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This thesis being based upon material from Buganda, several specifics regarding the use 
of Luganda (the language of the Baganda people) are worth addressing. Luganda is one 
of the Bantu languages, in which class prefixes determine the meanings of words.  A few 
examples will suffice: the mu- and ba- prefixes, respectively, determine the singular and 
plural forms of the Baganda’s identity or ethnicity (Muganda and Baganda). Lu- is the 
prefix given to the language (Luganda), and bu- is the prefix given to their kingdom, 
signifying place (Buganda). The prefix ki- denotes an adjectival form of the word 
(Kiganda), the term used to denote all of the Baganda’s possessions and activities. 

Luganda is a tonal language.  Double vowels signify long syllable tone 
pronunciations; double consonants signify stressed syllable tone pronunciations. Tones 
shift according to sentence context.  

The prefix mu- is used in reference to a person and thus to what a single musician 
or instrumentalist does; the prefix ba- is used in reference to multiple persons and thus to 
groups of musicians or instrumentalists and what they do.  For example, a single 
drummer is referred to as mugoma, and multiple drummers are referred to as bagoma. 
The first vowels appear at the beginning of any noun, functioning as an article. For 
example, the vowel “o” appears at the beginning of a single musician’s label, e.g., 
omudongo (the lyre player) versus mudongo (lyre player). The vowel “a” appears at the 
beginning of a label signifying multiple musicians, e.g., abadongo (the lyre players) 
versus badongo (lyre players). 

The above system applies to Kiganda musical instruments: baakisimba drum, 
mpuunyi drum, ngalabi drum, ndingidi (tube-fiddle), ndere (flute), madinda (twelve-
keyed xylophone), ndongo (bowl-lyre), nnanga (bow-harp), and nsaasi (gourd shakers).  
These Luganda terms are pronounced and sometimes written so that the first vowel is 
“e.” e.g., mbuutu is the same as embuutu.  All translations of the songs and other text in 
this thesis from Luganda to English were done by the author, who takes full 
responsibility for their accuracy.  
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ABSTRACT 
 

This thesis illuminates the role and significance of the Kabaka’s royal musicians 
of Buganda during Ssekabaka Sir Edward Frederick Muteesa II’s reign (1939-1966).  To 
provide the necessary backdrop for appreciating changes that occurred in the role and 
significance of royal musicians under Muteesa II, and to show how the institution of 
Muteesa II’s royal musicians was rooted in preceding reigns, the study first surveys this 
topic before Muteesa II’s reign.  It then proceeds to define the expression “Kabaka’s 
royal musicians” during Muteesa II’s reign by describing the musicians’ learning and 
training procedures, appointments and qualifications, privileges and remunerations, 
musician types, categories, and labels and ensembles.  The thesis further clarifies the 
musician’s political and social role by shedding light on how they influenced policy, 
magnified the institution of the Kabaka, and influenced change inside and outside the 
lubiri .  It also illustrates various roles of the royal musicians in part by translating and 
analyzing songs they performed. 

Based on archival and library research, oral history, fieldwork, participant 
observation, and performance, this study offers new insights into the role and significance 
of royal musicians.  Through interviews with the former Kabaka’s royal musicians, who 
are the last remaining living repositories of this unique history, the study captures their 
recollections and interpretations of a bygone era. 
  Advancing Kubik’s (2002: 311) idea, one can argue that the lubiri  functioned like 
a sponge that absorbed musical influences and innovations from outside its walls and 
then in turn exuded musical innovations of its own to the outside of the lubiri  (both 
within Buganda and beyond). Cued by Dumont’s definition of hierarchy, one can also 
argue that the Kabaka – who was the apex of Buganda’s monarchical hierarchy and 
representation of the very identity of Buganda – encompassed every being within the 
kingdom, including his musicians, who articulated his identity through the songs they 
performed.  Dumont’s definition of hierarchy is also relevant to the delineation of the 
hierarchical relationships among the royal musicians themselves, particularly the 
relationships between the different musician-types, musician-categories and -labels, and 
ensembles. 

This research furthermore sheds some light on what became of those elite royal 
musicians and their indigenous musical practices after the dissolution of the long-
standing historical institution of the Kabaka’s royal musicians of Buganda, which 
occurred in May 1966 on the attack of Muteesa II’s lubiri  by Apolo Milton Obote’s 
troops under the command of Idi Amin.   
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INTRO DUCTION  

Purpose 
This thesis examines the role and significance of the Kabaka’s royal musicians of 

Buganda during Ssekabaka Sir Edward Frederick Muteesa II’s reign (1939-1966).  The 
study has four main goals: 1) to survey the role and significance of the Kabaka’s royal 
musicians before Muteesa II’s reign; 2) to define the expression “Kabaka’s royal 
musicians” during Muteesa II’s reign; 3) to clarify the political and social role of Muteesa 
II’s royal musicians; and 4) to illustrate these musicians’ various roles through the 
analysis and translation of the songs they performed. 

 
Background of the Study 

 
Buganda kingdom, the geographical region under study, occupies the southern 

central area of Uganda (see Map 1).  Uganda is a landlocked nation state positioned in 
sub-Saharan East Africa (see Map 2).  It shares borders with Sudan to the north, Kenya to 
the east, Tanzania and Rwanda to the south, and the Democratic Republic of Congo to 
the west.  The country’s total area of 91,076 square miles currently holds an approximate 
population of 25 million people belonging to a variety of ethnic groups, of which the 
Baganda (the people of Buganda) are one.1   
The Baganda speak Luganda, and the adjective Kiganda denotes their activities and 
possessions.  Kabaka (plur. Bakabaka) and Ssekabaka (plur. Bassekabaka) are the terms 
for their living and deceased human ruler(s), respectively.  According to Ssempeke, 
Buganda is ruled by two living monarchs: one human (the Kabaka) and the other 
supernatural.  The Royal Drums of Kingship, Mujaguzo, represent the latter.  Because 
these regalia are a symbol of power, and because two kings cannot reside in the same 
enclosure, they never were nor are kept in the Kabaka’s lubiri  (royal enclosure) – what is 
often referred to as the “court.”  Like the Kabaka, these drums have their own royal 
enclosure, servants, officials, and guards (Ssempeke 2005, a lyre, flute, xylophone, drum, 
and harp player*2).  Ray adds that the Kabaka possessed two “bodies,” whose parts were 
united in living but separated after death (Ray 1991: 122). 

Music constitutes a considerable part of the Baganda’s everyday existence.  In the 
performance of most Kiganda music, a number of musical instruments are played.  
Among these are the baakisimba or mbuutu drum, the mpuunyi drum, the ngalabi drum, 
the namunjoloba or nankasa drum, the ndingidi (tube-fiddle), the ndere (flute), the 
madinda (twelve-keyed xylophone), the ndongo (bowl-lyre), the nnanga (bow-harp), and 
the nsaasi (gourd shakers).  These instruments all formed a large component of Muteesa 
II’s royal music scene. 

 
 

                                                 
1For further statistics, see Thomas P. Ofcansky, Uganda: Tarnished Pearl of Africa (Oxford: Westview, 
1996), 3. 
 
2In this thesis, interviews conducted by the author are identified by an asterisk (*).  Full citations can be 
found in the List of Interviews Cited section.  
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Map 1: Maps of Uganda and Buganda 
 

Source: Audrey Richards, “Chiefs and Administrators in Buganda.” Uganda’s First 
Republic: Chiefs, Administrators and Politicians, 1967 - 1971, ed. A. F. Robertson 

(1982: 48). 
 
 

 
 
 
 



 

 3 
 
 

 
Map 2: Map of East Africa 

 
Source: David Martin, General Idi Amin (1974). 
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Muteesa II (see Plate 0.1) was enthroned as Kabaka in 1939.  His reign was 
subject to British rule in Uganda, under which Buganda had lost its sovereignty.3  During 
this time, Mengo became Buganda’s capital, the permanent seat of its monarchy and the 
location of the Kabaka’s lubiri  (Kaggwa 1971: iii).  Previously, each Kabaka had 
established his capital in the location of his choice.  British rulers made Buganda the 
central territory for disseminating their rule over the rest of the protectorate, while 
sustaining the appearance of Buganda’s autonomy within the protectorate.  Buganda’s so-
called autonomy is evident in treaties like the Uganda Agreement of 1900, a formal treaty 
signed between Buganda and the British colonial rulers at the beginning of the twentieth 
century.4  Muteesa II often opposed the policies of British rulers.  For instance, he 
resisted the idea of the East African Federation in 1953, a stance that resulted in his 
ouster and consequent exile to Britain.  Subsequent negotiations between Buganda and 
the British administrators in 1954 led to a new agreement, the Buganda Agreement of 
1955, which was signed on Muteesa II's triumphal return from exile.5 

Uganda was granted independence in 1962, following the British rulers’ failure to 
quell the ongoing unstable political situation.  Several uprisings across Africa, demanding 
political independence from Britain, were taking place at this time, which motivated the 
formation of independent political parties in Uganda as well.  Among such parties were 
Apolo Milton Obote’s Uganda People’s Congress (UPC) and Muteesa II’s Kabaka Yekka 
(KY).  Both allied to form the new government after Uganda’s independence (Gwyn 
1977: 30).  Muteesa II became the first president of the Federal Government of Uganda, 
and Obote became the executive prime minister, but before long the alliance broke apart 
(Gwyn 1977: 30).  Obote overthrew Muteesa II by ordering an attack on the later’s lubiri 
under the command of Idi Amin in 1966.  However, the Kabaka escaped under the cover 
of a phenomenal storm that swept across the lubiri  (Gwyn 1977: 38).  He went into exile 
in Britain, where he stayed until his death in 1969. 
 Following the attack, Obote replaced Uganda’s independence constitution of 1962 
with an interim and short-lived constitution in 1966, which he later replaced with the 
republican constitution of 1967.  His progression from the 1962 constitution to the 1967 
constitution was a movement towards very highly centralized and concentrated powers of 
the central government (Gingyera-Pinycwa 1978: 77).  This is why in 1966, among other 
things, he abrogated the federal status of Buganda and other kingdoms, yet in 1967 his 
new republican constitution formally eliminated the special status of Buganda and other 
kingdoms (Gwyn 1977: xii; Richards 1982: 48), which decisively terminated the 
institution of the Kabaka’s royal musicians of Buganda. 
 

 

                                                 
3Though British rule was official ly declared over Uganda in 1894, it stretched from 1890 to 1962 (Low 
1971: 1). 
 
4Throughout the Agreement, the term "Uganda" applied only to the Buganda kingdom because originally 
the term had been used as the Swahili expression for the land of the Baganda.  The British rulers then 
adapted it in referral to the entire protectorate as they stretched their rule from Buganda to the rest of 
present-day Uganda.  As a result, the land of the Baganda retained its Luganda form Buganda. 
 
5http://www.geocities.com/namirembediocese/MutesaII.html 



 

 5 
 
 

 

Plate 0.1: A photograph of Kabaka Muteesa II 

Source: David E. Apter, The Political Kingdom in Uganda: A Study in Bureaucratic 
Nationalism (1961). 
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Theoretical Framework and Significance of the Study 
 

According to Gerhard Kubik, the cohesive power exerted by centralized political 
organizations, which strongly influenced the course of African music history during the 
second millennium, caused royal courts in many areas of the interlacustrine kingdoms to 
function like musical sponges that absorbed musical innovations from the exterior of their 
walls (Kubik 2002: 311).6  Kubik’s sponge metaphor is apt.  However, he does not 
mention that the courts in return diffused musical innovations across the areas from 
which they absorbed musical innovations, which makes it not entirely appropriate.  In 
other words, Kubik does not take the metaphor far enough.  Moreover, he does not 
whatsoever support it with convincing examples even though the examples exist.  In 
applying the metaphor to Buganda and its lubiri , Kubik mentions that the kingdom had a 
centralized organization that was indigenous enough to draw largely on local resources.  
Hence, its lubiri  absorbed structural or stylistic traits (such as tunings and methods of 
contrapuntal interlocking) from the music of its surrounding villages and kingdoms such 
as Busoga (Kubik 2002: 311-312).  He does not demonstrate how the lubiri in return 
diffused musical innovations across these areas. 

This thesis however takes the sponge metaphor as an apt description of the 
process by which Buganda’s royal music scene and its royal musicians’ roles evolved.  It 
shows how the lubiri  functioned as a sponge that absorbed musical influences and 
innovations from outside its walls, and then exuded musical innovations of its own to 
surrounding lands, particularly within Buganda.  Though the study does not speak to 
evidence of the lubiri ’s diffusions going beyond Buganda, this does not mean that none  
were disseminated there.  It is possible that some of the musical practices taken by 
migrants from Buganda to other areas of the interlacustrine kingdoms such as 
Sukumaland of Tanzania (around the seventeenth-century) emanated from the lubiri  
(Gunderson 1999).  The thesis nevertheless identifies several influences and innovations 
that were absorbed by the lubiri  from beyond Buganda.  Many of the absorbed and 
disseminated influences and innovations defined the royal musicians’ role.  The 
musicians’ movement back and forth between the lubiri  and its exterior provided fresh 
material for songs, news of the outside world of the lubiri , fresh sounds, instruments, and 
technologies, all of which impacted and enriched their role within the lubiri .  Moreover, 
there were influences that defined the royal musicians’ role, especially during the late 
nineteenth and twentieth centuries, that were not musical per se but part of Buganda’s 
rich historical tapestry.  These included the slave trade, missionization, and the colonial 
encounter. 

Ray’s (Ray 1991: 8 and 105-107) mention that the Kabaka was Buganda’s 
supreme symbol of order and meaning, political and symbolic center of the state, and 
source of justice and order suggests that the sponge-like function of the lubiri  depended 
on his position.  Apter strengthens this notion further in his assertion that authority in 
Buganda emanated from the position of the king, who based his role upon the ideas and 
practices of power itself (1961: 21).  The Kabaka was therefore the apex of Buganda’s 
monarchical hierarchy.  According to Dumont, “hierarchy is not, essentially, a chain of 

                                                 
6Located in the center of the Great Lakes region (an area made up of several East African lakes including 
Lake Victoria), the interlacustrine region is mainly occupied by Bantu-speaking tribes or people. 
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superimposed commands, nor even a chain of beings of decreasing dignity, nor yet a 
taxonomic tree, but a relation that can succinctly be called ‘the encompassing of the 
contrary’ ” (Dumont 1980: 239).  Dumont’s definition of hierarchy is applicable to the 
relationship of the Kabaka to his royal musicians.  Though this thesis holds inadequate 
evidence to support ways in which the royal musicians stood in contrary to the Kabaka, it 
attests to the Kabaka’s encompassment of every being within Buganda, including his 
musicians.  In other words, the Kabaka represented the very identity of Buganda. The 
songs performed by his royal musicians articulated this identity.  In fact, all songs 
composed and performed by Muteesa II’s royal musicians, in one way or another, were 
relevant to the Kabaka.  The relationship of the Kabaka to his royal musicians is 
underlined further by the expression “Kabaka’s royal musicians,” which largely reflects 
the belief by Muteesa II’s former royal musicians that their career as royal musicians 
centered around the Kabaka.  
 Furthermore, Dumont’s definition of hierarchy is relevant to the delineation of the 
hierarchical relationships among the royal musicians themselves, particularly the 
relationships between the different musician-types, musician-categories and -labels, and 
ensembles.  Dumont expounds on his “encompassing of the contrary” concept by 
describing it as the relationship “between a whole (or set) and an element of this whole 
(or set).”  He states further, “the element belongs to the set and is in this sense 
consubstantial or identical with it; at the same time, the element is distinct from the set or 
stands in opposition to it” (Dumont 1980: 240).  An instance of the above in this thesis, 
discussed further in Chapter 2, is that of the commoners outside the lubiri  having referred 
to all royal musicians as Abagoma ba Kabaka, “The King’s Drummers.”  This label 
encompassed musicians known as abagoma, who – within the lubiri  – were drummers 
who played drums with only eminyolo or drum sticks.  It also encompassed several 
ensembles such as abadongo, into which musicians who played drums with their fingers 
or palms fell.  Hence, Abagoma ba Kabaka encompassed abagoma and abadongo.  
Important to note is that Muteesa II’s royal musicians were differentiated by both rank 
and culturally defined and hierarchically related roles. 
 

Survey of Literature 

I base this research on musicological and ethnomusicological literature, writings 
on Kiganda and Ugandan music and musicians, and Ugandan mission documents.  The 
following musicological works have inspired my pursuit of this study: Andrew Ashbee 
and David Lasocki’s 1998 biography of all the musicians and instrument makers who 
were employed by the English court from the beginning of the reign of Henry VII in 1485 
to the end of the reign of Queen Anne in 1714, Ashbee’s 1992 sixth volume of Records of 
English Court Music, as well as Robert M. Isherwood’s 1973 Music in the Service of the 
King: France in the Seventeenth Century.  These works are significant because they deal 
specifically with different royal music scenes in Western Europe. 

Ashbee’s sixth volume of Records of English Court Music depicts the court music 
establishment of Queen Elizabeth I (1558-1603); it documents a miscellany of items, 
including wardrobe accounts from the Lord Chamberlain’s papers, docquet books from 
the signet and privy seal offices, patents, new year’s gifts, lay subsidy rolls, as well as 
lists of court musicians.  Isherwood chronicles music history from the standpoint of 
essential political, social, religious, and artistic functions of musical productions in the 
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age of royal absolutism.  He discusses the music and the monarchy before the reign of 
Louis XIV and during the youth of Louis XIV. 

Because this study makes use of ethnomusicological literature, and because it 
includes discussions of style, Blum’s definition of style as the system(s) that 
coordinate(s) the actions of human beings as they perform and respond to music is 
relevant (Blum 1992: 194).  Both Behágue (1982: 12) and Blum (1992: 194) add that 
stylistic analysis that is “ethnomusicological” in the strongest sense of the term includes 
interpretive analysis of ethnohistorical and ethnographic data involving the music-making 
process.  Further, because the current study illuminates the learning process of Muteesa 
II’s royal musicians, Herndon and McLeod’s views are applicable, that learning not only 
involves how performers and creators learn their respective crafts, but also how hearers 
learn.  The authors add that learning can be formal or informal, obligatory or voluntary, 
aural or non-aural (Herndon and McLeod1981: 50). 

Utilized writings on Kiganda and Ugandan music and musicians include Margaret 
Trowell and Klaus P. Wachsmann’s 1953 work Tribal Crafts of Uganda.  This was 
intended by the author to be a rough triangulation that could serve for more detailed work 
on sound instruments later on.  Although the author excluded musical examples, the 
study provides the instruments’ musical, technical, social, and historical background.  
Thus, it sheds light on several organological aspects of Kiganda royal music, which have 
been highlighted in the current study.  Another helpful resource of Kiganda music is 
Kyagambiddwa’s 1955 work African Music from the Source of the Nile, which comprises 
a compendium of Kiganda tunes, many of which were part of the royal repertoire of 
Muteesa II’s royal musicians.  Kyagambiddwa’s research has served as a primary source.   

Another work of relevance to this study is Lois Ann M. Anderson’s 1968 
dissertation, “The Miko Model System of Kiganda Xylophone Music.”  It centers on the 
madinda song traditions through performance within and outside Muteesa II’s lubiri .  Its 
focus on one model system has bolstered my realization that research on Kiganda music 
has tended to focus on other aspects, to the exclusion of the role and significance of the 
musicians beyond music-making.   

Other relevant studies include Anderson’s The Entenga Tuned-Drum Ensemble 
(1976); Peter Cooke’s East Africa: An Introduction (2002), Uganda (2001), and Music in 
a Uganda Court (1996); Damascus Kafumbe’s Bachelor’s paper, “The Continuity and 
Change of the Ennanga among the Baganda People of Central Uganda” (2004); Gerhard 
Kubik’s Xylophone Playing in Southern Uganda (1964); Klaus P. Wachsmann’s Musical 
Instruments in Kiganda Tradition and Their Place in the East African Scene (1971), 
Some Speculations Concerning a Drum Chime in Buganda (1965), A Study of Norms in 
the Tribal Music of Uganda (1957), Harp Songs from Uganda (1956), The 
Transplantation of Folk Music from One Social Environment to Another (1954), and An 
Approach to African Music (1936); and  Ulrich Wegner’s Grove Dictionary entry 
Evaristo Muyinda (2001). 
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Methodological Orientation 
 

My impetus to undertake this research was based in part upon my skills on several 
Kiganda musical instruments, which I learned by studying under the few surviving royal 
musicians from Muteesa II’s reign.  Through my exposure to them over time, it became 
my desire to investigate their role and significance through and beyond music-making.  
On being presented with the opportunity to conduct my thesis research, I transformed this 
vision into a reality.  During the course of my fieldwork, which I carried out in Buganda 
during the summer of 2005, I conducted extensive interviews with four surviving royal 
musicians from Muteesa II’s reign.  All interviews were conducted in Luganda, and being 
a Muganda gave me the linguistic advantage.  The four musicians were Mr. Ssempeke 
Muwanga Albert, Mr. Deziderio Ssalongo Kiwanuka Matovu, Mr. Sserwanga Ludovic, 
and Mr. Kabwaama (see these musicians’ biographies in Appendix 1). 

 I also interviewed Mr. Kafeero Mukasa and collaborated with Mr. Magoba 
Waalabyeki, who are not musicians per se but have acquired knowledge pertaining to 
Kiganda royal music via the oral tradition.  Lois Ann Anderson, an ethnomusicologist 
who conducted fieldwork in Muteesa II’s lubiri  and its exterior from 1964 to 1966, also 
served as a consultant.  In filling the gaps left by the inadequate written sources on the 
role and significance of the Kabaka’s royal musicians before Muteesa II’s reign, I have 
used extensively both Kafeero’s and Magoba’s knowledge of oral tradition.  Nonetheless, 
I take into consideration that any pre-colonial history, whether oral or documented, needs 
to be carefully examined.  

Being aware of the scholarly necessity to validate the information of my 
interviewees, I coupled ethnographic fieldwork with archival and library research in 
public libraries and archives in Kampala, Uganda.  These included the East African 
Library at Makerere University, Kyambongo University Library, Makerere University 
Main Library, Uganda Museum, and the Uganda Society Library.  Here I identified 
material relevant to the study and found iconographical and organological support of the 
information of my interviewees.  Archival and library research also presented me with the 
opportunity to derive hypotheses and theories that shaped my interview questions (see 
Appendix 2) during the course of the fieldwork. 

This study scrutinizes oral traditions as an historical methodology.  Vansina, who 
has suggested ways to derive historical evidence from oral sources, defines oral traditions 
as verbal messages, which are reported statements from the past beyond the present 
generation (Vansina 1985: 27).7  A great deal of Africa abounds in oral traditions because 
much of its history is not documented.  Oral traditions being primary repositories of 
Africa’s history, they should hence be considered seriously, though – as Vansina has 
implied – with rational skepticism.  Nevertheless, their veracity should not be based on 
solely historical evidence.  Oral traditions exhibit accuracy in terms of what they reveal 
about their respective cultures.  Moreover, history is inseparable from myth.  “History 
identifies with myth and myth witnesses to an invented history on the supposition that 
historical narratives can duplicate (or, by the way, negate) a mythical tradition” 
(Mudimbe 1991: 82).  My intention in this study therefore is not to assess the veracity of 
the oral traditions utilized based on historical evidence.  I rather illuminate what these 

                                                 
7These messages are spoken, sung, or called out on musical instruments only. 
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oral traditions reveal about the role and significance of the Kabaka’s royal musicians in 
general, focusing on those of Muteesa II.  

One of Buganda’s best sources of oral history is the royal genealogy.8  Kiwanuka 
argues that genealogies can be notoriously unreliable, susceptible to manipulation in 
order to validate political claims.  In Buganda, however, the royal genealogy is more 
trustworthy than most, because the kingdom had a long-enduring monarchic system of 
succession, the genealogy of which was not the monopoly of one clan or interest 
(Kiwanuka 1972: 271).  Wrigley has also mentioned that Vansina’s precept for oral 
traditionalists to collect several versions would be difficult to apply to Buganda because 
of its having had a centralized tradition (Wrigley 1996: 7).  According to Ray, “the 
Baganda fashioned their origin traditions on a ritual model, which became the true 
foundation of the kingship. The founding traditions were but historical metaphors of 
ritual realities” (Ray 1991: 19). 

 
Organization of Thesis 

 
The introduction outlines the purpose, background, theoretical framework, 

significance, and methodological orientation of the thesis.  It discusses the available 
li terature, as well as the thesis organization.  Chapter 1, “The Role and Significance of 
the Kabaka’s Royal Musicians before Muteesa II’s Reign,” is a brief survey that provides 
the necessary backdrop for appreciating changes that occur in the role and significance of 
royal musicians under Muteesa II.  Chapter 2, “The Kabaka’s Royal Musicians of 
Muteesa II’s Reign,” defines and elaborates in more detail the expression “Kabaka’s 
royal musicians.”  This chapter explores the musicians’ learning and training procedures, 
appointments and qualifications, privileges and remunerations, musician-types, musician-
categories and -labels, and ensembles.  Chapter 3, “The Political and Social Role of 
Muteesa II’s Royal Musicians,” discusses ways in which Muteesa II’s royal musicians 
influenced policy and magnified the institution of the Kabaka inside and outside the 
lubiri .  The musicians’ social role is seen mainly through their impact on change inside 
and outside the lubiri .  Chapter 4, “Songs Performed by Muteesa II’s Royal Musicians,” 
translates and interprets songs performed by the royal musicians of Muteesa II.  By 
looking at the songs themselves we see the greatest evidence of Kubik’s musical sponge 
metaphor at work. 
 

