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DEFTNJTION OF OPERA Tl ON AL TERMS 

Muleera - This is a colored pattern in front and around the neck down embroidered 

and also down at the bottom of the robe in front. (Ssemakula. 1016). 

Kanzu - Thi is a \Yhite or cream co loured robe worn by men in the African great 

lakes region (Ki tuka 1011) 

The kanzu is an ank le or floor length garment characterized by neck embroidery 

pattern ca lled the muleera (Semakula 2016) 

Material culture- These are artfacts and objects made and used by people in accord 

v.ith the cultural schema (Sernaku la 2016) 

Mmamba - Scientifically. the Lung fi sh is ca lled Pro1op1er11s oelhioirns is a 

patterned fi sh with an elongated body that narrov.s to a point at the tail (Baile). 

199-t ) 

Totem- This is a natural object or animate being a an animal or bird. assumed as 

the emblem of a clan , family or group. 

The new encyclopedia on totem refers totem as an animal or plant or other object. 

natural or super natural which provides deep ly symbolic meaning for a person or a 

soc ial group. 

Culture identity- Refers to a group of people who continually fo llow the same set 

of soc ial norms and behavior as those of earl ier generations (Ennaji. 2005) 
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ABSTRACT 

The general purpose or this study \\~\S to explo~ and develop " A/11/et!ru" p:11t.-ms 

inspired b~ sckoett'd lianda mat<riul cuhur< (Mmamba Toteml anJ u•.: th.:m 10 

~..:omt< .1/11/t•o·rn l\<111:11 for th< Mmumbu clun members. In pursuant of this 

purpose. the ,ct ob.kcth cs played a guiding roh: uml thcse objet.:ti,·cs \WI'\": 

i) To examine the significance of existing Kun:u Muleera puth:ms and 

designs used by Ganda people 

ii) To csmhlish the cultural significance uf Mmamba totems to clan niembt·r.. 

an<l it> in lluenc,· on the clan· structurJI or1mnization 

iii) To de\dOp anJ produce studio based .H11/e11ru Kan;:u for Mmamba clan 

members with puttems and designs inspired by Mmamba totems i111a11i:s 

Following the objectives mentioned above. the research employ~-J various 
instruments tu in' o:stigate into the study. These were: inter. ie\\ guides. 
photugrnph~. "hsc:natinn. library and nrchi\(11 suney and through th~-se louls and 
instruments. 111forma1iun about the .:xisting 1\1111:11 .\411/11eru patterns anJ d~igns 
uscJ b} Ganda prople. the Mmamba (lung lish)and ilS anachment to the cbn 
members. the clan organization structure as well as the techniques. methods ~ 
and materials required in the process of designing Ka11:u M11/11eru were gathered. 
The investi1.mtion of this research revealed that the Kanzu .\fu/eera. has s1rong 
ana.:11111.-111 ''' the (iunJa people but lock~ thc specitied idemil)" ckmcnl for 
s~..:ilic cultural L!fOUp>. a gap lha1 this ro:scan:h aimetl 10 fix using th.: \lmamha 
clan as a soun:.: or inspiration. The studio has..~! M11foi:ru Kan:u "ith putt.:m., and 
designs inspired by the Mmamba totemic images nttrac1ed high attention fn.im all 
~ that happened to see them including some of the Mmambu Clan and 
Buganda Go\'cmrncnl otlicials. The idea nppeured highly accepled. 11 n:sponsc that 
indi.::ih:J 1111 a.:complish111cnl or lhl! turg(•lcd purpo>C. In light 11f thi s. th•· ~lud~ SCI 

out condusiuns und 1\•rnn11nend111io11s. which umung uthcrs highlight.-d tlml the 
existing l\u11:11 11111/c,•r,1 was lurgel~· of cuhurul i111ponu111:e and that 1h,· dun anJ 
kingdom leoocrship "''"'Ii to gazelle the Ka11:11 designs as u way of pl\llc,·1ing and 
preserving th.! Oanda identity. The key recommendation of this study e111phnsizc:s 
promotins and supporting identity of the Onndo values and nonns through material 
culture such 11.\ the Mmamba s~iticd Kan:11 .\111h•f!rt1. 
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CHAPTER ONE 

1.0 INTRODUCTION AND BACKGROUND 

I. I Overview 

This chapter presents the background to the study \\ hich aimed at a studio 

exploration of selected Ganda material culture to de' el op Muleeru on a Kon::u 

for Mmamba clan members. As such. it provides the situation at hand 

surrounding the Muleera in terms of its use. design concept. its sign ificance to 

the Ganda and how it is applied on the 'Kanzu'. Basing o n the s ituation anal ysis. 

a problem statement of the study is provided along with the purpose. objecti\'e . 

research questi ons. significance of the study. scope and limitation of the stud) 

are presented. 

1.2 Background of the Study 

Identity is a natural phenomenon that we experience as individuals. small groups 

(such as.families). communiti es. tribes and or any larger grouping that one may 

think about: say a continent. f dentity is perhaps one of the key dri ves that has 

attributed to the fo1mation of culture. Culture is all the things that make up a 

certain way of life or living. That includes all the beliefs and values. language. 

customs. style of dress, food. song. and stories that belong to a group of people. 

