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Abstract 

This paper is aimed at providing some poetic nuggets of kuyabila in Bweengwa, a rendition of 

Shimatambo the legend. The focus is on the definition, the characteristics, the poetic 

composition, classification, structure and style of delivery and the social functions of ziyabilo 

from Bweengwa. By using poetic nuggets of a central word kuyabila, which implies singing 

with a moderately loud voice, this paper shows that ziyabilo from Bweengwa, especially those 

of Shimatambo, have strength of possessive language that mirrors the lived cultural experiences 

of the people under study. Through this study, it has been revealed that the poems from 

Bweengwa are composed by individuals that have undergone transhumance. Shimatambo’s 

life is a good example and this study discovered that his life from the age of ten until twenty-

five was mostly spent kumatanga herding cattle. Therefore, the term kumatanga is a word 

which means the place where herdsmen camp to herd their cattle. Through being kumatanga, 

an urchin whose interest is vested in acquiring the knowledge of family lineage, clan and the 

lineage of his cattle tends to evolve into a poet of kuyabila. The poems produced through 

kuyabila are characterised by oral delivery, elasticity, and spontaneity and dramatisation, 

among many other factors. Since Bweengwa’s economic activity is cattle-keeping, most of the 

poems praise cattle and their owners. Some poems mourn the death of loved ones. This paper 

has discovered that the happiness and difficulties one encounters in cattle-keeping, among them 

transhumance, give rise to kuyabila. The poems are performed when there are deaths of loved 

ones, sympathetic situations, or historical functions. The aesthetic value of ziyabilo from 

Bweengwa, especially those of Shimatambo, appear to provide the much-needed guidance and 

standard of kuyabila found in Southern Province. 
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1.1 Introduction 

This paper is primarily based on small valuable facts about kuyabila in Bweengwa, especially 

those delivered by Shimatambo the legend. Bweengwa is 30 kilometres west of Monze District 

in the Southern Province of Zambia. The people of Bweengwa speak Lundwe, which is part of 

the Bantu languages. Guthrie (1948) classifies Bantu languages that consist of Ila, Lenje, Sala, 

Soli, and Tonga among many others. In Bweengwa, Lundwe is a hybrid language of Ila and 

Tonga. It is characterised by unique phonetic differentia in actual speech sound and tonal 

differentia in tone system. The differentials are crucial in determining the nature of ziyabilo 

from Bweengwa that are performed in Lundwe. 

The nature of kuyabila in Bweengwa especially those of Shimatambo referenced in this paper, 

are part of Tonga oral poetry. There have been different studies carried out on kuyabila in the 

Southern Province, yet nothing much has been written on Shimatambo’s legend in kuyabila. In 

the Southern Province, Shimatambo’s name is the authority and a household name behind 

kuyabila. This is because of the unique delivery and aesthetic quality of his ziyabilo. The 

quality of his art has left indelible marks to consider in the study of oral poetry.  It is assumed 

that some people might have heard his ziyabilo being played on some media outlets without 

getting to know some valuable facts of his poetry. This paper attempts to provide answers to 

many questions people might have about the nature of Shimatambo’s ziyabilo. 

The research used open-ended interviews from close relatives of the poet to obtain relevant 

information. Interviews from the Zambia National Broadcasting Cooperation Tonga Section 

crew members were conducted to establish some facts about the poet. Luckily, some retired 

crew members that were responsible for interviewing and recording Shimatambo’s ziyabilo at 

that time were met and they provided valuable information to this paper. With regard to the 

collection of poems, a cross-sectional approach for intensive analysis of the poems to establish 

the true nature of Shimatambo’s ziyabilo was employed. The data collected from both 

interviews and ziyabilo were categorised, coded and analysed in terms of thematic aspects. 

Two sample ziyabilo were transcribed and translated from native Lundwe to English for 

credibility of this research. Additionally, the fact that ziyabilo were written in Lundwe cannot 

be overemphasised. This was to protect the originality of Shimatambo’s ziyabilo from 

Eurocentric standards for fear of distortion.    
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1.2 Theoretical Framework 

Since this paper is dealing with poetic nuggets of kuyabila in Bweengwa, (Michelo, 2016) 

describes the art of kuyabila as a socially constructed culture. This line of thought is in 

agreement with (Lock, 2010, 45) who argues that individuals by their own human activity 

create their social world. Lock cites the social environment as a breeding ground for the 

creation of culture by humans. True to Lock’s arguments, the people of Bweengwa are not 

exceptional in this respect. They have their culture centred on keeping cattle, the beast that 

represents a symbol of wealth (Michelo, 2016).  Michelo is on point to state that when cattle 

are sold, they provide social relief much to the expectation of the owners. The pleasures derived 

from cattle tend to give rise to kuyabila. 

In Bweengwa, there are some important created social activities like kuwila (transhumance). 

This culture involves moving cattle from the Kafue flats to the homeland during winter and 

summer seasons. Young men between the ages of 10 and 25 undergo this social activity. They 

leave their homes and camp in the flats, where they manage their parents’ or guardians’ cattle 

for 6 to10 months. While in the flats, herdsmen erect temporary structures in which they stay 

until they return home. The exact place where herdsmen erect a temporary kraal and shelter for 

temporary keep-up is called kumatanga. The term kumatanga is marked by a prefix ku, which 

means there/where and matanga which implies the place herds of cattle are found. 

The lived cultural experiences of kumatanga revolve around kukwezya (the dance that involves 

raising the hand slightly above the head and forward while responding to a high-pitched 

druming), kuyabila (singing with loud voice) and kulibanda (self-praise). They also milk, 

master the cattle’s lineage and their names, take care of new-born calves, vaccinate sick cows, 

monitor the performance of the bulls for sure increase in the herd, identify pregnant and due 

cows and ensure the number of the cattle always adds up. These activities involve learning. 

The process of learning is in line with (Feldman, 1966) who defines it as a relative permanent 

change in behaviour brought about by experience. In view of Feldman’s definition, one would 

be tempted to state that an urchin whose life is in constant interaction with his cattle may likely 

lead a life that is centred on the cattle. It is for this reason that a poet that undergoes the process 

of being kumatanga appears to be deprived of a profane world of everyday activities and 

confined to a fixed life that ensures the well-being of cattle. A careful examination of a 
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herdsman’s life while being kumatanga reveals that it revolves around the world of cattle. It is 

for this reason that this paper considers the lives of the herdsmen as a sacred life lived in a 

sacred realm. Strange as this concept may appear to be, the weltanschauung (world view) of 

kuwila (transhumance) in Bweengwa becomes a sacred journey in a poet’s life and the 

experiences attained from it tend to give rise to kuyabila. 

Kuyabila is defined as “oral social construct that expresses human feelings (emotions), truth 

and beauty, fantasy, imagination through singing expressed in metrical form and elevated 

thought of feeling in an intelligible manner,” (Michelo, 2016, 6). Michelo’s definition differs 

from Chibbalo’s, (1982, 1) that states Kuyabila as “a means to talk unintelligibly and 

incoherently.” The difference between the two scholars emanates from the fact that the latter’s 

academic position is biassed towards the poet’s early acquisition stages when the words of the 

poets are unintelligible and incoherent. Having looked at the two definitions, this paper settles 

for Michelo’s, which considers kuyabila as an intelligible act. 

