etc.

Draper's shop sew, sell buy, steal socks, coat, etc.
Flower shop sell, buy flowers, daffodils, 

etc.

Ironmonger's shop sell, buy harrrrer, garden tools, 
woodwork tools, etc.

Chemist's shop buy, sell, steal toothbrush, medicine, 
soap, perfume, etc.

Greengrocer's buy, sell, steal fruit, lettuce, apples, 
etc.

Butcher's shop buy, sell, cut meat, .bone
Butchery
Toy shop buy, sell, make toys, doll, etc.

Finally, it will thus be seen that this type of children's game 
could easily be utilized by language teachers who are interested in 
using drama in education to make their work effective. We shall have 
more to say on this potential of children's games and plays 
later in this work.

13.2. Bingo

Another type of game that might be discussed under 
this category is one called Bingo which I saw children 
perform at Northrise in Ndola. Here is how the game is 
usually presented.
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Presentation style
Players first take a quiz test and the one with low 

marks is put inside the ring while others chant the 
following rhyme:
(136) There was a farmer who had a dog,

And Bingo was his name.
Bingo was his name
Bingo was his name
Bingo was his name
Bingo was his name
B then I,
I then N,
N then G,
G then 0
And BINGO was his name.

At the end of the chat all the players freeze and the one 
inside points to any player to say the first letter found 
in the word BINGO. This proceeds as follows:

1st player - B 
2nd player - I 
3rd Player - N 
4th Player - G 
5th Player - 0 

ALL - BINGO was his name.
A player who fails to spell the required letter correctly 
is made to stand in the middle of the ring and the process 
is repeated until only one player is left. This is the winner.
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Thus, apart from being a singing as well as talking 
rhyme, the game teaches children how to spell words correctly. 
Secondly, this game is a typical example of the school and 
Western cultural influence in Zambia and could be compared 
to the English version called:

'The Farmer's dog's at my door' (Taylor, op. cit. p. 12). 
In the latter game, children join hands and form a ring.
They dance round a child who stands in the middle and at 
the spelling out of BINGO, they all stand still while the 
one in the centre points to anyone of them to shout out 'B' 
and to another who shouts 'I’, and so on. The child who 
shouts out 'O' is the next one into the centre. Here, we 
see, therefore, that despite some differences in the 
presentation style, the two versions relate to one game.

13.3. Apple Tree
This is similar to the first example in principle 

though in the talking rhyme that follows the idea is that one 
remembers the names of as many fruit trees as possible. This 
game was recorded in Avondale, Lusaka, and was presented by 
a group of twelve year old girls.

Presentation style

The game starts with a chorus and all the players stand 
in a ring. After the chorus, any player can start the game 
followed by the one either on the left or right hand side.
The game thus proceeds in a clockwise or anti-clockwise
direction.
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(137) Apple Tree

Chorus: Apple tree, apple tree, apple tree,
Apple tree, apple tree, apple tree; 

All: (clap twice - two sharp beats).

1st Player: Who stole an apple from the apple tree?
2nd Player: I stole an apple from the apple tree.

And who stole a mango from the mango tree?
3rd Player: I stole a mango from the mango tree.

And who stole a guava from the guava tree?
4th Player: I stole a guava from the guava tree.

And who stole avocadoes from the avocado tree
5th Player: I stole avocadoes from the avocado tree.

And who stole oranges from the orange tree?
The dialogue goes on in this way and is punctuated by 

hand-clapping from one player to another. The one who fails 
to name any fruit tree is made to sit in the centre of the 
ring. Those who remain at the end of the game are winners.

The above game is a test of how one can develop a good 
memory and be able to remember things. Apart from fruit 
trees, players can also name crops and other food plants 
known in English. Secondly, the word 'steal' could be 
replaced by 'eat, pick, pluck', and so on.

13.4. A What?
This is an interesting game in which players ask each 

other and provide answers either in a'descending or ascending?

order. That is to say, the process is repeated from one player to another, 
then back to the leader, etc.



Presentation style
Players make a semi-circle and choose a Leader who 

'introduces them to a cup of tea'. She tells the player on 
her right, saying: "This is a cup of tea". The player 
immediately replies, "A what?" and the Leader is expected 
to repeat the introduction. Here is the rest of the 
procedure:
(138) Leader: This is a cup of tea.

1st Player: A what?
Leader: A cup of tea.
1st Player to 2nd Player: This is a cup of tea.
2nd Player: A what?
1st Player to Leader: A what?
Leader to 1st Player: A cup of tea.
1st Player to 2nd Player: A cup of tea.
2nd Player to 3rd Player: This is a cup of tea.
3rd Player:' A what?
2nd Player to 1st Player: A what?
1st Player to Leader: A what?
Leader to 1st Player: A cup of tea.
2nd PLayer to 3rd Player: A cup of tea.

The above process goes on and on and when 'A cup of tea' 
has been introduced to everyone in the group, then the last 
person before the Leader introduces a new object to the rest 
of the players. The same procedure follows as before. The 
game comes to an end when one player who is Leader at the 
particular time shouts out "Game over!"
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13.5. Rabbi
This game which is named after the rabbi or the 

chief religious minister of the synagogue in the Jewish 
religion, was first recorded in Chipata amongst children 
from the local Asian community that lives in a section of 
the town called Bombay.

Presentation style

Players make a ring and clap two times; at the end 
of the second clap each player then hits the palm of the 
next player on her right. While doing this they also engage 
in some rhythmic chanting.

(139) Chorus: Hands up for the makers (clap, clap)
And all rabbis
The names of, " "
Starting of, " "
Starting with, " "
Boys' names: " "

At the end 
one player

of the chant they :start calling out boys ' names
at a time, thus:

1st Player George (clap, clap)
All: Be quick I t  I t

2nd Player : Patrick t l  i t

All: Be quick I t  t t

3rd Player : Jones t t  f t

All: Be quick f t  f t

4th Player : Moses I f  i t

All: Be quick t t  i t

etc. etc.
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When the game has gone one round, they go back to the 
chorus:

Hands up for the makers (clap, clap)
And all the rabbis " "
The names of, " "
Starting of, " "
Starting with, " "
Countries' names:

1st Player: Malawi (clap, clap)
All: Be quick T t  » »

2nd Player: Somalia t t  f t

All: Be quick T T  T f

3rd Player: Zaire T !  f t

All: Be quick T T  T T

4th Player: Italy T T  T f

All: Be.quick T T  T T

And finally, after repeating the same chorus, they
names of girls, e. g. :

1st Player: Rose (clap, clap)
All: Be quick T T  f  T

2nd Player: Doreen T T  T T

All: Be quick T T  T T

3rd Player: Malita f  T  I T

All: Be quick f  f  H

4th Player: Suzyo T 1 T T

All: Be quick T T  T T
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Apart from the strong element of rhythm manifested throughout 
the performance, this game is also good for memory and 
concentration. Players have to maintain a regular rhythmic 
beat of two hand-claps followed by the hitting of palms and 
the phrase.

13.6. King

The last example which is again closely related to the 
one just discussed is called'King'. It is concerned with 
problem-solving, though there are no problems as such posed 
during the performance. This particular example was first 
recorded inSi 1 ver Rest Primary School in Lusaka and was 
presented by both boys and girls.

Presentation style

Players choose the following principal characters:
King, Queen, John and Mary. After these come the rest of 
the group who are given any numbers between one and twenty 
(assuming that the total number of players does not exceed 
twenty). The principal characters are given chairs to sit 
on while the rest gather and sit before them.

The play starts with the King saying that he has a 
problem which must be solved but he cannot solve it alone.
He invites anyone to help him solve the problem; calls out 
any name, e.g. Queen, John or Mary; or, any number from 
one to twenty. Once a player's name or number has been called, 
he or she must immediately 'throw the problem' to another 
player, thus:



(140)
King: King to John
John : John to six
Six: Six to Mary
Mary : Mary to Ten
Ten : Ten to Queen

The problem is actually not solved is so appears, for 
players get eliminated from the group for failing to throw 
the same problem1 to others in time. There are no 
exceptions in this game for even the King and Queen are 
eliminated for failing to do the same. In the event 
of any one of the principal characters being pulled out 
of the game, the player next (i.e. the one on the right) 
assumes that particular role. The one who remains at 
the end of the game is the winner. Perhaps he is also 
the problem solver!

To sum up this discussion on 'Language
games', it is clear that although very few cross-
cultural comparisons have been given for some of the games
reviewed under this section, there exist several versions
of them amongst the games that children play the world over.
For instance, children juggle around with letters of the
alphabet to form any word known within a given language.
Thus, games like 'Rabbi' and 'King' could be played like
'The Minister's Cat' or 'I Love my Love' (see Holbrook,
op. cit., p. 115). However, because of the rapid rate 
at which cultures tend to diffuse in urban areas, it is 
hard to trace the exact origin of some of these games.
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• Other Games and Playtime Activities

I consider this final section of this chapter
as an addendum since most of the games and play activities 
to be presented could have fallen under topics
already covered. However, children's plays and games are 
so numerous that one might at times tend to overlook some 
of the important ones. I hope, therefore, that their 
inclusion in this section will answer some questions that 
might arise.

The first of these games concern jumping and hopping; 
the sporting type of games like those in which racing, 
chasing or catching are involved. But jumping in this 
case refers to games such as skipping and hopscotch. Many 
children in urban Zambia play these games and apart from 
being referred to as masewera (plays or games) they also 
have a special name, e.g. that of kulumpha (to jump or to 
kip). In the Handsworth Park area of Lusaka I often saw 
children engage in racing competitions with a skipping rope. 
Players would form two teams each one led by a team leader; 
boys sometimes competed against girls but quite often 
they mixed and played together without any form of 
discrimination.

14.1. Skipping

Racing with a skipping rope is thus an interesting 
game to watch. A child will skip while running across a 
playground or courtyard. When two children's teams thus 
compete against one another, they will first form two
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rows and the pair at the front starts the game. They run 
while skipping to a marked spot that may be a couple of 
yards or meters away . And in a relay race, the skipping
rope is handed to the next players and the group that finishes 
first wins the game.

There are other varieties of skipping games which,
apart from being called kulumpha or by the more popular term
of skipping as found amongst school playgroups, have no
specific terminology to distinguish them. The commonest
type are those where a long rope is swung by two girls or
boys with one or more skipping in the middle. In fact, the
examples given by Holbrook (ibid., pp. 54-55) and the
skipping games I recently saw being played by Irish school 

★children are very c o m m o n p l  ace in Zambia. A brief 
summary of some of these, therefore, would be as follows:

Type_l.

Type 2,

Type 3,

Racing with a skipping rope. Two teams 
compete against each other on a race course 
or open playground for children. A member 
from each team runs at a time with a skipping 
rope and the team that finishes first wins the 
contest.
Two players swing a long rope with one or more 
other players skipping in the middle. The 
rope might at first be swung slowly and then 
faster and faster until the one skipping gets 
tired. One of the players swinging the rope 
then takes over.
Those swinging the rope don't throw it over and 
over, but let it swing from side to side like a 
pendulum,

* This was during a Women's festival called 'Old Y/ives Tales' 
organised by The Neighbourhood Open Workshops (now) at the 
Crescent Arts Centre, Belfast, 11th May, 1985.



Type 4. Two players swing the rope and the one 
skipping counts from one up to ten or 
twelve, turning round every time he or she 
jumps or skips.

Type 5. Two players swing two ropes, holding an end 
in each hand and swinging them together for 
the skippers to go over in turn.

Accompanying some of the skipping games are simple tunes
that are either hummed or sung to rhythmic hand-clapping as
in types 2 and 3.

14.2. Hopscotch
After Skipping comes Hopscotch, which is another popular 

type of jumping game performed in both rural and urban areas. 
In rural areas the game is usually played during the rainy
season or immediately the rains have come to an end, allowing
the ground to be soft. It is thus easy to mark a figure on 
the ground like a pitch where players can jump and contest one
another. In urban areas,on the other hand, children will 
prefer to play on tarred roads or pavements where they can 
make chalk or charcoal markings to represent the various
figures ior Hopscotch. Below is an illustration of a
Hopscotch pitch-like figure.

Fig 17. Hopscotch.