A person's cultural identity comes from the way they take certain aspects of each 

of the cultures they belong to and use them to shape and define who they are 

(Kaggwa. 2015). 

Uganda as any other part on planet earth is made up of several tribes of which 

all have unique cultures. Among the uniq ue ways of life that distinguishes one 

tribe from the other is the style of dressing. Through dressing styles. tribes have 
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been able to communicate particular va lues. nom1s and traditions consequently 

promoting and preserving their culture. Dress is an important component of our 

daily lives. Through clothing. individuals establish their sense of self as well as 

their place in society: this i clearly evidenced with in tribes of Uganda. Indeed 

looking at the richly styled mixed media and colored dress codes of these tribes. 

one deduces strong statements in terms of identity. Figure 1 and 1 represent the 

kole and Ganda dress code for an introduction ceremony. 

Figure I. The Nkole dress st)1le 

Figure 2. The Ganda dress style 

1http://www.commongrou nd . org. n z/ common -issues/identi ty/ cultural-identity/retrieved on 
10/05/2017. This source provides common issues of societies today, one of which is cultural identity. 

1https://w\\ w.hofs1ra.edu/communitv/culctr/culctr evenls dress.html April 19- 27 hofstra cultural center 

Con Ference with the theme, Defining Culture through Dress Ind iv id ua I and C ollec/ ive /demit ies 
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Dress codes within the tribes of Uganda did not only communicate through the fashion but also 

through the surface designs applied. True it is that surface designs carry aspects and \alucs of 

importance to a given culture of one tribe. These \\:ere and still are careful!: rendered symbols 

applied on a surface of a fabric that is used to make fosl1ions \\·hich identif~ a pmticular tribe and 

in most cases defining a specific function \\ithin a tribe. l he t\\ O images. (figure 3 and -I) sho\\ 

cultural dresses with surface designs that communicate identit) between trihes as \\el I as speci fie 

functions within a tribe 

Figure]. The King of Buganda, Kabaka Ronald Muwenda Mutebi 

Figure -I. The King of Busoga. Kyabazinga William adiope 
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It is also important to note that cultural transformation in the bracket of dressing 

has had an effect on cultural identity; globalization being one of the influential 

factors to this transformation. Foreign inten·ention and migration as elements 

of globalization have brought about fw1damental changes in the dress codes of 

tribes \\,ithin Uganda. The notable dress code that has taken roots across se\'eral 

tribes in Uganda is the · Kan:::u". Evidence of thi s change is reOected in Figures 

3 and 4 above in wh ich images of two kings. one of Buganda and Busoga 

respectively appear dressed in the Kan:::u (the H'hite inner a/lire). 

At present. the Kan::u is so popular within the Ganda that one can hard!) miss 

seemg a · Kan:::u· being worn at an) function that has an attachment to their 

culture. 

\\'ell as there is popularit) noted of the l\an:::u attire'' ithin the Ganda people and 

other tribes that wear it . it has also been observed that this Kan:::u bares designs 

that carry little or no meaning to any tribe that use it. The questions posed here 

is, w hy is there no attention to this for all this Jong? Are there restrictions of any 

sort that are holding the Ganda and other tribes to use this attire as a veh icle of 

communication most especia ll ) in this globalized \VOrld where tribal territorial 

boundaries are almost getting extinct. 

In view of this curiosity. focus of thi s study is pivoted around exploring 

possibilities of developing Muleera designs that communicate aspects of cultural 

importance of the Ganda people and applying them on to the Kan:::u wi th an 

ultimate aim of fostering a deep understanding of the structural cultural bonds 

such as the clans as well as promoting and preserving the Ganda cultural 

heritage. 



Ka11:11\\·ith an ultimate aim of lostering a deep underslanding of' 1he s1ruc1urnl 

cultural bonds such as the clans as well as promoting and preserving 

1heGandacultural heri1age. 

1.2.1 TbeK1111lu: its definilion, orlgin,p<>pularity and its carttnt 

trl'nd "itb in the (;11nda 11eople. 

Material culture and Kunw decoration as key concepts is defined beginning 

with the Km1:11 followed bv material culture. Kituuka (201 2) detincd the 

f\cm:ii as a "hitc or cream colored robe \\ Orn by men in the African Grcm 

Lakes region. II is rderred to as a tunic in English. and as the Thawb in Arab 

countril.'s. The Kw1=11 is an ankle or lloor length garment (Ssemakula. 2016). 

The rcs.:archer add~ to the definition 1hat n traditional Oamla Kun=11 b al:-.<> 

charactl.'rized by a unique embroidery pm1em culled 1he M11le~m. This is u 

colored pancm embroidered around the neck and also at the lx1uom of 1hc 

robe in lrom. 

Bug1111da·, clun sy;icm is ccr11ral 10 its cul1ure. The Buganda cultural S)Stcm is 

built on a clan sysicm. A clan represents a group of people who can lrllL'C thd r 

lirn!<'lge to a common ancestor in some distant past. A clan (ekika) consists of a 

hierarchy of sub-groups. Each is a colleciion or sew ral ma.viKO {singular . 