Since kuyabila is poetry that is delivered through word of mouth and singing. This basis forms 

the theoretical framework. There is a need to link kuyabila which is delivered through singing 

to poetry. This is because poetry in totality has an element of musicality while music can be 

poetic. In view of the above, (Roberts and Jacobs, 2007, 659) define Poetry as “a created 

artefact, a structure that develops from the human imagination and that is expressed 

rhythmically in words”. This is an indication of the musicality of poetry since music is also 

anchored on rhythm. Miruka (1994, 88) defines poetry as “the expression of powerful human 

feelings, thoughts and ideas using words and sounds arranged in the best possible manner”. On 

the other hand, (Munatamba, 1982, 2), defines poetry as “a hymn, and the function of any hymn 

is to surpass reality”. Following the above definitions of poetry, it is evident that poetry can 

either be sung or recited through word of mouth. As such, words play a critical role in 

expressing human emotions in the form of words. 

Having looked at different definitions of poetry, the paper is not off tangent to state that words 

are central to both music and poetry. This paper, however, is only concerned with 

Shimatambo’s ziyabilo that are delivered through singing that is created with words. In light of 

the above, there is no doubt that words in Shimatambo’s ziyabilo give poetic and musical 

qualities. This line of thought seems to be in agreement with (Jacobs and Roberts, 2007, 688) 
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who argue that words are “the building blocks of both poetry and prose.” They further argue 

that “the words of poetry create rhythm, rhyme, meter, and form. They define the poem’s 

speaker, the characters, the setting, and the situation, and they also carry its ideas and 

emotions.” In view of the above arguments, it is clear that in poetry; even more than fiction or 

drama, words tend to become the focus, sometimes even the true subject of a work. 

In Ancient Greek, some forms of poetry were sung by the poets, and epics are good examples. 

For instance, The Iliad and The Odyssey were delivered to audiences in the form of songs. One 

would note that both epic poems were composed in the form of oral poetry and chanted to the 

lyre, which helped to sustain the rhythm and meter (Rieu, in Homer 2006). This development 

justifies the reason kuyabila poems are considered to be poetry that is performed through 

singing. 

In studying the language of poetry, Finnegan (1977) argues that we must look for a number of 

features: 

The concept of poetry turns out to be a relative one, depending on a combination of 

stylistic elements no one of which need necessarily or invariably be present. What we 

must look for is not one absolute criterion but a range of stylistics and formal attributes 

– features like heightened language, metaphorical expressions, musical form or 

accompaniment, structural repetitiveness (like occurrence of stanzas, lines or refrains); 

prosodic features like metre, alliteration, even parallelism, etc. 

In light of Finnegan’s view, it is noted that Bweengwa ziyabilo, especially those of 

Shimatambo, are in the form of poetic expressions that praise cattle, mourn the death of loved 

ones, and narrate sad and happy life. 

Without subjecting Bweengwa poems to certain rules that govern the layout of poems, the 

paper considers Quick’s, (1995) position that aims at protecting indigenous poems from 

Eurocentric standards. Following Quick’s position, the two selected poems were transcribed in 

Lundwe and translated into English. The transcriptions of the selected poems were motivated 

by a number of themes that emerge from each poem. The lines of the poems are inspired by 

both single (/) and double slashes (//) that mark short and medium pauses. The single slashes 

do not imply full stop while the double slashes do. In the case of Shimatambo, whenever he 
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employed pauses marked as double slashes (//) in the selected poems, he played namalwa. The 

use of namalwa plays a critical role in establishing stanzas that are motivated by complete lines 

of thought. 

The culture of kuyabila in Bweengwa finds expression in the way the poet uses language that 

is rich in cultural expression, love of nature, gives full meaning of life and the simplicity of the 

people’s social life. Having looked at the theoretical framework, the paper will proceed with 

the examination of the history of Shimatambo’s kuyabila in Bweengwa. 

1.3 The History of Shimatambo’s Kuyabila in Bweengwa 

Shimatambo, whose actual name is Himatambo Munahasola Mukanka, lived from 1942 to 

1991. He was one of the most popular poets of kuyabila in Bweengwa and the whole Southern 

Province. Although he is late, his poems are to date still commanding authority and leading 

pieces of art being played by media outlets whenever the nation is hit with national mourning 

or any sympathetic situation. As a poet from Bweengwa, Shimatambo performed his poems in 

Lundwe. He had a peculiar delivery style which was mostly in narrative form. Mostly, his 

poems narrated his lived experiences while herding the cattle of his uncle James Mulungu 

Kazyanga Hikambeza. Some of his poems were lamenting the death of his loved ones. In some 

cases his poems were praising the cattle and complaining of unexpected arrests resulting from 

misunderstanding of cattle sharing and other social mischief. 

The paper established that Shimatambo became a dependant to his uncle James Mulungu 

Kazyanga Hikambeza from the age of 8 till he attained the age of 25. The uncle was the elder 

brother to his mother. As an urchin under his uncle’s custody and possible heir to his name and 

wealth, much of Shimatambo’s time was mostly spent kumatanga herding cattle. Traditionally, 

the people of Bweengwa practise a matrilineal system. This means that children belong to the 

mother’s clan. In this respect, nephews and other boys coming of age find their way to a rich 

family member whom they help in managing the cattle. Equally, chiko, which means bridal 

price in the form of cattle, are kept by any wealthy family member for all the matrilineal 

females. 

In view of the above, Shimatambo’s uncle James Mulungu Kahanga Hikambeza was one of 

the richest men in Bweengwa with a large herd of cattle. He gave prominence to cattle as a 
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well-adjusted man who responded to family funerals, marriages and other social problems that 

affected his relatives and Bweengwa society at large. It is argued that an Ila man stresses 

affection, preference, respect, care and pride which are reserved and concentrated on the care 

for the well-being of their cattle (Holub, 1975). The people of Bweengwa are not exceptional 

in Holub’s view since they place value in cattle as a symbol of prestige. As part of ensuring the 

well-being of their cattle they practise kuwila (transhumance). 

The people of Bweengwa hold kuwila in high esteem. As a young urchin, Shimatambo was 

always part of the process. This process required him to cross a heavily infested crocodile 

tributary of the Kafue River called Shakaabo while in a canoe or holding on to the tail of a cow 

or bull. Usually, there were no casualties among the cattle of Shimatambo’s uncle for reasons 

not revealed. One can only speculate that there were some traditional charms involved in such 

circumstances. However, there were some bad days on which both cattle and human beings 

would fall prey to the crocodiles. One such example was when Shimatambo experienced the 

attack of his friend called Shasokola who died under his watch while crossing the tributary of 

the Kafue River around the place called Kunyimba. Out of shock and pain of losing his friend, 

Shimatambo composed an emotional poem that expressed his lament on the untimely death of 

Shasokola. 

The act of being kumatanga influenced Shimatambo’s life so much that he gained the much-

needed knowledge about cattle and life in general. One respondent revealed that he acquired 

the much-needed knowledge about each cow’s lineage and the source of the uncle’s cattle. He 

carefully studied the clan of Basanje to which he belonged. Through his uncle, he also learnt 

that his family originated from Chief Sianjalika east of Magoye area. He carefully mastered 

the influential names of his clan members. This involved knowing who they were and where 

they originated from and currently lived. Later, this history became a cornerstone in the 

development of his ziyabilo and kulibanda (self-praise). 