Shaded area 
represents a 'house 
or village’ for each 
of the players. 
Notice the different 
patterns of 'houses'
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Presentation style:

When a large rectangular pitch ( i<e< ĵ g -jy ) has been 
drawn on the ground, a group of players then get ready to 
play Hopscotch. At this stage, no markings are made on any 
of the small spaces in the large figure. The players line 
up and each one is told to fetch any piece of material 
from wood, stone, thick cardboard paper, etc. which will 
later be thrown into the spaces from one to sixteen as shown

One player starts to hop into space 1, proceeds to 
space 8 , makes a sharp turn through space 9, and then 
finishes off at space 16. Then he throws his stone or 
piece of wood into space 1, When hopping from one space 
to another, he carries the stone or wood with him and must 
ensure that he does not step on any line between the spaces. 
Similarly, the stone or wood must fall into a particular 
space without touching the line. If any of the above rules 
are broken, the player concerned gives way to another player 
But should he succeed in throwing his stone or 
w o o d  into each of the sixteen spaces provided after 
hopping round the pitch for the same number of times, then 
he qualifies to 'build a home' in any of the spaces. He 
marks some patterns in the space so chosen and whenever he 
hops round the pitch, he is required to take a rest in his 
'house or village'. But when his colleagues hop round the 
pitch, they must jump over his 'house' and take a rest in 
their own if they also have one. Similarly, he must avoid 
stepping into the 'houses' of other players. Any player. *

* NB Though I have only used the masculine gender 'he' girls
also play hopscotch.

can



who does so loses his round. The game becomes exciting 
when so many ’houses' have been built and some players 
o w n  as many as four. It is difficult for some players 
to jump over more than two spaces on one leg if the 
particular spaces have been 'occupied' by their colleagues.
As such, they become eliminated from the game. The winner 
is the one who manages to own so many 'houses' that he can 
hop and rest as much as he wants while making it difficult 
for his mates to do the same.

The second category of games involves piaying with 
representational objects almost similar to toys.
But in this case, we have'windblown figures which children 
call ndeke or 'aeroplanes'. These range from simple leaves 
of paper figures with a stick or string to enable them to 
spin around when placed against the wind, to elaborately made 
kites. On windy days children will be seen flying their 
'aeroplanes' and shouting with excitement once have have 
succeeded. At times they spend hours and hours playing 
these games. At Handsworth in Lusaka, I noticed that some 
of the 'aeroplanes' were made from dry leaves of the 
eucalyptus plant by sticking a piece of grass through two 
leaves shaped into a cross-like figure and then running with 
it against the wind.

Thirdly, children also like playing with the spinning 
top (nguli),especially boys. The girls at times engage in 
chiyato or Five Stones, which is quite popular in the
countryside. A detailed description of chiyato has been



given in the last chapter and, therefore, we may only 
briefly look at the Spinning top for boys.

14.3. Spinning Top

Children make spinning tops from cardboard paper by 
cutting it into small circular shapes of two inches diameter. 
In the middle is a strong stick to spin the top when played 
on hard ground or smooth floor. But in rural areas children 
often call this as the game of visikwa (e.g. that of the 
Chewa) and make their tops from pieces of broken calabash or 
gourds. The one I saw children of Olympia Park playing with 
was simply referred to as Spinning top, and it appeared to me 
that there w as little or no relationship between the two. 
However, let’s see how the one in Olympia Park was played.

Presentation style

Players divide themselves into two teams and each team 
selects a player to contest on its behalf. The two players 
are each given a spinning top to play at the same time.
The one whose spinning top stops first is declared the 
loser, while the last one is the winner. A point is awarded 
to the winner and his team. The procedure is repeated until 
all players have participated. At the close of the whole game 
the team that has accumulated most points has won.

Apart from using c a r d b o ard spinning tops these 
children utilize money coins, as in the game of Heads and Tails 
They will spin a coin on the floor and observe the same rules 
as in the presentation we have just seen. But they tend to 
gamble and stake as many coins as they can possibly get. By
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the end of play, the winning team shares the money or 
buys biscuits and sweets to be shared between them.

Finally, let us finish this s u r v e y  of children's
playtime activities in urban areas by looking at the games
and play materials orovided in amusement parks. Plates 27

chapter)
to 31 (see end of —  show the type of recreational facilities

A

f o u n d  in the majority of amusement parks in Zambia today. 
These i n c 1 u de the slide, the rocking horse, the witch's 
hat, the see-saw and the swing. Children from all walks of 
life love to play with such materials once they have access 
to them. But unfortunately, the majority of children live 
in places where such facilities don't exist and they have to 
walk long distances to middle and upper class residential 
areas to find them. The result is that very often these 
children create or improvise with whatever material is 
available. Notice, for instance, Plate 26, which shows an 
anthill used for sliding.

A second issue concerns the administration and 
maintenance of these play parks. Some of them are run by 
City Councils,while others are in the hands of private 
companies or corporations. In the former, one notices the 
deterioration of standards due to poor administration and 
maintenance. And in the latter, admittance tends to be 
restricted,as people are often asked to pay (e.g. at the 
Mundawanga Botanical Gardens near Lusaka). The facilities 
are good but they are enjoyed by children of the minority,



SUMMARY
This chapter has tried to provide an account of 

some children's playtime activities in urban Zambia. We 
have seen how children give play free expression by 
making use of available resources at their disposal. We 
have also seen how in industrialized as well as ethnically 
heterogeneous urban communities, common residence, school 
and commerce are the main agents in the recruitment of most 
children's playgroups and their socialization into town and 
city life.Thus, the impact of the family, the tribe or its 
language, has been reduced to a considerable degree.

But on the other hand, we have also seen that, urban 
Zambia is not an egalitarian society as such. The people are 
strongly'graded into the rich and the poor and this can be 
seen in their pattern of residence and tastes. Similarly, 
some of the games that children play reflect this bias, 
Western derived games thriving best amongst children of the 
middle and wealthy class while those from the village are 
the cultural mainstay of most working class children.

Nevertheless,despite this anomaly, it can also be 
argued that urban Zambia is a melting pot for the indigenous 
African as well as for foreign cultural values. As such, 
there is great potential in the use of the arts as a tool fo 
the creation of a healthy and exemplary plural society.

In conclusion, therefore, our final analysis will 
at least consider ways in which both the rural and urban 
experiences of children could be harnessed and made to 
reflect the stated ideals.





Plate 30. Children imitating a Nyau masquerade.



Plate Playing on a trench-like slide

Plate 3 2. A playing field and an anthill for sliding.



P l a t e  33. S l i d i n g ’ ln a m o d e r n  c h i l d r e n 's n a r k .



Plate 34 On a Rocking Morse



Plate 35. Playing with a Witch's Hat.



Plate 5 6 . On the See-Saw



Plate 37 lore varieties of play park amusements
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CHAPTER VI

GENERAL SUMMARY AND CONCLUSIONS

This study has focussed on children's plays and games
in Zambia vis a vis concepts such as child development,
intelligence, education and 'schooling'. In the first place,
it can be said that while paying attention to Western theories
of culture and personality, and of the affective and cognitive
development of children in general, priority has also been
given to the analysis of features of behaviour and assessments
of intelligence which are distinctive to the indigenous peoples
of Zambia. For instance, Chapter II included an outline of
various terms used by Chewa and Tumbuka elders in their
assessments of children they know. Their terminology was then
related to that used by Western researchers, especially those

\

who apply the English concepts of 'wisdom', 'cleverness' 
and 'responsibility', linked to an overarching concept of 
intelligence. Secondly, the relationship between 'affective 
culture' (music, dance, drama, art and play) and cognitive 
development was considered. In this respect, the Chewa and 
Tumbuka agreed with those Western and non-Western scholars 
who hold the view that there are what Gardner (1985) has 
called 'multiple intelligencies' in human beings and that 
specific capacities for music, dance and language are among 
them.

In Chapter III, we saw how child-rearing practices in 
some African societies could be examined in terms of the 
patterning of adult intervention and the kind of developmental
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and educational psychology that it implied.
Thus Chewa and Tumbuka adults intervene quite in

frequently to influence the daily behaviour of children after 
infancy and before adolescence. Children traditionally spent 
most of their time in unsupervised activities, including plays 
and games. The extent to which these activities structure 
a child's opportunities for development has also been consider
ed (i.e. Chapter IV).

On the other hand, the study of plays and games among 
urban Zambian children has shown the impact of changes brought 
about by diffusion, acculturation or population movements on 
societies that once experienced colonial rule. Some aspects 
of the Historical Particularist and Diffusionist Approaches 
were therefore reflected in the distribution of children's 
plays and games in towns (e.g., see Table 3 a, b, c, in Ch.
II, pp 65 - 73, and the discussion in Ch. V).

There is an important element of metalinguistic awareness*
in children's performances of song-games and poetry, e.g., 
as in most bird songs and poetry discussed in Chapter IV,
1.6. and 1.7. Meta-linguistic awareness is a special kind 
of language performance, which makes special cognitive demands 
and seems to be less easily and less universally acquired 
than the more common language performances of speaking and 
listening (Cazden 1976). For instance, Tumbuka herd boys 
employ a kind of verse called visangu in which they assign 
certain sounds of words, sometimes with intelligible phrases, 
to various bird calls and songs. The Soviet psychologist 
Elkonin (1971) asserts that children's playful manipulation 
of the sounds of words regardless of their meanings, is a 
natural, normal part of language development itself.



-462-

Visangu could therefore be described as an example of 
formalized play with language, a form of metacommunication 
which helps to improve language skills.

Another approach that has greatly contributed to the 
understanding of children's plays and games in this study, 
is what Schwartzman categorizes as a "Materialist" Approach.
In both rural and urban Zambia, children's choice of material 
objects used in play and also the type of environment or context 
in which such activities take place, is influenced by ecolog
ical, economic, and behavioural variables. These have been 
highlighted throughout this study, and wherever possible, 
with illustrations as in Chapters IV and V.

In terms of what has been learnt from the study of the 
value of plays and games in children's lives, therefore, 
there are four basic areas of concern, viz:- (a) Emotional 
Support; (b) Intellectual Stimulation or Capacitation;
(c) Physical Support; (d) Responsibility Training.

(a) Emotional Support
In the first area of concern, we have seen that from 

the time a child is born to the time it matures into adult
hood, play and other forms of creative activities have an 
important role in assuring it some emotional support (love) 
from parents and other members of the immediate family.
Lullabies and nursery songs (Ch. IV, 1.1.) serve as a typical 
example of such emotional support, as infants readjust them
selves to the realities of the physical world. Thereafter, 
various forms of creative activities might be used to serve 
the same purpose, depending on their nature and the contexts 
in which they are performed.
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In Chapter IV, for instance, Chewa and Tumbuka children 
between Stages 4 and 5 of development, compose and perform 
song-poems known as 'Songs of the Heart' (see Ch. IV, 1.3) 
to express their feelings and ideas related to love and 
suffering. The theme of story-song No. 73 (Ch. IV, 1.8) 
and that of game No. 11.4 (Ch. V, P 408) is about fear and 
the concern expressed by most parents who would like to 
protect their children from both physical and mystical danger 
posed by phenomena such as witchcraft and sorcery (e.g., 
story-song 73, p 229), wild animals and bandits (e.g., game
11.4, pp 407 - 9), modern scientific technology like buses 
and aeroplanes which can kill people (ibid: pp 409 - 10). 
Therefore, when children perform such types of songs, stories 
and acting games, they seem to be indirectly appealing for 
love and protection not only from their parents but from 
society as a whole.

(b ) Intellectual Stimulation or Capacitation.
As r e g a r d s  i n t e l l e c t u a l  s t i m u l a t i o n  o r  c a p a c i t a t i o n ,  

p l a y  and games h e l p  c h i l d r e n  t o  t h i n k ,  i n t e l l e c t u a l i z e  o r  

d i s c u s s  t h e i r  own a c t i v i t i e s ,  and e x p l o r e  t h e  w o rld  aro u n d  

th em .  Numerous e x a m p le s  c o u l d  be drawn from  f i n d i n g s  made 

in  t h i s  s t u d y ,  b u t  we s h a l l  b r i e f l y  c i t e  o n l y  a few o f  them .