 

 

 

 

                                                 
8According to Kiwanuka (1972: 2), this subject has been addressed in great detail by primary sources such 
as Kaggwa (1900, 1905, and 1949), J. Roscoe’s (1911), M.B. Nsimbi (1959), J. G. K. Gomotoka (1940), 
and R. Oliver (1959).   
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CHAPTER 1 

 
THE ROLE AND SIGNIFICANCE OF THE KABAKA’S ROYAL MUSICIANS  

 
BEFORE MUTEESA II’S REIGN  

 
Introduction  

 
Meanwhile Mackay had returned to the mission house, and he and I went together 
to pay our respects to the Kabaka.  The king had now built another temporary 
enclosure on the slope of Nabulagala Hill, and quite close to Mutesa’s old palace.  
When we reached the entrance, we found ourselves among the turbid swaying 
crowd, and our ears were deafened with the din which a motley band of musicians 
were making.  Kettle-drums and hand-drums were rolling, horns braying, flutes 
screaming, and the “madinda” (a kind of dulcimer played by striking with sticks 
pieces of wood arranged in a scale) gave out a not unmusical accompaniment, 
while blind minstrels twanged always on their banjos, the whole making a most 
discordant harmony.  It is the custom to put out the eyes of the court performers, 
as it is supposed that they will thus become more proficient in their art.  There is, 
however, some accusation preferred against them, possibly true, but if not, no 
great matter: plenty of false witness can soon be found to present the Crown.  I 
have never heard any arbitrary act of cruelty being performed in Buganda without 
some show of justice, even if it were only of the Star Chamber type.  Through all 
the noise of the other instruments we could hear the booming of the king’s great 
drums.  We made our way through an enormous crowd, till we came to the small 
house where the reception was being held (Ashe 1970: 160).1 

 
The purposes of this chapter are to show how the role and significance of Muteesa 

II’s royal musicians were rooted in preceding reigns and to demonstrate ways in which 
these musicians differed from those of the past.  The earliest references to this topic come 
from the mid-1800s, when written documents pertaining to Kiganda royal music first 
appeared.  During this time and the years prior, Buganda became one of the most 
powerful kingdoms in the Bantu interlacustrine region.  Pirouet (1995: 7) has cited 
several reasons why this was so.  Among these were (1) its large population, (2) an 
efficient administration as an independent entity centrally organized under the Kabaka, 
and (3) its strategic location around the northwestern part of Lake Victoria, which made it 
an attractive beneficiary of Swahili trading initiatives.  During the mid-1800s Arab, 

                                                 
1Extracted from the second edition of Ashe’s Chronicles of Uganda, 1970.  The first edition of this 
publication came out in 1885, a few years after these events had occurred.  Here the author sheds light on 
the royal music scene in Ssekabaka Muteesa I’s lubiri  (the thirtieth Kabaka, 1856-1884). 
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Muslim, and Swahili traders introduced the slave trade to Buganda.  These were 
followed, respectively, by explorers, Christian missionaries, and later the British rulers 
during the second half of the century.  The effects of some of these influences on 
Buganda’s royal music are addressed in this chapter.  

 
The Role and Significance of the Kabaka’s Royal Musicians 

before Muteesa II’s Reign 
 

Since the mid-nineteenth century, when written documents pertaining to Kiganda 
royal music first appeared, some royals themselves were among the Kabaka’s royal 
musicians.  Some kings of Buganda, their officials, and other royals close to them were 
actively involved in making music.  Ssekabaka Muteesa I (the thirtieth Kabaka, 1856-
1884), for example, occasionally played the flute, his lubiri officials played drums and 
harps, and the queen sang with councilors (Speke 1996: 298-299, 303-304, 310, 357).2  It 
would seem that royals played music principally for their own diversion. 

However, when I refer to royal musicians, I generally refer to musicians in the 
service of the Kabaka.  For them, music was a duty that served several purposes.  In 
addition to entertaining the Kabaka, his officials, and other royals such as the queen-
mother (Speke 1996: 295, 347; Moorehead 1971: 68), Muteesa I’s royal musicians 
entertained explorers and missionaries who visited Buganda and the lubiri  during the 
mid-nineteenth century (see Plates 1.1 and 1.2; Speke 1996: 283-284; Padwick 1920: 60).  
Therefore, the music of the Kabaka’s royal musicians of this time was, among other 
things, a source of entertainment within the lubiri .  
 Plate 1.2 depicts six musicians, each playing a musical instrument or two.  Beside 
and in front of the musician in the center, who is playing a drum that closely resembles 
some of the drums known as Eng’ng’oma ez’emibala (praise drums) of the Kabaka or 
one of the Mujaguzo (Royal Drums of Kingship), are two musicians each playing a pair 
of small drums.  Each of the small drums in the two pairs resembles the namunjoloba or  
nankasa drum of the Baakisimba set or ensemble.  Anderson states that they also 
resemble enjongo, the pair of drums that was found with the xylophone ensemble, though 
unlike the enjongo, the drums depicted here are not permanently coupled (Anderson 
1968: 54).  On the central drummer’s right hand side is a musician playing an instrument 
that closely resembles the ndere (flute), and another one playing an instrument that 
resembles the nnanga (Kiganda bow-harp).  On the central drummer’s left is a musician 
playing an instrument similar to the kondeere [pl. makondeere] (side-blown trumpet[s]), 
and another one playing an instrument that looks like either the madinda (twelve-keyed 
xylophone) or akadinda (twenty-two keyed xylophone), although the xylophone depicted 
has eleven keys. 
 

                                                 
2This information has been cited from the second edition of Speke’s Journal of the Discovery of the Source 
of the Nile, 1996).  The first edition of this publication came out in 1863, a few years after the events that it 
reported had occurred.  John Hanning Speke, whose intention was to discover the source of the Nile, was 
the first explorer to visit Buganda.  He arrived there in 1862. 



 

 13 
 
 

 

Plate 1.1:  Speke and Grant being received in Muteesa I’s lubiri  
 

Source: John Hanning Speke, Journal of the Discovery of the Source of the Nile  
(1863). 
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Plate 1.2:  Muteesa I’s musicians entertaining Speke and Grant  
 

Source: John Hanning Speke, Journal of the Discovery of the Source of the Nile 
(1863). 
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Another role of the royal musicians was to play music to receive or welcome 
visitors from beyond the lubiri , a claim supported by Padwick’s quotation below: 

 
The path dipped down into the valley and passed up again on the other side.  And 
now for the first time Mackay walked up the wide street leading to the palace.  A 
royal musician marched before him beating a drum and crying plaintively, ‘Ya-a-
a-a’! (Padwick 1920:  64).  
 

Though possibly fabricated, the account above still provides insights into the role and 
significance the Kabaka’s royal musicians of the late nineteenth century; these performed 
some duties outside the lubiri walls.  During this time white people visited Buganda, 
many of whom were received with honor by the natives.  From Padwick’s description we 
can conclude that royal musicians performed music to welcome visitors to Buganda and 
escort them to its lubiri . 

Besides being entertainers and official greeters, Muteesa I’s musicians 
participated in rituals and ceremonies conducted both within and outside the lubiri :3 

 
The proceedings began by a display of native dancing, as already described, 
accompanied by a Musoga [a person from Busoga] minstrel on the “Nanga,” a 
kind of banjo.  When there was a lull in the music, I thought that it would be a 
good opportunity to present my letter, which I produced, and the king’s eye fell 
upon it (Ashe 1970: 68). 
 

The episode above demonstrates the extent to which music in Buganda was part of the 
rituals of Muteesa I’s reign.  We also learn that in Buganda’s lubiri  there were musicians 
from Busoga, its neighboring kingdom to the East.  Their presence in the Kabaka’s lubiri 
is a fitting instance of how the lubiri  absorbed musical influences from neighboring 
land(s).  As the Kiganda tradition tells us, these Basoga musicians brought musical 
instruments like the ndongo (bow-lyre). 
 In Muteesa I’s lubiri  royal musicians also played music to facilitate various 
religious celebrations and rituals, including Christmas Eve and Christmas celebrations 
(Padwick 1920: 78): 
 

On the Christmas Eve, before the dawn, Mackay heard the noise of a great mob 
with African Music.  He stood at the door of his hut, and through the grey 
morning mist there floated up the booming of drums, the sound of horns and reed-
riffles, with the shriller cries of women.  (Padwick 1920: 78). 
 
Only a few chiefs were admitted to the palace that Christmas, but all the medicine 
men and witches came to court, and all day long there was dancing and chanting 
of wizard songs, while native beer was passed around till every man in the great 
hall was dead drunk.  Only Mtesa sat almost silent trying to quiet his bad 
conscience by gazing at the strange rhythmic movements of dance. (Padwick 
1920: 79). 

                                                 
3Their music even facilitated executions of criminals (Speke 1996: 350) and parliament meetings (Ashe 
1970: 56). 
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 From the episodes above we can conclude that Christmas Eve and Christmas 
celebrations in Muteesa I’s lubiri  were associated with indigenous music and rituals.  The 
second report also signifies that musical performance in Muteesa I’s lubiri  was associated 
with dance and that sometimes protocol dictated that persons be admitted to the lubiri  
according to their particular tasks. 

Also during the two reigns of Ssekabaka Mwanga II (the thirty-fi rst Kabaka, 
1884-1888 and 1889-1897) royal musicians, specifically drummers, played drums to 
summon people within the lubiri  for prayers (Baskerville and Pilkington 1896: 12) and to 
announce the time for the beginning of prayer services (Ashe 1897: 344):  

 
But the loud rhythmical beat of the great drum calling us to prayers, heard for 
some four or five miles round, disturbs our reverie; and we return to the church as 
the classes break up and gather in the front while one of the native readers or 
deacons gives out a hymn; then the Apostles Creed recited as by men who believe 
it.  Then the prayers, some from the Prayer-book, some extempore.  (Baskerville 
and Pilkington 1896: 12). 
 

Here, missionaries George K. Baskerville and George L. Pilkington report what they saw 
in Mwanga’s lubiri  during the late 1800s.4  Their assertions highlight the royal 
musicians’ role in the regulation of Christian affairs of the time.  Telling from their 
contextual use of the word “reverie,” we can surmise that their attitude towards the royal 
musicians’ music was negative.  Nevertheless, their introduction of Christianity 
influenced the royal musicians to use indigenous music in Christian practices or church 
liturgy, thus expanding the musicians’ role. 
 

Mwanga and his suite waited in the vestry at the south side, until the beating of 
the church drum announced the time for the beginning of the service.  The tattoo 
for the prayer drum in Uganda is the ordinary Unyamwezi caravan drum-beat, 
probably introduced from Usambiro, the Church Missionary station in 
Unyamwezi (Padwick 1897: 344). 
 

Mackay’s report above signifies that the Baganda shared several musical traits with their 
neighbors within the interlacustrine region, including the Unyamwezi of Tanzania.5  
These musical traits included drum-beats, which were often based on verbal texts of 
praise.  This is also another example of the lubiri  having absorbed musical influences 
from neighboring lands.  In this particular case we see how the missionaries facilitated 
the influx of musical influences from other lands where they had set up churches. 

Another role of the royal musicians pertained to battle, specifically the 
summoning of troops for impending conflict or announcing through talking drums the 
                                                 
4Note that Mwanga was a great persecutor of Christian converts to the extent that on his order, in June 
1886, thirty-two converts were burnt alive on a single pyre on a single day.  Many of them courted arrest 
and went to their funeral pyres singing hymns as they died (Low 1971: 27-28).  These became the 
Uganda’s  martyrs (Wright 1971: 19). 
  
5And the Sukuma, also of Tanzania (Gunderson 2006*) 
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status of negotiations.  Royal musicians were assigned specific duties along these lines 
during the 1888 revolution and the 1891 and 1892 battles that confronted Buganda (Ashe 
1970: 63, 224, 132).  Mwanga II himself beat his great war drums in 1891 (Ashe 1970: 
171): 

The question was argued hotly, but the English chiefs stood firm, and it was 
finally agreed that the status quo should continue until the treaty itself expired 
two years later.  Things were thus much where they were.  Nightly war-drums 
were beaten, and daily excited crowds of either faction would collect armed for 
battle.  The strain for all concerned was becoming intolerable (Ashe 1970: 163). 
 
Saturday, the 23rd, was an anxious day.  Reports of all kinds were rife, but that 
evening a letter reached Kampala Fort, saying that the French faction gave up the 
idea of making their threatened attack; but almost simultaneously the war drums 
boomed out their call to gather for the battle-“Gwanga! gwanga! muje ju Junju! 
(“Nation! nation! come for Junju!”), a dismal comment upon the peaceable tone 
of the letter (Ashe 1970: 224). 
 
Early on March 30th news came that the king was rapidly journeying towards 
Mengo, and then was heard a sound that had not echoed in Uganda for sixty-one 
days.  The great drums boomed out the king’s beat without ceasing from morning 
till night, that note which told that there was once more a king in Uganda (Ashe 
1970: 132). 
 

The reports above demonstrate that war-drummers not only played to excite battle crowds 
but also to call upon them.  In the third episode, it is apparent that drummers played to 
recognize the return of the Kabaka following a long time of his being away. 

The advent of missionary work in Buganda was followed by that of British rule.  
According to Cooke, with the era of British rule came the introduction of western brass 
instruments; these influenced the Kabaka of Uganda to establish a military band for his 
private army.  Native recruits or bandsmen learned skills on these European band 
instruments from the British, the band played European tunes, and the musicians used 
these western instruments to compose and arrange indigenous melodies for their bands 
(Cooke 2002: 603).  Cooke’s report shows how the outside influences of European band 
instruments and music impacted and enriched the royal musicians’ role, thus representing 
an instance of the musicians having adopted non-indigenous traditions such as musical 
instruments for use in the Kabaka’s service (in shows or parades).  Cooke does not 
specify during which Kabaka’s reign these influences of band instruments were 
introduced.  Ashe, however, alludes to this, as well: 

 
Suddenly there pealed out a long rolling tattoo from the deep-toned royal drums, 
accompanied by a loud blare of trumpets, which had been a present from England 
to Mutesa.  The music was what might be expected from the tuning up of such 
instruments preliminary to the production of some melody or air; but possibly the 
musicians may have been playing a composition of Wagner’s which my ear was 
not well enough trained to recognize (Ashe 1970: 56).  
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This excerpt reveals that Muteesa I received a present of trumpets from England 
and suggests the presence of European influences in Buganda’s lubiri as early as Muteesa 
I’s reign.  At the same time, several items of evidence could support a conclusion that 
such influences were also part of Kabaka Chwa II’s reign (the thirty-fourth Kabaka, 
1897-1939).  One of these is the accepted fact that the title “Kabaka of Uganda” – part of 
Cooke’s discussion – was first officially used after the signing of the already discussed 
Uganda Agreement of 1900.   

Research carried out in Buganda during the early twentieth century prior to 
Muteesa II’s reign reveals that many lubiri  ceremonials were intricate and used large 
numbers of drums that belonged to the Kabaka.  Each drum or group of drums was 
named and had different beats that matched its functions, and men were appointed to take 
up residence at the lubiri for the purpose of playing them.  These included the Mujaguzo 
(Royal Drums of Kingship) (Lush 1935: 9).  Lush includes the following as some of the 
reasons why royal drummers played drums in the lubiri during this time: 

 
  1. To announce the death of the Kabaka, a princess, or a son of a prince. 
  2. To end the mourning period.  
  3. To announce events. 
  4. To warn people to clear the way for the Kabaka’s wives while they  
      walked on the road, since no one was allowed to be on the road in front of  
      them.  
  5. To caution others when the Kabaka executed mischief-makers.  
  6. To proclaim the fact that the Kabaka sometimes killed and sometimes  
       acquitted people accused of wrong-doing.  
  7. To proclaim the acquittal of a person who had been slandered.  
  8. To increase the Kabaka’s vigor. 
  9. To appease the ghosts or spirits of deceased kings.  
10. To facilitate executions. 
11. To facilitate sessions of the Lukiiko (parliament). 
12. To accompany the joyful applause of the audiences before the Kabaka.  
13. To accompany hereditary court entertainers. 
14. To encourage warriors or soldiers in the army when going to war.  
15. To congratulate and welcome back the Kabaka from war expeditions. 
16. To express the Kabaka’s honor of the loyal manner in which his servants  
       risked their lives to serve him. 
17. To proclaim the fact that the Kabaka was like a rock and no one could push  
       him against his will. 
18. To awaken the Kabaka’s attendants early in the morning (Lush 1935: 9-15) 
 
The list of roles attributed to royal drummers before Muteesa II’s reign highlights 

the great importance of drums and their players in regulating significant events and 
rituals within and beyond the lubiri .  The list can be broken down into seven major roles: 
proclamational (numbers 1-7), magical (8-9), ceremonial (10-12), entertainment (13), 
military (14-16), glorification of the Kabaka (17), and regulation of the household (18).  
The proclamational role pertains to the communication of information and, more than any 
other musical instruments, reveals drums as devices that “talked” and articulated detailed 
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information understood by the kingdom, Buganda.  Because drums could be heard from 
far away, they served as Buganda’s media. 

With regard to the magical role, Lush mentions the Baganda’s belief that the 
Kabaka’s vigor often increased when he played and heard some drums (Lush 1935: 9).  
This portrays the drum and its player as able to influence the Kabaka’s governance of his 
subjects, both directly and indirectly.  According to Lush, drums set apart for the sole use 
of the Kabaka contained fetishes, some of which were examined and proved to be of 
phallic origin, and these were considered to be sacrosanct.  For instance, these drums 
were used at specific times of the day or night, and no woman was to touch a drum when 
menstruating, lest she should defile it and it should kill her (Lush 1935: 9).  This 
discussion – which also relates to the fertility of the Buganda – supports the notion of the 
drum as regalia. 

Drums strictly associated with royal persons and affairs included the Timba (a 
drum that was part of the Mujaguzo (Royal Drums of Kingship), which the Kabaka 
played at his enthronement to declare that he had become King; the playing of the 
Mujaguzo drum-battery by other royal drummers then followed.  The Mujaguzo battery 
was also played on the coronation day, when the Kabaka went off on a big expedition, at 
royal or special feasts, when the Kabaka’s son died, when the Kabaka went to confer with 
the Spirit Mukasa (God of the Lake), to accompany the Kakaba on his visits, and when 
some of the Kabaka’s relatives came on a special day to pay homage (Lush 1935: 9).  
This discussion confirms Gunderson’s assertion that a striking aspect of the precolonial 
music scene was the association of drums and drum lore with the chief (Gunderson 1999: 
56); such lore was common throughout East Africa (Kaemmer 1989: 33; Lan 1985: 227).   

 
Summary 

 
My intention in this chapter has been to describe the traditional roles of the 

Kabaka’s royal musicians prior to Muteesa II’s time, so that in the coming chapter it will 
become apparent that the role and significance of Muteesa II’s royal musicians were 
rooted in traditions of the preceding reigns.  Identified roles have included musicians 
playing music to provide entertainment, to call people for battle, to welcome visitors, and 
to facilitate prayers, rituals, and executions.  This chapter also provides a context for 
learning ways in which Muteesa II’s royal musicians differed from those of the preceding 
reigns.  As mentioned earlier, this thesis finds the sponge metaphor appropriate in 
discussing the process of how Buganda’s royal music scene and royal musicians’ roles 
evolved.  I have highlighted specific ways in which the lubiri  absorbed musical 
influences and innovations from outside its walls (both within and beyond Buganda), and 
then exuded musical innovations of its own to surrounding lands, particularly within 
Buganda.   

Cited absorptions by the lubiri  beyond Buganda include the Basoga musicians 
who introduced new musical instruments.  The lubiri  also sucked up missionaries’ 
musical influences from other lands where they had set up churches, such as Unyamwezi 
and Usukumani of Tanzania, with which Buganda shared many musical traits.  The 
substantial impact of the Christian missionaries on the royal musicians’ role in both 
Ssekabaka Muteesa I’s (the thirtieth Kabaka, 1856-1884) and Ssekabaka Mwanga II’s 
(the thirty-first Kabaka, 1884-1888 and 1889-1897) lubiri  is evident.  Following the 
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conversion of the kings to Christianity, the musicians’ duties expanded to providing 
musical accompaniment to church ritual and celebrations, which enriched and expanded 
their role. 

  Among other distant influences, we have seen how British rule, including their 
introduction of European brass instruments, influenced the Kabaka of Uganda to establish 
a military band for his private army.  Native recruits (musicians), who learned skills on 
these European band instruments (on which they played European tunes), later used these 
Western instruments to compose and arrange indigenous melodies for their bands.  In 
other words, among the influences of the military band, the musicians adopted non-
indigenous musical instruments, which they used in their own shows or parades.  This 
chapter provides the necessary backdrop for appreciating changes that occurred in the 
role and significance of royal musicians under Muteesa II. 
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CHAPTER 2 
 

THE KABAKA’S ROYAL MUSICIANS OF MUTEESA II’S REIGN 

Introduction  
 

This chapter defines the expression “Kabaka’s royal musicians,” which largely 
reflects the belief articulated in interviews with some of the former royal musicians of 
Muteesa II that their career as royal musicians centered around the Kabaka.  This is 
apparent, they claimed, from some of their titles during Muteesa II’s reign: Abakubi be 
bivuga mu lubiri lwa Kabaka (“instrumentalists in the king’s royal enclosure”), 
Bakazannyirizi ba Kabaka (“entertainers of the king”), and Abagoma ba Kabaka (“the 
king’s drummers”) (Ssempeke and Sserwanga 2005*).  Moreover, because there is no 
Luganda equivalent for the simple term “musician,” any of these titles, or others, serve to 
identify them.  Sserwanga reinforced the notion of the musicians’ career having centered 
on the Kabaka further by asserting that all songs composed and performed by Muteesa 
II’s royal musicians, in one way or another, were relevant to the Kabaka.  This is why the 
royal musicians commanded respect both within and outside the lubiri  (Ssempeke 
2005*).  The aforementioned is a fitting example of Kabaka’s encompassment of the 
entire kingdom, including the royal musicians.  This chapter describes also the 
hierarchical relationships between the different musician-types, musician-categories and  
-labels, and ensembles.   

Musicians recruited to the position of royal musician were predominantly 
commoners (abakopi), who came from humble backgrounds.  Such musicians considered 
it an honor to offer their talents to serve the Kabaka, which in return amplified the 
Kabaka’s honor.  Reference to these musicians as “royal” has nothing to do with their 
coming from a royal lineage.  It simply reflects their status as musicians of the Kabaka, in 
whose service they played central roles in the royal affairs of Buganda. 

 
The Musicians’ Privileges and Remuneration 

 
Musicians agreed that it was customary for Muteesa II’s royal musicians to be 

well fed (Ssempeke and Sserwanga 2005*).  Nevertheless, according to Anderson they 
brought their own food for their monthly duties in the lubiri  (Anderson 2005*1).  
Furthermore, it was customary for Muteesa II’s royal musicians to receive and wear 
uniforms and have their musical instruments serviced and maintained at the Kabaka’s 
discretion (Deziderio 2005*).  Other duty-related benefits included their exemption from 
paying obusuulu (land tax), exemption from doing community work (such as constructing 
roads), and receipt of pieces of land at the Kabaka’s will (Deziderio, Ssempeke, and 
Sserwanga 2005*).  Not all musicians received these benefits, however.  Muteesa II’s 
royal musicians were unevenly remunerated.  Remuneration was distributed according to 
rank and significance.  Some musicians mentioned that they did not receive any salaries 
at all but voluntarily served or worked for the good of their Kabaka and kingdom 
(Ssempeke and Sserwanga 2005*); others acknowledged that they were paid salaries for 
                                                 
1Lois Ann Anderson is an ethnomusicologist who conducted fieldwork in Muteesa II’s lubiri  and its 
exterior from 1964 to 1966.   
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their service (Deziderio 2005*).  Anderson (1968: 62) has also pointed out that between 
1964 and 1966 there were six salaried players in each Entamiivu ensemble  (comprising a 
twelve-keyed wooded xylophone played together with a battery of six drums), and that 
these musicians complained several times that the ensemble required seven musicians, 
but due to an oversight salaries were available only for six performers.  Furthermore, only 
four instead of six abalere (flute players) were salaried (Anderson 2005*).  Some 
musicians with families, who reported receiving no salaries at all, maintained that they 
sustained their families through agriculture and other side-jobs (Ssempeke and Sserwanga 
2005*).   

This indicates that the job of being Muteesa II’s royal musician was part-time for 
some and full time for others, like abasiige.  According to Anderson, abasiige were boys 
or girls who were sent to the lubiri  to serve chiefs.  Kafeero adds that the term abasiige 
referred to persons (in this case musicians) who were submitted by their clans (ebika 
[sing. ekika]) 2 and families to serve in the lubiri  for almost the rest of their lives, both as 
a custom and at the Kabaka’s request.  In the latter case, the Kabaka identified and 
appointed the musicians as he traveled across and the kingdom (Kafeero 2005*).  Thus, 
many of these musicians moved back and forth between the lubiri  and its exterior, 
absorbing fresh material for songs, news of the outside world of the lubiri , fresh sounds, 
instruments, and technologies, all of which impacted and enriched their role within the 
lubiri .  

 
The Musicians’ Training and Recruitment 

 
Training and recruitment of Muteesa II’s royal musicians were inseparable.  

Musicians agreed that they acquired initial inspiration and musical training from close 
relatives and friends who were, in most cases, royal musicians during Muteesa II’s reign 
or the preceding one.  In fact, boys often resided with and served elderly royal musicians 
in the lubiri , in cases in which the elderly musicians were parents or immediate relatives 
of the boys.  

Deziderio, a musician who claimed to have been inspired by both his uncle, 
Matyansi Kibirige Bazibumbira, and his father  (both tube-fiddle players), mentioned that 
his father constantly told him never to stop playing the tube-fiddle, since this was a 
profession that had been passed down from the musician’s grandfather.  As a result of 
this, by age nine Deziderio had decided that he would be a mudingidi (tube-fiddle player) 
for the rest of his life.  As with many of his colleagues, his experience of playing at 
weddings by age twelve served as solid ground for his career development (Deziderio 
2005*). 