Despite the poet having released a number of ziyabilo, this paper focuses mainly on analysing 

two of his ziyabilo. The selection of ziyabilo is based on the two main thematic areas. The first 

poem is called Oona munene aangu mukaMoonga oli kumbele which is translated as “sleeping 

is my old man Mukamoonga the first one yee”. The second one is Hena nguni ujobekela wawa 

translated as “who is making here”. 
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1.3.1 Poem 1 

Title: OONA MUNENE ANGU- (SLEEPING IS MY OLD MAN) 

Kulibanda: Oba Shabwande oba Munaziko zabunda bakazileta bakamana kunkilila 

obamunyanga namaila/ obakasamu kazakamena mulishakaabo banabunji balakayoowa// 

Ngweno mukakasokwe kalimba banyama bakalimba basokobala munyati oona kuze matwi 

ulapembeka/ Ndime shaapu mafuta anana bapaale muli wa Munamang’onze chembela bantu 

bamulombwana wakwa Mpande chiyobolola ng’ombe// Tobana bakutumba kubwalilo kubana 

zyazyi bakotoka/ Bakotoka balalazya beni nkaambo kwazya muka mwini mulimo nkulikombya//                                                                                                                

Self-praise: I am the old wall of the fire site whose users are dead the consumer of grains/ I am 

the tree that is germinated in Shaakabo who’s feared by many// Here is the hunter whose 

hunting scatters animals and weakens them / I am the Buffalo that lies behind the homestead 

whose ears interweave// I am shampoo the lotion used by smart people me of Munamang’onze 

the guardian of the people I the man of Munampande the herder of cattle// We the children of 

close relatives who do not greet those who tire from work/ Those who tire greet themselves 

because greeting the one that has knocked off requires pleading// 

1.  Cheelo nguni ongolola kooko nguni ulila kucuumbwe yee// 

Baama nguni ulila kooko/ hena nguni ulila kucuumbwe yee/ oona ulele yee// 

Oona baama angu Mukanamoola ulele mucilindi maawe munamaumbwe yee/ 

Omuya mubwina uvwugwa Kachinengwe// 

Bacheelo bamulumi Mukamuzabwe ba Mulumbwe Banamaala/ boongolola bana maawe 

yee//  

1.  Cheelo who is wailing there? Who is mourning at the grave yee? // 

Mother, who is mourning there? / Who is mourning at the grave yee? / Lying is the dead 

yee// 

Sleeping is my mother Mukanamoola who is lying in the grave maawe at the gravesite yee// 
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There in the hole dug by the bear// 

Cheelo the husband to Mukamuzabwe and Mulumbwe Banamaala/ The children are 

wailing maawe yee// 

  

2.  Oona munene angu Mukamoonga oli kumbele yee// 

Oona munene angu Mukamoonga oli kumbele yee/ Bacheelo Bamulumi Mukamuzabwe 

Bamulumbwe Banamaala/ bawelela Bamukana Cheelo woowo// 

Oona munene angu babama nindali ndime mucuumbwe yee/ 

Ushibembele Mukamoonga omungwe yee// 

  

2.  Sleeping is my old man Mukamoonga the first one yee// 

Sleeping is my old man Mukamoonga the first one yee/ Cheelo the husband to 

Mukamuzabwe Mulumbwe Banamaala/ Wailing are Cheelo’s relatives woowo// 

Sleeping is my old man I wish it were me in the grave yee/ 

Herdsmen’s father Mukamoonga yee//   

Kulibanda: Bamusankwa ocuundu/ Oba Shimatambo/ musankwa uzunda makamu// Self-

Praise: The real man of the south/ Shimatambo/ The man who defeats crouds of people// 

3.  Bwazyingwa bulongo Bamulumi Mukamuzabwe Bamulumi Cheelo woo// 

Bwazyingwa bulongo Bamulumi Mukamuzabwe Bamulumi Cheelo woo/ 

ndimuntu ali mulimo ndimwanakwe Mukanamoola woo// 

Namufwambane nomuya Kumantumba Kwa Sianjalika/ mukabambilile Bankaambo mayo// 

Ndanjila mucilindi maawe munamaumbwe yee/ eyena Bankaambo mebo nkababone yee// 
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Limwi ndayeya Kubwalilo kulele Bankaambo Bamukanamoola mulumi Mukamunza mebo maawe// 

Iba mukowa wa Basanje babama ndatalika kubakuma-kuma/ ukulele Banamabandi iiyi/ 

obamwana Zuzwa oba Katumba/ hena oba Chikakula mulumi Himuunza me hilibandauka 

mazyina mukando woo// 

  

3.  Shocked is the grave for the death of Mukamuzabwe Cheelo woo// 

Shocked is the grave for the death of Mukamuzabwe Cheelo woo/ me being physical the 

son to Mukanamoola woo// 

Move fast and inform our relatives in Chief Sianjalika / inform our grandmother mayo/ 

Entering the grave maawe in the graves yee// wowo my grandmother I should see her yee// 

Until I thought of the origin for my relatives where my grandparent Bamukanamoola is 

buried husband to Mukamunza me maawe// The clan of Basanje which I have started to 

acknowledge/ at Banakabandi/ the child of Zuzwa and Katamba/ also with Chikakula 

husband to Himuunza now I am mentioning respectable names woo// 

  

4.  Me lyakali lyakumbo mulumi Muunza omuka Nacheelo woo/ eliya nindakalyanga 

mukopo/ 

Akubaningwe kobamuchembele yee// 

Ukulele Bachibandi Kumaunga mulumi Munza wee/ 

Mukabambile bakando woo// 

Ukulele Bachibandi Kumanag mulumi Munza wee/ 

Mukabambile bakando woo// 

Oona ulele woowo/ oona ulele woowo/ oona wazyingwa ulele mucuumbw yee// 
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Oona ulele mayo/ oona ulele mayo/ oona ulele mucuumbwe yee/ 

Wazyingwa alike mucuumbwe yee// 

  

4.  It was in the evening husband to Muunza and Nacheelo woo/ When I fastened the belt/ 

At Baningwe the elderly woman yee// 

In Maunga where Bachibandi is buried husband to Munza wee / 

Inform the wise men woo// 

In Maunga where Bachibandi is buried husband to Munza wee / 

Inform the wise men woo// 

Dead is sleeping woowo/ Dead is sleeping woowo/ 

Dead and wrapped is sleeping in the grave yee// 

Dead is sleeping mayo/ Dead is sleeping mayo/ Dead is sleeping in the grave yee/ 

Wrapped alone in the grave yee// 

Kulibanda: Kutumba kubwalilo kubana zyazyi bakotoka/ Bakotoka balalazya beni nkaambo 

kwazya muka mwini mulimo nkulikombya// Tobana bamayazyi oba Shindebuka oba 

Shaboombe oba Shimulimbwe bakalopya butimba// 

Self-praise: At our place where we do not greet those who tire from work/ Those who tire greet 

themselves because greeting the one that has knocked off requires pleading// We the children 

of women with Shindebuka of many cattle with Shimulimbwe whose kraal is full of cow dung// 

1.3.2 Analysis of Poem 1 

Theme: Death of an Old Man 

Self-Praise Kulibanda 
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The poem begins with kulibanda (self-praise). The poet, whose voice is the narrator, praises 

himself with various self-praise names or praise clauses. Line 1 begins with associative names 

of the poet’s peers. The names are descriptive in nature. For example, the name oba Shabwanda 

means the walls. It is describing an individual whose life is likened to a wall. This means that 

the owner of the name is very strong like the walls. In the same line another name is used, 

called oba Munaziko Zilabunda, which means the fire site that gets old. Similarly, this name 

likens the owner of the name to the old fire site which implies being strong and having the 

spirit of endurance. 