The first to be considered are games which involve 
problem-solving and which might require some intelligent 
thinking from the players. One example is mayele, kinds 
of trick games or puzzles which often involve a considerable 
amount of reasoning (Ch. II, p 43). Secondly, it has also 
been observed that children might be taught to play the 
nchuwa board game at an early age when they learn how to
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count the stones that are passed from one hole to another, 
and also how to make intelligent calculations (ibid)..
There are certain types of counting games which are done 
to rhythmic song accompaniment (e.g., Ch. IV, 1.7.) and in 
which players are counted out through the use of a simple 
'mathematical formula' (e.g., as in game No. 66, pp 214 - 
216). Some clever children can calculate where to sit in 
order to be counted out satisfactorily.

The third category involves language games in which 
there is both playful and skillful manipulation of certain 
word-sounds in order to distort meaning, create new concepts 
or paint a satirical caricature of a person or thing (e.g., 
as in game No. 69, p 219). In most song-poems that are 
designed to serve as praises or ridicule of people (e.g., 
vityeso, p 148), animals (e.g., vithokozo, p 168) and birds 
(e.g., visangu, p 181), we see that rural children employ 
language both creatively and imaginatively.

I

On the other hand, it has been observed (e.g., p 432) 
that urban children have featured in their games and plays 
certain forms of creative speech acts for enjoyment and as 
an aid to orality and expressiveness in the English language 
(cf. 'Bingo', p436). Through language games, therefore, 
children are able to increase their knowledge of words and 
usage (cf. Table 6 and game 13.1), develop their memory (e.g., 
'Apple Tree', p 438) as well as the power of concentration 
(e.g., game 13.5, p440).

Fourthly, there are seeking and guessing games, including 
some riddle contests, which involve reasoning and understanding 
the psychology of other participants (e.g., the game of mboko 
or 'Hunt the Slipper', p 247).
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However, it could also be said that apart from the mere 
act of playing games, there are other factors which involve 
intellectual stimulation. For instance, children might choose 
to talk about the science involved in the construction or 
mechanism of objects (or materials) used in the game.
Therefore, preparing for a game might in itself be a source 
of great enjoyment and intellectual fulfilment for any child.

(c) Physical Support
Traditional plays and games, like the modern sporting 

activities in which children and young people are encouraged 
to participate, were thought to enable children to develop 
into healthy, strong adults. Even if they suffered from some 
physical handicap or incapacitation, they were still encouraged 
to play and to take part in games in the hope that they would 
at least regain or maintain their physical fitness. In so 
far as physical support is concerned with food and other 
material needs such as clothing and shelter, then some plays 
and games were designed as means of appreciating the value 
of such things.

Examples in this category would include:- (i) games in 
aid of late walkers and other types of disadvantaged children 
during both infancy and later stages of development (cf.
Ch. Ill, p 88); (ii) work songs such as those sung during 
pounding (e.g., song 7, p 128), fishing (song 10, p 131) 
and hunting mice or crickets (songs 11, 12 and 13);
(iii) cooking play in which young girls might rehearse cooking 
(as in vidimbo, pp 240 - 241) while older ones actually 
practise cooking (e.g., kudimbika, pp 156 - 159); (iv) action
songs and poetry in praise of nutritious vegetable and bean
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plants (cf. songs 28, 43, 85 and 85a), cattle (e.g., songs 
36, 37 and 38) and wild pigeons which make delicious stews 
once killed for food (e.g., song 50).

In urban areas, children have invented certain types 
of games in which money is earned, gambled, begged for, stolen, 
etc. in order to be spent on life supporting things such as 
food, clothing and shelter (cf. games 7.2, p 379 and 8.2, 
p 385). They also have other action games in which some 
popular food items are highlighted (e.g., game 8.3, p 386;
10.2, p 397; 12.1, p 413) .

( d ) R e s p o n s i b i l i t y  T r a i n i n g

Plays and games also have a role in Responsibility 
training and general socialization. It has been observed 
in this study that in most traditional African societies 
they formed part of the indigenous education which was a 
life-long process of learning and acquiring knowledge. In 
several games, such as kudimbika ('cooking play' p 159), 
chidungano ('armed raids' p 169), vidimbo ('playing-house' 
p 240) and dema ('spearing the bush-pig' p 269), children 
rehearsed their future roles as adults, and so showed that 
they were at least intending to live up to the expectations 
people had of them. In Chapter II, I pointed out that 
mwana wa m'cangu was a term used to refer to a child who 
was able to carry out certain tasks given to it by an adult 
member of society.

These four areas of concern were reflected no less in 
the plays and games of children in urban areas, though there 
have been many changes in the contexts and precise meanings 
of some games. Most Western derived games were popularized 
only after Zambia gained independence, when racial segregation



-467-

was removed and schools for blacks and whites were integrated. 
This meant that children could interact and play together 
both at school and in their respective areas of residence 
as shown in Chapter V (also refer, for example, to Map 3).
From this period onwards, we also see the increasing impact 
of English which became both the government's official 
language and the medium of instruction in primary, secondary 
and higher institutions of learning. Thus English language 
games (Ch. V, 13) became popular, especially among children 
of the middle class educated elites.

On the other hand, while appreciating some European 
games which they learnt at school, most children of the new 
African migrants to the city, including those living in the 
townships, began to transpose certain games brought from 
rural areas as well as those acquired within the community, 
into new forms. Interesting examples include, "My Jenny"
(Ch. V, 11.1) and Namsisi Lombwe (Ch. V, 11.4). jThe former 
contains dialogue in Chinyanja, while the chant is in English, 
the latter employs 'bus' and 'airplane' (e.g., Presentation 
style 2, p 409) instead of 'lions' (e.g., Presentation style 
1, p 407) as theme, a case of multiculturalism as well as 
adaptability to a new social context or environment.

Therefore, in terms of what has been referred to as 
'Responsibility training', modern urban society offers 
different patterns of training and new kinds of activity to 
fulfill those functions originally offered by traditional 
institutions. A good example is the Boy Scouts Movement 
which was conceptualized and developed after Baden-Powell 
(1908) became fascinated with what he saw taking place in 
some initiation (schools) camps in East and Southern Africa
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(cf. Ocitti 1973). Training offered by the Boy Scouts Move
ment includes plays and games for leisure and recreation, 
physical fitness, hygiene, service to society and good moral 
behaviour. The Girl Guides Movement, which is a sister 
institution, also offers girls similar types of training.
Most schools in urban areas usually organize groups of members 
of one or both of these movements, and it is common to see 
Boy Scouts discharging their responsibilities during football 
matches, National Trade Fairs, political rallies, independence 
anniversaries and other important events that take place.

Nonetheless, the main purpose of institutions like the 
Boy Scouts Movement is to enable young people to explore the 
world of adventure during the years when they are still 
'enchanted' by nature and the world around them. In Zambia, 
a quasi-military type of organization known as the Zambian 
National Service (ZNS), was created in the early 1970s to 
offer both artistic and technical skills to young people as 
a way of preparing them for life, and also as a mechanism 
for helping them overcome the déficiences of formal schooling. 
Unfortunately, the exercise has so far achieved little success 
except in the agricultural production units which are run by 
full-time personnel of the ZNS (Cf. Hoppers et al., 1980).

Other new associations include drama, music and dance 
cultural clubs which operate in several urban towns along 
the line of rail, from Livingstone in the south to the Copper- 
belt in the north-west. These will be briefly discussed later 
Secondly, there are various children's playgroups such as 
those from which data was collected (cf. Ch. II, pp 65 - 73) 
in both the 'High Cost' and 'Low Cost' residential areas.
Some of these are composed of older boys between 14 - 18
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years, while others are patronized by relatively younger ones. 
They engage in all types of play activities while at the 
same time trying to help their parents in chores including 
petty trading or hawking. They may trade in cigarettes, 
hence, their nickname as "mishanga boys". A game like "Cig
arettes" (p 350) could thus be related to this type of 
responsibility which some of them are assigned to undertake. 
Young people seem to like sporting activities and modern 
entertainments often associated with aggression e.g., Kung 
Fu films, judo, karate, boxing and disco. In April, 1987 
when there were 'Food Riots' on the Copperbelt in which gangs 
of young boys were involved in looting and destruction of 
property, people did not only attribute this to the growing 
wave of unemployment among the youth in the country, but 
they also blamed films like "The Ninja" and other modern 
entertainments for helping to stimulate 'Juvenile delinquency', 
hence the need for a more positive approach to entertainment 
programming and the development of children's plays and games.

Application Of Findings To 
Future Research And Education In Zambia

Let us now conclude by looking at the application of 
findings made in this study to future research and education 
in Zambia. Firstly, it must be reiterated that this study 
has been designed to serve partly as an anthology of a collect
ion of hitherto unrecorded children's games and action songs 
in Zambia. Its aims and objectives are clearly spelt out 
in Chapter I. However, the findings made in the study appear 
to have touched on issues which are of cardinal importance 
to cultural and education development in Zambia. Secondly, 
this study comes at a time when there has been "A Child Survival
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Revolution" amongst all concerned nations of the world.
In order to help stop the carnage of children, especially 
those in Third World nations, from either humanly inspired 
or natural disasters, fundraising music concerts and other 
conscientization programmes have been undertaken (e.g., The 
Dakar and Harare Symposia on Child Survival and Development 
held in March 1986 and 1988, respectively).

In Zambia, work done vis a vis the performing arts and 
child survival has already been outstanding (Mtonga 1982,
1988). In fact, success stories of partnerships between 
artists and intellectuals can be traced to the early 1970s 
when the Chikwakwa Popular Theatre Movement based at the 
University of Zambia initiated a number of social mobilization 
programmes through music, dance, drama and puppetry. For 
almost a decade, Chikwakwa helped to stimulate critical popular 
consciousness amongst both urban dwellers and rural peasantry 
by presenting performances relevant to developmental problems 
and conflicts in the Zambian society. A good number of these 
were on the theme of the child; child abuse, the ill-treatment 
of orphans, disowning of wives and the effects of this on 
children, the disintegration of the kinship system, rural- 
urban migration, etc. (see Chifunyise 1977, 1979; Kerr 1981; 
Mwansa 1982; Mtonga 1983). Possible applications of the 
findings in this study can be considered from four perspect
ives, namely: a) Education, b) health, c) social and 
political, and d) economic.

a) The Educational Perspective.
It has already been observed in Chapter III of this 

study that Zambia's educational system, most especially the
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primary sector, has failed to deliver the goods so far as 
the country's developmental requirements are concerned 
(cf. Banda, Hoppers, op. cit). Due to the fact that its 
curriculum places more emphasis on literary skills aimed 
at producing graduates for secondary education (e.g., see 
Serpell 1982), there is usually a high failure rate (Hoppers, 
op. cit., Times of Zambia, 8/12/84) which adds .to the urban 
trauma of unemployed youth and 'civil disobedience'. 
Suggestions have been made by both educators and development 
planners (G.R.Z 1977, Kelly 1986) that the curriculum should 
involve practical skills such as those related to agricultur
al production (for rural areas) or industry (for urban areas). 
Similarly, by basing our argument on some of the findings 
presented in this study, a case could be made that there is 
a need to introduce those aspects of traditional plays and 
games involving practical skills relating to the various 
adult roles that children have to play later in life and, 
presumably, to invent new plays and games appropriate for 
modern life. It is not possible at this stage to go into 
details of what material should be used and what should not. 
Part of this has already been briefly referred to, e.g., 
the wire toy car phenomenon which at times reflects the type 
of child geniuses that modern schooling does not effectively 
make use of. For once given all the support and help they 
need, these children could end up as competent technicians, 
engineers and scientists. JETS (Junior Engineers, Technicians 
and Scientists) which is based at the University of Zambia's 
School of Engineering, is perhaps one unique organization 
which has been encouraging this type of creativity amongst 
children. It has in the past few years organized a number
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of exhibitions and fairs for children who engage in this 
type of innovative work in science and technology.