 Kabwaama, a musician who claimed to have been inspired by his father Kayondo 
(who was a royal musician of Ssekabaka Chwa and his son Muteesa II), stated that he 
started out by playing the ndingidi at age nine.  Later on, however, he became skilled on 
other musical instruments through establishing friendly relationships with elderly royal 
musicians of Muteesa II, whom he visited regularly in the lubiri  (Kabwaama 2005*).  
Ssempeke and his younger brother Sserwanga claimed that listening to Kiganda 
indigenous music played on gramophone records initially inspired them to start playing 
the ndere (flute) around the 1930s.  The Kiganda indigenous music records were played 
                                                 
2Clans are common all over the Bantu interlacustrine region. 
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by a gentleman called Dawuda.  Mr. Dawuda, who stopped by house after house in the 
musicians’ home village every Sunday, played the records for an affordable price.  From 
listening to these records the two musicians’ passion for flute music grew, eventually 
leading them to imitate and sing several tunes, including their first flute-piece, Baamutta 
alabye (“They killed him, sorry for him”).  A problem was that the two musicians did not 
own any flute, which compelled them to explore their creativity in order to come up with 
a possible substitute on which they could play the flute pieces they were learning to sing.  
Unfortunately, their innovation had shortcomings, some of which are pointed out in 
Ssempeke’s narration below (Ssempeke 2005*).  One problem was that they used papaya 
leaf-stems instead of the biwuuwa (phragmites reed) which conventionally defined the 
true Kiganda flute.  The two musicians’ promising talent led several of their village 
elders to remunerate them whenever they played, and before long this won them the 
possession of one real Kiganda flute, as narrated by Ssempeke:  

  
As we were there, a visitor came to see our father.  Then I challenged him, and 
told him, “Sir, do you want to listen to the flute?”  Then he asked me, ‘”Do you 
know?”  Then I told him that we are learning.  Then he said that, “Play for me.”  
We pulled out our papaya leaf-stems – what you cut yesterday would be dead the 
following day, thus, cutting another one – and we played for him that song, 
Bamutta alabye, until when he, Bikya, said that, “You wait. . .,” as he gave us 20 
cents, “I will bring you a real flute of phragmites reed,” which he didn’t take long 
to do; he brought us one flute.  As we were there, at the back of our father’s plot, 
there came a new resident.  Like you know young children, the way they give 
themselves to a new person in an area, I then saw that he had planted a plant used 
to make flutes at the border of his and our plots.  I went and asked him, “Sir, are 
you a flutist?”  He said, “Yes.”  Then I said, “Even us we are learning; give us 
some and we play some.”  He said, “There it is.”  He then saw that I had played 
something on it.  So he said, “Always feel free to come here, so that I give you 
some more, me I am a Kabaka Muteesa’s flutist.”  That is to say, he came in 
1930, and that’s around when we started playing those flutes together with my 
brother, my younger brother Ludovic Sserwanga.  So, we befriended him so 
much; he used to make mud, and we used to help him put it where he could easily 
get it while constructing his house.  So he said, “I will bring you another flute.”  
He brought us another flute . . . (Ssempeke 2005*).  

     
The passage above demonstrates how the lubiri ’s exterior was a source of 

material that impacted the royal musicians’ career within.  Evidence to support this is 
Ssempeke’s mention that he and the brother interacted with a royal musician who 
possessed a plantation with plants that were used as raw material for constructing flutes.  
One could argue that this musician’s plantation was one of those that supplied raw 
material to be used in the manufacturing of flutes, which were used later to make music 
in the lubiri .  It is apparent also that the two brothers’ interaction with the royal musician 
impacted their career.  In other words, the royal musicians’ movement back and forth 
between the lubiri  and beyond its walls not only supplied the lubiri  with fresh material; it 
also impacted the lubiri ’s exterior.   
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Speaking of musicians having been inspired and trained by close relatives and 
friends, Ssempeke added that before long he and his brother met Matyansi Kibirige, a 
mulere (flutist) in Muteesa II’s lubiri .  Kibirige taught them more flute songs, which were 
easy for them to grasp, because they were already familiar with some of the tunes they 
had listened to on the Kiganda music records played by Dawuda on the gramophone.  
Consequently, one day Kibirige took them to join and play with lubiri  musicians while 
they accompanied Muteesa II on the inspection of his counties; this was around the 1940s 
(Ssempeke 2005*).  This discussion also shows that Muteesa II’s royal musicians 
escorted him on his official visits outside the lubiri , another instance in which the 
musicians’ movement back and forth between the lubiri  and beyond its walls not only 
impacted and enriched their role but also articulated the Kabaka as the supreme being of 
Buganda. 

While sitting with Muteesa II’s royal musicians, Buganda’s katikkiro (prime 
minister), who was inspecting all the musicians, asked Ssempeke and Sserwanga if they 
knew how to play the flutes they were holding.  “Sir, we try,” they responded.  The prime 
minister then requested them to play him the piece Abajja Balagana Enkonge, but 
because the title of the song was new to them, they asked Kibirige what song the prime 
minister was asking them to play.  Kibirige told them that the prime minister had meant 
the song Atudde mu Ntebe N’alamula Ensi ye, the same song as Abajja Balagana 
Enkonge but with a different title.  In order to give Ssempeke and Sserwanga a smooth 
start, Muteesa II’s royal musicians initially accompanied them and later let them play by 
themselves.  After a few minutes of their playing, the impressed prime minister gave 
them 100 Ugandan shillings and left.  This perpetuated their love for playing the flute 
(Ssempeke 2005*).  This occasion was followed by Kibirige’s introduction of the two 
brothers to the lubiri .  As a mentor, he also taught them the required lubiri  conduct, 
which is how they came to be flutists in Muteesa II’s lubiri .  

Such informal sponsorship and mentoring introduced many other musicians to 
Muteesa II’s lubiri , and this is how musicians were identified and acquired.  Almost 
every elder royal musician recommended someone for recruitment.  Elder musicians 
usually introduced or recommended musicians from their counties or home villages 
(Sserwanga 2005*). 

Performing groups outside the lubiri  provided an avenue of career development 
for potential musicians.  They also served as institutions in which member musicians 
were trained.  When Ssempeke turned fifteen, Byasaali Balamaze, who also played the 
ndongo (bowl-lyre) in Muteesa II’s lubiri , hired him to play the flute in the latter’s group.  
“During that time, a whole wedding was played for 10 shillings, or 15; they gave me 50 
cents, or 1 shilling” (Ssempeke 2005*).  Whenever Balamaze rested his lyre, Ssempeke 
picked it up and imitated what the former had been playing; this is how the latter learned 
to play the ndongo, as well (Ssempeke 2005*). 

Recruited musicians were predominantly male.  Under certain circumstances, 
however, a few females assumed some musicianship roles.  For instance, there were some 
private royal rituals like okwalula abalongo (the twin initiation ceremony), in which 
female royals such as princesses played drums.  Such rituals had restricted attendance, so 
that even the royal musicians were not allowed to be part of them.  Women performers in 
the lubiri were mainly dancers, though some men danced also.  Fast dances like mbaga 
were assigned to women, since they were believed to posses more flexible waists than 
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men (Ssempeke 2005*).  Another reason for women’s dancing in the lubiri  (and not 
playing musical instruments) was to compensate for the fact that in the previous 
generations they had been denied the opportunity to socialize.  They had been required to 
stay in homes and do domestic work, as their husbands went to do other jobs, which 
denied them the opportunity to learn how to play musical instruments like the men did 
(Sserwanga 2005*).   

Musicians also agreed that expertise on at least one Kiganda musical instrument 
was a primary qualification for appointment as a royal musician of Muteesa II.  A 
musician needed to have the ability to learn additional musical instruments, as well 
(Sserwanga 2005*).  Because the music of the Kabaka was to be of the highest quality, 
only the best musicians were selected for the status of royal musician.  Due to the high 
degree of skill necessary for a musician to integrate his part into the total musical fabric 
of any lubiri  ensemble, musical instruments required years to learn (Anderson 1968: 46-
45).  Musicians, however, stressed that expertise was coupled with appropriate lubiri  
conduct.  Royal musicians were required to be disciplined, polite, humble, and calm, and 
generally practice decorum that honored the Kabaka; they also had to be culturally 
informed of certain lubiri  norms such as being respectful.  Displeasing behavior or 
conduct such as theft and dishonesty in the lubiri automatically caused the offender to be 
dismissed, regardless of his level of musicianship (Sserwanga 2005*).  This affirms the 
belief that, as the supreme symbol of power, the Kabaka was entitled to the best of what 
he encompassed, including the musicians.    

The screening of prospective royal musicians was particularly easy, because elder 
royal musicians frequently took them to the lubiri to reside for a few days.  During their 
residence they were carefully observed and scrutinized by ensemble heads or chairs.  If 
an ensemble head did not like a musician, he told whomever had brought him not to bring 
him back, which was common if a prospective musician conducted himself 
inappropriately.  Heads of lubiri  ensembles or groups made the final recommendations 
for royal musicians (Sserwanga 2005*).  Anderson also states that prospective royal 
musicians were usually required to be in attendance in the lubiri from the age of about ten 
to twelve years until they became skilled players and had listened to their future 
ensembles for several years.  Once the apprentice was accepted by his group as a good 
musician, he was then formally introduced to and appointed by the Kabaka.  Following 
the appointment he was officially confirmed at a swearing-in ceremony in the Buganda 
parliament.  The musician was then required to pay a membership fee to the head of the 
particular group with which he was to be associated (Anderson 1968: 45).  The 
recruitment process for prospective royal musicians varied according to the different 
types of the royal musicians.  

It is important to note that musicians were occasionally appointed by the Kabaka 
as he traveled across the kingdom.  Such appointments took place when the Kabaka made 
contact with musicians at ceremonies, such as weddings, outside the lubiri,  where the 
musicians were hired to provide entertainment with the Kabaka’s musicians.  If a 
musician’s playing impressed the Kabaka, the latter appointed the former to be his own 
musician right away (Deziderio 2005*).  However, it is important to note also that 
musicians appointed in this manner (by the Kabaka) were often confronted with threats 
from both their social peers and elder royal musicians from the lubiri .  Their peers 
threatened them out of jealousy, while the elder royal musicians from the lubiri  saw them 
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as potential opponents.  The elder royal musicians frightened the appointed musicians by 
alluding to such horrors as “the habitual-bewitching in the lubiri ” (Deziderio 2005*).  
Though such horrors were presented before the musicians to frighten them, Deziderio 
claims that bewitching – which signifies competition within the musicians’ hierarchy – 
was actually habitual in the lubiri .  

In the lubiri  the appointment of the musicians to specific positions was 
spontaneous, too.  Deziderio was, for instance, once recommended by one of the lubiri 
officials to replace the deceased Temitewo Mukasa, who had been the Kabaka’s private 
mulanga (harpist).  According to the musician, one day the Kabaka’s royal musicians of 
abadongo ensemble (lyre, tube-fiddle, flute, rattle, and drum ensemble), of which he was 
part, went to play at a wedding outside the lubiri .  This wedding was incidentally 
attended by one of the lubiri  officials.  Following a long period of playing, the tired royal 
musicians, apart from Deziderio, gradually fell asleep.  He went on playing his tube-
fiddle as he sang, attracting the attention of everyone who was still awake, including the 
mentioned lubiri  official.  Having noticed Deziderio, the lubiri official, on his return to 
the lubiri , reported the musician’s good playing to Muteesa II, recommending him as the 
perfect replacement for Temitewo Mukasa.  Unfortunately, as this matter awaited the 
ensemble (abadongo) head’s approval before the musician would be presented to the 
Kabaka, the lubiri  was attacked by the central government in 1966.  Deziderio’s 
ensemble head was still skeptical whether the musician could handle this position, 
claiming that the elder musicians might become jealous of him and bewitch him because 
he was too young for the position.  Nevertheless, the musician had insisted that he could 
handle it, though this challenge never materialized (Deziderio 2005*).3  Around this time, 
bewitching appears to have been intense not only in Buganda but across the entire region 
of East Africa.  Gunderson, who reports bewitching between clans in nineteenth-century 
East Africa, notes that in Sukumaland (Tanzania) soldiers and war chiefs acquired war 
medicines from medical specialists in the same way composers go to get competitive 
medicines today (Gunderson 1999: 172).  The case was no different among Buganda’s 
royal musicians; they made use of medicinal specialists to compete for and maintain high 
positions, achieve excellence on their jobs, and to fight against their competitors.  This 
provides evidence of the importance of hierarchy among the musicians. 

 
Types of Musicians 

 Generally, my musician informants agreed that Muteesa II’s royal musicians 
included the following three types: (1) musicians who resided permanently in the lubiri , 
(2) musicians who resided temporarily in the lubiri  or for specific terms of duty, and (3) 
musicians who did not reside in the lubiri  at all while on duty.   

Musicians of the first group included the mulanga harpist (Ssempeke and 
Sserwanga 2005*).  The second type of musicians (those who resided in the lubiri  
temporarily or for assigned terms) was created on a rotational basis to avoid exhausting 
the permanent musicians there.  Hence, a musician of this type could serve for a term and 
                                                 
3One wonders, though, how a renowned mulanga (harpist) like Temitewo Mukasa would be replaced by a 
mere ndingidi player, especially as young and inexperienced as Deziderio was.  In addition to this, given 
the historical role of the mulanga and his musical instrument, the nnanga, it is difficult to imagine his being 
replaced by an ndingidi player. 
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be replaced by another one on his furlough, until his turn to serve came again (Kabwaama 
2005*, a tube-fiddle, lyre, xylophone, and drum player).  To these musicians, being royal 
musicians was indeed a part-time career, which allowed them to pursue other duties on 
return to their home villages.  This is another means by which musicians absorbed and 
disseminated music both inside and outside the lubiri .  Speaking of musicians in the 
second category, Anderson notes that the ntenga and akadinda musicians served for ten 
days a month, entamiivu musicians for ten days a month for a two-month term of duty,  
followed by another team that served for ten days per month for the following two 
months (Anderson 2005*).   

The musicians of the third type would not strictly qualify for the title “Kabaka’s 
royal musicians,” but because they entertained the Kabaka as he traveled across the 
kingdom to inspect its counties and attend special weddings, among other occasions, they 
were de facto his musicians.  This does not, however, imply that any person who 
entertained the Kabaka automatically became a royal musician.  It was more than simply 
entertaining the Kabaka.  Musicians who entertained the Kabaka outside the lubiri  were 
often called upon again and again.  Furthermore, they regularly interacted with and 
performed with the musicians escorting the Kabaka on his travels outside the lubiri .  In 
addition, these musicians were closely associated with and interacted with the first and 
second types of musicians.  In fact, though musicians in this group did not reside in the 
lubiri  at all while on duty, many of them visited the lubiri , interacting with and learning 
from the musicians living there.  In addition to learning music, the third type of musicians 
learned from resident musicians the appropriate conduct required of royal musicians in 
general.  All of this justifies classifying these musicians as Kabaka’s royal musicians.  On 
occasions when the Kabaka hosted big gatherings of people in the lubiri , the three types 
of musicians played together.  “I did not enter at all to sleep there but I was among them 
whenever we were outside the palace.  But we were together, though I did not reside 
there” (Kabwaama 2005*). 

 
Categories and Labels of Musicians 

 
 All royal musicians were collectively referred to as Abagoma ba Kabaka, “The 
King’s Drummers,” particularly by commoners outside the lubiri  (Ssempeke and 
Sserwanga 2005*).  Reference to all of Muteesa II’s royal musicians as abagoma4 did not 
mean that they were all drummers.  It signifies the notion among all royal musicians 
(inside the lubiri ) that they were all governed by abagoma.  This label referred to one  
specific category of royal musicians: all drummers that played drums with only eminyolo 
or drum sticks (not with their fingers or palms), e.g., the Mujaguzo drums of Kingship.  
Musicians who played drums with their fingers or palms fell into another category, 
abadongo, which, as mentioned in the Introduction, literally means “lyre players.”  In 
fact, this group also comprised all players of lyres, tube-fiddles, flutes, rattles, and 

                                                 
4Abagoma is derived from the term ng’oma, the Kiganda translation for “drum.”  However, the term 
ng’oma is used in different contexts all over East Africa.  According to Gunderson, the term is used to 
discuss music and dance as objects or as institutions and is an example of all-encompassing cover terms, 
which are linguistic evidence that Africans do not often distinguish between “music” and “dance” as is 
done in the West  (Gunderson 1999: 306).    
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drummers who played with their fingers and palms and not with drum sticks (Deziderio 
2005*).   
 One also wonders whether the commoners referred to all of the Kabaka’s royal 
musicians as abagoma because the lubiri  comprised various drum ensembles.  Anderson 
has noted that about 315 drummers were employed by Muteesa II’s government in the 
mid-1960s, including drummers in drum ensembles such as Eng’ng’oma ez’emibala 
(praise drum ensemble), Mujaguzo (Royal Drums of Kingship ensemble), Entamiivu 
(twelve-keyed xylophone and battery of six drums ensemble), and Entenga (royal drum-
chime).  Eng’ng’oma ez’emibala (praise drum ensemble) consisted of seventy-four 
drums.  A small group of drums from this collection was played with amakondeere (side-
blown trumpets) every day.  On these drums were played emibala (drum beats based on 
verbal texts), usually praising the Kabaka.  The drummers of these drums were on duty 
for three months at a time, and they came from counties including Kyaggwe, Bulemeezi, 
Kyaddondo, and Busiro; particular praise drums were played by drummers of each 
county.  In addition, each of the drums had a personal name that commemorated an event 
that gave rise to its invention (Anderson 1968: 37-38). 
 

Ensembles of Musicians 
 

Muteesa II’s royal musicians formed different ensembles, most of which will be 
identified here.  Musicians in these ensembles mainly played their primary musical 
instruments, though occasionally, if the need arose, they played their secondary musical 
instruments or switched groups.  Within the lubiri , each ensemble of musicians had its 
own house, where the musicians resided during their term of duty and where they 
performed.  These residencies are also where the Kabaka met the musicians during his 
inspection of all royal musicians.  During the mid-1960s each ensemble in the lubiri  was 
headed by one person from a specific clan.  Formerly, in fact, all members of the same 
clan had supplied all the musicians of each ensemble, though by the end of Muteesa II’s 
reign this was gradually changing.  The labels of ensembles in the lubiri were 
predominantly derived from the names of different instruments played in them.  
 The ensemble known as abakondeere comprised side-blown trumpets played with 
praise drums.  This is probably why Cooke (1996: 439) refers to the ensemble as the 
trumpeters and praise drummers ensemble, a description that is actually more appropriate 
for the ensemble, since the label abakondeere by which the ensemble was called, literally 
translates “side-blown trumpeters.”  However, during the official visit of Princess 
Margaret of England, all of the side-blown trumpeters played separately (accompanied by 
a few drums) apart from the praise drums played separately (Anderson 2005*). 
 The lubiri  ensemble Mujaguzo was a set of royal drums, particularly the Drums of 
Kingship.  These drums had a long history dating back to Kabaka Kintu (the first 
Kabaka), and they had accumulated through time.  It should be noted that during Muteesa 
II’s reign Mujaguzo was a term usable in multiple contexts.  It delineated an entire battery 
of more than 200 drums, yet it occasionally referred to the chief drum of the set 
(Kawulugumo) to which were added all the other drums (Anderson 1968: 36).   
 Snoxall (1967: 100) rightly explains that the term “Mujaguzo” is derived from the 
verb okujaguza, which means “to celebrate” or “rejoice greatly”.  He claims this to have 
been the effect on the people who listened to the sound of the first invented drum in the 
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Mujaguzo set.  Because Mujaguzo drums are not kept in the lubiri , they were brought 
there on occasions like the Kabaka’s accession to the throne, the death of a person in the 
royal family, and birthday celebrations of the Kabaka.  They arrived at night along with 
their players and were set up immediately, with Kawuula (the head of the drummers) 
beginning the performance on the Kawulugumo or on the pair of Kanabba drums, 
depending on the occasion.  Other drummers then joined in gradually.  Special songs 
were sung by the drummers, who at times struck the drum sticks together during the 
singing of these songs (Anderson 1968: 10-11). 
 Entamiivu was another ensemble in Muteesa II’s lubiri .  The ensemble contained 
a twelve-keyed xylophone known as entaala, which was played together with a battery of 
six drums.  The lead drum gave its name to the whole ensemble, and the musicians of the 
ensemble were collectively referred to as ab’entamiivu (those of entamiivu).5  They 
worked in shifts or terms of ten days per month, and the personnel changed every two 
months.  The ensemble was one not easily heard and seen by the public.  Even visitors to 
the lubiri on the days it was open to the public did not see the ensemble instruments 
because they were confined to their house, which was off limits to the public.  Anderson 
notes a difference between Entamiivu of the Kabaka and other Entamiivu ensembles that 
were conferred by him to friends and favorites.  However, she remarks that this 
distinction is not clarified by Kiganda oral tradition, a reason why the word entamiivu 
should be accepted only with this ambiguity in mind (Anderson 1968: 63). 
 Entenga (the drum-chime) ensemble consisted of twelve melodic drums (tuned to 
different pitches in order to play a melody) and three percussion drums (Kagwa 1949: 47-
48).  An honored ensemble found only in the lubiri, it was rarely heard and viewed by the 
public.  Six musicians played the ensemble drums, each using a pair of beaters: four on 
the melodic drums, one on the drum entemyo, and one on the drums Kyawakati and 
Nakawombe.  The large drum of the ensemble, Nakawombe, also gave its name to the 
ensemble as an alternative for the name Entenga.  It maintained the same musicians for 
each term of duty (Anderson 1968: 8 and 41). 

Abadongo, as a lubiri  ensemble, comprised not only lyre players but also tube 
fiddles of different size, a flutist, a rattle player, and two drummers – one on the 
baakisimba or mbuutu drum and the other on the ngalabi drum (see Appendix 3).  
Initially, the ensemble consisted of several lyre players recruited from Buganda’s 
neighboring territory to the east (Busoga), one flutist and two drummers.  By Muteesa 
II’s reign it had added at least two tube-fiddle players (Cooke 1996: 440), which could be 
why some scholars have described the ensemble as encompassing abadongo (lyre 
players) and abadingidi (tube-fiddle players).  Sserwanga reinforces this in his assertion 
that lyre players often performed with players of other musical instruments, such as the 
ones mentioned by Cooke, as well as by singing (Sserwanga 2005*).  Musicians of this 
ensemble also had two-month terms of duty, and the number of musicians reached as 
high as twelve.  In 1965-1966 up to ten clans were represented among these musicians, 
and the ensemble consisted of representatives of more clans than any other in the lubiri 
(Anderson 1968: 39). 
 Abalere (the Luganda word for “flutists”) was the term given to what some 
scholars have referred to as the flute and drum ensemble.  This ensemble played music at 
any time of day.  It comprised about ten musicians: six flutists and four drummers.  The 
                                                 
5The lead drum’s giving its name to the whole ensemble is another instance of hierarchy. 
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flutes were of different sizes and constituted a standard set consisting of the following six 
(see Appendix 3): entemyo, entabitabi, ensaasi, etengezi, kiwuuwa, and enkoloogi.  The 
occasional need to have more players, however, called for the doubling or tripling of a 
single flute in the entire set, which then increased the number of flute players in one 
sitting from six to more (Sserwanga 2005*).  Musicians concur that some flutists could 
play all six of the flutes in the set and often switched roles.  The flutists were 
accompanied by drums (such as baakisimba or mbuutu, engalabi, empuunyi, and 
nankasa), ensaasi (gourd rattles) and singing (by the ngalabi drummer).  Occasionally 
the ensemble accompanied dances such as baakisimba.6  Worth noting also is that flutists 
in general were relied on to give keys when they played in some ensembles (Ssempeke 
2005*).  
 Muteesa II’s royal musicians included players of two types of xylophones 
(entaala, called amadinda outside the lubiri , and akadinda).  Akadinda was a twenty-
two-keyed xylophone played by six musicians, which the Baganda developed from its 
original seventeen keys (Kyagambiddwa 1956: 115).  The musicians played two 
akadinda specimens: one was played only in the lubiri , and the other was played only at 
the village of the royal musicians, where young members of their families learned the 
tradition before qualifying for the status of royal musician (Anderson 1968: 5).  
 Entaala was a twelve-keyed xylophone played by three musicians (omunazi, 
omwawuzi, and omukoonezi), accompanied by drums.  Players of entaala were 
accompanied by six drums (Anderson 2005*).  Because picking out the vocal melody and 
singing to such fast music was very difficult, both akadinda and amadinda musicians 
rarely sang while playing.  Similar playing techniques were also employed on the entenga 
drums as on entaala, for both of these instruments shared the same repertoire (Ssempeke 
2003*) as the harp. 
 One vital royal musician of Muteesa II was the mulanga (harpist).  The 
musician’s title was derived from the verb okulanga, which literally means “to 
announce.”  The mulanga was literally seen as an announcer of the past, present, and 
future happenings, which led to his musical instrument being named the nnanga (see 
Appendix 3).  With the accompaniment of this instrument, the musician highlighted 
issues pertaining to the Kabaka and his kingdom through songs (Sserwanga 2005*). 
Because the nnanga is also a naturally light-sounding musical instrument, it was never 
played with other musical instruments; its musician always played it solo.  As the 
Kabaka’s private musician, he rarely played in public, rarely interacted with other royal 
musicians, and was treated with special favor.  Cooke asserts, “The harpist lived in the 
same compound as other musicians, but had special privileges.  For instance, he was the 
only musician invited to play on the verandah of the king’s private residence, and was the 
musician selected to entertain Prince Margaret in the special visitor’s hut (Cooke 1996: 
441).  According to Anderson, the repertoire of entaala and entenga comes from the 
nnanga repertoire; two of the three instrumental parts of entaala come from the right and 
left hands of the nnanga technique (Anderson 2005*). 

The position of clans in the royal music scene is worth stressing.  Several clans 
provided musicians and drummers for the Kabaka as part of their official duties to him.  
Players were generally drawn from the clan of the original inventors of the respective 
musical instruments (Anderson 1968: 22).  As already pointed out, each ensemble in the 
                                                 
6Baakisimba is both a drum and a dance. 



 

 31 
 
 

lubiri  was headed by a person from a specific clan and sub-headed, more often than not, 
by someone from the same clan.  For instance, the drum-chime ensemble (Entenga) was 
headed by a man from the Lugave (pangolin) clan, which, together with the Ndiga 
(sheep) clan, was responsible for supplying the members of that group.  The head of the 
Drums of Kingship (Mujaguzo), Kawuula, was from the Lugave clan, while his deputy, 
Kimoomera, was from the Butiko (mushroom) clan.  Moreover, each drum in the 
Mujaguzo set was played by a person from a particular clan (Anderson 1968: 42).  These 
assignments of duties and ranks show the existence of clan hierarchy and shed light on 
the close relationship between kinship and musicianship.   