Line 2 continues with descriptive praise names based on natural phenomena. He likens himself 

to a tree that germinated from Shakaabo yet feared by many. Shakaabo is a dangerous tributary 

of the Kafue River herdsmen rarely use when searching for grazing areas. The nature of the 

tributary motivated the poet to praise himself through connoting the physical nature of the river. 

Line 3 introduces an interesting praise name based on social mischief. The poet calls himself 

the hunter whose hunting scatters and weakens the wild animals. In Zambia, the Government 

has stiff laws that prohibit its citizens from illegal hunting. Against the laws, the poet praises 

himself as a fearless person that enjoys scourge. 

Line 4 introduces praise names based on make-up and family achievements. The poet likens 

himself to shampoo the hair lotion used in salons. One of the characteristics of shampoo as a 

lotion is that it is used mainly by the women folk to remove oily liquids from their hair. In view 

of this, the poet likens his art of kuyabila to shampoo that attracts the general public in the form 

of cattle. On the same line, the poet also uses praise names that are based on family wealth or 

achievements. The achievements are in the form of the cattle. 

Line 5 brings out another set of praise names based on the family activities. In this case, he 

displays his family as a busy one that does not greet each other anyhow. One of the reasons he 

gives is that his homestead is characterised by many activities. He summarises his praise by 

stating that greeting people while working becomes a difficult task since the nature of greeting 

requires a sober state. 

Stanza 1:  Opens with an exaggeration imagery called apostrophe. This is a technique used to 

address absent people as though they are present and about to answer. The poet calls the name 
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of Cheelo and his mother in a surprising and sympathetic manner. He achieves this by 

employing the images of “wailing” and “grave” in lines 1 and 2. The use of wailing and grave 

imagery enforces emotions as he sympathetically mentions the dead old man who happens to 

be his close relative. Line 3 names the dead old man as Mukanamoola, the first born in the 

lineage of his mother. If the name Mukanamoola marked with the gender prefix muka- “wife 

to” can also refer to a man as evidenced in this stanza, this means that the community from 

which the poet hails has adopted this phenomenon as a socially constructed one. 

As earlier mentioned, Bweengwa tradition believes that a biological brother to anyone’s mother 

is also known as a mother without breasts. It is because of this belief that the poet refers to the 

dead old man as mother in Line 3. This line of thought is in agreement with Chinua Achebe’s 

Things Fall Apart, (Chinua, 1958, 140) which presents an African culture that considers our 

mother’s families as our mothers regardless of their gender classification. Clearly, the poet is 

not in error to refer to the elder brother to his mother as mother. In the same line, the poet 

metaphorically likens the grave to the hole prepared by the bear. The use of the symbol “bear” 

symbolises men that prepare the graves in communities whenever such settlements are 

confronted with death. He closes the stanza with the image of the wailing children and family 

members. 

Stanza 2: Opens with similar structural repetition and parallelism of lines and ideas with Stanza 

1. While in Stanza 1 the structural repetition and parallelism is employed by asking the mother 

and Cheelo about who is mourning at the grave site, Stanza 2’s structural repetition and 

parallelism is confirming the death of the poet’s uncle here referred to as the old man. This 

means that the poet uses similar ideas and lines. The only difference is the balancing of the 

words, moods and ideas in the first two lines of both Stanzas 1 and 2. The poet skilfully employs 

this technique to act as a comparison and contrast. By comparing and contrasting the structural 

repetition and parallelism of ideas, lines, words and moods of both stanzas, readers get to 

understand the subject matter of the poem. It is through the same technique that readers get to 

understand the pain and anguish the poet experiences by losing a close relative.    

Stanza 3: Opens with personification. The poet personifies the grave with human 

characteristics being shocked at being presented with a dead body. He amplifies his lament by 

addressing the dead man with the names of his wives called “Muzabwe and Cheelo”. He 
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deliberately uses this technique to inform the readers and listeners about the roles of the dead 

old man. 

Through the same technique, he is known as a husband, father of herdsmen, and a self-reliant 

man whose home is a hive of activities. These are some of the reasons that the poet personifies 

the grave. While lamenting, he embarks on instructing the messengers to rush to his relatives 

in Chief Sianjalika to deliver the message of death (his uncle’s). The imagery depicted through 

his appeal makes sad reading especially when he mentions the clan’s name, Basanje. 

He emotionally presents his own image of being lowered into the grave through a literary 

technique called hyperbole. He envisages himself meeting his dead grandparent called 

Bamukanamoola much to his delight while drawing sympathy from the listeners. Because of 

intense emotions, the poet embarks on addressing the names of family members among them 

Banamabandi, Bamwana Zuzwa, Chikakula and Katamba through allusion. These names 

allude to the greatness each member holds in the family. 

Stanza 4: Opens with the image of the poet “tying his shirt around the waist”. This image 

symbolises confusion that erupts during the funeral procession. The use of this image reveals 

the confusion that erupts as to who is to inherit the wealth of the dead man since Bweengwa is 

a matrilineal society. Finally, the poet closes this stanza by using a technique called anaphora, 

which repeats the image of the grave and dead body lying in state. 

1.3.3 Poem 2 

Title: HENA NGUNI UYOBEKA WAAWA- (WHO IS MAKING NOISE HERE) 

1.  Hena nguni uyobeka wawa nguni uwambaula kaambo woo// 

Mebo nguni ujobekela wawa nguni ung’ambila kaambo woo// 

Nobamba banabunji baama maawe shiteleli-shiteleli yee/ shipupulali yee/ 

Kubulonga-longa akwa Munjile yee/ baama nkundakangilwa matambo woo// 

Kubulonga-longa akwa munjile yee/ ndaba nkundakangilwa matambo woo// 

Yabiya milimo nobalombwanama ili Kuchilundu ukulele Bamwando woo// 
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Yabiya milimo nobalombwanama Kuchilundu ukulele Bamiyoba// 

  

1.  Who is making noise here? Who is talking woo?// 

Who is making noise here? Who is talking woo?// 

When many are talking mother maawe I do not listen yee/ I do not agree yee/ 

At the streams of Munjile yee/ Mother I was bound with ropes woo// 

At the streams of Munjile there I was bound with ropes woo// 

Unpleasant activities fellow men that are at Chilundu the place of Mwando woo// 

Unpleasant activities fellow men at Chilundu the place of Miyoba// 

  