Apart from serving practical requirements, the educational
value of some games discussed lies in their capacity to
stimulate childrens intellects, particularly in the very
young. These include language games as well as games of
skill. In the case of the former, one sees their function
as double-edged. First, in a country like Zambia where
instruction is in both English and vernacular languages,
the application of language games and other verbal art forms
during a lesson could help children, particularly 'slow
learners', to improve on their oral and written performance
(cf. Simukoko 1978, Lubinda 1979). I remember watching a
beginners' primary school class at Kaulu School in the Petauke
district in May this year (Mtonga 1988b) during which the
teacher introduced some 'singing games' into the English
lesson to help the children learn how to pronounce certain%
words correctly. They also acted out short scenes to under
stand the concepts involved. The teacher was avoiding 
translating the English words into vernacular although in 
some cases this was unavoidable, especially when children 
seemed to be at a loss. Language games were also used during 
the Chinyanja lesson and this was quite successful, particularly 
due to the fact that Chinyanja was the same as their 'mother 
tongue' known as Chinsenga.

Secondly, in rural Zambia some parents to whom we talked 
during research, expressed disappointment at the cultural 
estrangement of their children who attend primary and secondary 
school, noting an apparent lack of respect for local languages 
and customs. The use of oral prose narratives, poetry and
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other indigenous verbal artforms, such as those discussed 
in this study, could help people to see the school in a 
positive light, rather than as an alien influence which 
does more harm than good. Above all, multi-lingualism in 
a country like Zambia is becomming one of the symbols of 
national unity. Hence, the adaptation of play materials in 
different Zambian languages to be used in school education 
and performance programmes is quite essential.

b ) The Health Perspective
The Health Perspective might relate to physical support 

through good and proper nutrition for both children and adults. 
But it has been shown that the majority of children from lowero .
income groups in urban Zambia are victims of under-nourishment 
and they become disposed to attacks by diseases like kwashiorkor 
and marasmus (Dahlschen 1972, UNICEF 1987). A campaign on 
primary health care has been in operation during the last 
decade by both UNICEF (Lusaka) and local popular theatre groups, 
who have used various consciousness raising methods to promote 
a child survival revolution in the country (Mtonga 1988a).

There are also children who suffer from psycho-social 
ill-health due to injury, displacement, neglect, dispossession, 
abuse and other forms of trauma (cf. W.H.O 1980, Ahmed 1981). 
There is a considerable number of refugees, for instance,

*from Mozambique, South Africa, Namibia and Angola in Zambia 
who are in need of just more than food and shelter alone.
Some of them have been emotionally disturbed not only by 
uprootedness, but also by what they saw happen to their 
relatives who were killed during the war or armed raids.

• fte.g., in July 1988 there were at least 15,000 refugees 
from Mozambique at Ukwimi Refugee Camp near Petauke when 
I visited it.
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This is what I found to be the case with certain refugee
children from Mozambique whom I saw at Ukwijvv.L near Petauke
in May this year. Nonetheless, it has been proposed by bodies
such as the Refugee Studies Programme that the introduction
of an intervention programme which includes the use of
children's games and plays could help to 'alleviate' psycho-

*social ill-health among refugee communities .
Secondly, through dramatized educational campaigns used 

by popular theatre groups like Chikwakwa, it is possible that 
those children's plays which focus on their welfare or plight 
in society could be adapted and developed into longer or 
larger dramatic forms and performed before adult audiences.
This would be a new use of play, and perhaps only similar to 
primary health care campaigns I have already briefly talked 
about, designed to raise people's awareness about child health 
and social welfare.

c) The Social and Political Perspective
Education, health and social welfare, are usually 

influenced by government's policy and by political decisions.
I have already mentioned that a badly planned school curriculum 
can often result into mass failure and offer very few employ
ment prospects for young people. Secondly, the uncontrolled 
exodus of people from rural areas has led to over-crowding 
in the majority of urban areas.and this has exacerbated 
many social problems, e.g., housing, water, sanitation, health, 
transport, recreation, etc.. Under such circumstances, it 
is usually children who suffer most. Therefore, certain 
recommendations need to be made to help improve the situation. *

*e.g., Proposal made by the Refugees Studies Programme,
Queen Elizabeth House, Oxford University, 28 July, 1987.
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Thus, in upgrading the "squatter" or "shanty" townships 
by providing better housing, health and sanitation facilities, 
authorities should be persuaded to provide better Recreational 
Centres for children, where plays and games and other organized 
aesthetic activities can be promoted. There is a similar 
need for such facilities and educational programmes in Reform
atories at Katombola in Livingstone and the Nakambala Approved 
School in Mazabuka, as well as in places like the Children's 
Day Care Centre at Chainama Hospital for the mentally retarded. 
It is also possible that a revival, in new guises (like the 
Hawaiian hula described by Joann Kealiinohomoku), of traditional 
aesthetic activities might assist the Government's reversal 
of the trend of rural-urban migration which has led to an 
artificial population explosion in the cities.

When political decisions are made, such as that in 1988
to re-integrate Chewa speaking refugees from Mozambique into
the Nsenga/Chewa community of Petauke in the Eastern Province,%
it is necessary to consider to what extent it is possible to 
alleviate the traumatising effect of the refugee experience 
on growing children, with an intervention programme that makes 
use of plays and games performed by children in the host 
community, together with those that are new to both communities, 
such as some presented in this study.

d) The Economic Perspective
Many Third World political theorists acknowledge that 

the goal of development is more than economic growth, and 

has to do with raising the quality of life (e.g., see Harriss 
1982, Brandt 1983, Mair 1984). The quality of human life 
has to be measured in terms not only of satisfying the basic
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needs for food, water and shelter but also of claiming the 
universal rights to dignity, respect and participation in 
social activities. Countries like Zambia have fallen into 
the Western 'technology trap' which presumes that the only 
way to human social and economic growth is through the adopt
ion of superior technology like that offered by the microchips 
industry. On the contrary, such a stance can be quite negative, 
and countries which have neglected the economic importance of 
"being cultured" (e.g., Great Britain) are now beginning to 
realize the need to give due attention to the development 
of the arts as part of e ecnomic growth. Zambia has consider
able potential in this field. Hence, by encouraging the 
performing arts, music, dance, games and plays on radio, 
television, etc., she will also be contributing to the growth 
of her citizens' consciousness and her economy.

Let me therefore end with two recommendations as a follow 
up to the findings made in this study. The first is a proposed 
syllabus on children's plays and games (see Table 7 ) which 
I feel could be utilised by all primary schools in the country. 
At present the ministry of education has a programme on music 
education for primary and secondary schools (see Mwesa 1985) 
but it does not include most action songs and rhymes discussed 
in this study. But as an extra-curricular activity schools 
use a lot of children's play and games, particularly in rural 
areas. Some of them, e.g., Kaulu School which I observed at 
Chief Kalindawalo's village in Petauke in May 1988, have 
incorporated traditional plays and games into the creative 
activities lessons. This must be encouraged. Hence, there 
is a need for documentation of, and literature on, the diversity 
of Zambian/African children's plays and games in both English



-477-

and vernacular languages. Some of them could be filmed on 
video cassettes and shown on the nation's television programme 
instead of 'Sesame Street' and other imported cultural 
entertainment packages from industrialized countries which 
only help to drain the country's economy.

The second is a proposal on an experimental, ongoing 
children's workshop on games and other creative playtime 
activities for young people. This could ideally be based at 
the Centre for the Arts, University of Zambia, but would 
use Chikwakwa Theatre as an operational base. The main object
ives of such a children's workshop, therefore, would be to 
research into both traditional and contemporary children's 
creative dramatics; develop professionally, suitable materials 
for children including plays, to serve as manuals for school 
education, and for performance programmes around the country.
I am aware of the financial implications of such a programme, 
especially at a time when both the University and(the Government 
of the Republic of Zambia have taken many austerity measures 
to resuscitate the ailing economy. However, I also feel that 
a venture of this kind has implications beyond the boundaries 
of Zambia, and that once the workshop has been launched and 
has proved itself, it could both attract funding and lead to 
the setting-up of similar ventures in other countries that 
are committed to child survival and development. In this, 
way, findings made in this thesis will not be allowed to 
'ossify' in the University Library, but remain a living 
testimony to the rich children's culture of Zambia.
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T A B LE--Z
CHILDREN'S PLAYS AND GAMES IN ZAMBIA: PROPOSED SYLLABUS FOR PRIMARY 
SCHOOLS.

GRADE AGE GROUP COURSE DURATION SOURCE OF MATERIAL

NURSERY SCHOOL 1-3 YRS 3 YRS
a) Chapter IV; Table 

5, Stages 1 and 2.
b) Chapter V, item 1.

a) Chapter IV; Table 
5, Stage 3.

PREPARATORY
SCHOOL

4-5 YRS 2 YRS b) Chapter IV; items 
1.7, 2.1

c) Chapter V; items 
12, 14.

a) Chapter IV; Stages 
4 and 5.

LOWER PRIMARY 
(GRADES 1-4)

6-9 YRS 4 YRS b) Chapter IV; items 
1.2, 2, 2.2, 2.3

c) Chapter V; items 
2 - 14.

a) Chapter IV; Table 
5, Stage 6.

UPPER PRIMARY 
(GRADES 5-7)

10-13 YRS 3 YRS b) Chapter IV; items 
1.4, 1.5, 1.6, 1.8, 
2.3

c) Chapter V ; items 
2 - 13.



Plate 38. A village in a rich farming area near Lusaka.

Plate 39. Children going to school near Chalimbana, Lusaka
Rural.



Plate 40. Children in front of a self-help dormitory block.



Plate 42. Community Theatre .Yorkers interviewing people.

»̂late 43. More information gathering; notice the child with
a v/ire car.



Plate 44. Women taking children to a clinic.

Plate 45. Watching a Puppet Theatre show on Primary Health Care



Plate 46. A Dance-Drama on Traditional Healing.

Plate 47. Learning to use the artform that neonle understand-
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LIST OF GAME SONGS ON CASSETTE.*

NO. TITLE OF SONG/GAME REF. NO. PAGE GENRE

1 Mwana alila 1 120 Lullaby
2 Ndelele Mwana 5 124 Lullaby
3 Awise Joyisi 7 128 * L i Pounding Song

4 Pule-pule 8 129 Pounding Song

5 Daling'i Wane 14 139 'Love Song'
6 John Banda 15 140 'Love Song'

7 Nchunga 43 177 Praise Song

8 Bana Kudambo 72 227 Story Song

9 Mwabana bane 73 229 Story Song
10 A Tondo ndela 75 233 Story Song
11 Changa 76 233 Story Song

12 Akodi yakodi 93 275 'Five Stones’

13 Yowoya 99 284 Dance Song

14 Chimdoto 101 285 Dance song
15 Watengwa waziwona 102 286 Dance Song

16 Kumbuwa 103 286 Dance Song

17 Akazi amachona 104 287 Dance Song
18 Nili m ’Zambia 106 289 Dance Song

19 Kuvwala chachacha 107 290 Dance Song
20 Nili hule 108 291 Dance Song
21 Leya, Leya, Leya 110 322 Ball Game Song
22 Mulilo Kulupili 3.1 341 Chasing game song

* Some songs have words which are not included in the song texts 
Provided in this thesis.
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NO. TITLE OF SONG/GAME REF. NO. PAGE GENRE

23 Kambuzi Kalila-lila 113 347 Chasing game song
24 Chona ayikata kwindi 114 358 Catching game song
25 Landrover 6.2 370 Duelling game song
26 Njokotilo 117 372 Duelling game song
27 Tata twu ngwee 8.2 386 Seeking game song

$
Daring game song28 Buunga bwamale 119 397

29 Fashion 120 398 Daring game song
30 Zangaliana 121 400 Daring game song
31 My Jenny 122 402 Acting game song
32 Namsisi Lombwe 123 408 Acting game song
33 Katambalale 124 . 412 Acting game song
34 Nsale Chinkamba 125 414 Action song
35 Alice toba toba 126 416 Action song
36 Kanongo 127 418 Action song
37 Elisa Banda 129 422 Action song
38 Kakuluwe 130 423 Action song
39 Mauni mauni lero 131 424 Action song
40 Chikonkoma Sacha 132 427 Action song
41 Sansakuwa 133 428 Action song
42 Skip my lu 135 431 Action song
43 Bingo 136 436 Talking rhyme
44 Apple Tree 137 438 Talking rhyme
45 Rabbi 139 440 Talking rhyme



-486-

BIBLIOGRAPHY

ABRAMS, TEVIA 1975 Folk Theatre in Maharashtrian 
Social Development Programmes. 
Educational Theatre Journal 
Vol. 27, No. 3 (1975).