The lyre, tube-fiddle, flute, rattle and drum ensemble (abadongo) was under the 
leadership of the Kkobe (purple yam) clan.  The head of the flute and drum ensemble 
(abalere) was a member of the Mamba (lung fish) clan, and an official from the Njovu 
(elephant) clan was in charge of the twenty-two-keyed xylophone (akadinda).  Nabitimpa 
of the Nnyonyi (bird) clan was head of the Entamiivu ensemble (the twelve-keyed 
xylophone and accompanying drums) (Anderson 1968: 42-43), though formerly the 
person who had held the title Nabitimpa was also in charge of the drum-chime group 
(entenga) and the  harpists (abalanga) (Wachsmann 1953: 318).  Even performers of 
certain dances belonged to certain clans.  Dancers of Amaggunju dances were, for 
example, members of the Butiko (mushroom) and Engeye (colobus monkey) clans 
(Nsimbi 1956: 233). 

Summary 
 

The definition of the expression “Kabaka’s royal musicians” during Muteesa II’s 
reign has brought to light significant aspects of the musicians’ career, such as their 
privileges and remunerations, training and recruitment, musician-types, musician-
categories and -labels, and ensembles.  We have learned that the expression “Kabaka’s 
royal musicians” during Muteesa II’s reign referred to those musicians whose career was 
centered around the Kabaka,  Buganda’s supreme symbol of order and meaning.  This 
notion is supported by some of the royal musicians’ titles of this time, as well as by some 
of their song-topics.  The chapter has also provided evidence to support the argument that 
probably the greatest source of material absorbed by the lubiri  was rotational duty of the 
Kabaka’s royal musicians, who alternated terms in the lubiri  with terms in their villages.  
We have seen that whenever the mulanga (harpist) had an opportunity to visit his home 
village or other areas outside the lubiri , on his way he gathered information that he could 
pass on to the Kabaka through songs following his return.  In turn, he occasionally 
reported to the county chiefs and to the general public about ongoing lubiri  events, using 
the nnanga songs that he performed for them.  Consequently, the musicians’ movement 
back and forth between the lubiri  and its exterior provided fresh material for songs, news 
of the outside world of the lubiri , fresh sounds, instruments, and technologies, all of 
which impacted their role within the lubiri .  In addition to providing evidence in support 
of the argument that the Kabaka encompassed the entire kingdom, including the royal 
musicians, this chapter has highlighted the hierarchical relationships between the 
different musician-types, musician-categories and -labels, and ensembles.  It serves as a 
firm background to our understanding of these musicians’ political and social roles within 
and outside the lubiri , as well as to our understanding of songs they performed, all of 
which are discussed in the following chapters. 
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CHAPTER 3 
 

 THE POLITICAL AND SOCIAL ROLE  
OF MUTEESA II’S ROYAL MUSICIANS  

 
This chapter describes the political and social role of Muteesa II’s royal 

musicians.  Besides showing these musicians’ role within and outside the lubiri , the 
chapter highlights their role during and after Muteesa II’s reign.  Among other things, it 
discusses ways in which the musicians influenced policy, magnified the institution of the 
Kabaka inside and outside the lubiri , and impacted social change within and beyond the 
lubiri .  The chapter posits and supports the argument that Muteesa II’s royal musicians 
were differentiated by both rank and culturally defined and hierarchically related roles. 

 

The Political and Social Role of the Kabaka’s Royal Musicians  
within the Lubiri  during Muteesa II’s Reign 

 
Musicians whom I interviewed in July 2005 agreed that music-making in the 

lubiri  signified the Kabaka’s presence within and was a means of honoring his presence.  
No music was to be performed during the Kabaka’s absence.  Inside the lubiri , Muteesa 
II’s royal musicians played music daily when he was present, and the musicians of the 
trumpet and drum ensemble would signal his departure to the rest the people present in 
the lubiri , thus marking the cessation of music-making within the lubiri until his return 
(Anderson 1968: 39).  

Deziderio notes that the only instrument played in the lubiri  during the Kabaka’s 
absence was a small drum struck with drum sticks.  This drum was also played at the 
close of each day, and it sounded, Siba! Mulamba! Siba! Siba! Mulamba! Siba! (“Lock! 
Mulamba! Lock! Lock! Mulamba! Lock!”)  The drum signaled Mulamba, the lubiri  main 
gate watchman, to ensure that all lubiri  gates were locked (Deziderio 2005*).  This could 
be the omugwa or omuguwa drum noted by Anderson (1968: 44) as having been sounded 
at 6:00 p.m. to inform everyone within the lubiri  that its gates were being locked. 

Musicians also concurred that during Muteesa II’s reign royal musicians were 
expected to be prolific composers, and the lubiri became an institution for composing 
Kiganda songs.  It is here, therefore, that a number of these were first performed before 
their dissemination across the entire kingdom.  According to Ssempeke, the composition 
of new songs in the lubiri  was customary during the Kabaka’s absence, and this was done 
quietly.  The musicians also found such moments appropriate for learning and rehearsing 
new songs (Ssempeke 2005*).  One must wonder how they did this if no music was to be 
played in the lubiri  during the Kabaka’s absence.  We could suppose either that the 
musicians played music surreptitiously or that the acts of trying-out and rehearsing music 
were not considered performance and were therefore acceptable.   

Inside the lubiri  Muteesa II’s royal musicians used their music to prophesy, 
counsel, and caution the Kabaka and his officials.  Prophecy in Buganda during Muteesa 
II’s reign is mentioned by Anderson and Johnson, who note that the Kingdom produced a 
movement similar to prophetic movements elsewhere in East Africa.  Buganda’s 
movement was driven by the spirit or medium of a former queen named Nyabingi, who 
helped Buganda’s leaders amass considerable power to use in part as a counter to both 
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Rwandan and British incursion (Anderson and Johnson 1995: 66-67).  In the following 
anecdote, Deziderio relates how the musicians prophesied through their music how the 
British colonial rulers would take Muteesa II into exile, which ultimately came to pass.  
The passage confirms that prophesying and counseling were some of the culturally 
defined roles of Muteesa II’s royal musicians in the lubiri :  

 
. . . omudongo, omuyimbi, mulaguzi. Okiwulira?  Twayimba Ssekabaka Muteesa 
ne tugamba nti, “Wetegereze nnyo, bw'otetegereza bakuwang’angusa.”  Ne 
bamuwang’angusa. Ne tuyimba nti, “Ezamutwaala ze zirimuza,” ne 
bamukomyaawo.  Ennyonyi ezamutwaala, nti zezilimuzza, era ezamutwaala, ate 
era zezamuza.  Olwo njogera mu lubiri munda; omuyimbi, mulaguzi, muwabuzi. 

 
. . . the lyre player [referring to musician], the singer, is a prophet.  You hear that?  
We sang to Ssekabaka Muteesa and we said, “Look very carefully, if you don’t 
look carefully they are taking you into exile.”  They took him into exile.  And we 
sang, “Those that took him are the ones that will bring him back,” and they 
brought him back.  The airplanes that took him, they are the ones that will return 
him, and the ones that took him are the ones that returned him.  Now I am talking 
of inside the royal enclosure; the singer is a prophet, he’s a counselor (Deziderio 
2005*). 
 
In one way or the other, musicians (especially singers) informed the Kabaka 

through their repertoire.  However, as noted in Chapter 2, the role of counseling and 
cautioning the Kabaka was, for the most part, reserved for the mulanga as his official 
duty.  Not only did he sing about previous and current issues, but he foretold future 
events through his song texts.  Because of this customary duty, the mulanga through his 
music became the only one permitted to blame and advise the ruling class (Ssempeke 
2005*).  

All musicians interviewed agreed that the mulanga in his songs recounted 
significant historical events, such as the successes and failures of previous kings.  Among 
other issues, he rebuked the Kabaka on the latter’s failure to treat his subjects with 
justice, and he cautioned the Kabaka to watch out for people who might want to hurt him.  
On listening to the musician’s song texts, the Kabaka was expected to adjust his life 
accordingly.  In this way, songs performed by the mulanga were a source of counsel, 
caution, and wisdom to the Kabaka.  This, consequently, gave the mulanga an 
opportunity to enjoy special privileges and favours in the lubiri  not available to his 
colleagues, as already discussed.  

Musicians also agreed that the mulanga’s instrument, the nnanga, produces a 
buzzing and soft timbre, and that this was very appropriate in the accompaniment of the 
mulanga’s song texts.  The instrument enabled the Kabaka to think well during his leisure 
time and occasionally made him drift off to sleep (Sserwadda 2003*).  The nnanga’s 
pleasant timbre qualified the mulanga to play and sing beside the Kabaka’s bedroom 
window every morning so that he could wake up happy (Deziderio 2005*).  Sserwanga 
also mentioned that it was usual for the mulanga to perform before the Kabaka during his 
relaxed or leisure moments, such as when he read.  Either this conflicts with the notion 
that the Kabaka had to pay attention to the musician’s counsel and caution without being 
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engaged in other activities, or it indicates that different performances demanded different 
levels of attention.  In other words, it is probable that there were special sessions during 
which the Kabaka devoted his full attention to the mulanga.  

Inside the lubiri , the Kabaka’s royal musicians provided entertainment.  In 
addition to the usual entertainment they offered the Kabaka and his royal retinue, royal 
musicians entertained large gatherings of people who occasionally came to the lubiri  at 
the Kabaka’s invitation.  On certain occasions, such as the Kabaka’s birthday celebration, 
the lubiri  was open to the public.  Musicians agreed that the presence of the royal 
musicians at open ceremonies was a primary attraction for large numbers of people to 
come to the lubiri , in addition to their wanting to see the Kabaka.  The musicians 
perpetuated the Kabaka’s prestige.  During this time, even the instruments that were not 
kept in the lubiri,  such as Mujaguzo drums, were brought in.   

In the lubiri , Muteesa II’s royal musicians facilitated numerous rituals.  
Sserwanga pointed out that one of the drummers of the lubiri  praise drums regularly 
played the Kabaka’s omubala (clan drum beat).1  Situated near the Kabaka’s private 
residence, this drummer played the drum beat as soon as the Kabaka stepped out of his 
house.  Because emibala (clan drum beats) were based on verbal texts, the drum beat of 
the clan to which Muteesa II belonged (the Ngabi or bushbuck clan) sounded, Kalikuta, 
Kalikuta, Kalikuta . . . The drum beat was derived from the verbal text Kalikutanda ne 
kakutwaala mu b’engabi abasambagganyi (“Dare you to go among those of the bushbuck 
clan, the kickers”) (Sserwanga 2005*).  The drum beat portrays members of the bushbuck 
clan as “kickers,” kicking being one of the characteristics of the bushbuck itself and 
therefore an assumed character of the clan members themselves.  

Other rituals in which the Kabaka’s musicians were actively involved within the 
lubiri  included mourning ceremonies at the death of a royal (Ssempeke 2005*).  
Information that documents this ceremony is scarce. 

 

The Political and Social Role of the Kabaka’s Royal Musicians  
outside the Lubiri  during Muteesa II’s Reign 

 
 Muteesa II’s musicians also performed several official duties outside the lubiri.  

For example, they formed a significant portion of his escort to cabinet meetings.  
Additionally, the Kabaka’s trumpeters and praise drummers preceded him during public 
sessions (Cooke 1996: 439).  In the following description, Deziderio delineates the 
procession of Muteesa II’s escort musicians from the lubiri to Bulange.2  Further, 
whenever the Kabaka was leaving Bulange, his royal escort musicians or ensembles 
glorified him by playing loud music that filled up the entire space around Bulange 
(Sserwanga 2005*), which magnified his personality:  

 

                                                 
1Distinctive drum beats to identify clans are common all over the Bantu interlacustrine region. 
 
2Bulange was the administrative building of the Buganda government (Richards 1982: 48), thus the 
parliament where Buganda’s official meetings took place.  It was located outside the lubiri  at this point in 
time. 
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Kaakati abaserikale bayambalanga ebyambalo nga byeruyeru.  Ne basiba wano 
ekitambaala ekimyuufu. Ne basibirako omusipi. Ne balyoka basiba ekisingasinga.  
Ne balyooka bakwaata emundu eriko beneti.  Nga munaana ne gukulembera, 
munaana ne guva emabega.  Kaakati ffe tumaze okulembera, zidimbula bwe 
zivuga.  Awo ne tulyoka tukirira; okugenda okutuuka mu Bulange nga endulu. 
Okuyita mu Kabaka anjagala awo, nga endulu aa!!  Kabaka!  

 
Now the soldiers used to dress in white attire.  Then they tied here red ropes.  
Then they tied belts.  Then they tied head scarves.  Then they held guns with 
bayonets.  About eight were at the front, then eight came from behind.  Now for 
us, we are already at the front, drums playing and sounding.  Then we moved 
down; to go to the parliament with ululations.  Walking there on [the road called] 
Kabaka Anjagala,3 with ululations aa!! The king!  (Deziderio 2005*) 

 
The excerpt above supports the notion that the royal musicians – whom the Kabaka 
encompassed – articulated his might and sacredness.  According to Martin Southold, it 
was the Kakaba’s supreme authority over human life and death that both set him apart 
and evoked attitudes of sacredness about his person (1967: 21-22). 

Outside the lubiri  Muteesa II’s musicians made music for the delight of the 
general public.  Musicians concurred that during Muteesa II’s reign it became prestigious 
to hire the Kabaka’s royal musicians at such ceremonies as weddings.  The general public 
would attend to enjoy the royal musicians’ good playing and also to see what the 
Kabaka’s royal musicians looked like.  It should be noted that not all commoners had the 
opportunity to visit the lubiri .  Further, the performance of royal musicians at such 
ceremonies inspired young and aspiring musicians, most of whom attended with their 
instruments in hopes of picking up new songs from the experts.  Sometimes the budding 
musicians played with the royal musicians.  “We went near where they were with our 
flutes; we would play with them” (Sserwanga 2005*).  On some occasions the aspiring 
musicians bought instruments, such as the ndere, from the royal musicians.  As already 
discussed in Chapter 2, this exposure of the royal musicians to aspiring musicians became 
the means for the royal musicians to identify and recommend candidates for future 
positions as royal musicians in the lubiri  (Ssempeke 2005*).  Thus, the musicians’ 
movement back and forth between the lubiri  and its exterior was a means through which 
their role and musical life of the Buganda were impacted and enriched.  This is also an 
appropriate instance of the musicians’ hierarchy extending beyond the lubiri .   

Though some ensembles were confined to or were not to be duplicated outside the 
lubiri , on rare occasions they could appear outside at the Kabaka’s discretion.  For 
example, in 1944  Muteesa II sent the royal drum-chime ensemble (Entenga) to the home 
of the kingdom’s prime minister, though the exact circumstances that prompted the 
appearance of these drums at his home are unknown (Wachsmann 1965: 5).  In 1964 the 
drum-chime was removed from the lubiri to welcome Princess Margaret of England on 
her official visit to Uganda.  This was the time of Muteesa II’s presidency; musical 
entertainment at the State House in Entebbe was provided by different lubiri  ensembles 

                                                 
3“In an act which was not merely symbolic, the government moved in 1957 from its old buildings inside the 
palace walls to a magnificent new structure which faces the palace across a broad valley at the opposite end 
of the avenue Kabaka Anjagala (‘The King Loves Me’)” (Fallers 1964: 130). 
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(Anderson 1968: 23).  Such unusual events released royal music to audiences outside the 
lubiri . 

Outside the lubiri , royal musicians also provided entertainment at different public 
ceremonies involving the Kabaka.  Ssempeke, for example, noted that the royal 
musicians participated in the Kabaka’s coronation or inauguration (Ssempeke 2005*).  
Cooke states, “Over 200 mujaguzo drums had boomed out at his coronation” (Cooke 
1996: 439).  Other public ceremonies that were accompanied by the royal musicians’ 
music included parliament meetings and receiving Muteesa II home from exile.  

According to Sserwadda, whenever the mulanga had an opportunity to visit his 
home village or other areas outside the lubiri , on his way he gathered information that he 
could pass on to the Kabaka through songs following his return.  He informed the Kabaka 
about which villages had carried out intensive agriculture, which villages were suffering 
from drought, and which county chiefs were not performing their duties satisfactorily, 
among other issues.  In turn, the mulanga occasionally reported to the county chiefs and 
to the general public about ongoing lubiri  events, using the nnanga songs that he 
performed for them.  The mulanga, hence, became a medium of communication between 
the Kabaka and his subjects, as well as between the confines of the lubiri  and the rest of 
the kingdom (Sserwadda 2003*).   

 
The Political and Social Role of Muteesa II’s Royal Musicians after His Reign 

Certainly every good thing comes to an end.  The long-standing historical 
institution of the Kabaka’s royal musicians of Buganda saw its demise in May 1966, 
when the lubiri  was attacked by Apolo Milton Obote’s troops under the command of Idi 
Amin.  This forced Muteesa II back into exile in Britain, where he stayed until he died in 
1969.  The return of Muteesa II’s body to Uganda in 1971 with the help of General Idi 
Amin (president of Uganda from 1971 to 1979) was one of the latter’s political moves to 
win the Baganda’s support for his 1971 coup d’état (Ray 1991: 116).  Though the 
Baganda hailed Amin as a liberator from Obote’s previous regime, he was at the same 
time remembered for having led the attack on the Kabaka’s lubiri .  Hence, he needed to 
gain solid support from the Baganda, the largest and most politically powerful ethnic 
group in Uganda (Ray 1991: 5). 

The Baganda had lived without their Kabaka for almost five years.  Therefore, the 
return of Muteesa’s body meant not only the return of their beloved leader, but also the 
possibility of the monarchy’s restoration (Ray 1991: 116).  With the possession of 
Muteesa’s body, the Baganda could install his son, Prince Ronald Mutebi, as his royal 
heir and successor (Ray 1991: 116).  However, it became apparent that the return of 
Muteesa II’s body had indeed been one of Amin’s moves to win the Baganda’s support, 
and not intended to restore their Kabakaship: 

 
Foreign Minister Wanume Kededi said that the government had been urged not to 
let Prince Mutebi perform the barkcloth rite4 because it would signify his virtual 
enthronement.”  The next day, Kibedi reiterated the stand of his government 
against the restoration of the Kabakaship.  “The government,” he said, “is not 

                                                 
4“Then Mutebi, assisted by Kaggo, placed the barkcloth over his father’s casket on top of the Uganda flag 
in which the coffin had been draped” (Ray 1991: 117). 
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worried about the placing of the barkcloth on the coffin, the act being only a rite” 
(Uganda Argus 6 April 1791).  As far as Amin’s government was concerned, the 
Kabakaship had been buried with Muteesa II (Ray 1991: 118).   
 

Ray adds that it was because of the political drama discussed above that, among other 
rites that qualify the rightful successor and heir of a former king Kabaka, Mutebi was not 
allowed to strike the Mujaguzo (Royal Drums of Kingship).  Hence, his coronation was 
deferred until July 1993, after the National Resistance Movement (NRM) party 
government under President Yoweri Kaguta Museveni amended Uganda’s Constitution 
to recognize the reestablishment of cultural leaders and institutions. 

When the lubiri  was attacked, almost all of the musical instruments it housed 
were burnt to ashes.  The only musical instruments spared were those taken by the royal 
musicians who escaped death.  Other musical instruments, such as the Wango drum,5 
were taken to Britain.  Wango was returned to Buganda, however, because the British 
failed to control it; it sounded itself regularly (Deziderio 2005*).  This piece of 
expressive culture is a social fact known to and believed by several former royal 
musicians of Muteesa II.  In addition, the Wango drum exemplifies the fact that some 
lubiri  instruments were unique and had existed for a long time, i.e., the instruments 
themselves were not new with each individual musician or group of musicians.  Musical 
instruments like the Mujaguzo (Royal Drums of Kingship), which were never kept in the 
lubiri , were spared and are now secured under special custody outside the lubiri.  

In addition, several musicians lost their lives during the attack.  Those who 
managed to escape death returned to their home villages and became less musically 
productive.  Some on principle refused to play for commoners music that had been 
formerly reserved for the Kabaka.  Moreover, there was a general notion that since 
Muteesa II had gone into exile, not playing music was one of the signs of Buganda’s 
mourning (Ssempeke 2003*).  This reflects the musicians’ commitment to the notion that 
the Kabaka was the supreme symbol of order and meaning. 

Other musicians set up residence in Katwe, a suburb of Kampala.6  Here they 
institutionalized the former royal music traditions by forming several private performing 
groups (Kabwaama 2005*).  In Katwe previous heads of departments in the lubiri  were 
no longer recognized.  Anyone could form and head a performing group, regardless of his 
former status in the lubiri .  In other words, everyone was equal.  This also became a sort 
of payback opportunity for musicians of lesser status in the lubiri,  and for those who had 
not resided in the lubiri  at all (Kabwaama 2005*).  In addition, these performing groups 
also embraced musicians who had not had the opportunity to become Kabaka’s royal 
musicians (Sserwanga 2005*).  Sserwanga’s assertion signifies a breakdown of the 

                                                 
5According to Lush, the full name of this drum was Wango-tabuuka, which literally means, “Mr. Leopard 
does not jump.”  The author states further that this drum was established from a popular conception that, 
“The Kabaka is a leopard.  When you pass him you say you have been in danger” (Lush 1935: 14) 
 
 
 
6During this time, Katwe – a densely populated area to the south of Kampala – was an important centre of 
Africa trade that was carried on with a great degree of initiative and freedom, of newspaper offices, and of 
political parties (Gutkind 1963: 42). 
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musicians’ former hierarchy and highlights how their structure depended on the Kabaka.  
Hence, his absence led to the breakdown of their hierarchy. 

Other surviving royal musicians continued the role of entertaining government 
officials, thus maintaining their authority.  Amin, who was president of Uganda from 
1971-1979, for instance, traveled with some of them on a regular basis (Ssempeke 
2005*).  Though Amin was a dictator and brutal tyrant, Ssempeke states that he had 
indigenous musicians along with him wherever he traveled within the country.  During 
breaks between performances, the president would even ask the musicians whether his 
cultural officials were paying them well for their services (Ssempeke 2005*).  
Ssempeke’s assertion could support the point already made by Ray that the Baganda 
remembered Amin for having led the attack on the Kabaka’s lubiri .  Hence, in order to 
win their political support for his new government, he had to treat them in every good 
way possible.  Therefore, it is possible that one of Amin’s strategies for bolstering 
Baganda support was to display passion and respect for indigenous music and musicians, 
as Ssempeke mentions. 

During interviews in 2005, consulted musicians claimed that their current role 
within the lubiri  is limited to providing occasional entertainment at such ceremonies as 
the Kabaka’s birthday celebrations.  Because of this, Kabwaama thinks they no longer 
deserve the title Kabaka’s royal musicians; they should instead be referred to by titles 
such as Abakubi b’ebivuga eby'ekinaansi (“indigenous instrumentalists”).  He argues 
further that this should be so because the musicians no longer compose and perform 
songs of caution and counsel (Kabwaama 2005*).   

On occasions when musicians perform in the lubiri , they come from outside and 
exit after the accomplishment of their duties.  Elderly musicians from the previous 
generations are now depended upon to select musicians who are fit to perform in the 
lubiri .  This results from the notion that, due to the minimal teaching of the young 
indigenous musicians about lubiri  customs, this new generation may be lacking in 
appropriate respect and decorum.  This is why elderly musicians choose the musicians 
they trust.  Ironically, however, elder musicians are not so discriminating in their 
selections, assuming that the selected musicians will spend limited time in the lubiri  and 
that they will walk straight to their performing space and leave immediately after 
completing their duties.  All that matters is that they behave well during the time they 
spend in the lubiri  (Sserwanga 2005*). 

Musicians no longer reside in the lubiri for a number of reasons.  Among these is 
the fact that their shelters were demolished during the attack.  Thus, the Kabaka today 
does not retain personal musicians, such as the mulanga, who sit down and play him 
songs of caution and counsel.  The musicians also think that the Kabaka is too busy with 
other affairs to sit and listen to them as did kings of the previous reigns (Kabwaama 
2005*).  The arrangement has become strictly on a fee-for-service basis.  The personnel 
in charge of the Kabaka’s treasury pay musicians who perform in the lubiri  a certain 
amount of money, which is usually budgeted.  In other words, there is no more voluntary 
work; musicians no longer offer their talents free, as was the case previously (Ssempeke 
2005*). 

Outside the lubiri  musicians continue to offer entertainment at such ceremonies as 
weddings, though this is gradually being replaced by modern forms of entertainment, 
such as recorded music (Kabwaama 2005*).  In addition, customs associated with the 
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musicians’ performing for the Kabaka, such as not sitting on chairs while they play, as a 
sign of respect, do not exist any more.  Twenty-first-century musicians are observed 
playing music while sitting in chairs.  In fact, when they go to perform in the lubiri , they 
find chairs prepared for them in their performing space.  All of this is supported by 
Kabaka Mutebi himself, who often makes such statements as “this Kingship is modified” 
(Sserwanga 2005*), indicative of transformation of hierarchy in the monarchy. 
 Other factors that make the role of the musicians different in the reestablished 
Buganda Kingship include the involvement of the central government in Buganda’s 
affairs.  This makes Buganda a puppet kingdom with less power to make and implement 
its own decisions.  Thus, Buganda officials are continually blamed by the masses, 
including musicians, for policies over which they have no control.  In great bitterness, for 
instance, one of the musicians complains: 
 

The Kabaka’s drums have returned during Kabaka Mutebi’s reign.7  But on their 
return, those who are in charge are negligent.  When you go to tell them, they do 
not possess hearts as of the ones of Ssekebaka Muteesa’s reign had.  Because 
when you tell them, they don’t care.  If they were caring, in the Kabaka’s lubiri  
there would be a musical group like the one that used to be there before; the 
drums would be there sounding.  But there is nothing sounding.  When you say, 
“Let me go and tell this one,” one says, “We don’t have money, and we even 
work for free,” yet they do other things.  In that way, they seem like they are just 
deteriorating our kingship because it has become like you see something to fight 
over, for me that’s how I see it.  That is what has deteriorated our musical 
instruments.  For me I want to go try sitting and chatting with the Kabaka, so that 
I see if it will be possible.  I don’t know!  But I have been trying many other 
things, but they don’t care about them, and they have this attitude of, “How are 
we profiting from this?”  Profiting has spoiled our nation; when you bring up 
great ideas, they ask you how they profit, and so they don’t take anything serious 
if they’re not profiting from it.  (Deziderio 2005*). 
 