2.  Kuchilundu yabuka milimo woo/ 

Mwebo Kuchilundu yabuka milimo eeyana Kuchilundu ilibukile milimo/ 

Kaangilwa matambo mulumi Munze Munamalambo/ 

Mebo nisanina mulumi baama mulumi Namwando woo// 

Kakulila bana bangu bamuna Makwazyi muna Cheelo woo// 

Kukuwa bana bangu bana Makwazyi muna Cheelo woo// 

Nobana kamuleka koongolola ndakazyoka milandu yakumana/ 

kuchilundu babaama ilibukile milimo// 

  

2.  At Chilundu activities have begun woo// 
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You at Chilundu activities have begun yes at Chilundu activities have begun// 

Bound with ropes husband to Munze Munamalambo/ 

I who fends for the husband to my mother husband to Namwando woo// 

Bawling are my children Makwazyi of Cheelo woo// 

Barking are my children Makwazyi of Cheelo woo// 

Children stop wailing I will be back when the case is concluded/ 

At Chilundu mother activities have begun// 

  

3.  Miyoba omulombwana onamundekelele ndakabisha/ 

Ndakabisha ndakabisha ndakabisha bii/ 

Miyoba ndakabisha kaambo woo// 

Ndakabisha nobalombwanama ndakabisha wowo ndakabisha kubandika kaambo/ 

Nobana Komende bacaala mung’anda woona mundekelele yee/ kumulomo indyambilile 

yee// 

  

3.  Miyoba my fellow man have pity on me I am guilty/ 

I am guilty guilty  much guilty/ 

Miyoba I am guilty woo// 

I am guilty my fellowmen I am guilty wowo I am guilty of having misspoken/ 

Children of Komende left in the house to sleep have pity on me yee/ With my lips let me 

plead yee// 

mailto:cjhss@chau.ac.zm


Chalimbana Journal of Humanities and Social Sciences (CJHSS), Vol. 1, Issue 1. pp 41-74 

www. cjhss.zm    
email: cjhss@chau.ac.zm  
ISSN 3006-8908 (provisional) 

 

Chalimbana Journal of Humanities and Social Sciences (CJHSS) Page | 57  
 

Kulibanda: Bamulumi Bamunamwaze omulumi Cheelo/ kumanda abantu tobilo omwenzuma 

Ojulu lyanu mbebala ansi balalikombela oshabawanda omunaziko zilabunda bakaziyota 

bakamana kunkila// Ndime chabwa-chabwa kulila kwamenzi nkokwalyata// 

Self-Praise: The husband to Bamunamwaze and Cheelo/ At a stranger’s home Just the two of 

us with my friend the heavens worshipped by those on earth with Shabwaanda and Munaziko 

Zilabunda whose introducers are dead// I am the bubble for the water to bubble must be stepped 

into// 

1.3.4 Analysis of Poem 2 

Theme: “Not taking advice has got grave consequences”. 

Stanza 1: The poem opens with anaphora where a poet repeats the phrase to make an emphasis 

about his question. The use of anaphora helps the readers and listeners speculate that something 

is amiss in the whole poem. True to speculation, Lines 3, 4, and 5 of Stanza 1 clear the air when 

the poet uses repetition of the words shiteleli-shiteleli yee/ shipupulali yee - I do not take advice 

I do not listen to advice. Through repetition, the poet reveals that he got arrested in Munjile 

because of not taking advice from the people around him. Munjile is the name of a place in 

Chief Sianjalika’s area where he ran to hide after being caught poaching at a place called 

“Chilundu”. After being arrested he realises that not taking advice is disastrous. 

Stanza 2: Opens with anaphora to gain sympathy from the people by repeating his line of 

thought. He achieves this by using his own imagery of being a father whose responsibility is 

fending for his family. This technique is used to gain sympathy from the Zambia wildlife 

Agency officers referred to as Miyoba and Mwando. He intensifies the poems by using the 

images of wailing children and fending for his children in Lines 3 and 4. The stanza closes with 

a solemn appeal to his children to stop wailing for he will come when the case is concluded. 

Stanza 3: The stanza opens with a solemn mood characterised with pleadings. The poet pleads 

with Miyoba by repeating the word order of being guilty. The use of repetition reveals a 

repentant person as opposed to the earlier adamant one met in Stanza 1. The repentance is 

motivated by the realisation that being at odds with the government laws is a dangerous 

venture. He employs a metaphor bacaala - whites, referring to people with knowledge of laws. 
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He finally closes the stanza by sympathetically using the imagery of the begging mouth that 

pleads for pardon. In closing the poem, he resorts to self-praise known as kulibanda. 

1.3.4 General Observation of Kuyabila in Bweengwa 

Characteristics 

There are certain prominent features of performance and style that mark out Bweengwa poetry 

as evidenced from the two analysed poems. These features are seen by highlighting 

Shimatambo’s ziyabilo that are delivered through word of mouth and singing. 

Lundwe as a Language of Delivery 

Bweengwa poems are composed and delivered in Lundwe the language which is clustered 

among the Bantu Botatwe grouping (Guthrie, 1967). Although Lundwe is not taught in 

classrooms as the official language, everyday activities are conducted in the same language as 

a means of communication. In terms of phonetic sound, Bweengwa poems record differentia 

in words from official Tonga Language. 

The following words are a few examples that show the differentia. For example, ushibembele 

in Lundwe, which is translated as “the father of the herdsmen'', would be baushi bayembele in 

Tonga; bayayana in Lundwe, which is translated as “clashing or killing each other”, would be 

bajayana in Tonga as evidenced in Poem 1 Stanza 2 lines 4. The distinction between sound 

units of Lundwe and Tonga makes Bweengwa poems unique and good to listen to. It is the 

phonetic differences that makes Bweengwa poems have good rhythm and appeal to the 

listeners. This is known as buuza, which means good voices or melody. 

Use of Interrogative Language 

Interrogative refers to statements that ask questions (Akombo etal, 2007, 47). The majority of 

Ziyabilo in Bweengwa begin with interrogative statements. Usually, the first line of the first 

stanza is mostly marked by an interrogative statement with a question mark at the end. It is 

usually repeated in the second line while ending with a declarative phrase or statement. For 

example, if you visit any household in Bweengwa, you are assured of a warm welcome coupled 

with deliberate skilful interrogative statements to ascertain the purpose of the visit. Statements 
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like, “Mwazyila kuli nemutabonwa?”- Where have you come from, you who are rarely seen? 

Hena ndatambula pepe lyachungwe suno/// - Have I received a feather from a lucky bird? 

Mwatwenda? - You have visited us?”. The welcome is followed with food in the form of 

cibwantu - maize brewed drink or mabisi- sour milk. The use of interrogative language 

demonstrates the social life of the people of Bweengwa. As a socially constructed norm, this 

technique is employed in ziyabilo especially in the first lines of the poems to state the purpose 

of ciyabilo. 

Use of Possessive Language 

Possessiveness refers to ownership (Akombo et al, 2007, 56). In Bweengwa, the use of 

possessive language is governed by the cultural and traditional conformity which shows that a 

person or thing belongs to another. For example, words like “munene angu - my old man; 

bamulumi-husband to; baama angu- my mother; ndimwanakwe - I am the child to; Bankaambo 

- my grandparent; and bana bangu- my children”. The above examples indicate that the strength 

of possessive language plays a critical role in building up Bweengwa ziyabilo and social 

interaction conversations. Everyday conversations are governed by the use of possessive 

language to show the strength of ownership. 