ADAMS, CHARLES R. 1974 Ethnography of Basotho evaluative 
expression in the cognitive domain 
Lipapali (Games). Unpublished 
Ph.D Thesis, Indiana University.

ADAMS, CHARLES R. 1978 Distinctive features of play and 
games: a folk model from Southern 
Africa.

ADEDEJI, JOEL 1971 Oral Tradition and Contemporary 
Theatre in Nigeria. Research in 
African Literatures, Vol. 2, No. 2,

ADEDEJI, JOEL 1973 The Theatre and the Development of 
African artistic and Intellectual 
Cultures: An Assessment of Trends. 
African Studies Association Vol. 3, 
No. 3. ----------

AGOVI, J.K.E. 1974 Observations on the Aesthetics of 
Traditional African Literature, 
Research Review vol. 10, No. 3, 
Institute of African Studies, Legon, 
Ghana.

AGOVI, J.K.E. 1980 Of Actors, Performers and Audience 
in Traditional African Drama.
An Inter-Faculty Lecture. University 
of Ghana, Legon.

AHMED, PARVEEN et al 
1981 (eds.)

Disadvantaged Children in Bangladesh: 
Some Reflections. Bangladesh:
Impala Printing and Packages.

AKAPELWA, E.M.Z. 1985 Some Story Songs Of the Ngoni of 
Chipata District of Zambia. 
Unpublished M.A. Thesis, Queen's 
University, Belfast.

ALSTYNE, D. Van 1932 Play Behaviour and Choice of Play 
Materials.
University of Chicago Press.

ARIES, P., 1962 Centuries of Childhood 
New York: Vintage Books.



-487-

AMMAR, H. M. 1954 Growing Up in an Egyptian Village.
London : Kegan Paul.

ASHTON, HUGH 1952 The Basuto. London: OUP for the 
International African Institute.

BADEN-POWELL, 1910 Scouting for Boys: A handbook for
instruction in good citizenship.
London : Pearson. , ,

BANDA, C.J. 1981

BARNES, J. A. 1954

in Zambia; Official policies and
and attempted solutions since 
independence.
Lusaka: University of Zambia,

M .Ed. dissertation.
Politics in a Changing Society: 
Political History of the Fort 
Jameson Ngoni. Oxford University 
Press.

BASDEN, GEORGE, 1921 Among the Ibos of Nigeria. 
Seeley Service and Co.

London :

BASCOM, R. 1955

BATESON, GREGORY 1955

BATESON, Gregory 1972

Verbal Art. Journal of American 
Folklore, vol. 68 (1955).
A Theory of Play and Fantasy. 
Reprinted in Janet C. Harris and 
Roberta J. Park (eds.) Play, Games 
and Sports in Cultural Contexts, 
1983, pp. 313-326.

Steps to an Ecology of Mind.
New York: Ballantine Books.

BEART, CHARLES 1955 Jeux et Jouets de l'ouest Africain. 
Tome I and II, Dakar: Ifan

BEBEY, FRANCIS 1975 African Music: A People's Art. 
London: Harrap.

BEIER, U. and 
GBADAMOSI, B.

1959 
(eds.)

The Moon Cannot Fight. A collection 
of Yoruba Children's Poems. Ibadan 
University Press.

BENSON , C. W. 1953 A Checklist of the Birds of
Nyasaland. Blantyre and Lusaka: 
Bureau Publications.

BERTONOFF, D. 1969 Dance Towards the Earth. Accra:
Ghana Publishing Corporation.

BEVERIDGE, W. M . 1973 Story, Song and Rhyme. Ghana 
and K. H. BEVERIDGE Publishing Corp.



-488-

BEVERIDGE, W. M:. 1975

BLACKING, JOHN 1961

BLACKING, JOHN 1962

BLACKING, JOHN 1964

BLACKING, JOHN 1967

BLACKING, JOHN 1969

BLACKING, JOHN 1971

BLACKING, JOHN 1973

BLACKING, JOHN (ed. ) 
1977

BLACKING, JOHN 1977

BLACKING, JOHN and
J. KEALI'INOHOMUKU 

(eds.) 1979

Child Study: An Introduction to 
Psychology for African teachers. 
Nigeria: Aroraolaran.
The Social Value of Venda Riddles 
African Studies, 20 (1961), 1-32.

Musical Epeditions of the Venda. 
African Music, 3 (1962), 54-78.
Black Background. New York and 
London: Abelard Schuman.
Venda Children's Songs. Johannesburg: 
Witwatersrand University Press.
Songs, dances, mimes and symbolism 
of Venda girls' initiation schools. 
African Studies, 28(1969), Parts 1-4.
Music and the historical process in 
Vendaland in Klaus P. Wachsmann (ed.) 
Essays on Music and History in 
Africa. Evanston: Northwestern 
University Press, pp. 185-212.
How Musical is Man? Seattle: 
University of Washington Press.
The Anthropology of the Body.
ASA Monograph No. 15, London:
Academic Press.
An introduction to Venda traditional 
dances, in R. Lange (ed.) Dance 
Studies, 2 (1977), 34-56.
The Performing Arts: Music and Dance. 
The Hague: Mouton.

BLACKING, JOHN 1981 Political and musical freedom in the
music of some black South African 
churches, in Ladislav Holy and 
Milan Stuchlik (eds.) The Structure 
of Folk Models. London: Academic 
Press, pp. 35-62.



489-

BLACKING, JOHN 1982 

BLACKING, JOHN 1983

BLACKING, JOHN 1984

BLACKING, JOHN 1984 

BLACKING, JOHN 1984 

BLACKING, JOHN 1985

BLACKING, JOHN 1985 

BLACKING, JOHN 1985

BOAL, AUGUSTO 1979 

BOTA, T. J. 1982

BOWLBY, JOHN 1953 

BRANDT, WILLY 1983

Songs and dances of the Venda people.
In David Tunley (ed.) Music and Dance, 
Fourth National Symposium of the 
Musicological Society of Australia 
(pp. 90-105) Perth: University of 
Western Australia, Department of Music.
The concept of identity and folk concept 
of self: A Venda case study. In 
Anita Jacobson-Widding (ed.) Identity: 
Personal and Sociocultural. Uppsala: 
Almqvist and Wiksell International, 
pp. 47-65.
Artists and Individual Development 
(In Press). Paper prepared for the 
Planning Conference on The Arts and 
International Communication, Banff 
Centre, Calgary, Canada, March, 1984.
Games and Sport in Pre-colonial 
African Societies (In press).
Dance and Music in Venda Children's 
Cognitive Development (In Press).
The context of Venda possession music: 
Reflections on the effectiveness of 
symbols. Yearbook of the International 
Council of Traditional Music. (In

press).
Becoming Human Through Music. Music 
Educators National Conference,
Virginia, USA.
Music Education and Promotion of 
Traditional Music.Paper prepared for the 
Symposium of the Oman Centre for 
Traditional Music, October 6-16, 1985.
Theatre of the Oppressed. London:
Pluto Press.
An Investigation into the Educational 
Significance of Oral Literature in 
Traditional Tumbuka Society.
Unpublished M.Ed Thesis, University 
of Zambia, Lusaka.
Child Care and the Growth of Love. 
Penguin Books.
The Willy Brandt Commission: Common 
Crisis - North-South Co-operation for 
World Recovery. London: Pan Books.



-4qo -

BRAUNHOTZ, H. J. 1931
BREWSTER, P. G . 1944

BROWN, N. 1971

BRUNER, J. S., et al 
1976

BYRAM, MARTIN 
and R. KIDD

1979

BYRANT, A. T. 1948

CAILLOIS, ROGER 1961

CAIRNS, J. C. 1959
CAZDEN, C. B. 1976

CENTNER, T. 1962

CHIBALO, E. C. 1982

CHIFUNYISE, S. J. 1977

CHIFUNYISE, S. J. and 
D. KERR, F. DALL 1979
CHILIVUMBO, A. 1976

CHIMUKA, S. S. (ed. ) 
1977

The Game of Mweso. Man (July 1931)
Two Games from Africa (Makua and 
Yao tribes), American Anthropologist,

Vol. XLVI 
(1944) .

The Play of the Shepherds. East 
African Publishing House, Nairobi, Kenya
Play. Penguin Books.

Motivation Through Folk Theatre.
Indian Journal of Adult Education,
Vol. 40, 8 (1979).
The Zulu People. New York: Negro 
Univ. Press.
Man, Play and Games. London: Thames 
and Hudson.
Bush and Boma. London: Murray
Play with Language and Meta-Linguistic 
Awareness. In J. S. Bruner et al 
(eds.) Play, 1976, pp. 603-618.

L'enfant africain etses peux. 
Elisabethville: CEPSI.

Social Context and Literary Aspects 
of the Kuyabila Songs of the Tonga 
(Zambia). Unpublished M.A. Thesis, 
University of Zambia, Lusaka.
The Formative Years:
A History of Theatre in Zambia. 
Unpublished M.A. Thesis, University 
of California, Los Angeles.
Theatre for Development. Lusaka:
NECZAM.
Malawi Culture in the National 
Integration. Presence Africaine, No. 98 
2nd Quarter, 1976.
Zambian Languages: Orthography approved 
by the Ministry of Education. Lusaka: 
NECZAM.



-*qi-

CHONGO, JULIUS 1973 

CHUKOVSKY, K. 1976

CILLIERS, J. L. R.
1975

CLARKE, J. D. 1950

CLAY, G. 1968

COAKLEY, JAY J. 1980

Fumbi Khoboo. A humourous Chewa 
narrativej Lusaka: NECZAM.
The Sense of Nonsense Verse. In 
J. S. Bruner et al (eds.), Play,
1976, pp. 596-602.
Education and the Child. Butterworths 
(South Africa).
The Stone Age Cultures of Northern 
Rhodesia. Cape Town: South African 
Archaeological Society.
Your Friend Lewanika, Litunga of 
Barotseland - 1842-1916.
London: Chatto and Windus.
Play, Games and Sport: developmental 
implications for young people. Journal 
of Sport Behaviour, 3 (1980), 99-118.

COLE-BEUCHANT, P.D.
1957

COLSON, E. 1960

Riddles in Bantu, African Studies,
16, 3 (1957), 133-149.
Social Organization of the Gwembe Tonga

COLSON, E . 1962
Manchester Univ. Press.
The Plateau Tonga of Northern Rhodesia.

COLSON, E . 1971
Manchester Univ. Press.
Social Conseauences of Resettlement.

COMHAIRE-SYLVAIN,
Manchester University Press.
Les jeux des enfants noirs de Leopold-

SUZANNE 1949 ville. Zaire. III. 2 (1949).
COMHAIRE-SYLVAIN, Jeux Congolais. Zaire, VI (1952),
SUZANNE 1952 351-362.
CORNFORD, F. M. 1941 The Republic of Plato. Oxford at

CORY, H. , 1956
Clarendon Press.
African Figurines. London: Faber and

OOXHEAD, J.C.C. 1914
Faber.
The Native Tribes of North-Eastern
Rhodesia; their laws and their customs. 
Royal AnthroDological Institute

CUNNISON, I. 1959
Occasional Paper No. 5.
The Luapula Peoples of Northern 
Rhodesia. Manchester Univ. Press.



- * q 2 -

CUNNINGTON, W.A. 1906 String Figures and Tricks from Central 
Africa. JRAI, 36 (1906), 121-131.

DAHLSCHEN, EDITH 1972 Children in Zambia. Lusaka: NECZAM.
DAIKEN, L. 1959 The Lullaby Book. London: Edmund Ward.
DEREGOWSKI, J.B. 1968 Drawing ability of Zambian rural primary 

school children. Human Development 
Research Unit, Report. 6. Dept. 
Psychology, Univ. of Zambia, Lusaka.