Summary 
 

This chapter has highlighted the political and social role of Muteesa II’s royal 
musicians.  Besides showing the musicians’ roles within and beyond the lubiri , the 
chapter has described their roles during and after Muteesa II’s reign.  The chapter has 
shown specific ways in which the lubiri  absorbed musical influences and innovations 
from outside its walls, and then disseminated musical innovations of its own to the 
exterior.  Thus, it shows how the musicians’ movement back and forth between the lubiri  
and its exterior was a means through which their role was impacted, enriched, and 
realized.  It has also discussed ways in which the musicians influenced policy, magnified 
the institution of the Kabaka, and impacted social change within and beyond the lubiri .  
We have seen how Muteesa II’s royal musicians were differentiated by both rank and 
culturally defined and hierarchically related roles.  It was through their execution of these 
roles through music that they articulated Buganda’s changing character over time. 

                                                 
7The current Kabaka of Buganda. 
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CHAPTER 4 

 

 SONGS PERFORMED BY MUTEESA II’S ROYAL MUSICIANS  
 

Introduction  
 

Alan Merriam has noted that music can be used as a technique for reconstructing 
cultural history in Africa (Merriam 1982: 295-296).  Shelemay mentions that songs are 
occasionally sung purposefully to commemorate events (Shelemay 1998: 7).  These 
scholars have indicated that songs can serve as rich historical sources.  This chapter 
shows how the songs performed by Muteesa II’s royal musicians articulated Buganda’s 
changing monarchs.  They depict Buganda’s political and social environment and the role 
of its royal musicians during Muteesa II’s reign and preceding times.  Discussed are 
songs of social and political commentary as well as songs of historical significance.  
They were among those performed by royal musicians during Muteesa II’s reign and 
include references to the reigns of different Bassekabaka.  These Bassekabaka include: 
Kimera (the third Kabaka), Kayemba (the seventeenth Kabaka), Junju (the twenty-sixth 
Kabaka), Kamaanya (the twenty-eighth Kabaka), Suuna II (the twenty-ninth Kabaka), 
Muteesa I (the thirtieth Kabaka, 1856-1884), Chwa (the thirty-second Kabaka, 1897-
1939), Muteesa II (the thirty-fifth Kabaka, 1939-1966), and the current Kabaka Mutebi II 
(1993- ).  

Eighteen songs, some of which I present as historical and musical vignettes, are 
discussed.  Some of these are well-known Kiganda folk songs that are still performed by 
both former royal musicians and commoners.  Others, which were considered as strictly 
part of royal repertoire during Muteesa II’s reign, are known by the former royal 
musicians only.  To highlight the historical chronology of events that they reflect, the 
eighteen songs are presented in relation to the chronological listing of the kings above, 
under the following categories: Precolonial and Slave Trade Times, Exploration and 
Christian Missionary Times, Colonial Times, and Post-independence Times.  Performers 
of the song versions printed below include Kafeero, Deziderio, Kabwaama, Sserwanga, 
and Ssempeke.  I have endeavored to make the Luganda translations as literal as possible 
(“as the singers sang them”) for purposes of highlighting the songs’ original syntax and 
poetic nature.  Commas and periods mark weak or transient and strong or conclusive 
cadential moments, respectively.  Numbers have been included for only reference 
purposes.   

 
Songs Referring to Precolonial and Slave Trade Times (-1894) 

 
Song 4.1 [CD Track 1]: Balaga(ana) Enkonge (“They Show Each Other Tree 
Stumps”), performed by Sserwanga on the ndere (flute), following which he sang 
some of its text, July 2, 2005. 
   
1 Bajja balagana enkonge,                    They come showing each other tree   

stumps, 
2 Ye wuuyo omulangira Kikulwe.              It’s that one, the prince Kikulwe. 
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3 Maama balagana enkonge,                    Oh they show each other tree  stumps, 
4 Ye wuuyo omulangira Kimera.               It’ s that one, the prince Kimera. 
 
5 Abajja balagana balagana enkonge . . . Those who come showing each other tree  

Stumps . . .  
 
6 Atudde mu kibuga n’alamula . . .              He has remained in the capital ruling . . .  
 
7 Kabaka atudde mu lubiri n’alamula The King has remained in the royal    
   ensi ye . . .  enclosure ruling his nation . . . 
   
8 Kabaka atudde mu ntebe n’alamula The King has remained on the throne  
   ensi ye . . .    ruling his nation . . . 
   
9 Abajja balagana balagana enkonge . . .    Those who come showing each other tree 

stumps . . .  
 
 Sserwanga noted that this song was common among Muteesa II’s royal musicians.  
The singer states that true friends look out for each other while walking; they show each 
other tree stumps on their way, so that none of them gets hurt.  Sserwanga observed that 
this should be the relationship between the Kabaka and his subjects.  The singer’s 
repeated mention of Bassekabaka Kimera (the third Kabaka) and Kikulwe (the twenty-
first Kabaka) suggests that the song might have been composed during either of the two 
king’s reigns. 
 
Song 4.2 [CD Track 2]: Kayemba Nantabulilirwa, Olisaabala bwa Bumba (“Kayemba 
Who Does Not Listen, You Will Sail in the Clay One”), told by Deziderio, a tube-
fiddler, July 20, 2005. 
 
1  Kayemba nantabulilirwa,  Kayemba who does not listen, 
2  Olisaabala obw’ebumba.   You will sail in the clay one. 
 

The historical vignette above is from Ssekabaka Kayemba’s time (the seventeenth 
Kabaka).  Because Kayemba refused to listen to his subjects, they attempted to kill him 
by making an attractive boat made not of wood but of clay, in which they hoped he would 
sail and sink.  Fortunately, one of Kayemba’s abalere (flutists) got to know about the plot 
and warned the Kabaka through playing his flute.  When the musician was asked by 
Kayemba to interpret his tune, he responded, Kayemba nantabulilirwa, olisaabala bwa 
bumba (“Kayemba who does not listen, you will sail in the clay one”) and enlightened 
Kayemba about the plan to kill him.  When Kayemba arrived at the lakeshore where the 
boat had been set for him, he ordered those who had prepared it to sail in it first, as a way 
of testing it.  They had no choice but to do so, for the Kabaka’s word was final, and they 
eventually died on the boat’s disintegration in the water (Deziderio 2005*).  This 
vignette, a piece of expressive culture that refers to a historical figure, is well known as 
part of Kiganda oral tradition.  It generally suggests the royal musician as a source of 
moral advice.  
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Song 4.3 [CD Track 3]: Nandikuwadde Enkejje Entulumba (“I Would Have Given 
You Enkejje Entulumba”), sung by Ssempeke to the accompaniment of the nnanga 
(bow-harp), July 12, 2005.  
 
  1 Nandikuwadde enkejje entulumba  I would have given you enkejje entulumba,1 
      ne weeyanza.       and you give profound thanks. 
             
  2 Nange nandikuwadde enkejje entulumba  Even me I would have given you enkejje  
      ne weyokera. entulumba, and you smoke it.   
        
  3 Wamma nnaamuweera ki                          In fact, what shall I reward him, 
      nange ntegedde nga y’ankuuma ?           even me, I understand that he protected me.  
 
  4 Kitange nnaamuweera ki                        What shall I reward my father, 
      nange ntegedde nga y’ankuuma?            even me, I understand that he protected   
   me? 
       
  5 Hmmm nnaakola ntya?                         Hmmm, what shall I do? 
  6 Nnaayita ani?                                       Whom shall I call? 
 
  7 Bayite omulangira oli.                             Let them call that prince. 
 
  8 Wamma nze omufumbo                        Indeed, me the married one,   
  9 Mpata mukonja, ba walya.                      “Mpata mukonja, ba walya.”2 
 
10 Wamma mpata mukonja, nkwa walya.   Indeed, “mpata mukonja nkwa walya.”  
        
11 Kyokka bayiga wa                                  But where did they learn from, 
      nze omunaku babuuze kye bang’amba.   so that I the poor one can consult them? 
     
12 Olaba bayiga wa  nze omunaku  You see, where did they learn from, so that I  
      babuuze kye bang’amba,     the poor one can consult them? 
13 Emirembe gayaaza.               Peace brings about laziness. 
            
14 Hm hm nnaakola ntya?                         Hm hm what shall I do? 
15 Wamma nze omufumbo.                        Indeed, me the married one. 
 
16 Bayite omulongo oli,                               Let them call that twin, 
17 Wamma ye nnyini nsi.                           Because he is the owner of the country. 
 
18 Nange nnaakola ntya?                             Indeed, what shall I do? 

                                                 
1Small fish called entulumba. 
 
2The meaning of this text and that of the following line is not clear. 
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19 Nange ntegedde nga wankuuma.             Even me, I have found out that you   
 protected me. 
 
20 Olaba baasazze majja                           You see, they came up with new ideas, 
      nange ntegedde tebaasoboke.                 I have found out that they will not be easy  
      to handle. 
 
21 Ka ng’ende,                                           Let me go, 
22 Kkale weeraba naye no ensi yaffe  Okay, goodbye, but our country was nice. 
      yali nungi. 
 
23 Ka nge’nde,                                             Let me go, 
24 Ka nge’nde naye no ensi yaffe  Let me go, but our land was nice. 
      yali nungi. 
 
25 Nnaakola ntya?    What shall I do? 
26 Oo ndimuweera ki?   Oh what shall I reward?     
27 Mmange ntegedde nga y’ankuuma.  My mother, I have found out  that she  

protected me. 
 
28 Wamma nnandikuwadde enkejje  Indeed, I would have given you enkejje  
      entulumba ne weeyokera.                       entulumba, and you smoke it. 
 
29 Wamma nnandikuwadde enkejje    Indeed, I would have given you enkejje  
      entulumba ggwe eyang’amba.             entulumba, you, who told me. 
 
30 Olaba bayiga wa nze omunaku,        You see, where did they learn from me 
      the poor one,  
31 Nnaayita ani?                                        Whom shall I call? 
 
32 Bayite omulongo oli,                                 Let them call that twin, 
33 Wamma nze omulongo.                             Indeed, me the twin. 
 
34 Maama ensi yaffe yali nungi,  Our country was nice, 
35 Emirembe gayaaza.                                  Peace brings about laziness. 
 
 This was another song of historical importance performed by Muteesa II’s royal 
musicians.  In Ssempeke’s narration of the song’s history, he mentions that it was 
composed when Ssekabaka Junju (the twenty-sixth Kabaka) ordered Gabunga, the man 
who was in charge of the Kabaka’s boat moorings at the lake, to bring him a special kind 
of fish called enkejje entulumba.  This fish was alleged to be very nutritious.  Straight 
away, Gabunga set off for the lake.  But knowing enkejje to be a small fish, Gabunga was 
puzzled about how he would bring it to the Kabaka.  Walking while he talked to himself, 
he encountered a mentally retarded man who asked him what his problem was.  Gabunga 
explained his dilemma.  The man advised Gabunga to return and tell the Kabaka that the 
special kind of fish he wanted was available only during the season when the lake filled 
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up.  Thus, in order to get enkejje entulumba, the Kabaka had to wait until then.  Gabunga 
returned to the Kabaka and did as he was advised.  The Kabaka honored Gabunga’s claim 
and ultimately forgot about this issue with time.  This episode gave birth to the Kiganda 
saying or proverb, W’okubira omulalu mu kyaama, nga ayogera obulungi tomulina (“By 
the time you consult a mentally retarded person in secrecy, this implies you have failed to 
get a hold of a normal one”), as well as the song Nandikuwadde Enkejje Entulumba. 

The larger size of enkejje entulumba (compared to other types of small fish) 
differentiates it from other types of enkejje (small fish).  This type of fish is found in the 
Ssese islands, where the Baganda claim to have come from.  The fish thus reminds them 
of their origin, which is the reason for its being part of the initiation, particularly the 
naming ceremony of their children, or okwalula abaana.3  They stress the Ganda origin 
during such an important ceremony, initiating one into the Ganda society (Magoba 
2005*).  

Referring to the Kabaka as the twin and owner of the land, among other epithets, 
the singer states that he would have given him enkejje entulumba to appreciate and 
smoke.  I concur with Ssempeke that the song teaches us that everyone, regardless of 
mental condition, is valuable, because it is probable that without the mentally retarded 
man’s advice Gabunga’s dilemma would have led to his death at the Kabaka’s order.  
Other societal issues addressed by the song include the need for one to be grateful to 
one’s parents for one’s upbringing, and the need to guard against complacency, for it 
sometimes brings about laziness and unconcern about the future.  Statements such as 
“Our land was nice” are reflections of the time’s political environment, relative to that of 
other generations.  

 

Song 4.4 [CD Track 4]: Bwe Yazimaanya (“The Way He Plucked Them”), sung by 
Kafeero, July 28, 2005. 
 
1 Bwe yazimaanya bwe yazirya tomuwa  The way he plucked them is the way he ate 
    nsenene,        them, don’t give him grasshoppers,   
2 Bwe yazimaamya bwe yazirya.          The way he plucked them is the way he 
            ate them. 
 
3 Bwe yazimaanya bwe yazirya tomuwa  The way he plucked them is the way he ate 
    nsenene,        them, don’t give him grasshoppers,   
4 Bwe yazimaamya bwe yazirya          The way he plucked them is the way he 
    omulangira.        ate them, the prince. 
 

The example above comes from the time of Ssekabaka Kamaanya (the twenty-
eighth Kabaka), whose reign, according to Nyakatura (1973: 215), spanned 
approximately from the late 1810s to the early 1830s.  Kamaanya, who was reported by 
Kafeero, a Kiganda oral tradition consultant, to have been unpredictable and tough, 
belonged to the Nsenene (grasshopper) clan.  Being a member of this clan caused him to 
hate men with unshaved beards because their beards reminded him of his clan-animal’s 

                                                 
3Magoba was, however, not clear about its utility during this ceremony. 
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wings.  Thus, Kamaanya set about to pluck such people’s beards, in response to which his 
musicians composed and sang the song above (Kafeero 2005*). 

According to Makula, an unpublished draft history of Buganda royal family kept 
at Kaliti, Busiro, Uganda, before Kamaanya ascended the throne, his birth name was 
Kanaakulya Mukasa (Gomotoka 1940).  Because of his excessive cruelty, his subjects 
coined a new name for him, Kamaanya, the Luganda expression for “plucker” (Kaggwa 
1971: 103).  Kafeero further supports this fact when he asserts that it was because of the 
Kabaka’s habitual plucking of his subjects’ beards that he was nicknamed Kamaanya.  
This later on became his official name (Kafeero 2005*).  The song text exhibits the 
spontaneity and improvisation that was employed by the Kabaka’s royal musicians before 
Muteesa II’s reign, which helped to birth new songs that not only expanded the Kiganda 
royal music repertoire but continue to be vehicles of traditions that are passed down 
through generations.  This vignette is also a familiar Kiganda folksong; the corroborating 
evidence provided by several historical documents (such as Gomotoka’s) about 
Kamaanya’s excessive cruelty during his reign indicates that it was composed during 
Kamaanya’s own time.   

 
Song 4.5 [CD Track 5]: Ssematimba ne Kikwabanga (“Ssematimba and 
Kikwabanga”), performed by Sserwanga on the ndere (flute), July 2, 2005. 

 
Performed during Muteesa II’s reign and probably before, Ssematimba ne 

Kikwabanga was a song of historical significance.  In Magoba’s account of how the song 
came to life, he mentions that Ssematimba and Kikwabanga were two warrior brothers 
during Ssekabaka Kamaanya's reign.  They lived near the present-day Mukono district.  
Because Kamaanya was a bellicose Kabaka, one who derived excessive pleasure from the 
exploits of war, the two brothers became very rich from the spoils of their constant 
participation in wars.  The booty included goats.  One day the two brothers invited their 
friends to celebrate one of their numerous victories at war and slaughtered a fat goat for 
the occasion.  But as cooks were busy preparing the goat stew, news came from 
Kamaanya that he wanted Sematimba and Kikwabanga to report for battle immediately.  
The two brothers took up their arms right away and bade farewell to their friends, 
promising they would be back soon.  Unfortunately, they did not survive this battle.  The 
two brothers’ friends composed a song in memory of the goat meat they left stewing, as 
well as many live goats they also left, Abasiba embuzi basibira bwereere; laba 
Ssematimba, Kikwabanga (“Those who tie their goats, tie for nothing; see Ssematimba, 
Kikwabanga”) (Magoba 2005*). 
 In Sserwanga’s account of the song’s history, however, he states that the two 
brothers were appointed to go to war.  Before their departure, Kikwabanga asked 
Sematimba how they would reward themselves on their return.  Ssematimba responded 
that they would congratulate themselves with their fat goats, and for this reason they did 
not touch them before the war.  Since they did not survive the battle and would never 
enjoy goat stew, the song advises one never to wait for tomorrow (Sserwanga 2005*).  
Sserwanga states that the song is also played on several Kiganda instruments including 
the ndingidi, amadinda, akadinda, and endongo. 
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Song 4.6 [CD Track 6]: Olutalo olw’e Nsiisi (“The War at Nsiisi”), tol d by 
Sserwanga, July 2, 2005. 
 

Olutalo olw’e Nsiisi is another song of historical importance performed during 
Muteesa II’s period and probably before.  According to Sserwanga, the song is also 
played on several Kiganda instruments such as the ndingidi, amadinda, akadinda, and 
endongo.  It tells of one of Buganda’s wars with Bunyoro (its immediate neighboring 
kingdom to the west) at Nsiisi.  This war probably happened some time before the 
nineteenth century.  Because at the time of this war none of the kingdoms had guns, 
soldiers fought with spears.  This made the war very fierce.  “One attacked the other and 
pierced one; he fell and removed it [the spear] from him, he attacked another one” 
(Sserwanga 2005*).  In the song, the singer maintains that though he and his 
contemporaries did not actually witness the war with their own eyes, they heard from 
eyewitnesses that it was very fierce and frightening (Ssempeke 2003*).  

 
Song 4.7 [CD Track 7]: Kabirinnage (“The Light -skinned One”), sung by Kafeero, 
July 28, 2005. 
 
Chorus: 

1 Kabirinnage obulungi bwamulobera The light-skinned one, his good looks 
    okuwanvuwa,     prevented him from being tall, 
2 Kabirinnage.     The light-skinned one. 
 
Leader:    

3 Kabirinnage omulungi gwe njagala. The light-skinned one the good one whom I  
    love.  
 
 This song comes from the time of Ssekabaka Ssuuna II (the twenty-ninth 
Kabaka), whose reign, according to Nyakatura (1973: 215), spanned approximately from 
1832 to 1857.  Ssuuna II, a light-skinned, good-looking man, was unfortunately short and 
had endali (crossed-eyes).  This mixture of favorable features and impediments inspired 
his musicians to compose this song.  Ssuuna II’s subjects performed this mocking song in 
order to calm him down whenever he was upset (which ultimately caused him to change 
his mind about decisions he had made out of anger), and to allay his suspicion that they  
despised him because of his short stature and crossed eyes (Keefero 2005*).  The song 
illustrates how in the oral tradition musicians are depicted using music to impact the 
Kabaka’s decisions.  
 
Song 4.8 [CD Track 8]: Empujjo Zikwata Balungi (“A Slight Squint is a Feature 
Possessed by Good-looking Ones”), sung by Kafeero, July 28, 2005. 
 
1 Empujjo zikwata balungi   A slight squint is a feature possessed by  

good-looking ones. 
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It was during Ssuuna II’s reign that Buganda was first penetrated by Arabs (Low 
1971: 1; Mukherjee 1985: 97).  These visited the Kabaka and presented him with gifts 
that included a kanzu outfit and a mirror.  At their advice, Ssuuna II used the mirror to 
scrutinize how the new outfit looked on him, but on inspecting himself in the mirror, he 
realized that he was cross-eyed.  Thinking of himself as ugly, he realized that his 
musicians had mocked him for a long time, which instantly upset him.  Consequently, he 
called for all his musicians, and they showed up immediately, led by Katumba, the chief 
musician (specific musicianship role unspecified). Ssuuna II expressed his 
disappointment with them for having mocked him, and immediately ordered Kunsa, the 
executioner, to kill them.  But as soon as Kunsa started leading the musicians away, one 
of them requested that they be granted an opportunity to defend themselves.  On its being 
granted, the musicians convinced Ssuuna II that what he had seen in the mirror had not 
been cross-eyes – one of the features possessed by ugly non-royals – but rather a special 
feature called empujjo,4 which almost looks like cross-eyes but is possessed only by 
handsome royals.  There is no such trait, in fact; the musicians just made it up.  The 
musicians convinced Ssuuna II further that this special feature added something 
extraordinary to the handsomeness of royals, thus distinguishing them from ordinary 
good-looking beings.  The placated Ssuuna II declared the case resolved, and out of 
gratitude the musicians composed another song for him on the spot, which they sang to 
him to the accompaniment of drums, among other musical instruments (Kafeero 2005*).  
On the one hand, the anecdote depicts the musicians making music to flatter the Kabaka 
and curry favor.  On the other hand, it portrays how their songs embodied multi-layered 
meanings, which enabled them to exercise broader, more subtle objectives through them.  

Ssuuna II himself was a musician from his childhood.  He incessantly played his 
ndere (flute), sometimes causing his elders to hide it, which pressed him into whistling 
(okufuuwa oluwa) as a substitute.  Ssuuna’s whistling became so fine that his colleagues 
accepted it as a perfect substitute for his flute when he joined them in ensembles.  
Besides blending with other instruments, his whistling became a tool to provide keys and 
cues of variations.  This led to the emergence and continuous use of the term oluwa, the 
Luganda term for “that which gives or provides,” in the context of providing keys and 
cues (Kafeero 2005*).  Although today the term is generally used to refer to the sound 
produced in whistling, among living musicians from Muteesa II’s reign it continues to 
maintain its literal meaning, i.e., that which provides keys and cues in their ensembles 
(Ssempeke 2005*).  Ssuuna II’s incessant playing of the flute was denoted by the term 
olumoonyere, which is associated with the act of overdoing something.  However, young 
Ssuuna II mistakenly thought of olumoonyere as the name of his flute, and this eventually 
led to the use of the term in reference to his flute during his reign (Kafeero 2005).  The 
song not only makes us aware that some kings before Muteesa II were musicians 
themselves, but also informs us that such kings could contribute to the enrichment of 

                                                 
4I must admit that this term was new to me, which made me realize the complexity of the vocabulary of my 
own tongue (Luganda).  Kafeero, who acknowledged the unusual use of the term in Buganda in the twenty-
first century, described it as a special form of cross-eyes.  Snoxall, however, defines empujjo as a slight 
squint and states that the Baganda usually refer to the feature as amaaso ag’empujjo: eyes with a slight 
squint (Snoxall 1967: 208).  Mulira and Ndawula share the same notion with Snoxall, defining empujjo as a 
slight squint, but they also refer to both endali and empujjo as squint (Mulira and Ndawula 1952: 69; 215).  
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Kiganda vocabulary.  In addition, the scenario demonstrates that the lubiri  exuded other 
innovations besides musical ones.  

 
Song 4.9 [CD Track 9]: Nannyinimu (“Household Head”), sung by Kafeero, July 28, 
2005. 
 
1 Nannyinimu, nannyini mateeka owulidde. Household head, the owner of the  
      laws you have heard.  
 
2 Bw'owulira mpitaba nga mpitaba ggwe  When you hear me respond, I’m responding  
    ssebo, eee.  to you sir, eee. 
 
3 Nannyinimu nannyini buyinza,  Household head, the owner of power, 
4 Nti ekimaze embuzi e Kyebando  That which has consumed goats in  
   ssalambwa ly’e Wamala, Nabulagala.  Kyebando [is] the puff adder of Wamala, 
  Nabulagala. 
   
5 Ssalambwa lyannuma lyandekera nkovu,  The puff adder bit me, left me with a scar,  
6 Buli erifuluma libojjamu nze, eee.  Whichever comes out bites me, eee.   
  
7 Naye alirimponya ndimuwa n’ensimbi,  But whoever will save me from it, 
  I will give that one money, 
  
8 Ekimaze embuzi e Kyebando Ssalambwa  That which has consumed goats at  
    ly’e Wamala, Nabulagala.  Kyebando [is] the puff adder of Wamala, 

Nabulagala. 
 

The ultimate manifestation of Ssuuna II’s passion for music was his declaration 
that none of his subjects was to weep at his death, and that only music was to be played.  
This declaration was thought by Ssuuna II’s subjects to be a consequence of the strict 
instructions that had been given to him by a traditional healer, who assured him that he 
would come back to life if his subjects did not weep on his death.  Because of the 
scandalous incidents that had occurred during Ssuuna II’s reign, however, his subjects 
had no reason to cry at his death anyway, but rather to celebrate it.  Ssuuna II’s brother 
had, for instance, often raided people’s goats, claiming this to be an order from the 
Kabaka.  After all, the Kabaka’s word was final.  This and many other incidents 
motivated Ssuuna II’s musicians to compose a special song (above), which they 
performed as part of his mourning ceremony repertoire (Kafeero 2005*). 

In the song above, the Kabaka is first portrayed respectfully as the household 
head, the owner of the laws, and the owner of power.  Shortly, however, he is 
metaphorically portrayed as the puff adder of Wamala, Nabulagala, and consumer of all 
the goats in Kyebando, etc.  Moreover, sometimes there is more than one puff adder, but 
they all bite only the singer.  The puff adder metaphor shows the negative attitude Ssuuna 
II’s subjects had towards him despite the great respect they gave him.  Further, the 
mention of “Wamala, Nabulagala” and “Kyebando” signifies that these were important 
places.  According to Kaggwa (1971: 119), Ssuuna once moved his capital from Kavule 
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to Nabulagala, yet Mulago (which I personally know as the immediate neighboring 
village to Kyebando), was once a location of his capital, as well (Kaggwa 1971: 115).  
The metaphor of multiple puff adders further represents Ssuuna II’s officials and close 
relatives who were like him.  