Use of Taboos as Permissible Utterances 

This refers to socially acceptable utterances that are generally regarded as taboos elsewhere. 

Traditionally in Bweengwa, both a young urchin and a grown-up individual whose life has 

been associated with cattle-keeping is likely to describe himself with various permissible 

utterances that appear to be taboo in a given area. Some of the utterances are characterised by 

resemblance to sexual organs camouflaged in phrases like ndekalombwana /ndemulombwana 

translated as I the real man; ndemucende/omucende translated as I the bull / you the bull; 

wabamesa/wabalya banyoko- you have done/eaten your mother; welya ngwangu- that one is 

mine; and ndemulumi musimbi...- I the husband to the real woman. These utterances are 

common among the people of Bweengwa as they point to the strength of a man uttering them. 

There is need to note that these utterances do not signify the genital phase of psychosexual 

development especially in males. On the contrary, they act as a social function of praising 

oneself or any member of a community. Depending on the situation, some utterances demean 

an individual that shows characteristics of public nuisance. 
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Bweengwa Exclamatory Markers 

This refers to markers that express strong emotions like surprise, excitement, awe, and wonder 

(Akombo etal, 2007, 47). In Bweengwa, Lundwe Language has several markers that 

characterise day-to-day social interactions. Usually, these markers have no English equivalent. 

An individual decides to use the markers depending on his/her emotions. For example, the 

following markers are quite common among the people of Bweengwa, “yee, maawe, maakwe, 

woo, wowo, mayo, yaa, and wee”. These markers are used at the beginning or end of the 

sentence. In some cases, they are used as a standalone response to someone’s surprising 

statement. As a socially constructed phenomenon, Bweengwa ziyabilo uses exclamatory 

markers to express emotional discharge. 

Kulibanda [Self-Praise] 

Self-praise is one of the critical elements of Bweengwa poetry. Since the study focussed its 

attention on rendition of Shimatambo, the paper discovered that Shimatambo’s poems start 

with self-praise. It works as a catalysing agent that provokes the emotions of the poet since 

self-praise reveals the lived experiences of the poet. 

Nkolola in (Cligget, 2013,) states that names play a critical role in determining the social 

importance in a community. In light of Nkolola’s observation, it has been established that self-

praise names also play a critical role in defining the social aspect of Bweengwa society. In this 

respect, this paper has established that Shimatambo used several praise names that related to 

his experiences. The praise names he usually used are a reflection of the attachment he had 

with his family members, friends, social activities and natural phenomena. Also, the inclusion 

of the clan names play a critical role in self-praise.The following are categories of Bweengwa 

popular praise names reflected in Shimatambo’s poetry: 

Self-Praise based on Peer Names 

This refers to self-praise that considers the influence of peers in one’s life over meaningful 

activities and achievement. For example, Oba Shabwanda oba Munaziko zabunda bakazileta 

bakamana kunkilila obamunyanga namaila translated as “I with Shabwanda and Munaziko 

Zabunda whose users are dead the consumers of grains”.  This means that the poet remembers 
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the names of the peers that might have influenced his life, thus praising them with descriptive 

names that denote greatness. 

Self-Praise based on Comparison to Natural Phenomena 

This refers to self-praise that compares oneself to natural features like rivers, trees, storms, and 

downpour of rain (Finnegan, 1977, 45). One may decide to praise oneself with various names 

that associate with natural phenomena depending on one’s experience. For example, 

Shimatambo praised himself as obakasamu kazakamena mulishakaabo banabunji 

balakayoowa which is translated as “The tree that is germinated in the middle of the river yet 

feared by many”. The interpretation of this praise is that Shakaabo is the name of a tributary of 

the Kafue River that is feared by many cattle herders. People and their herds do not dare cross 

it because their herds would perish. Surprisingly, Shimatambo was in many cases using the 

same place without meeting calamity hence praising himself as such. 

Self-Praise based on Social Mischief 

This refers to praises that describe the personality of an individual that reflects the activities 

that are at odds with laws. For example, Ngweno mukakasokwe kalimba banyama bakalimba 

basokobalika translated as “Here is the hunter whose hunting scatters wild animals and 

weakens them”. The poet refers to himself as a person who manages to do what many people 

fear. The word basokobala means making someone/something tired by weakening it through 

persistence. For example, if a woman keeps on rejecting a man’s proposal, through persistence 

she will one day be weakened and give in. This means that a woman has been sokobalika or 

weakened. 

Self-Praise based on Characteristics of Theriomorphous Beasts 

This refers to self-praise that compares the strength, and characteristics of injurious beasts with 

those of human beings. In this respect, one may decide to praise himself by likening his 

character to that of animals through metaphorical terms. For example, Shimatambo’s poems 

are characterised by the praise phrase munyati oona kuze matwi ulapembeka translated as “The 

buffalo that lies behind the homestead whose ears interweave”. The poet equates himself to a 

buffalo whose characteristics are that of being alert and ready to act ruthlessly. This means that, 
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as a man, the poet is always ready to solve any problem that concerns him and the family 

promptly. 

Self-Praise based on Cosmetics 

This refers to praise names associated with make-up. For example, Shampoo is the lotion used 

for dressing the hair. People who use it are considered to be smart. For this reason, Shimatambo 

metaphorically compared himself to Shampoo, Ndime shaapu mafuta anana bapaale it is 

translated as “I am shampoo the lotion used by smart people”.  This means that an individual’s 

smartness is judged through his/her activities. For example, an academician reaps knowledge 

and as such may praise himself as bakalopya maanu translated as “a person full of knowledge”. 

A farmer reaps crops and may also praise himself as bamulima chinji translated as “I who 

grows a lot”. 

Self-Praise Based on Reputed Wealthy Family Individuals 

This refers to praise names that describe family social status. In Bweengwa, the matrilineal 

system plays a central role in establishing the success of individuals and families. This means 

that one close family member whose character is sober is always identified within the family 

to keep the family wealth (cattle). The chosen individual is given total authority to do what he 

deems fit to increase the herd depending on his shrewdness. An individual that successfully 

manages to increase the herd is admired by family members through praises because they 

become the anchor and pillar of each family member. For example, Shimatambo’s poems 

praise his uncle whose name is associated with many cattle muli wa Munamang’onze chembela 

bantu bamulombwana waka Mpande chiyobolola ng’ombe - “With Manamangonze the 

shepherd of the people the man for Mpande herdsman for cattle”. Phrases like ndemunyina 

chindaba... “I the relative to...” The greater and famous one’s relative is, the more one finds 

praising oneself against that name. 

Self-Praise based on Family Activities 

This refers to praises that tend to uplift the status quo of the family activities. For example, 

Tobana bakutumba kubwalilo kubana zyazyi bakotoka translated as “We the children of close 

relations who do not greet those who tire from work”. This praise means that a busy and united 

family has a common and focused goal that they always achieve. It is rare that a united family 
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would fail to manage any challenge that might confront it. For example, if one of the family 

members is sick and the need has arisen to evacuate and take him/her out for specialist 

treatment, a united family would manage the case instantly through contributions. The phrase 

bakutumba kubwalilo means “very close relative”. Very close relatives in Bweengwa are 

mostly regarded through the matrilineal system. 