DEREGOWSKI, J. B. 1971 The role of symmetry in pattern

DHLOMO, H.I.E. 1939

reproduction in African school 
children. Human Development Research 
Unit Report, 20. Dept, of Psychology, 
University of Zambia, Lusaka.
Nature and Variety of Tribal Drama. 
Bantu Studies, 13 (1939).

DOKE, C. M. M31 The Lambas of Northern Rhodesia. 
London: George G. Harrap.

DOKE, C. M. 1936 Games, Plays and Dances of the 
Khomani Bushmen. Bantu Studies 
(1936).

DONGE, J. K. Van 1979 Independence at the Grass Roots and 
Dependence Theory: A case study in 
decolonisation and privilege from 
Mwase Lundazi. Zambia. Research 
Seminar: Development Studies. 
University of Manchester.

DUFF, H. L. 1903 Nyasaland Under the Foreign Office. 
London: George Bell.

EBRAHIM, G. J. 1970 Childcare for Tropical Mothers. 
EALB, Kenya.

EGBLEWOGWE, E.Y. 1975 Games and Songs as Educational Media. 
Accra: Ghana Publishing Corporation.

ELKONIN, D. B. 1971 Development of Speech. In A. V. 
Zaporozhets and D. B. Elkonin (eds.) 
The Psvchologv of Preschool Children. 
1964, pp. 111-185.

ELLIS, M. J. 1973 Whv People Plav. New Jersey: 
Prentice Hall Inc.,



-4 q s -

EPSTEIN, A. L. 1978 Ethos and Identity. Three Studies
in Ethnicity. London: Tavistock 
Publications.

ERIKSON, ERIK H. 1968 Identity, Youth and Crisis. New York:
Norton.

ETHERTON, M. J. 1970 Chikwakwa Theatre. Special Report
prepared for the Zambia Cultural 
Services.

ETHERTON, M. J. 1981 The Development of African Drama.
London: Huthcinson.

EZEILO, B. 1975 The Performance of Normal and Mentally
Subnormal Zambian Children on two 
Intelligence Tests and a Conservation 
Test. Unpublished M.A. Thesis, 
University of Zambia, Lusaka.

FAGAN, BRIAN 1965 Southern Africa in the Iron Age.
London: Thames and Hudson.

FAGAN, BRIAN (ed.) 1966 A Short History of Zambia, OUP.
FAGAN, BRIAN 1967 Iron Age Cultures in Zambia.

London: Chatto and Windus.
FARRER, CLAIRE R. 1976 Play and Intee-ethnic communication.

Reprinted in Janet C. Harris et al 
(eds.) Play. Games and Sports in 
Cultural Contexts, 1983, pp. 453-460.

FINNEGAN, RUTH 1967

FINNEGAN, RUTH 1970

FINNEGAN, RUTH and 
ROBIN HORTON (eds.)

1973
FINNEGAN, RUTH, 1977

Limba Stories and Story-Telling;
Oxford at the Clarendon Press.
Oral Literature in Africa. Oxford 
at the Clarendon Press.
Modes of thought: essays on thinking 
in Western and non-Western Societies. 
London: Faber and Faber.
Oral Poetry: its nature, significance 
and social context. Cambridge Univ. 
Press.

FINNEGAN, RUTH (ed) 1978 0 r al Poetry Penguin Books Ltd.,
FOA, EDOUARD 1900 La Traversée de l'Afrique du Zambèse

au Congo Français■ Paris: Plonnourrit.



-£q4-

Drama for Development: Sundanese 
Wayang Golek Purwa, an Indonesian 
Case Study.
East-West Culture Learning Institute 
Report. Vol. 6, No. 1 (1979), 1-6.
Social and Psychological Aspects of 
Education in Taleland, International 
African Institute Memorandum No. 17 
(1938).
East African Childhood. London: OUP
Tau, the Chieftain's Son. Natal: 
Dundee.
Winning a Primitive People. London: 
Seeley and Service Co. Ltd.
"Che" Guevara.Delhi: Enact (April, 
1970).
Pedagogy of the Oppressed. Penguin
Zambian Oral Narratives. Univ. of 
Zambia, Lusaka.

GARDNER, HOWARD 1973 The Arts and Human Development.
New York: John Wiley and Sons.

GARDNER, HOWARD 1983 Frames of Mind. London: Paladin Books. 
GARVEY, CATHERINE 1977 Play. Fontana/Open Books original.

v
GEERTZ, CLIFFORD 1976 Arts as a Cultural System. Language 

Notes, 91 (1976), 1473-1499.
GEERTZ, CLIFFORD 1983 Deep Play: Notes on the Balinese 

Cockfight (1972). Reprinted in 
Janet C. Harris and Roberta J. Park 
(eds.) Plav. Games and Sports in 
Cultural Contexts. 1983. pp. 39-77.

GELFAND , M. 1979 Growing Up in a Shona Society 
Mambo Publications (Zimbabwe).

GENNEP, Van A. 1960 The Rites of Passage. London: 
Routledge and Kegan Paul.

FORTES, MEYER 1938

FOX, LORENE K. 1967 
FRANZ, G. H. 1929

FRASER, D. 1922

FRATTI, MARIO 1970

FREIRE, PAULO, 1970 
FROST, MARY (ed.) 1982

FOLEY, KATHY 1979



-445"

GLUCKMANN, MARY 
MAX GLUCKMANN

1977 On Drama, and Games and Athletic
contests. Reprinted in Janet C. Harris 
and Roberta J. Park (eds.) Play,
Games and Sports in Cultural Contexts. 
1983, pp. 191-209.

GOLDBERG, S. 1970 Infant care, stimulation and sensory-
motor development in a high density 
urban area of Lusaka. Human Development 
Research Unit Report. 15. Dept, of 
Psychology, University of Zambia, Lusaka.

GORER, GEOFFREY 1949 African Dances. London: John Lehmann
GRAY, ENERST 1939 Some Riddles of the Nyanja People

Bantu Studies. 13 (1939)
GRAY, ENERST 1944 Some Proverbs of the Nyanja People.

African Studies, 3 (1944)
GRIAULE, M. 1935

GRIAULE. M. 1938 
G.R.Z. 1977

GUTTMAN, A. 1978 

HADDON, A. C. 1906

Jeux et divertissements abyssins. 
Bibliothèque de l'Ec des Hautes 
Etudes Scient. Relie.. XLIX. Paris 
(1935).
Jeux Dogons. TMIE, 32 (.1938), Paris.

E d u c a t i o n a l  R e fo rm :  P r o p o s a l s  and 
R e co m m e n d a t io n s .  L u s a k a :
Government P r i n t e r .
From ritual to record: the nature 
of modern sports. New York: Columbia 
Univ. Press.
String Figures from South Africa 
JRAI, 36 (1906), 142-149.

HAKE, J. M. 1972 Child-rearing practices in Northern
Nigeria. Ibadan Univ. Press.

HALL, RICHARD 1965 Zambia 1890-1964. The Colonial Period
London: Longman.

HALL, RICHARD N. 1909 Pre-historic Rhodesia. London:
Fisher Unwin.

HAMILTON, V. and The Development of Cognitive Processes
MAGDALENE, D.V. (eds.) London: Academic Press.

1976



- W 6-

HANNA, A. J. 1956 Nvasaland and North-Eastern Rhodesia. 
London: OUP.

HANNA, JUDITH L. 1977 To dance is Human. In John Blacking 
(ed.) The Anthropology of the Body. 
ASA Monograph No. 15, 1977. London: 
Academic Press.

HARRIS, JANET C. and 
ROBERTA J. PART (eds.)

1983
Play, Games and Sports in Cultural 
Contexts. Champaign. Illinois: 
Human Kinetics Publishers, Inc.

HARRIS, JOHN, 1982 Rural Development. London: Hutchinson 
University Library.

HART, MARIE (ed). 1976 Sport in the Sociocultural Process. 
Dubuque Iowa: Wm. C. Brown.

HARTLEY, RUTH, 1952 Understanding Children’s Play.
New York: Columbia University Press.

HARWOOD, A. C. 1958 The Recovery of Man in Childhood. 
London: Hodder and Stoughton.

HERRON, A. 1971 Concrete Operations, 'g’ and Achieve
ment in Zambian Children.
Journal of Cross-Cultural Psychology. 
2 (1971), 325-336.

HERRON, R. E. and 
SUTTON-SMITH, B. 1971

Child's Play, New York: John Wiley 
and Sons.

HETHERWICK, A. 1901 Practical Manual of the Nyan.ia Language 
London: S.P.C.K.

HETHERWICK, A. 1969 Nyania-English Dictionary. Lusaka:
NECZAM.

HODGSON, A.G.O. 1933 Notes on the Achewa and Angoni of the 
Dowa District of the Nyasaland 
Protectorate, JRAI , 63 (.1933), 123-164

HOLBROOK, DAVID 1957 Children’s Games, Gordon Fraser.
HOPPERS, W. 1980 The Aftermath of Failure: Experiences 

of Primary School Leavers in Rural 
Zambia. African Social Research, 29 
(1980).

HOPPERS et al 1980 Youth Training and Employment in 
Three Zambian Districts.
Manpower Research Reports,
6. Lusaka: Institute for African 
Studies, Mimco.

HORNELL, J. 1943 The String Games and Tricks of Sierra 
Leone, Man, 43 (1943).



HOXENG, J. 1973

HUET, MICHEL 1978

Let Jorge Do it: An Approach to 
Rural Non-Formal Education. Amherst: 
Center for International Education, 
University of Massachuse tts.
The Dance. Art and Ritual of Africa. 
London: Collins.

HUIZINGA, J. 1970 Homo Ludens: A Study of the Play
Element in Culture 
Smith.

London: Temple

HUTT, C. 1966

JAHN, J. 1961

Exploration and Play in Children, 
Symposia of the Zoological Society 18 
(1966), 61-81.
A History of Neo-African Literature 
in two Continents. London: Faber and 
Faber.

JOHNSON, A. 1972
JOHNSON, HARRIET 1972

JOUIN, J. 1950.

JULES-ROSETTE, B,

JUNOD, HENRI A. 1936

Child in Education. Ilesanmi, Nigeria,
Children in the Nursery School.
New York: Agathon Press.
Chants et Jeux maternels Rabat. 
Hesperis 37 (196o). Parts 1-2.
1977 Art and ideology:
the communicative significance of some
Urban art forms in Africa.
Semiotica: International Journal of
Semiotic (1977).
1936. Notes on the Ethnographical 
situation in Poetuguese East Africa. 
Bantu Studies. 10 (1936).

JUNOD, HENRI A. 1962

KACHINGWE, G. 1972

KAMBALAME, JOHN 1946

The Life of a South African Tribe.
Two volumes. 2nd edition. New York: 
University Books. (c. 1912 and 1926).
Bane Naatwangale (Dear Fellows, Let's 
Play). Lusaka: Oxford Univ. Press, 
(P.0. Box 32335).
Our African Wav of Life. Lutterworth 
Press.

. b



KASHOKI, MUBANGA 1972 Town Bemba, a sketch of its Main
Characteristics, African Social 
Research, 13 (1972) 161-186.

KANDEKE, TIMOTHY 1977 Zambian Humanism. Lusaka: NECZAM.

KASHOKI, MUBANGA 1975 Migration and Language Change: the
Interaction of Town and Country. 
African Social Research, 19 (1975), 
707-729

KASHOKI, MUBANGA 1977 The use of the Mother Tongue in
Education in Zambia: Some Problems 
and Issues. The Bulletin of the 
Zambia Language Group. Voi. 3 No. 1 
(1977), 2-10.

KASHOKI, MUBANGA and Language in Zambia. London: 
OHANNESSIAN, S., (eds.) International African Institute.

1978
KAUNDA, KENNETH D. 1977 Letters to My Children. Lusaka:

NECZAM.
KELLY, M.J. 1986

KENYATTA, JOMO 1961 

KEPLER, HAZEL 1952

Educational Reforms: Recommendations 
for their Implentation.
Lusaka: University of Zambia.
Facing Mount Kenya. London:
Seeker and Warburg, p c.
The Child and his Play. New York: 
Mayflower.

KERR, DAVID 1981 Didactic Theatre in Zambia. Harvard
Educational Review, Vol. 51. No. 1 
(1981), 145-155.