Kafeero mentioned that it was because of the scandalous incidents that had 
occurred during Ssuuna II’s reign that his subjects had no reason to cry at his death, 
including the incident of Ssuuna II’s brother raiding people’s goats, claiming this to be an 
order from the Kabaka.  According to Kafeero, other songs were performed at Ssuuna’s 
mourning ceremony, though emphasis was placed on the one above.  After Ssuuna II’s 
reign the song became part of the mourning music repertoire performed at the death of 
most kings (Kafeero 2005*).  This example again illustrates how the lubiri  absorbed 
musical influences and innovations from outside its walls, and then exuded musical 
innovations of its own to the exterior. 

 
Song 4.10 [CD Track 10]: Omusango gw’Abalere (“The Flutists’ [Royal Enclosure] 
Court Case”), sung by Ssempeke to the accompaniment of the nnanga (bow-harp), 
July 12, 2005. 
 
  1 Anti omusango gw’a balere gwegaludde, Because the flutists’ crime has erupted, 
  2 Bantwale e Bbira.                                    Let them take me to Bbira. 
 
  3 Nze nno mpimaapima eddiiro linsobedde, For me, I measure the living room, I am  
                                                                       puzzled, 
  4 Bwe nsituka . . . gubadde gutya?           When I stand up . . .  what has happened? 
 
  5 Ow’omukwano,       My friend, 
  6 Bantwale e Bbira gye banzaala.          Let them take me to Bbira my birth place. 
 
  7 Agalifa sizadde nze,                        To die childless me, 
  8 Bwe ndifa ndigenderera.                   When I die I will disappear. 
 
  9 Agalifa sizadde nze,                              To die childless me,    
10 Bwe ndifa ndigenderera.                      When I die, I will disappear. 
 
11 Wambwa alekerera entujjo,             Mr. dog leaves alone the twins’ feast, 
12 N’azina entoli.                                     And dances to the finger snaps. 
 
13 Naawe omukulu owennimi . . .          You too the senior one of languages . . .  
 
14 Bwe ntunuulira taata gye yagenda,    When I look at where my father went, 
15 Amaziga gakunkumuka.                         The tears flow. 
 
16 Bwe ntunuulira mmange gye yagenda,  When I look at where my mother went, 
17 Amaziga gakunkumuka.                         The tears flow. 
 
18 Agalifa sizadde nze,                                To die childless me, 
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19 Bwe ndifa ndigenderera.                    When I die, I will disappear. 
 
20 Wambwa alekerera entujjo,                 Mr. dog leaves the twins’ feast, 
21 N’azina entoli.                                      And dances to the finger snaps. 
 
22 Aaaa munnange linsobedde,                Aaaa my dear, it has puzzled me,  
23 Bantwale e Bbira.                                 Let them take me to Bbira. 
 
24 Lino eddiiro linsobedde,                        This dining room has puzzled me, 
25 Bwe nsituka . . .                                       When I stand up . . .  
 
26 Nange ndigenda bwomu nze,               Even me, I will go alone, me, 
27 Eby’okufa bigenderera.                      Those things of death disappear 
   
28 Ate ndigenda bannange.                  But  I will go, my friends. 
 
29 Ssanja eribikka bannaffe,                          The dry banana leaves that cover our friends, 
30 Lye bababuza obusolo.                       Are the ones they use to smoke animals. 
 
31 Ssanja eribikka bannaffe,                         The dry banana leaves that cover our friends, 
32 Abayizi lye bababuzza obusolo.          Are the ones hunters use to smoke animals. 
 
33 Aaaa munnange, linsobedde,              Aaaa my dear, it has puzzled me, 
34 Bantwale e Bbira, gubadde gutya?      Let them take me to Bbira, what has 

happened? 
 
35 Anti omusango gw’abalere gwegaludde, Because the flutists’ case has erupted 
36 Bantwale e Bbira.                                   Let them take me to Bbira. 
 
37 Anti omusango gw’abalere gunsobedde, Because the flutists’ case has erupted, 
38 Bantwale e Bbira gubadde gutya?           Let them take me to Bbira, what has   
      happened? 
 
39 Omukulu ow’ennimi, ono . . .                   The senior one of languages, this one . . . 
    
40 Anti Mukasa ow’e Zinga.                     The Mukasa of Zinga. 
 
41 Nange ndigenda bwomu nze.                 Even me, I will go alone, me. 
    
42 Ssanja eribbika bannaffe,                         The dry banana leaves that cover our friends, 
43 Abayizzi lye bababuza obusolo.          Are the ones hunters use to smoke animals. 
 
44 Anti eribikka bannaffe,                        The ones that cover our friends, 
45 Abayizzi lye bababuza obusolo,  Are the ones hunters use to smoke animals,   
      gubadde gutya?                                         what has happened? 
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46 Maama linsobedde,                                Mother, it has puzzled me, 
47 Bantwale e Bbira, omulongo baze.         Let them take me to Bbira, the twin, the  
      husband. 
 
  According to the performer, this song was composed during Ssekabaka Ssuuna 
II’s reign (the twenty-ninth Kabaka), who, as already mentioned, had an exclusive 
passion for the ndere (flute) and its music.  The Kabaka’s flutists composed the song 
following their dismissal from the lubiri , punishment for the disrespectful act of one of 
them having had sexual intercourse with a princess.  Consequently, the musicians 
returned to their home village, Kalungu, Bira.  On Ssuuna II’s death, his son, Muteesa I, 
became Kabaka.  When the latter asked about the missing flutists, he was told that they 
had been dismissed by Ssuuna II as a result of having committed unspecified offenses.  

Nevertheless, Muteesa I’s passion for flute music compelled him to request the 
flutists’ return to the lubiri .  Muteesa I asked them to play something as soon as they 
arrived, and they chose to play Omusango gw’Abalere.  Fearing that Muteesa I might 
reopen the case for which his father had dismissed them, the flutists replaced the phrase 
Omusango gw’a balere gwegaludde, bantwale e Bbira gyebanzaala (“The flutists’ crime 
has erupted, let me be taken to Bbira my birth place”) with Nze ndigenda n’abalere ab’e 
Kalungu, bantwale e Bira gye banzaala (“I will go with the flutists of Kalungu, let me be 
taken to Bira my birth place”).  As soon as the musicians stopped playing, the Kabaka 
asked them what the song was all about.  They told him that the statement, “I will go with 
the flutists of Kalungu” meant that he had chosen them as his flutists.  Consequently, the 
Kabaka accepted them back into the lubiri  as the official flutists (Ssempeke 2005*).  

In this song, the singer represents the flutists, stating that their crime has erupted 
and so they should be banished to Bbira, their village home.  The singer’s great 
expression of fear of death, which death he claims has taken his parents, is among the 
song’s several topical digressions.  Other societal issues addressed by the song include 
childlessness and rumor-mongering. 

 
A Song Referring to European Exploration and Christian Missionary Times 

 
Song 4.11 [CD Track 11]: Akawologoma (“The Small Lion”), performed by 
Ssempeke on the ndere (flute), following which he sang some of its text, July 12, 
2005.  (See plate 4.1.)    
 
  1 Akawologoma,     The small lion, 
  2 Akowologoma.    The small lion.  
 
  3 Bakatwale embuga kalye e bintu,  Let them take it to the chief’s place so that   
      mukwano gwa bonna,                it eats things, the friend of all, 
  4 Akawologoma.                                           The small lion. 
 
  5 Nneeyanze ssebo,                                      Thank you, sir, 
  6 Akawologoma.                                          The small lion.   
        
  7 Sirina googera nze omundabiranga I have no energy to talk, I send my  
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      mukwano gwa bonna,     regards, the friend of all, 
  8 Akawologoma.                                          The small lion. 
 
  9 Nnaganza munnange,                                I befriended my friend, 
10 Akowologoma.                                      The small lion. 
 
11 Bakatwale e mbuga kalye ebintu,  Let them take it to the chief’s place so that  
          it eats things, 
12 Ndigenda n’ani?    With whom shall I go? 
                                                                                                             
13 Nnaayita ani jjajjange Ntale,  Whom shall I (call) invoke, my grand-  
      father Ntale,   
14 Nnaakola ntya?                                      What shall I do? 
 
15 Sirina googera omundabiranga           I have no energy to talk, send my regards 
      nnyini buyinza.      to the owner of power. 
 
16 Ndigenda n’anjagala,                             I will go with the one who loves me, 
17 Akawologoma.                                        The small lion.  
 
  Throughout Muteesa II’s reign, social commentary was the subject of new songs.  
Akawologoma, according to Ssempeke, was composed as a result of Kabaka Muteesa I 
(the thirtieth Kabaka, 1856-1884) having kept a lion in the lubiri.  Because this lion was 
dangerous, lubiri  residents and people who went there were warned against disturbing it, 
lest it harm them.  This ultimately gave rise to the slogan Bakakwaate mpola kalye ebintu 
(“Handle it with care so that it eats”).  This slogan in turn inspired the musicians to 
compose the song.  For some reason, however, they replaced the phrase Bakakwaate 
mpola kalye ebintu with Bakatwaale e mbuga kalye ebintu (“Let it be taken to the chief’s 
to eat”).  The latter statement was directed to the lion’s guard.  Ssempeke adds that the 
word Akawologoma, at another contextual level, refers to the Kabaka himself, whose 
subjects should handle him with care if they wish to obtain anything from him and should 
not rush him.  If this song is performed by several people, it is usually done in a call and 
response style, with Akawologoma as the response or chorus (Ssempeke 2005*). 
 The performer did not clarify whether the term Akawologoma (“The small lion”) 
referred literally to a grown lion, small in size, or to a cub.  However, Ssempeke’s 
revelation that this lion once ate a child, leading to its being shot to death by the Kabaka, 
suggests that it was a mature one, but rather skinny.  In addition to his repeated 
statements that Akawologoma be taken to the chief’s (Kabaka’s) place to eat, the singer 
delineates the Kabaka as the friend of all, one who befriended him, and owner of power, 
among other praises.  Further, he sends his regards to him, admitting that he (the singer) 
is short of words because he is overwhelmed.  Consequently, he wonders what he should 
do and with whom he should go to see the Kabaka; he eventually comes up with a 
solution (invoking his grandfather, Ntale).  This illustrates how the Baganda of Muteesa 
II’s reign revered their elders and relied on them to obtain social respect by association. 



 

 53 
 
 

 

Plate 4.1: Ssempeke Muwanga Albert singing Akawologoma to the accompaniment 
of the baakisimba or mbuutu drum.  Photograph: Damascus Kafumbe, 2005. 
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Songs Referring to Colonial Times (1894-1962) 
 

Song 4.12 [CD Track 12]: Kabaka Mpologoma (“The King is Lion”), sung by 
Deziderio to the accompaniment of the ndingidi (tube-fiddle), July 15, 2005.   
  
  1 Nina munnange omulongo,  I have my friend the twin, 
  2 Nina munnange bba bonna.   I have my friend the husband of all. 
 
  3 Bannange abalangira,    My friends, the princes, 
  4 Bannange abambejja.    My friends, the princesses. 
 
  5 Kabaka mpologoma bba ffe,   The king is the lion, our husband, 
  6 Nnantajeemerwa,  The one who is not disobeyed, who will ever 
  7 Alimujeemera ani?  Who will ever disobey him? 
 
  8 Kabaka mpologoma bba ngo,                    The king is lion, the husband, the leopard, 
  9 Nnatazannyirwako,   He is not played with,   
10 Alimuzannyisa amanyaanga.  The one who will ever play with him should  
      know. 
 
11 Munnange,     My friend, 
12     Nina munnange Omutanda.   I have my friend the king.    
  
13 Nina munnange bba bonna,   I have my friend the husband of all, 
14 Nina munnange eyandeese.   I have my friend who brought me. 
 
15 Nina munange omulongo y’oyo.   I have my friend the twin, he is that one.5  
 
16 Nze Dezi abatammanyi,    I, Dezi, those who don’t know me, 
17 Kati mubuuze ku bandabako.   Now ask those who see me. 
 
18 Abange abatammanyi,    My dears, those who do not know me, 
19 Bannange ndikomawo.   My friends, I will come back. 
 
20 Oba nga temummanyi,    If you don’t know me, 
21 Munninde ndikomawo.    Wait for me, I will come back. 
 
22 Abange ebigambo bye ebyo,   My friends, those are the words, 
23 Otambula mpola towunjawunja.   You walk slowly (carefully), without  
      meandering. 
 
24 Munnange tolinnya ku ngo,   My friend, don’t step on the leopard, 
25 Olinnyako mpola towunjawuunja.  Step on it slowly, don’t meander. 
 
26 Kabaka mpologoma bba engo,             The king is lion, the husband, the  
                                                 
5The Kabaka. 



 

 55 
 
 

      leopard, 
27 Nnatazannyirwako,                  He is not played with,   
28 Alimuzanyisa ani?     Who will ever play with him? 
 
29 Abange endagaano kye ki?   My friends, what is the agreement? 
30 Bannange mubuuze endagaano y’eyo. My friends, ask, that is the agreement. 
 
31 Endagaano za dda nnyo,   Agreements are from very long ago, 
32 Nga ne Muteesa Walugembe kw’ali.  When MuteesaWalugembe was still there. 
    
33 Okumanya nga endagaano za dda,  Because agreements are from long ago, 
34 Olaba ne Kisingiri endagaano kw’ali.     Even Kisingiri is on the agreement. 
 
35 Stansi Mugwaanya endagaano kw’ali,  Stanislaus Mugwaanya is on the agreement, 
36 Olaba ne Bazoogera endagaano kw’ali.   You see, even Bazoogera is on the 

agreement.   
 
37 Abange endagaano bw’eba,   My friends, that is how the agreement  
      is usually, 
38 Aa! Otuuse endagaano ky’ekyo.   Oh! You’ve arrived, the agreement is that  
      one. 
 
39 Abange endagaano ky’ekyo,   My friends, the agreement is that one, 
40 Owange obadde mulungi endagaano  My friend, you have been good, that is how 
     bweri.  The agreement is. 
 

Muteesa II’s royal musicians were compelled to praise his greatness through 
songs, including this one.  In this song, the performer metaphorically refers to the Kabaka 
in various ways, as friend, twin, lion, leopard, husband of all, and husband of leopards 
(the princes), among other epithets.  According to the singer, the Kabaka is neither 
disobeyed nor toyed with, for this will lead to punishment of the disrespectful subject.  
“Walk slowly without meandering” and “Don’t step on the leopard” are examples of 
rhetorical cautions to the Kabaka’s subjects, who are meant to respect and honor him in 
every regard.  Other issues addressed by the song, not pertaining to the primary topic, 
include the history of the signing of agreements or treaties in Buganda.  The singer 
maintains that the act of signing treaties in Buganda goes far back in history with such 
signatories as Kabaka Muteesa I (the thirtieth Kabaka, 1856-1884), Kisingiri (once 
Buganda’s treasurer and regent for the young Kabaka Chwa II [the thirty-fourth Kabaka, 
1897-1939] at the beginning of the twentieth century), Stanislaus Mugwaanya (once 
Buganda’s chief justice and also regent for the young Kabaka Chwa II), and Bazoogera 
(who is not identified).  This is another song in reference to Federo (“Federalism”), a 
topic also addressed by song 4.18. 
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Song 4.13 CD Track 13]: Polanda (“Poland”), sung by Deziderio to the 
accompaniment of the ndingidi (tube-fiddle), July 15, 2005.  (See plate 4.2.) 
 
  1 Polanda kyava dda,    Poland goes far back, 
  2 Ekibuga ekirungi Polanda.  The good “city” Poland. 
 
  3 Eky’alwanyisa Abazungu    The one that made white men fight 
  4 Okutting’ana.                            To death. 
 
  5 Bw’obaleka balwana    When you leave them to fight 
  6 Baliwummula.        They will eventually rest. 
  
  7 Ebyali eby’okuteesa    Those things which were for negotiating 
  8 Bivaamu nnyago.    Result in shafts of spears or arrows.  
 
  9 Ggwe ate olaba omukwano gw’abasajja  You see even friendship between men 
10 Guvaamu nnyago.     Result in shafts of spears or arrows. 
 
11 Nabo baleke balwane,      Even them, leave them to fight, 
12 Baliwummula.     They will eventually rest.    
 

The performer said that the song was taught to him at about age twelve by his 
uncle Matyansi Kibirige Bazibumbira in the late 1930s.  During this time Buganda sent 
troops to participate in World War II, and this was one of many incidents that inspired 
musicians to compose songs addressing international issues (Deziderio 2005*).  In the 
song above, the singer relates that Poland, an ancient country, made its invaders 
(probably referring to German and Russia) rivals who fought to kill each other.  He adds 
that the invaders dropped negotiations and opted to fight, which even friends are inclined 
to do.  The singer’s argument is that if even great friends end up fighting, then the 
invaders should also be left to fight; they will stop whenever they decide. 
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Plate 4.2: Deziderio Ssalongo Kiwanuka Matovu performing Polanda to the 
accompaniment of the ndingidi (tube-fiddle).  Photograph: Damascus Kafumbe, 

2005. 
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Song 4.14 [CD Track 14]: Akasozi Baamunaanika (“The Hill Baamunaanika”), sung 
by Sserwanga to the accompaniment of the ndingidi. July 2, 2005.  (See plate 4.3) 
 
  1 Akasozi Baamunaanika   The hill Baamunaanika, 
  2 Keeyagaza nnyo.    Is very joyous. 
 
  3 Baamunaanika    Baamunaanika, 
  4 Baakakola nnyo.    They made it well. 
 
  5 Akasozi Baamunaanika   The hill Baamunaanika, 
  6 Keeyagaza nnyo,    Is very joyous. 
 
  7 Omutanda gyali,     The King is there, 
  8 Omutanda nannyinimu.   The King, household owner. 
 
  9 Bukya  mmusenga    Ever since I entered his service,  
10 Siryanga ku dduma.   I have never eaten food without sauce. 
 
11 Bukya mmusenga    Ever since I entered his service,   
12 Sitemanga mmuli.    I have never harvested reeds. 
 
13 Omutanda gyali,     The  King is there, 
14 Omulongo nannyinimu.   The twin, the household owner. 
 
15 Nnaabeera wano,    I will stay here,    
16 Omulongo w’abeera.   Where the twin dwells. 
 
17 Nnaatuula eyo,    I will sit there, 
18 Omutanda gy’abeera.   Where the King dwells. 
 
19 Omulongo y’oyo,     The twin is that one, 
20 Luwangula.    The conqueror. 
 
21 Omulongo y’oyo,     The twin is that one, 
22 Omulongo Nannyinimu.   The twin, the household owner. 
 
23 Nnaatula wano     I will sit here 
24 Omutanda w’atudde.   Where the King has sat. 
 
25 Alina bingi by’alowooza,   He has so much that he is pondering over,   
26 Kabaka waffe.    Our king. 
 
27 Alina bingi eby’amatendo,   He has many things that are marvelous, 
28 Kabaka waffe.    Our king. 
 
29 Mwattu bw’obanga omulabye,   Please, if you ever see him,  
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30 Omundabiranga.    Send my regards to him. 
 
31 Nnayagala munnange,   I loved my friend, 
32 Siryagala mulala.    I will never love another one. 
 
33 Omulongo y’oyo,    The twin is that one, 
34 Luwangula Mutebi.   The conqueror Mutebi. 
 
35 Akasozi Baamunaanika,   The hill Baamunanika, 
36 Baakakola.     They made it. 
 
37 Akasozi Baamunaanika   The hill Baamunaanika, 
38 Baakakola.     They made it. 
 
39 Omutanda gy’abeera.   Where the King dwells. 
 
40 Baamunaanika keeyagaza nnyo.  Baamunaanika is very joyous. 
 
41 Mwattu bw’obanga ogenze,  Please, if you ever go there, 
42 Omundabiranga.    Send my regards always to him. 
 
43 Omulongo y’oyo,    The twin is that one, 
44 Omulongo, nannyinimu.   The twin, the householder. 
 
45 Alina bingi by’alowooza,   He has many things he is pondering over, 
46 Omulongo, baze!    The twin, the husband! 
 
47 Alina bingi ow’omukwano.  He has plenty, the one of friendship,  
 
48 Nnaatuula wano omulongo w’atudde. I will sit here where the twin is seated. 
 
49 Nnayagala munnange    I loved my friend, 
50 Siryagala mulala.    I will never love another one. 
 
51 Omulongo y’oyo,    The twin is that one, 
52 Luwangula Mutebi.   The conqueror Mutebi. 
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Plate 4.3: Sserwanga Ludovic performing Akasozi Baamunaanika to the 
accompaniment of the ndingidi (tube-fiddle); other pictured instruments include 

another ndingidi and drums.  Photograph: Damascus Kafumbe, 2005. 
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53 Alina bingi by’alowooza. He has plenty he is pondering over. 
 
54 Alina bingi ow’ekitibwa,   He has plenty, the honorable one,   
  
55 Omulongo y’oyo.    The twin is that one. 
 
56 Kyokka empologoma ngo,    Only the lion, leopard, 
57 Omutanda gy’abeera.   Where the King dwells.     
 
58 Omutanda mw’ali,    The King is inside, 
59 Fenna tumwagala nnyo.   All of us love him so much. 
 
60 Anaakwata mpola agira abaayo.  He will manage simply, may he live. 
 
61 Kyokka akwatanga mpola ebigambo. Only he manages words (issues) slowly. 
 
62 Anaakwata mpola afuge.   He will manage slowly, in order to rule. 
 

The musician illustrated variation in style by playing two out of the three ndingidi 
(tube-fiddles) that are often played together as a set.  The two ndingidi were akatamba 
(highest in pitch) and ekitamba (lowest in pitch).  The song was composed in praise of 
Baamunaanika hill, a former site of one of Muteesa II’s mbiri (plur. of lubiri ).  It was 
composed on the lubiri ’s establishment (Sserwanga 2005*). The singer praises 
Baamunaanika hill, which he describes as a very joyous place, where the Mutanda 
(Kabaka) dwells to ponder about and rule over the kingdom.  He also praises the Kabaka 
by referring to him as the twin, conqueror, honorable one, husband, lion, and householder 
owner, among other metaphorical labels and praise names.  The singer proudly declares 
that ever since he entered the Kabaka’s service, he has been well provided for, and he 
sends his regards and love to the Kabaka. 
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Songs Referring to Post-independence Times (1962- ) 

Song 4.15 [CD Track 15]: Ka Nsimbe Amuggo awali Kibuuka (“Let Me Plant a Stick 
Where Kibuuka Is”), performed by Ssempeke on the ndere (flute), following which 
he sang out of its text, July 12, 2005.   
 
  1 Ka nsimbe omuggo awali Kibuuka,        Let me plant a stick where Kibuuka is,6 
  2 Ka nsimbe omuggo baganda bange.        Let me plant a stick, my brothers. 
 
  3 Ka nsimbe omuggo awali Kibuuka,         Let me plant a stick where Kibuuka is,  
  4 Ka ng’ende nadda nyazaala wange.        Let me go, I will come back, my mother-in- 
      law. 
 
  5 Omwana owange mulimuleeta,              My child, you will bring him,   
  6 Emirembe n’e nnakku sirina googera.    For reigns and days I do not have energy to  
      talk. 
 
  7 Omwana owange mulimuleeta,               My child, you will bring him. 
  8 Ee, ka nsimbe omuggo nnyazaala wange. Oh, let me plant a stick, my mother-in-law. 
 
  9 Owa, ka nsimbe omuggo awali Kibuuka, Oh, Let me plant a stick where Kibuuka is,  
10 Oo kang’ende ewaffe nnyazaala wange. Oh let me go to our home, my mother-in- 
      law. 
 
11 Ekikutte obudde kiributa edda.            What is holding time will release it one                                                                    

day.7  
 
 Songs composed and performed by Muteesa II’s musicians were certainly 
vehicles of social commentary.  For instance, it was a disagreement between a husband 
and wife that gave birth to the above song (Ssempeke 2005*).  Following this 
disagreement, the wife divorced the husband and went back to her home village.  Later 
on, the man requested that they get back together, but the ex-wife refused, causing the 
man to ask for their only child.  On the ex-wife’s refusal to give him the child, the man 
complained to his mother-in-law.  The latter declined to get involved in their dispute, 
which angered the man further, leading him to declare that he was to stand with support 
of a walking stick near where Kibuuka was.  The man anticipated that Kibuuka would 
soften the woman’s heart so that she would give him the child.  According to Ssempeke, 
Kibuuka, the Baganda’s war god, is renowned for fighting in clouds (Ssempeke 2005*).  
The musician added that this song became an icon of Muteesa II’s flutists, but he did not 
mention why. 
 

 

                                                 
6Kibuka is the Baganda’s war god. 
 
7Everything will unfold with time. 
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Song 4.16 [CD Track 16]: Alina Bingi By’alowooza (“He Has Many Things He’s 
Thinking About”), sung by Kabwaama to the accompaniment of the ndongo (bowl-
lyre), July 20, 2005.  (See plate 4.4.) 
  
  1 Abaalukola,    Those who made it, 
  2 Ddala abasajja lwatukeerera nnyo. Indeed men, the day became late for us.   
 
  3 Olaba bigenderedde,    You see things have progressed, 
  4 Eby’obufuzzi bifuuse bya mpalana. Politics have become grudge issues. 
 
  5 Kati tugenderedde,    Now we have progressed, 
  6 Kati ebyobufuzi bigenda bya mpalana.  Now political issues transpire like grudge 
      issues.8 
 
  7 Edda baagambanga   Long ago they used to say that  
  8 Nti obufuzi babuyisa bwa ddembe.  That political issues are treated peacefully. 
 
  9 Alina bingi by’alowooza,    He has a lot which he is thinking about, 
10 N’abeera wano.     I will stay here. 
 
11 Okuyagala Kabaka n’antunuulira,  To love the king and he looks at me, 
12 Owange n’abeera wano.    My dear, I will stay here. 
 
13 Endongo eno,     This lyre, 
14 Yantuusa omufumbo w’atuuka.   Made me get where a married one gets. 
 
15 Endongo yange eno,   This lyre of mine,  
16 Okusooka ye mununuzi asooka.   To start with, it is my savior number one. 
 