Bakotoka balalazya beni nkaambo kwazya mukamwini mulimo nkulikombya translated as 

“Those who tire greet themselves because greeting the one that has knocked off requires 

pleading”. This means that smart and busy people mind their own business. When you are busy 

you may not have time to pay attention to other people’s business. The emphasis is placed on 

how greeting is supposed to be handled. Bweengwa people believe that when greeting 

someone, one must be calm to exchange the greetings peacefully. If a person executing the 

greeting is very busy, there is no need to continue as it becomes a waste of time. 

Composition of Ziyabilo 

The composition of ziyabilo from Bweengwa takes into consideration who can compose a 

poem. The question that seeks to find out whether the art of kuyabila is composed by every 

individual plays a critical role in understanding who in Bweengwa can compose kuyabila. 

Interestingly, this study has established that an individual that has undergone kuwila or 

associated himself with cattle-keeping becomes an effective poet. This line of thought is not in 

agreement with the folklorist one, which argues that oral compositions are communal creations 

with no acknowledged individual authors. On the contrary, ziyabilo in Bweengwa are 

composed by individuals. The paper has established that composition of ziyabilo in Bweengwa 

take different forms that include specialism, apprenticeship and emotional arousal. This line of 

argument appears to be in agreement with (Finnegan, 1977), who states that Southern Bantu 

Poetry is specialist. The following categories determine the composition of ziyabilo from 

Bweengwa. 

Composition of Ziyabilo based on Specialism 

The poetic composition of kuyabila in Bweengwa is a specialist venture. Specialism refers to 

any activity that requires training (Miruka, 1994). Although kuyabila can be performed by 

anyone, it is not every individual that can perform the art with a convincing degree of 
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effectiveness. Kuyabila in Bweengwa is a preserve of the few talented men that have gone 

through kuwila. While kumatanga, individuals learn the art of kulibanda (self-praise) and 

kuyabila (the act of singing with a moderately loud voice) by associating themselves with 

individuals that are highly skilled in the art. One respondent narrated how Shimatambo 

specialised in the art of kuyabila through constant rehearsals. This action takes the form of 

specialism. 

Composition of Ziyabilo based on Apprenticeship and Inheritance 

This refers to the learning of a trade from a skilled individual (Oxford Dictionary, 1948). In 

Bweengwa, the paper established that urchins with great desire to learn the art of kuyabila 

attach themselves to renowned poets and learn the art successfully. Among the first things 

urchins learn is knowledge of family lineage and clan names which play a critical role in the 

composition of ziyabilo. The skill of using metaphors plays a critical role in the urchins’ lives 

because this technique keeps them balanced with their specialised nature. The names of 

different places and what they are known for also play a critical role where the setting of 

ziyabilo is concerned. One respondent revealed how Shimatambo went through the process of 

apprenticeship through his uncle James Mulungu Kazyaanga who transmitted the much-needed 

knowledge about the family lineage to which he belonged. 

Composition of Ziyabilo based on Emotion Arousal 

Emotions are defined as feelings, or affect, that occurs when a person is engaged in an 

interaction that is important to his or her well-being (Campos, 2005). In light of Compos’s 

views, this paper established that the emotions of urchins from Bweengwa are characterised by 

behaviour that reflects the pleasantness or unpleasantness of the state an individual is in. It is 

noted that emotions can be more specific and can take the form of joy, fear, anger and so on 

depending on how the transaction affects the person (Santrock, 2010). For example, emotions 

of Bweengwa poets are aroused during critical moments of death, quarrel, fights, provocative 

situations, fighting court cases, when bulls are fighting, when the bull or oxen is mooing, and 

when playing social games with peers. During these occasions, an urchin would unconsciously 

shout the self-praise which is either associated with the father or the mother. This assertion 

points to the fact that emotions play a critical role in the composition of kuyabila in Bweengwa. 
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Elasticity and Spontaneity 

Elasticity and spontaneity play a critical role in Bweengwa poems. In this case, a poet does not 

fix his poems while delivering them. The poet decides to shorten or lengthen his poem 

depending on the requirements of the moment and message stored in his memory for delivery. 

The study established that Shimatambo’s poems were lengthened through kulibanda and 

repetition of some word lines. He used this technique to enable the inclusion of some new ideas 

while performing his poems. There are, however, some instances when Shimatambo was 

performing his poems and he started creating new ideas through what he saw around him. A 

good example is Poem 1 in which he uses the imagery of the neighbour who rushes to his 

uncle’s funeral to eat meat. Clearly, the image of the neighbours rushing to the funeral house 

points to the creations of new ideas. 

Dramatisation 

Dramatisation is one of the characteristics that play a critical role in Bweengwa poems. When 

delivering poems, the poets use their bodies, faces and movement to reinforce the words and 

voices. Although Shimatambo delivered his popular ziyabilo seated while playing his namalwa 

he used his face and hands to reinforce the words. In some cases where the playing of the 

namalwa was absent, his dramatisation became elaborate with big gestures of movement and 

hand illustrations. 

Classification of Bweengwa Ziyabilo 

Classification of Bweengwa ziyabilo refers to the category to which each poem belongs. In oral 

poetry, there are several categories of poem. These include political poems, lyrics, panegyric, 

and beer party poems among many others. To be able to classify ziyabilo without 

complications, it is advisable to understand the community which produces the poems. This 

assists in understanding the social context of a poem especially in terms of cultural expressions 

which give an immediate application of meaning. 

Dirge or Elegy Poems 

These are poems performed during funerals. They express grief at the death of someone 

(Finnegan, 1977). Poem 1 is a good example of a dirge or elegy. It is short while the language 
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is dignified and very sad. In Poem 1, the poet is mourning his uncle who is considered to be a 

wealthy man. The language is not plain as it requires concentrated listening to get the meaning. 

Panegyric Poems 

These are poems designed to praise one-self, praise personal achievements and leaders. They 

mainly use praise names. Shimatambo’s poems use kulibanda, which takes the panegyric form. 

The praise names include clan names and gender associative names. For examples, the 

following praise names are frequently used in both Poems 1 and 2; mukowa wabasanje- basanje 

clan”, “Mukanamoola, Mukamoonga, Mukanacheelo, Mukamuzabwe, Bamulumbwe 

Banamaala, Ushibembele, and Ulikumbele. Interestingly, gender associative names pointing to 

a female can also be used to refer to a male counterpart. For example, the above-mentioned 

gender associative praise names are used by the poet to refer to his uncle “James Hikambeza 

Kazyanga Mulungu”. 

Structure and Style of Ziyabilo from Bweengwa 

The structure of ziyabilo from Bweengwa evolves within a poet’s own unique plot and pattern 

of developing a poem. The plot of a poem refers to the arrangement of various sub-themes 

contained in stanzas. In Bweengwa, poets create ziyabilo with multi-stanzaic predicated by 

various subject matters. These views are reflected in Shimatambo’s poems that have the 

following structure and style. 