KERR, DAVID 1982 The Malipenga Mime.of Likoma Island.
Chancellor College Staff Seminar 
Paper No. 26. November, 1982.

KIDD, DUDLEY 1904 The Essential Kaffir.
LONDON: ADam and Charles Black.

KIDD, DUDLEY 1906 Savage Childhood: a study of Kaffir
children. London: Adam and Charles 
Black.

KIDD, ROSS, 1977 Popular Theatre and Non-Formal
Education in Botswana. Indian Journal 
of Adult Education 38. 8/9 (1977), 
18-22.



-tov-

KIDD, ROSS 1978

KIDD, ROSS 1979

The Technology Trap: A Case Study 
on Video in Non-Formal Education 
in Botswana, Educational Broadcasting 
International (British Council),
Vol. 2, No. 3 (1978), 124-132.
Folk Theatre: One-Way or Two-Way 
Communication? Development 
Communication Report. 28, 1 (1979), 5-7.

KIDD, ROSS 1979

KIDD, ROSS 1980

Liberation or Domestication? Popular 
Theatre and Non-Formal Education 
in Africa. Educational Broadcasting 
International, 12, 1 (1979), 3-9.
People's Theatre, Conscientization and 
Struggle, Media Development 27, 3 (1980)

KIDD, ROSS AND Tradition for Development. Bonn.
COLLETA, N. (eds.) 1981 German Foundation for International

Development.
LANCY, D.F. 1974

LANCY, D.F. 1975 

LANCY, D.F. 1976a

v
LANCY, D.F. 1976b 

LAMBERT, H. E. 1959

Work, Play and Learning in a Kpelle 
Town.
PhD Thesis, University of Pittsburgh.
The role of Games in the Encult- 
uration of Children.
San Francisco, California.
The play behaviour of Kpelle children 
during rapid cultural change.
In The Anthropological Study of 
Play: Problems and Prospects,
D.F. Lancy and B. Allan, Tindall 
(Eds.) Cornwall, N.Y.: Leisure Press.
Socio-dramatic Play and the 
Acquisition of Occupational Roles. 
Atlanta, Ga, March 31 - April 3.
A Note on Children's Games, Swahili, 30 
(1959).

LANGWORTHY, H.W. 1972 Zambia Before 1890: Aspects of
Pre-colonial History. Longman Group 
Ltd.

LAYE, CAMARA 1953 The African Child. Fontana Books. ,
LEACOCK, E. 1971 At Play in African Villages.

Reprinted in Jerome S. Bruner et al 
Play-Its Role in Development and 
Evolution. 1976, pp. 466-473.



-5Q0-

LEFEVERE, ANDRE 1975 Translating Poetry: Seven Strategies
and a blueprint. Assen/Amsterdam:
Van Gorcum.

LEIGHTON, D. and 1949 Children of the People. Harvard Univ.
C. KLUCKHOHN Press.
LEKGOTHOANE, S.K. 19 3 8 Praise of Animals in Northern Sotho.

Santa Studies, i2 (,ly;?8).
LENNEBERG, E., 1967 Biological Foundations of Language

New York: John Wiley.
LESSING, DORIS 1972 The Grass is Singing. London:

Michael Joseph.
LEWIS, OSCAR 1951 Life in a Mexican Village. University

of Illinois.
LEWIS, OSCAR 1964 The Children of Sanchez. Penguin •
LINDBLOM, K. G. 1931 The use of oxen as pack and riding .

a n i m a l s  i n  A f r i c a .  Stbdkholm:

LINDEN, I. 1974

LINTON, R. 1947

LUBINDA, J. 1979

\

LYELL, D.D D. 1912

Catholics. Peasants and Chewa 
Resistance in Nvasaland. 1889-1939» 
London: Heinemann.
Cultural Background to Personality. 
Kegan Paul.
The A c q u i s i t i o n  o f  F r e n c h  t h r o u g h  
L a n g u a g e  Games and Mime.
S e m in a r  P a p e r ,  D e p a r tm e n t  o f  
L i t e r a t u r e  and L a n g u a g e s ,
U n i v e r s i t y  o f  Zam bia ,  L u s a k a .

Nvasaland for the Hunter and. Settler.. 
London: Horace Cox.

MACREE, S. 1982 Childhood mortality estimates from
non-random date Working Papers Series 
3 . Cairo Demographic Centre.

MAHFOUZ, NAGUIB 1981 Children of Gabelawi London: Heinemann.
MAIR, LUCY 1974 African Societies. Cambridge Univ. Press

MAIR, LUCY 1984 AnthroDologv and Deve^ODment., London:
Macmillan Press Ltd.

MAKUMBI, A. J. 1975 Maliro ndi mivambo va Achewa^. (On
Chewa burial customs'). Longman (Malawi).



-5Û1-

MARWICK, M. G. 1965

MASIYE, A. 1973 
MASIYE, A. 1977 
MATTICK, I. 1967

MAPOMA, MWESA 1978 Has Music got a Social Function in 
Society? Zango: Zambia Journal 
of Contemporary Issues, No. 4/5 (1978).
Sorcery in its Social Setting. 
Manchester Univ. Press.
The Lands of Kazembe. Lusaka: NECZAM
Singing for Freedom. Lusaka: NECZAM.
'Description of the Children' in the 
Drifters: Children of Disorganised
Lower-class Families. Boston:
Little Brown.

MAZO, J. H. 1974 Dance is a contact sport. New York: 
Dutton.

MAZOMBWE, 0. 1981 Umuntu: World-view in the Structure
and Theme of Nsenga Narrative 
Performance. Unpublished Ph.D 
Thesis, Univ. of Wisconsin-Madison.

MBITI, J. S. 1970

MEAD, MARGARET 1928 
MEAD, MARGARET 1930 
MEEBELO, H. S. 1973 
MELROSE, DIANA 1982

Concepts of God in Africa. London:
SPCK.
Coming of Age in Samoa. Penguin Books.

try  \
Growing Up in New Guinea. Penguin. 
Zambian Humanism, Oxford Univ. Press. 
Bitter Pills: Medicines and the

MERRIAM, A.P. 1964
Third World Poor. Oxford: Oxfam. 
The Anthropology of Music. North-

MESSENGER, J.C. 1962
Western Univ. Press.
Anang Art, Drama and Social Control.

MILIMO, J. T. 1976
African Studies Review 5 (.1962)
A Study of the Proverbial lore of the

MILIMO, J. T. 1978

Plateau Tonga of Zambia. B.Litt 
Thesis (unpublished) Oxford Univ.
Bemba Roval Poetry, Ph.D Thesis.

MILIMO, J. T. 1978
Oxford: Wolfson College (unpublished). 
The King's Fool Speaks: Some Aspects

MILLAR, SUSANNA 1968

of Bemba Roval Poetrv . Bulletin 
of the Zambia Language Group, Vol. 3. 
No. 2 (1978) 17-24.
The Psychology of Play. Penguin Books.

MOODY, J. 1981a An Investigation into the -Teaching of
Zambian Languages in Zambian Sec. 
Schools. Department of Literature 
and Languages, Univ. of Zambia.



- 5 0 2 -

MOODY, J. 1981b Language in Zambia and Its
Implications for a National Zambian 
Literary Culture: A Review Article 
May 1981. Department of Literature 
and Languages, Univ. of Zambia.

MORRIS, H. F. 1964 The Heroic Recitations of the Bahima 
of Ankole. Oxford at Clarendon Press.

MOYO, S .P.C. 1978 A Linguo-Aesthetic Study of Ngoni Poetry 
Ph.D Thesis, Madison: Univ. of 
Wisconsin

MPHAHLELE, E. 1962 The African Image. London: Faber 
and Faber.

MTONGA, MAPOPA 1978c*. The Mganda Dance. Orbit Magazine 
(Z), Vol. 6, No. 2 (1978)

MTONGA, MAPOPA 1978k The Vimbuza Dance. Orbit Magazine (Z), 
Vol. 6, No. 3, (1978)

MTONGA, MAPOPA 1978c The Shimunenga Ceremony. Orbit 
Magazine (Z), Vol. 6, No. 4 (1978).

MTONGA, MAPOPA 19784 The Chimtali Dance. Orbit Magazine (Z), 
Vol. 6, No. 5, (1978) .

MTONGA, MAPOPA 1978 e. Bird and Animal Praise Songs Among 
the Tumbuka and Chewa People of 
Lundazi District. The Bulletin of the 
Zambian Language Group, Vol. 3, No. 2, 
(1978), 25-36.

MTONGA,
\

MAPOPA 1980 The Drama of Gule Wamkulu: A Study 
of the Nvau Dance as Practised bv the 
Chewa of Zambia. M.A. Thesis.
Univ. of Ghana, Legon.

MTONGA, MAPOPA 
MARY FROST.

and
1981

Nonformal Education in a formal 
education in Zambia. School of 
Education, Univ. of Zambia, Lusaka.

MTONGA, MAPOPA (ed)
1982

Theatre and Primary Health Care in 
Zambia. Report on a regional 
Workshop on Theatre and Primary Health 
Care. International Theatre Institute 
(Z) Centre, Lusaka.

MTONGA, MAPOPA 1983 Theatre as a tool for Resistance against 
Colonialism in Zambia. (Unpublished). 
Paper presented at the Asia-Africa 
Popular Theatre Dialogue, Koita, 
Bangladesh, February, 1983.

MTONGA, MAPOPA 1984 Some Aspects of Colonialism and 
Militarism in an African Popular 
Drama: The Mganda Dance, (unpublished).. 
Paper presented at the ICTM Conference, 
UK Chapter, April 1984, Brighton, 

Sussex.



-503-

MTONGA, M. 1 9 8 8 a
The R o le  of t h e  Performing A r t s
in the Survival and Dev^ ° ^ estates• of Children in  the Frontlxne States.
The Zambian Experience.
P a p e r  prepared for the Harare 
(Zimbabwe) on the Opportunx African Intellectuals and A r t x s  «contribute to the furvival^nd 
Development of Afrxca s

MTONGA, M. 1 9 8 8 b
"BBC Childhood T . V .  S e r i e s  hReport on the Preparatory Work i n  Petauke Drstrrot Zambra. 

Universxty of Zambxa.

MUNRO, D. 1971

MWESA, J. 1985 

MWANAKATWE, J. 1968

Three exploratory studies of 
reinforcement effect with Zambian 
children. Human Development Research 
Unit Report, 17. Dept, of Psychology, 
Univ. of Zambia, Lusaka.

M usic  E d u c a t i o n  i n  Z a m b ia .
M.A.  d i s s e r t a t i o n ,  U n i v e r s i t y  o f  
N e w c a s t l e - U p o n - T y n e .

The Growth of Education in Zambia, 
Lusaka: OUP.

MWANSA, D. 1982

MYTTON, G. L. 1973

MYTTON, G. L. 1978 

NEWELL, W. W. 1963

Theatre for Community Animation in 
Zambia. Third World Popular Theatre 
Newsletter. Vol. 1, No. 1 (January 
1982), 33-35.
Multilingualism in Zambia: An 
Examination of Data from a National 
Mass Media Audience Survey. Zambia 
Broadcasting Services Research Project 
Report Papers, No. 7.
Language and the Mass Media in Zambia. 
In Mubanga Kashoki and S. Ohannessian 
(eds.), Language in Zambia. 1978.
Games and Songs of American Children 
New York: Dover Publications.

NG'ANDU, S.M.K. and National Campaign to Reach Disabled 
SINYANGWE, I.M. 1981 Children. Ministry of Education

Feasibility Study. Final Report. 
Lusaka, Zambia.

NKETIA, J. H. K. 1955 Funeral Dirges of the Akan Peoples
of Gh an a. Achimota Ghana.

NORBECK, E .  1 9 7 4 a  A n t h r o p o l o g i c a l  Views o f  P l a y .
A m erican  Z o o l o g i s t ,  1 4 ,  267  -  2 7 3 .

NURSE, G.T. 1964 Popular Songs and National Identity
in Malawi. Journal of the African Music 
Society. Vol. 3, No. 3 (1964).



-5 0 4 -

NURSE, G. T. 1970 Ideophonic Aspects of Some Nyanja 
Drum names. Journal of the African 
Music Society, Vol. 4, No. 2 (1970) 
40-53.