17 Endongo yange eno,   This lyre of mine, 
18 Yantuusa omufumbo w’aliira.   Made me get where a married one eats from. 
 
 
19 Endongo eno,    This lyre of mine, 
20 Yantuusa omufumbo w’akwata.   Made me get where a married one gets. 
 
21 Kabatukolere,    Let them work for us,  
22 Ebirijja baliyogera ebirala.  Those things shall come, they will talk 

differently. 
 
 Though the song encompasses several topical digressions, it mainly addresses the 
political environment of Buganda during the reign of Kabaka Ronald Muwenda Mutebi II 
(the thirty-sixth Kabaka, 1993-present), the son of Muteesa II.  According to the singer, 
the Kabaka has many issues to think about, including the political situation of the time, 
which seems to be running out of order.  As a result of the strange trend of politics, which 
                                                 
8Implies power struggles. 
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has become a grudge issue (due to power struggles), the people are faced with danger, he 
adds.  He informs us further that politics was previously thought of as a peaceful 
enterprise.  However, this is not the case during Mutebi’s reign.  The singer vows to 
support or stand beside the Kabaka as he thinks about this situation.  The song ends 
spontaneously with the musician’s praise of his musical instrument, which has provided 
him with good things, including earning him a living. 
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Plate 4.4: Kabwaama performing Alina Bingi By’alowooza to the accompaniment of 
the ndongo (bowl-lyre).  Photograph: Damascus Kafumbe, 2005. 
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Song 4.17 [CD Track 17]: Ssaabasajja Tumwagala nnyo (“Ssaabasajja, We Love 
Him Exceedingly”), sung by Sserwanga to the accompaniment of the ndingidi (tube-
fiddle), July 2, 2005.  
 
  1 Ssaabasajja tumwagala nnyo,  Ssaabasajja, we love him exceedingly, 
  2 Ow’omukwano.    The one of friendship. 
 
  3 Tumwagala nnyo,     We love him exceedingly, 
  4 Ow’omukwano.    The one of friendship. 
        
  5 Ssaabasajja yawoomerwa . . .,  Ssaabasajja was pleased . . ., 
  6 Obwakabaka n’abumanya.  The kingship he became aware of   
      it. 
 
  7 Baamutikkira engule ye,    They crowned him, 
  8 Obwakabaka n’abumanya.   The kingship he became aware of it. 
 
  9 Baamutikkira engule ye,    They crowned him, 
10 Obwakabaka n’abumanya,  The kingship and he became aware of it, 
11 Tumwagala nnyo.    We love him exceedingly. 
 
12 Yawoomera engoye ze,   He looked well dressed in his vestments, 
13 Ssaabasajja nnandigobe. Ssaabasajja, the nandigobe.9 
 
14 Yalambula nnyo,     He visited a lot, 
15 N’e Bugerere mu mbwa,   Even in Bugerere, infested with mbwa flies, 
16 Eyangayaaza.     The one who made me lazy.  
      
17 Alina munne amwagala.   He has someone loves one. 
    
18 Tuyagala munnange,   We love my friend, 
19 Ssaabassajja tumwagala nnyo.  Ssaabasajja, we love him exceedingly. 
 
20 Omwana wa Nnabijjaano,   The child of Nnabijjaano, 
21 Tumwagala nnyo.    We love him exceedingly. 
 
22 Yawoomera engule,   He looked well dressed with his crown on, 
23 N’obwakabaka n’abumanya. And the kingship, and he became aware of 

it.  
 
24 Obwakabaka buwoomera abantu,  Kingship pleases people, 
25 Obwa Muteesa bw’amuwasa.    That of Muteesa married him.10 
  

                                                 
9A type of plantain with small fruit. 
 
10The Kingship married him.  
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26 Buwoomera ababulya,   It pleases those who eat it,  
27 Ne Mutebi nnamba emu.   And Mutebi, number one. 
 
28 Omwoyo!     The spirit! 
29 Omwoyo gwa munnange gunnuma. The sprit of my friend, I’m smitten. 
 
30 Mmwagala!    I love him! 
31 Ndigenda n’owange ow’ekitiibwa. I will go with my friend, the honorable one.   
 
32 Muyogeeyoge,    Congratulations, 
33 Wamma muyogeeyoge okusaba.  Indeed, congratulations upon praying. 
 
34 Muyogeeyoge,    Congratulations, 
35 Muyogeeyoge wamma.   Congratulations, indeed. 
 
36 Mwebale kuwonga,    Thank you for making an offering to the  

spirits, 
37 Obwakabaka buzzeewo.   The kingship has been restored. 
 
38 Mwebale kuwonga,    Thank you for making an offering to the  

spirits, 
39 Obwakabaka buzze buto,   The kingship has been rejuvenated,  
40 Eyangayaaza.     The one who made me lazy.  
      
41 Alina munne amuwaana.   He who has a friend praises him or her. 
 
42 Ssaabasajja yalambula nnyo,   Ssaabasajja visited a lot, 
43 Era bwe yalambula amasaza    And when he visited the counties, 
44 Ne mu Kyaggwe n’atuuka.   And he even reached Kyaggwe. 
 
45 Yalambula nnyo,    He visited a lot, 
46 Ne Bugerere wansi.   Even down in Bugerere. 
 
47 Yalambula amasaza,    He visited the counties, 
48 Ne mu Busiro n’atuuka.   And he even reached Busiro. 
 
49 Bamundabire,     Let them send my regards to him, 
50 Ndigenda n’owange ow’ekitiibwa. I will go with my friend, the honorable one. 
 
51 Bamundabire,    Let them send my regards to him, 
52 Ndibeera n’omu oyo ow’omukwano. I will stay with that one only, the one of the  

friend.. 
 
53 Tonjoganga.     Never despise me.  
 
54 Temunjoganga,    None of you should ever despise me, 



 

 68 
 
 

55 Obwakabaka buzzeewo.   The kingship has been restored. 
 
56 Omwoyo!      The spirit! 
57 Ndigenda n’owange ow’ekitiibwa. I will go with my friend, the honorable one.  
 
58 Omwoyo!     The spirit! 
59 Ndibeera n’omu oyo eyangayaaza. I will stay with that one only, who made  
      me lazy. 
60 Mwebale kuwonga,    Thank you for making an offering to the 

spirits,  
61 Obwakabaka buzzeewo.   The kingship has been restored. 
 
62 Ateredde mw’etuuka,    He is settled in the fitting one,  
63 Ey’emitwalo gye nnyimba.   One of tens of thousands, which I sing  
      about.  
     
64 Entebe ateredde mw’emyansa,   He is settled in the glittering chair, 
65 Ey’emitwalo gye nnyimba, ssaabasajja. One of tens of thousands, which I sing  

about, ssaabasajja. 
 
66 Yalambula engule,    He visited the crown, 
67 Obwa kabaka n’abumanya.  The kingship, and he became aware of it. 
   
68 Ye wuuyo omwana wa Nnabijjano,  There he is indeed, the child of Nnabijjano, 
69 Tumwagala nnyo.    We love him exceedingly. 
 
70 Ye wuuyo omwana wa Nnabijjaano,  There he is indeed, the child of Nnabijjaano, 
    
71 Omwoyo! Omwoyo!   The spirit! The spirit! 
 
72 Nze no omwoyo gunnumye kiro   The spirit has smitten me at night,  
      ng’enda,     I’m going, 
73 Tumukkiriza.     We have accepted him. 
 
74 Yalambula amasaza,    He visited the counties, 
75 Ne mu Kyaggwe n’atuuka.   He even reached Kyaggwe. 
 
76 Yalambula nnyo,     He visited a lot, 
77 Yalambula amasaza n’e Bulaaya   He visited the counties, he even reached  
      n’atuuka.     Europe.  
 
78 Olw’e Bulaaya lubeera. . .    If the Europe visit were. . . 
79 N’abasajja twandirabye.   We the men would have been unfortunate. 
 
80 Lwalyoka ne luba lwa mmotoka,   Good enough it was a motorcar journey, 
81 N’ebikajjo twandimenye.   Even the sugarcanes we would have   
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      harvested. 
 
82 Eyangangayaza.    He who made me lazy. 
 
83 Omwoyo!      The spirit! 
84 Omwoyo gwa munnange owe’nkima. The spirit of my friend of the  monkey clan. 
 
85 Omwoyo!     The spirit! 
86 Omwoyo gwa munnange ow’omukwano. The spirit of my friend,  
 
87 Tumwagala nnyo,    We love him exceedingly, 
88 Ow’ekitiibwa gwe nnyimba.  Of the honorable one I sing. 
 
89 Ssaabasajja tumwagala nnyo,                Ssaabasajja, we love him exceedingly,  
90 Yongera afuge abantu.                            Continue to reign over the people. 
 
 This song was performed, according to the performer, by himself and several 
other musicians during the inaugural ceremony of Kabaka Mutebi in 1996.  The present 
version, however, tells of events that occurred subsequent to Mutebi’s inauguration.  
These include Mutebi’s visiting all of Buganda’s counties, which in particular inspired 
musicians from Bugerere to sing spontaneously, Yalambula nnyo, n’e Bugerere, mu 
mbwa (“He visited a lot, even in Bugerere, infested with mbwa flies”) (Sserwanga 
2005*).  Before British rule, Bugerere was notorious for deadly flies known as mbwa, but 
during British rule, or Muteesa II’s reign, the mbwa flies were wiped out of Bugerere by 
extensive fumigation.  Following the eradication, Muteesa II felt comfortable visiting 
there, and so did his son Mutebi, when he became Kabaka (Magoba 2005*). 

The singer declares his love and the people’s love for the Kabaka, delineating him 
as one that is honorable, the number one king and child of Nnabijjaano (the king’s 
mother).  The musician encourages Mutebi to continue reigning over his people, adding 
that he became fully empowered in the Kingship on his inauguration, was well dressed, 
and appeared appropriate for the position of king with his costly, glittering throne.  
Following Mutebi’s inauguration, the singer reveals, the Kabaka visited all of Buganda’s 
counties, including Busiro, Kyaggwe, and Bugerere; they were about twenty-two in total.  
In stating that the Kabaka visited Europe, the singer seeks to express metaphorically the 
extensiveness of the Kabaka’s tour of the counties, and the extent of his renown.  
Because of the distance covered, the use of a car was an advantage, both for the Kabaka 
and those who escorted him.  The singer also congratulates fellow Baganda upon the 
restoration of the Kingship, thanking them for all that they did, including their invocation 
of ancestral spirits. 

 
Song 4.18 [CD Track 18]: Federo (“Federalism”), sung by Deziderio to the 
accompaniment of the ndingidi (tube-fiddle), July 15, 2005.  
 
  1 Nandigambye ntya?   What would I have said?  
  2 Nga eyankwana yabula,     When the one who befriended me got lost, 
  3 Nandigambye ani?    Whom would I have told? 
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  4 Kaakati olowooza otya?    Now what do you think? 
  5 Nga wankwana,    When you befriended me, 
  6 Nandigambye ntya?    What would I have said? 
  
  7 Abange nga Katonda bw’abeera,  My dears, like God when he helps, 
  8 Nga Katonda bw’atuusa,   Like God when he arrives, 
  9 Olowoozanga.     Think about it. 
 
10 Abange nga Katonda bw’abeera,   My dears, like God when he helps,  
11 Nange n’amala ambeera,    Even me if he could help me, 
12 Olowozaanga    Think about it. 
 
13 . . .      . . .11  
14 . . .       . . . 
15 Olowozaanga    Think about it. 
 
16 Abange endowooza ya bonna,  My dears, the opinion of all, 
17 Nga endagaano bw’ebeera,  Like the agreement when it helps, 
18 Nandigambye ntya?   What would I have said? 
 
 
19 Bannange okuva ku ndagaano ziri ,  My dears, from all those agreements, 
20 Okutuuka ku y’olwenda,   Up to the one of 1900, 
21 Zaakolwanga baki?    Who made them? 
   
22 Abange okuva ku ndagaano ziri,   My dears, from all those agreements, 
23 Okutuuka ku y’o lwenda,   Up to the one of 1900, 
24 Zaakolwanga nannyinimu.   They were made by the household owner. 
  
25 Ate okuva ku y’olwenda,    And from the one of 1900, 
26 Okutuuka ku za leero,    Up to the ones of today, 
27 Zino za kanyoolabikya.    These are disagreeable. 
 
28 Abasajja abakola endagaano empya,  The men who made the new agreement, 
29 Bbaffe mwamusuula nnyo,   Our husband you failed him so much, 
30 Mwamujooga nnyo.   You despised him so much. 
 
31 Omuntu, okuliira ewa munno,   Imagine eating at a friend’s place, 
32 W’otemedde, n’otamuwa,   Using his hospitality, and not giving him  
      anything, 
33 Ye muli alowooza atya?    How do you think he feels? 
 
34 Abange mwandiridde za musolo,  My dears, you would have eaten the   

     taxes, 
                                                 
11This text and that of the following line is not clear. 
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35 Oluwalo lubeera lulwe,   So that the public labor is left to him,  
36 Afunenga ky’alyako.   So that he gets something to eat. 
 
37 Na wano e Kampala    Even here in Kampala 
38 Yalinga emu ku kkumi eriweebwa,  It was one out of the ten that was being  
      given, 
39 Nga nayo emuyamba era.   It helped him also. 
 
40 Naye bambi  zonna mwazigatta wamu,  But oh, you combined it all together, 
41 Ez’oluwalo n’omusolo,    That of public labor and taxes,   
42 Ne mulya ne mwekkutira.   And you all ate to fill yourselves up. 
 
43 Kaakati, mukuba bibejjagalo,   Now you are belching,  
44 Mukuba bibejjagalo . . .     You are belching . . . 
 
45 Kaakati mukuba bibejjagalo,   Now you are belching, 
46 N’omuto avuga mmotoka,   Even the young one is driving a car, 
47 Ffe ababe tukomba vvu.    We who are his, we are licking ash. 
 
48 Njagala mutuule wamu,    I want you to sit together, 
49 Mukole endagaano endala,  And make another agreement,  
50 Federo mugizzeewo.    Federo, so that you return it. 
 
51 Endagaano ya bonna,    The agreement for all, 
52 Federo mugizzeewo,    Federo, return it, 
53 Ye ndagaano y’oku nsi.    It’s the agreement for the country. 
 
54 Era eyo ye ndagaano ya bonna,   And it’s the agreement for all, 
55 Ne Katonda mw’akolera,   In which God operates, 
56 Olowoozanga.     Think about it. 
  
57 Kubanga yo  enjobe esula mu lusa,          Because the water buck resides in the 

swamp, 
58 N’enjobe esula mu lusa,    It resides in the swamp, 
59 Olowoozanga.     Think about it. 
 
60 Bannange envubu esula mazzi,   My dears, the hippopotamus lives in the  
      water, 
61 Yo enjobe esula mu lusa,   Yet the water buck lives in a swamp, 
62 Zigatta lwaliiro.     They share a dining place.  
  
63 Bannange zigatta lwaliiro,   My dears, they come together to dine, 
64 Zituuka ne zikutula,   Time comes for them to part, 
65 Olowoozanga.    Think about it. 
 
66 Ate era nga zigatta lwaliiro,   And when they even come together to dine, 
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67 Zituuka n’ezawukana,    Time comes for them to separate, 
68 Olowoozanga.     Think about it. 
 
69 Naawe essowaani njagala okoze,   Even you, I want you to eat from your own  
      mu yiyo     plate, 
70 N’omulala munno,    And your other friend, 
71 Nga mugatta lwaliiro.    When you share the dining place. 
 
72 Ate temugamba nti ntemaatema abantu,  And don’t say that I incriminate people,  
73 Ng’ebigambo bye muwulira,   Like the words you hear, 
74 Kuno kulongoosa.     This is putting things straight.  
  
75 Abange Kampala omugamba otya,  My dears, how do you talk of Kampala, 
76 Okumuggya ku bannyini ye,   Taking it away from its owners,  
77 Mbarara n’omuleka?    And you do not do the same for  

Mbarara? 
 
78 Bwe muba nga mwagala kulongoosa, If you want to put things right, 
79 Byonna mwandibiggyeewo,  Everything, remove it, 
80 Fenna ne tubeererawo.   So that we are all left with nothing. 
 

This song dates from around the early 1990s, and its subject is still debated today. 
The song title, “Federo,” literally refers to the federal political system in which Buganda 
would be like a state in the United States.  It was a matter of great concern for the 
Baganda, since the Kabakaship was returned to Buganda in 1996.  The song portrays the 
Kabaka (ruler of Buganda before the signing of the 1900 agreement) as the household 
owner and drafter of all agreements before the 1900 one.  According to the singer, the 
1900 agreement and all subsequent ones were disagreeable to Buganda, and its drafters 
failed and despised the household owner (the Kabaka). 

In expressing how it hurts when a friend eats at the host’s table and just walks 
away without giving anything back, the singer refers to the British colonial rulers, who 
simply used Buganda to expand their rule to the rest of the protectorate without 
compensation.  This accusation is also directed to the different areas of Uganda that 
presently exploit Buganda’s land for their own gain (Deziderio 2005*).  The song 
attributes the current problem to the removal of the federal political system on which 
Uganda operated from the time it obtained political independence until 1967.  It was under 
the federal system that ten percent of the collected tax (musolo) in Kampala (Uganda’s 
capital), for instance, went to the Kabaka’s government.  The singer alludes to this when 
he says that the government officials after 1967 should have “eaten,” i.e., taken only the 
musolo (tax) and left the luwalo (public labor [funds]) to the Kabaka, so that he has 
something to “eat.”  Though the Kabaka’s commission from the tax collected in Kampala 
was only ten percent, it helped him; but following the merger of the luwalo and the 
musolo, which the national government officials implemented to fill their stomachs, the 
Kabaka and his people were starved, states the singer.  In this regard, he attacks the current 
national government officials for making their relatives wealthy at the expense of the 
Kabaka and his people who have nothing.  
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In summation, the singer advocates the restoration of the federal system, the 
universal agreement, the agreement that would bestow peace on all Ugandans, the 
agreement through which God works.  According to him, the system allows every ethnic 
group to have power over its own area.  He is of the opinion that the decentralized 
political system on which Uganda currently operates encourages one ethnic group to take 
advantage of the other’s possessions.  He employs the example of a water buck and a 
hippopotamus, stating that the two animals reside in two different habitats but share one 
eating place.  Moreover, after eating they return to their respective places of residence.  In 
addition, each of the animals eats from its own plate.  This is how he thinks everyone in 
Uganda should do.  People should share one eating place (the parliament), but eat from 
their own plates (operate in their respective regions). 

 
Summary 

 
This chapter has demonstrated how songs can be used as sources for 

reconstructing certain aspects of African cultural history, as they are often composed and 
performed to commemorate events.  It has shown how the songs performed by Muteesa 
II’s royal musicians articulated Buganda’s changing monarchs.  Through translating and 
analyzing the texts of these eighteen songs above, we have seen that these songs (of 
social and political commentary and historical significance) included references to 
different Bassekabaka’s reigns.  Some of these songs are well-known Kiganda folk songs 
that perpetuate the people’s history; they are still performed by former royal musicians 
and commoners alike.  Other songs that contain valuable historical references were 
relegated to that part of the royal repertoire to be performed only in the lubiri  during 
Muteesa II’s reign, and these are known only by the former royal musicians.  

In conclusion, most of the royal musicians’ songs might have been difficult for 
commoners to grasp because they often comprised multiple digressions through which 
the musicians combined their roles as story-tellers, moralizers, educators, and historians.  
It is evident that the musicians had exceptional memory, which seems to have been a 
prerequisite for performing their political and social roles through song. 
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CONCLUSIONS 
 

The purpose of this thesis has been to illuminate the role and significance of the 
Kabaka’s royal musicians of Buganda during Ssekabaka Sir Edward Frederick Muteesa 
II’s reign (1939-1966).  To provide the necessary backdrop for appreciating changes that 
occurred in the role and significance of royal musicians under Muteesa II, the study first 
surveyed this topic before Muteesa II’s reign.  The thesis then proceeded to define the 
expression “Kabaka’s royal musicians” during Muteesa II’s reign, describing the 
musicians’ learning and training procedures, appointments and qualifications, privileges 
and remunerations, musician-types, musician-categories and -labels and ensembles.  To 
clarify the musicians’ political and social role and to shed light on how they influenced 
policy, magnified the Kabaka and his institution, and impacted change inside and outside 
the lubiri , I have relied on interviews with surviving royal musicians from that period.  I 
have discovered the various roles of Muteesa II’s royal musicians in large part by 
translating and analyzing songs they performed.   

This thesis has found Kubik’s musical sponge metaphor applicable in describing 
the process of how Buganda’s royal music scene and royal musicians’ role evolved.  I 
have pointed out specific ways in which the lubiri indeed functioned like a sponge, 
absorbing musical influences and innovations from outside its walls and then exuding 
musical innovations of its own to the exterior.  Some of these influences were not musical 
per se but were simply part of Buganda’s rich historical tapestry that included the slave 
trade and missionary and colonial encounters.  Some of these influences came from 
within Buganda or beyond, but most came from just outside the lubiri  confines. 

Among the influences that came from beyond Buganda, we have seen how British 
rule, including their introduction of western brass instruments, influenced the Kabaka of 
Uganda to establish a military band for his private army.  Native recruits or indigenous 
musicians  in this band learned skills on European band instruments, played European 
tunes, and used these western instruments to compose and arrange indigenous melodies 
for their bands (Cooke 2002: 603).  Hence, the influences of the military band impacted 
and enriched the royal musicians’ role; the musicians adapted non-indigenous musical 
instruments, which they used in shows or parades.  We have also seen the substantial 
impact of the Christian missionaries on the royal musicians’ role in the lubiri  under both 
Ssekabaka Muteesa I (the thirtieth Kabaka, 1856-1884) and Ssekabaka Mwanga II (the 
thirty-first Kabaka, 1884-1888 and 1889-1897).  Following the conversion of the 
Kabakas to Christianity, the musicians’ role was expanded to providing musical 
accompaniment to church ritual and celebrations. 

Among other absorptions of the lubiri  from beyond Buganda, we have seen that 
Buganda’s lubiri  housed musicians from Busoga, its neighboring kingdom to the East, an 
indicator that Buganda received musical inspiration from Busoga.  Basoga musicians, for 
instance, brought to the lubiri  sponge several developments, including musical 
instruments like the ndongo.  In addition, the missionaries facilitated the influx of 
musical influences from other lands where they had set up churches; such lands include 
the Unyamwezi and Sukumaland of Tanzania, with which Buganda shared musical traits 
such as drum-beats.   
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Among the local absorptions of the lubiri  sponge, we have seen a scenario from Suuna 
II’s reign (the twenty-ninth Kabaka), which spanned approximately from 1832 to 1857.  
Because of the scandalous incidents that occurred within and beyond his lubiri , Suuna’s 
subjects composed a vindictive song, which they performed as part of his mourning 
ceremony repertoire.  The song recounted such misdeeds as his brother’s raiding of 
people’s goats, claiming this to be an order from the Kabaka.  For some unexplained 
reason this song became part of the royal mourning repertoire of the generations that 
followed. 

During Muteesa II’s reign, probably the greatest source of input to the lubiri  
sponge was the rotational duty of the Kabaka’s royal musicians, who alternated terms in 
the lubiri  with terms in their villages.  We have for example seen that whenever the 
mulanga (harpist) had an opportunity to visit his home village or other areas outside the 
lubiri , on his way he gathered information that he could pass on to the Kabaka through 
songs following his return.  In turn, he occasionally reported to the county chiefs and to 
the general public about ongoing lubiri  events, using the nnanga songs that he performed 
for them.  Consequently, the musicians’ movement back and forth between the lubiri  and 
its exterior provided fresh material for songs, news of the outside world of the lubiri , 
fresh sounds, instruments, and technologies, all of which impacted their role within the 
lubiri .  

The Kabaka having represented the very identity of Buganda, he was the apex of 
Buganda’s monarchical hierarchy.  This study has found Dumont’s definition of 
hierarchy as “the encompassing of the contrary” applicable to the relationship of the 
Kabaka to his royal musicians.  Though this thesis has provided inadequate evidence to 
support ways in which the royal musicians stood in contrary to the Kabaka, it has attested 
to the Kabaka’s encompassment of every being within Buganda, including his musicians.   
 Dumont’s definition of hierarchy has also been relevant to the delineation of the 
hierarchical relationships among the royal musicians themselves, particularly the 
relationships between the different musician-types, musician-categories and -labels, and 
ensembles.  For instance, we have discovered that the commoners outside the lubiri  
referred to all royal musicians as Abagoma ba Kabaka, “The King’s Drummers.”  This 
label encompassed musicians known as abagoma, who – within the lubiri  – were 
drummers who played drums with only eminyolo or drum sticks.  It also encompassed 
several ensembles such as abadongo, into which musicians who played drums with their 
fingers or palms fell.  Hence, Abagoma ba Kabaka encompassed abagoma and 
abadongo.  The thesis has established that Muteesa II’s royal musicians were 
differentiated by both rank and culturally defined and hierarchically related roles. 

This thesis has demonstrated how songs can help to reconstruct certain aspects of 
African cultural history, since they were often composed and performed to commemorate 
significant events.  We have seen that songs performed by Muteesa II’s royal musicians, 
songs of social and political commentary and historical significance, included references 
to reigns of different Bassekabaka.  Some of these are Kiganda folk songs that perpetuate 
the people’s history; they are still performed by former royal musicians and commoners 
alike.  Other songs containing noteworthy historical references belonged to that part of 
the royal repertoire reserved for performance only in the lubiri ; these songs are known 
only by the former royal musicians. 
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By the sheer length of their songs, Muteesa II’s royal musicians have 
demonstrated their exceptional memory, clearly a prerequisite for performing their 
political and social role through song.  Such songs would have been difficult for 
commoners to assimilate and replicate, because they often incorporated numerous 
digressions, the singer combining such roles as story-teller, moralizer, educator, and 
historian. 