Multiplicity of Stanzaic 

In terms of stanzas, Bweengwa ziyabilo are multi-stanzaic. This is evidenced from the two 

sample poems of Shimatambo. For example, Poem 1 has one main theme that talks about the 

death of his uncle, but several subject matters emerge. The emergences of the subject matter 

motivate the creation of multi-stanzaic in what might appear to be one stanza poem. Further, it 

is apparent that Shimatambo’s poems have a diversity of both short (/) and medium pause (//) 

or breaks in the performance that motivates the creation of multi- stanzaic. The highlighted 

breaks entail the end and the starting of new ideas. 

Structural Variation 
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This refers to shifts that arise in the subjects; themes; moods; situations; and voices in ziyabilo 

from Bweengwa. When a poet is performing his ciyabilo, he decides to either start it with 

kulibanda (self-praise) or go straight into the subject matter motivated by the stanza. In the 

process of performing, the poet intensifies the shifts by employing heavy moods influenced by 

the state of the subject matter. A good example is Poem 1 where the poet intensifies the mood 

by constantly employing the images of death, wailing, graves and so on. This development 

balances the structural variation of the poem by creating perfect relations and it helps the poets 

remember each part of the poem while delivering. 

Repetition and Parallelism 

Bweengwa ziyabilo are structured in such a way that they heavily use repetition and 

parallelism. In terms of repetition, it is usually evidenced in the sound, words, and lines at 

regular and random intervals. Both Poems 1 and 2 have a similar pattern of repetition of the 

first two lines that correspond exactly by retaining the same word order. Shimatambo used this 

technique in all his poems, especially the first stanza. In the development of ziyabilo, 

Shimatambo employed parallelism in the proceeding lines to balance his poems. Further, this 

technique is very important as it helps the poet to evaluate his poem by way of comparing and 

contrasting the ideas used in each stanza. 

Style 

In terms of style, Bweengwa poems are backed by the use of literary devices, especially 

imagery which is the backbone of ziyabilo. For example, Shimatambo’s ziyabilo achieves the 

vivid configuration of the subject matter in the listener’s mind because of the rich use of 

imagery. Poems 1 and 2 employ imagery, symbols, anaphora, metaphor, and apostrophe. 

Namalwa (Hand Friction Drum) as an Instrument 

Namalwa is an instrument played by the poets during funerals, transhumance, memorials, and 

any emotional social function. The sound of namalwa arouses the emotional feelings of the 

listeners and the poets. The study discovered that the sound of namalwa instantly invokes the 

memories of the loved ones that are dead. For instance, most of Shimatambo’s poems start with 

the sound of namalwa. The sound of namalwa may also be seen to guide the tone of the voice 

for the poet. Usually, the sound of namalwa and the poet’s voice play a critical role in ziyabilo. 
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Social Functions of Bweengwa Kuyabila 

Bweengwa poems have several functions that improve the appreciation of kuyabila. The social 

aspect of poems can be understood either in social fabric or as a way of deriving pleasure 

through entertainment as rightly observed by Miruka (1994). Since kuyabila is an art, it also 

derives some information intended to cultivate in the public the sense of social fabric from 

which it is created. This means that there is divulgence of messages in Kuyabila. For poems to 

qualify to be performed there must be something of beauty in them. This paper discovered that 

Bweengwa kuyabila has a beauty that lies in the local language Lundwe. The sound of words 

that comes out from the native language is so powerful in artistic expressions. 

Amongst many functions, the following are the recorded functions the paper has established 

from the two poems. 

Delivering message 

Ziyabilo from Bweengwa delivers messages and informs the public about any critical 

information fit for them. Poem 1 contains the message of the people wailing and requesting the 

messenger to rush and inform his relative about the death of the old man. In a sense, this acts 

as message delivery. 

Telling the truth and warning: 

In poem 2 the poet is pleading guilty for his illegal hunting of wild animals. He pleads guilty 

after the law enforcers have used the law against him. In the process of pleading guilty, the 

functionality of telling the truth emerges. 

Praising 

The element of praising in Poem 1 is quite evident. This is seen in the imagery of the herd the 

deceased left, which causes the family members to fight for a share. As a result of this 

development, the poet praises the works of his uncle, which have enabled the mourners to have 

sumptuous meals during the mourning period. This praise is achieved by employing the images 

of mourners rushing to the funeral to eat the meat. 

1.4 Conclusion 
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The paper has looked at the definition and nature of kuyabila in Bweengwa, especially that of 

Shimatambo. The results have shown that Bweengwa poems, particularly Shimatambo’s, have 

feelings ranging from the extremes of exuberance to dejection and melancholy of kuwila 

experiences that give rise to kuyabila. The two poems express feelings and ideas about how 

lives are fulfilled and wasted through the choices one makes and nature’s dictates. After 

analysing the poetic nuggets of Bweengwa poems especially Shimatambo’s poems, it became 

apparent that his poems command authority whereas kuyabila is concerned more with aesthetic 

value. In terms of the structure, his poems are more or less fixed on kulibanda (self-praise), 

which acts as an introduction immediately after the play of namalwa. Thereafter, he begins his 

kuyabila by using structural repetition of the first two lines that correspond almost exactly 

while retaining the same word order. While delivering his poems, he generously uses figures 

of speech. 

In terms of language, he cleverly uses possessive language rich in traditional norms to directly 

drive his message. Clearly, when listening to Shimatambo’s ziyabilo, one would not help but 

conclude that they exhibit a high degree of creativity in terms of the use of language and 

rhetorical devices. The sound of namalwa, which plays in the introduction of each poem, plays 

a big role in moderating the voice projection that successfully drives the rhythm of the poem. 

Following the above-mentioned findings, it must be noted that kuyabila in Bweengwa 

especially that of Shimatambo cannot be taken to represent the nature of all kuyabila in 

Southern Province, but the aesthetic value of his ziyabilo acts as a good sample. It is for this 

reason that his ziyabilo appears to command authority in many Tonga media outlets in Zambia. 

Also, it appears that more of this paper’s findings seem to apply to other Bweengwa poets, 

while others may not. The difference does not necessarily indicate distinct styles between poets 

within Bweengwa and elsewhere in the province. What appears to be certain is that the two 

sample poems by Shimatambo are representative of what one is likely to find in ziyabilo from 

Bweengwa and Southern Province in terms of the poetic qualities. 
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Operational Terms:  

kuyabila refers to an oral social construct that expresses human feelings (emotions), truth and 

beauty, fantasy, imagination through singing expressed in metrical form and elevated thought 

of feeling in an intelligible manner.  

Ziyabilo (pl) refers to more than one kuyabila poem.  

Ciyabilo (sing) refers to a single poem produced from kuyabila. Kulibanda is self-praise 

associated with praise names that reveal personal achievements.  

Kumatanga refers to the place where herdsmen camp to herd their cattle.  

Kukwezya is a traditional dance that involves raising the hand slightly above the head and in 

front in the posture of a warrior while advancing as the high-pitched drum sounds.  
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Kuwila is the practice of moving cattle seasonally from the Kafue flats to the homeland in 

winter and summer.  

Namalwa refers to a hand-friction drum with its inside tied with a sizeable stick for frequent 

pulling using a mildly wet cloth to produce the required sound. 
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