NYIRENDA, SAULOS 1931 History of the Tumbuka-Henga People. 
Bantu Studies 5 (1931)

OCITTI, J. P. 1973 African Indigenous Education as 
Practised by the Acholi of Uganda. 
Nairobi: EALB.

OLOFSON, H. 1976 Playing a Kingdom:
A Hausa meta-society in the walled 
city of Zana, Nigeria.
In Anthropological Study of Play: 
Problems and Prospects, D.F. Lancy 
and B. Allan Tindall (Eds.).

OPIE, IONA and PETER
1969

Children's Games in Street and 
Playground. Oxford: Clarendon Press.

OPOKU, A.M. 1970 The Dance in Traditional African 
Society. Research Review, Vol. 7. 
No. 1, Legon, Ghana.

OPPONG, C. 1973 Growing Up in Dagbon, Accra: 
Ghana Publishing Corporation.

OTTENBERG, S. 1971 Anthropology and African Aesthetics. 
Ghana Univ. Press. j ■

PACHAI, B. (ed.) 1972 Early History of Malawi. Longmans .
PARKINSON, J. 1906 Yoruba String Figures, JRAI 36 (1906), 

132-141.
PARRY, R. E. 1936 The Board Game in North-West Africa.

The Uganda Journal, Vol. 4, No. 2 (1936)
PATON, ALAN 1948 Cry the Beloved Country. Cape Town: 

Scribner's Sons.
PEACOCK, JEAN 1968 Rites of Modernization: Symbolic 

and Social Aspects of Indonesian 
Proletarian Drama. University of 
Chicago Press.

PHILLIPSON, D.W. 1968 The Early Iron Age in Zambia. Journal 
of African History, Vol. 9, No. 2 
(1968), 191-211.

PHILLIPSON, D.W. and 
BRIAN FAGAN 1969

The date of the Ingombe Ilede burials. 
Journal of African History, 10 2(1969), 
199-204.

PIAGET, JEAN 1962 Play, Dreams and Imitation in Childhood. 
London: Routledge and New York: Norton.



-505-

POOLE, LANE E. H. 1934

POWNALL, DAVID 1971 

PRETORIOUS, J. L. 1947

RANGER, T.O. 1975

RAUM, 0. F. 1940

READ, MARGARET 1937

READ, MARGARET 1956

READ, MARGARET 1959

REILLY, M. 1974

RICHARDS, A.I. 1939

RICHARDS, A.I. 1956
ROBERTS, ANDREW 1976
ROBERTS, J.M.,
M.J. ARTH and R.R.BUSH

1959
ROBERTS, J. M., and 
B. SUTTON-SMITH 1962
ROBINSON, KEN 1977 

RYCROFT, D. 1962 

SAKALA, BETTY 1980

T he Native Tribes of the East 
Luangwa Province of Northern 
Rhodesia. Livingstone: Government 
Printer.
European Influences on Zambian Theatre. 
Theatre Quarterly (1971)
Terms of Relationships of the Chewa. 
Nyasaland Journal. Vol. 2, No. 1 
(1949).
Dance and Society in Eastern Africa 
London: Heinemann.
Chaga Childhood. Oxford University 
Press.
Songs of the Ngoni People.
Bantu Studies 11 (1937) .
The Ngoni of Nyasaland, Oxford Univ. 
Press.
Children of their Fathers. London: 
Methuen and Co. Ltd.
Play as Exploratory Learning.
Beverly Hills: Sage Publications.
Land, Labour and Diet in Northern 
Rhodesia. London: Oxford Univ. Press.
Chisungu. London: Faber and Faber.
A History of Zambia. Heinemann.
Games in Culture. American 
Anthropologist 61 (1959, 597-605.

Child training and game involvement. 
Ethnology 2 (1962), 166-185.
Learning Through Drama. London: 
H.E.B.,
Zulu and Xhosa Praise Poetry and Song 
(1962). South Africa,
Learning Through Drama in the Bemba 
Traditional Society: Research Essay 
June, 1980. Department of Literature 
and Languages, University of Zambia, 
Lusaka.



-506-

SALAMONE, FRANK A. 1979 Children's games as mechanisms for
easing ethnic interaction’in ethhnically 
heterogeneous communities: a Nigerian 
case. Anthropos. 74 (1979), 202-210. 
Reprinted in Janet C. Harris and Roberta 
J. Park (eds.), Play, Games.and Sports, 
pp. 461-471. ----

SANDERSON, M.G. 1913 Native games of Central Africa JRAI
43 (1913), 726-36. --- -

SANDERSON, M.G. 1952 

SCHAPERA, I. 1965 

SCHIFFER, M. 1971

Tumbuka Proverbs. IJyasaland Journal. 
Vol. 5, No. 1 (1952) .
Praise Poems of Tswana Chiefs.
Oxford at Clarendon Press.
The Therapeutic Play Group . London: 
George Allen and Unwin.

SCHOFFELEERS, M.J. 1972 The Resistance of the Nyau Societies
to the Catholic Missions in Colonial 
Malawi. In T.O. Ranger and I. Kimambo 
(eds.) Historical Study of African 
Religion. 1972. “ ‘

SCHWARTZMAN, H . B . ,
and L. BARBERA 1976 Children's Play in Africa and

South America: A review of the 
ethnographic Literature.
In The Anthropological Study of 
Play: Problems and Prospects,
D.F. Lancy and B. Allan Tindall 
(Eds.). Cornwall, N.Y.: Leisure 
Press, pp. 11 - 21.

SCHWARTZMAN, HELEN B.
1978

Transformations: the anthropology
of Children's Play. New York: Plenum 
Press.

SEGAL, EDWIN 1972 Urban Migration: Traditional
Cultural Influences and their 
implications. African Studies Assn., 
Paper No. 152 (1972) .

SERPELL, ROBERT 1977^ Estimates of Intelligence in a Rural
Community of the. Eastern Province, 
Reprinted in F. M. Okatcha 
(ed.), Modern Psychology and Cultural 
Adaptation, 1977, pp. 179-216.

SERPELL, ROBERT 19774* Strategies for Investigating
Intelligence in its Cultural Context, 
Quarterly Newsletter of the Institute 
for Comparative Human Development,
Vol. 1, 3 (1977).

SERPELL, ROBERT 1982b Intellectual Handicap in a Cross-
cultural Perspective. Inaugural Lecture, 
University of Zambia, Lusaka. July,
1982.



-5 0 7 -

SHACKELLE , R . S. 1935 Mweso, The Board Game. 
Journal, Voi. 1 (July

Uganda 
1934).

SHACKELLE , R . S. 1935 More about Mweso. Uganda Journal 
Vol. 3 (October, 1935).

SHEPPARD, C. 1931 A Mweso Goard (Mancala) 
Man, No. 243 (1931).

from Mombasa.

SHORT, ROBIN 1973 African Sunset, London: Johnson
SIMON, D. 1958 Efik Games. Folklore, No. 69, (1958)
SIMUKOKO, YOUNGSON T. The orate illiterate and the inorate

1978 literate: Expressiveness in authentic 
Zambian oral Literature. The Bulletin 
of the Zambia Language Group. Vol. 3, 
No. 2, (1978).

SINGER, J. L. 1973

SMILANSKY, S. 1968

SMITH, E. W. 1984

SMITH, E. W. 1946

SOYINKA, W. 1975

STEELE, K. and 
FINDLAY, J. J.

1914

STEFANISZYN, B . 1951

SUMAILI, T.W.C . 1982

TAYLOR, DOROTHY 1976
TAYLOR, G. A. 1926

TEW, MARY 1950

The Child's World of Make Believe. 
London: Academic Press.
The Effects of Socio-dramatic Play 
on Disadvantaged Pre-school Children 
New York: Wiley.
Indigenous Education in Africa. 
Essays presented to C. G. Seligman, 
London.
Knowing the African. London: 
Lutterworth Press.
Drama and the Revolutionary Ideal. In 
Morell, K.L. (ed.) In Person:
Achebe, Awonoor and Soyinka, 1975.
Educative Toys. London: Blackie

The Hunting Songs of the Ambo. African 
Studies. 10 (1951).
An 'Exploratory Study of the Visilili 
Lyrics of Songs and their significance in Nsenga 
Oral Narratives. M.A. Thesis, Univ. of Zambia. 
Dancing Rhymes. Ladybird Books Ltd.
Some Mashona Songs and Dances, Nada,
No. 4 (1926).
Peoples of the Lake Nyasa Region,
1950 - In D. Forde (ed.), East- 
Central Africa Part 1. London:
Oxford University Press.



-5 0 8 -

THORPE, W. H. 1961

TODD, D.M. and 1980 
C.P. SHAW

Bird-Song; The Biology of Vocal 
Communication and Expression in Birds. 
Cambridge University Press.
The Informal Sector and Zambia's 
Unemployment Crisis. Journal of 
Modern African Studies, 18 411-425.

TRACEY, HUGH 1948 Chopi Musicians. Their Music. Poetry
and Dance. London: Oxford University 
Press.

TUCKER, A. H. 1933 Children's Games and Songs in the
Southern Sudan, JRAI.. Vol. 63, (1963), 
165-187.

UNICEF (Lusaka) 1987 A Situational Analysis of Women
and C h i l d r e n  in  Z a m b ia .

___ L u s a k a :  Government P r i n t e r .

VALL, L. 1972 Religion, Language and Myth among the
Tumbuka and Chewa of Northern Malawi 
Lyfsaka Conference Papers, 1972.

VAIL, LEROY and 1978 Plantation Protest: The History of 
IAN WHITE a Song. Journal of Southern African

Studies, Vol. 5, No. 1 (1978).
VERMEULEN, J. 1979 

VYGOTSKY, L. 1967

WANJOHI, G. 

WAYLAND, E.J. 

WENDLAND, E.

1981

1936

1979

Cinyanja spelling. The Bulletin oj;
The Zambia Language Group, Vol. 4 No. 1

pp. 42-50.
Play and its role in the Mental 
Development of the Child. Soviet 
Psychology, 5 (1967), 6-18.
The Child and his environment in Black

Notes on the Board-Game known as 
"Mweso". Uganda Journal. Vol. 4,
No. 1 (1936).
Stylistic Form and Communicative 
Function in the Nyan.ja Radio Narratives 
of Julius Chongo. Ph.D. Thesis, Univ. of Wisconsin-Madison.
British Central Africa.
Constable.

WERNER, A. 1906 London:



-5Q9-

W.H.O. 1980 Training the Disabled in the 
Community: An Experimental Manual 
on Rehabilitation and Disability 
Prevention for Developing Countries. 
(Prepared by E. Helonden, P. Mendies 
and G. Nelson) Geneva: W.H.O.

WILLIAMS, J. G. 1963

WINNICOTT, D. W. 1964

Li(2.(<a.HT, (L .
WRIGHT, R. 1945 (1969)

YOUNG, CULLEN T. 1931

YOUNG, CULLEN T. 1932

YOUNG, CULLEN T. 1933

YOUNG, CULLEN T. and
E.B. MALEKEBU 1953
ZHOU, P. J. 1980

A Field Guide to the Birds of East 
and Central Africa, London: Collins,

The child, the family, and the outside 
world. Penguin Books,

. I— OvvA cr-L-i 3<=.
Blackboy. ' t W r * 2-*“ 2  a - tp

L W t e .  *u»r*>/$ CL^UAre^ • CUuela^A
Notes on the Customs and Folklore of 
the Tumbuka-Kamanga Peoples, r, 
Livingstonia Mission Press.

u e  CenfN

ZYL, Van J. J. 1939

Notes on the History of the Tumbuka- 
Kamanga Peoples. London: Religious 
Tract Society.
Tribal intermixture in Nyasaland 
JRAI. 63 (1933), 1-19.
African Playtime. Nyasaland Journal. 
Vol. 6, No. 1 (1953), 34-44.
The Effects of the Father-Absence on 
Boys in an African Patrilineal Society, 
M.A. Thesis, Univ. of Zambia, Lusaka.
Some Commonest Games played by the 
Soto People of Northern Transvaal, 
Bantu Studies. Vol. 13, No. 4 (1939).