The importance of this research lies in its being the first to explore the role and 
significance of Muteesa II’s royal musicians beyond music-making.  Moreover, it is the 
first research to discuss the dissolution of the long-standing historical institution of the 
Kabaka’s royal musicians of Buganda, which occurred in May 1966 when Muteesa II’s 
lubiri  was attacked by Apolo Milton Obote’s troops under the command of Idi Amin.  
The study sheds light on what became of those elite musicians and their indigenous 
musical practices that embody a wealth of Buganda’s history and legends.  Through 
interviews with the former Kabaka’s royal musicians, who are the last remaining living 
repositories of this history, this study has captured their recollections and interpretations 
of a bygone era.  

We have seen how on the attack of the lubiri  some of the musicians who escaped 
with their lives set up residence in Katwe, a small town in the suburbs of Kampala, where 
they institutionalized the royal music traditions by forming several private performing 
groups.  My doctoral dissertation intends to examine the extent to which the process of 
institutionalizing the royal music traditions in Katwe and other areas also contributed to 
their transformation.  I intend to discuss in more detail the transformation of these music 
traditions by investigating the several developments that have impacted them.  Such 
influences include media and modern technologies (e.g., radio, television, computers, 
compact discs, and I-pods), easy international travel, and the popular music culture.  I 
also intend to inspect what in the new music can be traced to the royal music, how the 
former royal musicians have accommodated themselves to the new and retrofitted the 
traditional to new sounds, and how they are regarded by the present generation. 
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APPENDIX A  
 

Concise Biographies of Musicians and Other Consultants in This Research 
 

Prof. Lois Ann Anderson (1937- ): Ethnomusicologist 
 

Dr. Anderson holds a B.A from the College of Scholastica, Brainerd, Minnesota, 
and Ph.D. from University of California, Los Angeles.  She specializes in the music of 
East Africa and is currently a professor of ethnomusicology and music at University of 
Wisconsin-Madison, where she is also director of the University of Wisconsin Ugandan 
Xylophone Performing Group.  Under the auspices of the Fulbright Foundation, the 
American Philosophical Society, and the University of Wisconsin Alumni Research 
Fund, she has done field work in Uganda, Tanzania, Rwanda, Burundi, and Morocco.  
From 1964 to 1966, Anderson conducted her dissertation fieldwork in Uganda (“The 
Miko Modal System of Kiganda Xylophone Music”), where she was also lecturer of 
music education at Makerere University College.  She studied entaala (amadinda) and 
akadinda xylophones and entenga (tuned drum-chime) traditions in Buganda and did 
comparative xylophone research in other areas of Uganda.  At UCLA and during her 
fieldwork she studied Luganda with the help of two National Defense Foreign Language 
Fellowships.  Her publications include the following: “Xylophone, 1. Distribution and 
Classification, 3.  Africa, 4.  South-east Asia and the Pacific,” in The New Grove 
Dictionary of Music and Musicians, 2nd ed. (2001), 27: 618-9, 620-26; "African Music," 
Britannica International Encyclopaedia (1988), 316-18 (in Japanese); "Xylophone: 
General, Africa, Southeast Asia, and Pacific," in The New Grove Dictionary of Musical 
Instruments (1984) 3: 69-879; "Multi-part Relationships in Xylophone and Tuned-Drum 
Traditions in Buganda," Selected Reports in Ethnomusicology 5 (1984): 120-44; 
"Uganda," in The New Grove Dictionary of Music and Musicians, 6th ed. (1980), 19: 
310-16; “The Entenga Tuned-Drum Ensemble,” in Essays for a Humanist: An Offering to 
Klaus Wachsmann (1971), 1-57; and “The Interrelation of African and Arab Musics: 
Some Preliminary Considerations,” in Essays on Music and History in Africa, edited by 
Klaus P. Wachsmann (1971), 143-69. 
 

Mr.  Kabwaama (1923- ): Tube-fiddler  
 

Mr. Kabwaama is a Muganda who belongs to both the Ng’onge (otter) and Nkima 
(monkey or velvet monkey) clans.  During his career as a royal musician, Kabwaama was 
primarily a player of the ndingidi, a musical instrument he claimed to have started 
playing in 1939.  His choice of a career in music was initially inspired by his father, 
Kayondo, who was a royal musician during the reigns of Ssekabaka Chwa and Muteesa 
II, in the Badongo ensemble.  Kabwaama eventually acquired skill at other Kiganda 
instruments, particularly the ndongo and the madinda.  He learned to play these from 
royal musicians of Ssekabaka Chwa and Ssekabaka Muteesa II, whom he visited in the 
lubiri  regularly.  Kabwaama’s career as a Kabaka’s royal musician began when he first 
entertained Muteesa II during the latter’s visit to Buganda’s counties.  He continued to 
entertain the Kabaka on several occasions within and outside the lubiri , but without 
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residing in the lubiri  at all.  It should be remembered that some Kabaka’s royal musicians 
did not reside in the lubiri while on duty; Kabwaama was one of these. 
 

Mr.  Ssempeke Muwanga Albert (?- 2005): Flutist1 
 
 The late Mr. Ssempeke was a Muganda who belonged to the Nkima (monkey or 
velvet monkey) clan.  During his career as a royal musician, Ssempeke was primarily a 
player of the ndere, a musical instrument he claimed to have started playing in 1939.  He 
eventually learned several musical instruments from different royal musicians, including 
Matyansi Kibirige (ndere), Balamaze (ndongo), and Evalisto Muyinda (nnanga).  His 
career as a royal musician started in 1942, when he played with Muteesa II’s royal 
musicians to entertain the Kabaka on his visit to the musician’s home sub-county 
(Mmyuuka).  The following year he was appointed as one of Muteesa II’s royal flutists 
who would entertain him within and outside the lubiri .  He was one of the royal 
musicians who served on term or rotational duty basis.  He served as royal musician in 
the lubiri ’s abalere (flutists) ensemble from 1943 until it was attacked in 1966. 
 

Mr. Sserwanga Ludovic (?- ): Flutist  
 

 Mr. Sserwanga is a brother to Ssempeke.  During his career as a royal musician, 
Sserwanga was primarily a player of the ndere, a musical instrument he claimed to have 
started playing in 1939 at around age six.  Sserwanga later studied with several royal 
musicians, including Matyansi Kibirige, who honed his skills on the ndere and ndingidi, 
among other instruments.  He served as royal musician in the lubiri ’s Abalere (flutists) 
ensemble from 1952-1955.  He was also one of the royal musicians who served on term 
or rotational duty basis. 
 

Mr. Deziderio Ssalongo Kiwanuka Matovu (1925- ): Tube-fiddler  
 

 Mr. Deziderio is a Muganda of the Ngabi (bushbuck) clan.  During his career as a 
royal musician, Deziderio was primarily a player of the ndingidi, a musical instrument he 
claims to have started playing in 1935 at age ten.  Deziderio was initially inspired to 
become a royal musician by his father, but even more so by his uncle, Matyansi Kibirige 
Bazibumbira, with whom he lived during his childhood.  These two mentors were both 
ndingidi players.  His career as a royal musician began when he first joined in with 
Ssekabaka Chwa II’s royal musicians to entertain the Kabaka at a wedding in Kabasanda.  
He continued to entertain the Kabaka but was appointed as royal musician in Muteesa II’s 
lubiri ’s abadongo (lyre, tube-fiddle, flute, rattle, and drum) ensemble in 1950.  He was 
one of the royal musicians who served on term or rotational duty basis. 
 

 
 
 
 

Mr. Kafe ero Mukasa (1971- ): Oral Tradition Consultant  
                                                 
1The musician was not sure of his date of birth.  The same is true for Sserwanga. 
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Mr. Kafeero is a Muganda of the Nkima (monkey or velvet monkey) clan.  From 

the age of one to thirteen Kafeero resided in the Wamala royal tomb premises with his 
grandmother, who was a mukonggozi2 (pl. bakonggozi).  Thus, he grew up amidst 
informed elders, who became the primary source of his knowledge.  Later, Kafeero 
pursued further research on the traditions he had mastered.  Currently, he is a Kiganda 
oral tradition consultant with a specialty in royal affairs.  He has worked with Wava 
Books Publishing Press and is a radio and television presenter at Central Broadcasting 
Services (Buganda’s radio station) and Wava Broadcasting Services, all of which are 
located in Kampala, Uganda. 

 
Mr.  Magoba Waalabyekyi (1948- ): Luganda and Cultural Consultant 

 
Mr. Magoba is a Muganda who belongs to the Ffumbe (civet cat) clan.  He holds a 

Licentiate in Philosophy from Urban University, Rome; B.A. (Hons) in Public 
Administration from Makerere University, Kampala; Diploma in Organization and 
Methods and Diploma in Journalism and Creative Arts, both from the International 
Correspondence Schools, London.  He has won awards as best actor, best script writer, 
best producer, and Buganda’s cultural contributor of the year.  Magoba was a research 
fellow of Akademe ya Luganda (Kampala, Uganda) from 1984 to 1999.  Currently he is 
a language and cultural consultant of Buganda’s Central Broadcasting Service (CBS), as 
well as editor of Entanda ya Buganda magazine.  His works include Zonna Mpayippayi 
(a play, 1977); Byansobera (a novel, 1980); Manya Ebifa ku Kika Kyo (a novel, 1993); 
seven volumes of folktales, titled Seka nga Bw'oyiga (1994); seven volumes of Ganda 
proverbs, titled Yiga Engero Ensonge (1995); and fifteen volumes containing fifteen  
profiles of international personalities, titled Ebinyuma (1996). 

                                                 
2According to Kafeero, the term refers to the person thought to be possessed by a ghost of a former Kabaka, 
who uses this person as a medium for speaking out on important issues.  The term also refers to the person 
who carries the Kabaka.  Kafeero’s mother was the former.  
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APPENDIX B 
 

List of Interview Questions 
 
1. How far back does your knowledge of the Kiganda royal music and musicians go?  
 
2. Are you a Kabaka’s royal musician?  If yes, discuss your involvement with Kiganda  
    royal music, narrating your experience up to the present.  
 
3. Are you in any way related to other Kabaka’s royal musicians?  If yes, give examples  
    and explain how. 
 
4. In the past, who was a Kabaka’s royal musician in Buganda?  
 
5. Who is a Kabaka’s royal musician in present-day Buganda?  
 
6. In the past, what qualified one for the position of the Kabaka’s royal musician?   
 
7. What qualifies one for the position of the Kabaka’s royal musician today?  
 
8. What was the role of the Kabaka’s royal musician within the lubiri  during the past?  
     Relate roles to specific time periods. 
 
9. What was the role of a Kabaka’s royal musician outside the lubiri  during the past?   
     Relate roles to specific time periods. 
 

10. What is the role of the Kabaka’s royal musician in the lubiri  today? 
 
11. What is the role of the Kabaka’s royal musician outside the lubiri  today? 
 
12. List all names of Kabaka’s royal musicians you know and their respective roles. 
 
13. Do you think the role of the Kabaka’s royal musician was, in any way, affected by 

   influences foreign to Buganda?  If yes, please explain. 
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APPENDIX C 
 

  Glossary of Key Luganda Terms Used 
 

(A)badongo [sing.  (o)mudongo]: 1. Bowl-lyre players.  2. The collective label for all 
players of stringed musical instruments and drummers who played with their fingers or 
palms in the royal enclosure.  3. Lyre, tube-fiddle, flute, rattle and drum ensemble in the 
royal enclosure. 
 
(A)bagoma [sing. (o)mugoma]: 1. Drummers.  2. Label applied collectively to all the 
Kabaka’s royal musicians, especially by commoners or people outside the royal 
enclosure. 
 
Abagoma ba Kabaka: The king’s drummers. 
 
(A)bakondeere [pl. (o)mukondeere]: 1. Side-blown trumpeters.  2. Royal enclosure 
ensemble that comprised side-blown trumpets played with praise drums. 
 
Abakopi: Commoners. 
 
Abakubi be bivuga mu lubiri lwa Kabaka: Instrumentalists in the king’s royal enclosure. 
 
(A)balere [sing. (o)mulere]: 1. Flute players.  2. Label applied to refer to the royal 
enclosure flute and drum ensemble. 
 
Abasiige: Persons submitted by their clans and families to serve in the royal enclosure for 
almost the rest of their lives. 
 
Ab’entamiivu: Those musicians of entamiivu. 
 
Akadinda: Twenty-two-keyed wooded xylophone. 
 
Akatamba: The highest pitched tube-fiddle in a set of three. 
 
Akawologoma: Small lion. 
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Amadinda: Twelve-keyed wooded xylophone (this was a term commonly used outside 
the royal enclosure).    
 

 
 
 
Amaggunju: A royal dance that was danced by members of the Butiko (mushroom) and  
Engeye (colobus monkey) clans. 
 
Amakondeere: Side-blown trumpets. 
 
Baakisimba: 1. Name of a single-head drum with a membrane is made out of cow hide; it 
is played with fingers and is part of the Baakisimba drum set or ensemble.  2. Name of a 
dance. 
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Bakazanyirizi ba Kabaka: Entertainers of the king. 
 
Butiko: Mushrooms. 
 
Ebika [sing. ekika]: Clans. 
 
Eminyolo: Wooden drum sticks or beaters. 
 
Emibala (sing. omubala): Clan drum beats based on verbal texts; each clan in Buganda 
has its own omubala.  
 
Empujjo: A special form of squint or cross-eyes. 
 
(E)ngabi: Bushbuck. 
 
(E)ngeye: Colobus monkey. 
 
(E)ntaala: Twelve-keyed wooded xylophone [this was a term commonly used inside the 
royal enclosure] (see Amadinda). 
 
Entamiivu: Royal enclosure ensemble made up of the ntaala wooded xylophone (twelve-
keyed) played together with a battery of six drums.  The ensemble lead drum gave its 
name to the whole ensemble, and the musicians of the ensemble were collectively 
referred to as ab’entamiivu (those of entamiivu). 
 
Entenga: Royal drum-chime or royal enclosure ensemble consisted of twelve melodic 
drums (tuned to different pitches) and three percussion drums. 
 
Entemyo: One of the drums of the royal drum-chime. 
 
Entemyo: The first flute in a standard set of six. 
 
Entabitabi: The second flute of in a standard set of six. 
 
Ensaasi: The third flute in a standard set of six. 
 
Etengezi: The fourth flute in a standard set of six. 
 
Enkologi: The sixth flute in a standard set of six. 
 
Entulumba: A kind of small fish. 
 
Eng’ngo’ma ez’emibala: Praise drums. 
 
Ekitamba: The lowest pitched tube-fiddle in a set of three.  



 

 84 
 
 

 
Ffumbe: Civet cat. 
 
Katikkiro: Prime minister. 
 
Kanabba: A pair of small drums that are part of the royal drums of Kingship. 
 
Kyawakati: One of the drums of the royal drum-chime. 
 
Kawuula: The chief drummer of the royal drums of Kingship. 
 
Kawulugumo: The chief drum of the royal drums of Kingship.  
 
Kabaka [pl. Bakabaka]: A living king. 
 
Kiganda:  Adjective that denotes activities and possessions of the Baganda. 
 
Kiwuuwa: The fifth flute in a standard set of six. 
 
Kkobe: Purple yam. 
 
Luganda: Language of the Baganda. 
 
Lubiri: Royal enclosure. 
 
Luwalo: Kabaka’s public labor. 
 
Mamba: Lung fish. 
 
Mbaga: 1. Wedding.  2. Wedding dance.  
 
Mbwa: A type of fly.  
 
Mbuutu: Another name of Baakisimba, a single-head drum with a membrane made out of 
cow hide.  It is played with fingers and is part of the Baakisimba drum set or ensemble.  
(See Baakisimba) 
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Mpuunyi: Name of a single-head drum with a membrane made out of cow hide.  It is 
played with fingers and is part of the Baakisimba drum set or ensemble.  Though it 
appears similar to the Namunjoloba or nankasa drum (see Namunjoloba), it is much 
smaller in size. 
 

 
 
Muganda: A native of Buganda. 
 
Mujaguzo: Royal enclosure ensemble of the royal drums of Kingship.  They were never 
kept in the royal enclosure because they are considered another Kingship; two kings 
cannot reside in one enclosure. 
 
Musolo: General tax. 
 
Mutanda: Another title for Kabaka. 
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Ngalabi: Name of a tall, slender single-head drum with a membrane made out of python 
or monitor lizard skin.  It is played with fingers and is a member of the Baakisimba drum 
set or ensemble.  
 

 
 
Njovu: Elephant 
 
Nkima: Monkey or velvet monkey 
 
Namunjoloba: Name of a small single-head drum with a membrane made out of cow 
hide.  It is played with wooded drum sticks and is part of the Baakisimba drum set or 
ensemble. 
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Nankasa: Another name for Namunjoloba, a small single-head drum with a membrane 
made out of cow hide.  It is played with wooded drum sticks and is part of the 
Baakisimba drum set or ensemble (see Namunjoloba). 
 
Ndingidi: Single-string tube-fiddle.  
 

 
 
Ndongo: 8-string bowl-lyre. 
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Nsaasi: Gourd rattles. 
 

 
 

Nnanga: Bow-harp. 
 

 
 
Nakawombe: One of the drums of the royal drum-chime. 
 
Nkejje: Small fish. 
 
Nsenene: Grasshopper. 
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Ndere: Vertical notched flute.  
 

 
 

Nnyonyi: Bird 
 
Omunazi: 1. One of the three players of amadinda or entaala.  2. One of the six players 
of Akadinda.  
 
Omwawuzi: One of the three players of amadinda or entaala.  2. One of the six players of 
Akadinda.  
 
Omukoonezi: One of the three players of amadinda or entaala.  
 
Omunazi, omwawuzi: Players of individual parts of akadinda, tripled to make six players. 
    
(O)mulanga [pl. (a)balanga]: Player of the bow-harp, or harpist.    
 
Obusuulu: Land tax. 
 
Okwalula abaana: Initiation (usually naming) ceremony of children. 
 
Okufuuwa oluwa: Whistling. 
 
Olumoonyere: One of the terms for the act of overdoing something. 
 
(O)mudingidi [pl. (a)badingidi]: Tube-fiddler. 
 
Runyege: A dance from Bunyoro. 
 
Ssekabaka [pl. bassekabaka]: A deceased Kabaka. 
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Wango: Mr. Leopard, a name of a royal drum. 
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APPENDIX D 
 

Chronology of Buganda’s Kings 
 

The lack of written history makes it difficult to know accurate dates of kings’ 
reigns before Muteesa I’s (thirtieth Kabaka, 1856-1884).  During his reign, European 
explorers visited Buganda, creating some of the earliest documents of its history.  

 
1. Kato Kintu  
2. Chwa I 
3. Kimera  
4. Ttembo  
5. Kiggala  
6. Kiyimba  
7. Kayima  
8. Nakibinge  
9. Mulondo  
10. Jjemba  
11. Ssuuna I  
12. Ssekamaanya  
13. Kimbugwe  
14. Kateregga  
15. Mutebi I  
16. Jjuuko 
17. Kayemba  
18. Tebandeke 
19. Ndawula  
20. Kagulu  
21. Kikulwe  
22. Mawanda 
23. Mwanga I   
24. Namugala  
25. Kyabaggu 
26. Jjunju  
27. Ssemakookiro 
28. Kamaanya 
29. Ssuuna II 
30. Muteesa I: 1856-1884  
31. Mwanga II: 1884-1888 &1889-1897  
32. Kiweewa: 1888-1888  
33. Kalema: 1888-1889 
34. Chwa II: 1897-1939  
35. Muteesa: II 1939-1966  
36. Mutebi II: 1993- 
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APPENDIX E 

Approval of Use of Human Subjects in Research 
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List of Archives Consulted 

The following archives and libraries in Uganda were consulted in this research: 

Archive    Location 
 

Kyambogo University Library Kyambogo, Kampala 
 
Makerere University Main Library  Makerere, Kampala 
 
The East African Library   Makerere, Kampala 
 
The Uganda Museum    Kamwookya, Kampala 
 
The Uganda Music Society   Kamwookya, Kampala 
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List of Interviews Cited 
 

All interviews were conducted in Luganda, and most of them were recorded using 
audio and video.  Interview transcriptions and subsequent translations were made by the 
author.  Interviews listed below were conducted in 2003 and 2005, and the names of 
sources have been cited as spelled by the consultants themselves. 

 
Bisaso Albert.  Interview by author, 14 September 2003, Kampala district.  Cassette  

recording.  Musician’s residence, Kamwookya.   
 

Deziderio Ssalongo Kiwanuka Matovu.  Interview by author, 15 July 2005, Kampala  
district.  Mp3 recording.  Uganda Museum, Kamwookya.   

 
Kabwaama.  Interview by author, 20 July 2005, Mpigi district.  Cassette.  

Musician’s residence, Katende.   
 
Kafeero Mukasa.  Interview by author, 28 July 2005, Kampala district.  Mp3 recording.  

Restaurant, Nakasero.   
 
Ssalongo Ssenoga Majwaala.  Interview by author, 22 September 2003, Kampala.  
Cassette  

recording.  Kyambogo University, Banda.   
 

______.  1 October 2003 
 
Ssempeke Muwanga Albert.  Interview by author, 27 July 2003, Kampala district.  

Cassette recording.  Uganda Museum, Kamwookya.   
 
______.  28 July 2003 

 
______.  11 July 2005  
 
______.  12 July 2005 
 
Lois Ann Anderson.  Several telephones interviews or consultations by author, 2005 and  

2006. 
 
Sserwanga Ludovik.  Interview by author, 6 July 2005, Kampala district.  Mp3 recording.  

Uganda Museum, Kamwookya.   
 

______.  7 July 2005   
 
______.  15 July 2005   
 
Moses Sserwadda.  Interview by author, October 2003, Kampala district.  Cassette  

recording.  Uganda Makerere University, Makerere.  
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Waalabyekyi Magoba.  Several telephone interviews or consultations by author, 2005 and  

2006. 
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BIOGRAPHICAL SKETCH  
 

Having been born and raised between two hills, each of which was a consecrated 
burial site for royals,1 I awoke daily to the sounds of traditional drums and horns.  People 
around me have insisted that this is what attuned my ears to the music of my kingdom 
since early childhood.2  This could explain why I was always strongly involved with 
school music activities during the three years of my nursery education.  Before long I 
started singing in the local church with my father, who was a church choir member.  He 
was a constant source of inspiration to me.  Singing in church with my father did not 
simply expose me to the beautiful blending of human voices and organ music; it was also 
the beginning of my growing affection for African music. 

Following my kindergarten education, I qualified to join Buganda Road Primary 
School, where I pursued my seven-year primary school education.  While at Buganda 
Road, I joined the school music club.  Although my music tutors there, Mr. Frank 
Katoora and Mr. Author Kayizzi, introduced me to Western choral singing, among other 
things, I mainly remember them for having taught me to play various Ugandan musical 
instruments, such as the ndingidi, and to dance different dance forms, including runyege.  
All the skills that I acquired then were introductory and basic.  Realizing my limitations, 
in the mid-1990s I sought out a number of Ugandan master musicians such as Mr. Albert 
Ssempeke Muwanga to study with and refine my skills.  This gave me the opportunity to 
learn more musical instruments, such as the ndongo, and dance forms, such as 
baakisimba. 

In 1993 the Buganda Road Music Club was invited to participate in the annual 
East African schools festival that took place in Nairobi, Kenya.  During this festival we 
presented a play titled “The Sweet Filth,” which integrated the music and dance from 
different parts of Uganda.  Having brought home the trophy, in 1994 we were invited to 
participate in the World Festival of Children’s Theatre that took place in Lingen Ems, 
West Germany.  I was about thirteen years of age at the time, and this was my first 
opportunity to travel by air and to tour beyond East Africa.  This experience introduced 
me to music from other parts of the world.  Moreover, I was exposed to some of the best 
child performers in the world, all of which motivated me to become better at my own 
music.  Therefore, in a way, being part of the school music club at Buganda Road was a 
turning point in my life, as it caused me to realize that a career related to African music 
was the right one for me to pursue. 

On my return from Germany, Mr. Frank Katoora introduced me to a number of 
Ugandan traditional performing music groups such as the “Ndere Troupe,” with which I 
later worked to develop my music and dance skills.  In 1994, my final year at Buganda 
Road, my teacher recommended that I attend Makerere College School for my six-year 
high school (secondary school) education.  He thought this was the best school for me, 
because it ranks as one of the top music and academic schools in the country. 

When I enrolled in Makerere College School, music (African and Western) was a 
compulsory subject at senior one and two levels (equivalent to the American eighth and 

                                                 
1One is the burial place for Ssekabaka Ssuuna II (the twenty-ninth Kabaka), and the other is the burial site 
for Kanyange, his mother. 
 
2This was, however, not the case with everyone there. 
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ninth grades, respectively).  Besides my compulsory music classes during this time, I also 
joined the music club.  Unlike at Buganda Road, the Makerere College School music club 
was divided into three main sections: the school band, the school choir, and the 
traditional music performers.  In the school band, I played the trombone, baritone, and 
French horn; in the school choir, I sang tenor and baritone; and in the traditional music 
performers group, I played different Ugandan musical instruments that I had learned at 
Buganda Road.  It was at Makerere College School that I was introduced to the piano, 
which later became my major Western instrument.  During the later years of my high 
school and the entire secondary school education, I opted for music as a major subject.  In 
addition, during my six years at Makerere College School, I participated in the annual 
inter-house music festivities, where I won various annual awards.  Winning recognition 
motivated me to work even harder in all my musical endeavors. 

Having left Makerere College School with good grounding in music, I joined the 
Makerere University Music, Dance and Drama department in 2001, where I worked 
towards a Bachelor’s Degree in music.  Although I received fine training in harmony and 
composition, aural skills, music analysis, music history, and performance practice, among 
other courses, my heart yearned for a discipline that would embrace both performance 
and research in my native music.  This is the reason why I always enjoyed world music 
and ethnomusicology courses during my study at Makerere. 

By the end of my program I had set my heart to pursuing a lifetime career as an 
ethnomusicologist.  My current enrollment in the Florida State University College of 
Music as a graduate ethnomusicology student is surely a dream that has come to pass.  
Studying under outstanding scholars has stretched my horizon beyond being a performer 
of African music.  It has fueled my pursuit of ethnomusicological research in this area, 
driving me towards a dual career as performer and scholar. 
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