.1.>iga): e<1d1 .~.rig11 is a collec1io11 of mitub(l (singulur 111111/Jba); and each 111u111bu 

is a collection of nyiriri (singular. /unyiriri). The heads of the various groups in 

lhe clan hierarchy are called Abaui*a (singular. omwolw) (Kaggwa. 201 5 ). 

ln the rnsroms of Buganda. lineage is passed down along patrilincal line'. The 

clan essentially form, a large e~tended li1111il) and all member. ofa !;.\i\en dan 
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names of his father and paternal grandfather. as well as a de cription of the 

family's lineage within the clan that one belongs to. The clan has a hierarchical 

structure with the clan leader at the top ( 0 11" "akosolya) . fo llowed by successive 

subdivisions called the ssiga. m111Uha. lunyiriri and final !) at the bottom the 

indi,idual family unit (enju) (Ma:anja. 2011 ). Traditiona l!). e'er) \<1uganda 

was and is still required to h.no'' ''here he falls\\ ithin each of the e subdi\ bion 

and anyone who cannot relate his ancestry fully is a suspect of not being a true 

Muganda. (Mayanja. 201 1 ): (Buganda Cul ture orms and Language. 2017). 

After the coronation of Kabah.a Mutebi 11 in I 993. a surH') of the clans was 

carried out to establish the number of clans and the corresponding positions of 

authoril~ such as clan hcuds. (K)alig.on£a. 2015).The Buganc..la KingJom 

official!) acknO\..-ledges the exi tence of .+6 clans since Augu t 1996. although 

an oral historical Yersion stale that there are 52 clans in Buganda. (Kyal igonza. 

2015). This variation may be because some clans have not been able toe tablish 

their claims legitimately. or possibly that some clans may have died out. wi th no 

heirs to carry on the clan heritage. Each clan is identi tied by its own totem 

(Onndro) which no member of that particular clan is supposed to eat (Mayanja. 

20 11 ). Since the 13th centun. the tradition has been ardenth· folio\\ ed from the 
- -

time sekabaka Kintu of Buganda et it up as a means of protecting and 

presen mg perishing species of "'' ildlife representing one·s bloodline and 

heritage. (Mayanja. 2011 ). 

The Ganda are sometimes also called Baganda from their grammatical fo rm of 

the name meaning "The Ganda People." They are one of the Bantu people and 
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have dark skin. curly hair. and prominent facial features (Mayanja. 2011 ). They 

are generally shor1er than the Lwo and other ilotes. Their culture continues to 

thriYe in the villages. There is great respect for the male head of household. and 

members of the home must kneel as they speak to him. All children may share 

work equally while young. As they mature. the men take on responsibilit) 

out ide the home \.\hi le the women focus on the garden and domestic 

responsibilities hi storically that was the transition but of late due to globalization 

the trend is/has changed. (Mayanja. 201 l ). 

At present. the Kan::u is so popular v;ithin the Ganda that one can hardly miss 

seeing a ·Kon::u· being \\Orn at an) function that has an attachment to their 

culture. 

\Vhile the Kon::u appears popular\\ ithin the Ganda people and other tribes that 

wear the same. it has also been observed that this Kan::u bares designs that carry 

little or no meaning to any tribe that uses it. The question posed here is, why is 

there no attention to cultural identity images for this entire long? Are there 

restrictions of any sort that are holding the Ganda and other tribes to use this 

attire as a vehicle of communication most especially in this globalized world 

where tribal territorial boundaries are almost getting extinct? 

ln view of this curiosity, focus of this study is centered on using the A."an::u as a 

vehicle of communication; taking advantage of its popularity through exploring 

possibilities of developing Muleera designs that communicate aspects of cultural 

importance of the Ganda people, and applying them on to the Kan::u with an 

ultimate aim of fostering a deep understanding of the structural cu ltural bonds 
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h as the clans as well as promoting and preserving the Ganda cultural 

ritage. 

The exploration venture in this study has its attention paid to developing .\1.u/eera 

designs on the 'Kan::i/ that communicate the Ganda clan organization structure 

~ it is laid out: a case study of the Mmamba clan organization structure. 

\laterial culture and Kanzu decoration as key concepts was defined beginning 

\\ ith the Kan::u fo llowed by material culture: Kituuka (2012) defined the Kan::u 

~ a v.:hite or cream colored robe worn by men in the African Great Lakes 

region. It is refen ed to as a tunic in English. and as the Thawb in Arab countrie . 

The Ka11:11 is an anJ.J e or floor length ga1111ent (, semakula. 201 6). 

The re earcher adds to the definition that a traditional Ganda Kc111::u is al o 

characterized b) a un ique embroidery pattern called the .\luleern. This is a 

colored pattern embroidered around the neck down to the chest and also down 

at the bottom of the robe in front. 

Figure 5. Musician Navio in Kanzus of different colours 

f Photo taken from rj ogereza Album la1111clt organized by Club Music, 9tlt September 

2016 at Garden Ci(v Roof Top Kampala) 

Kasozi (2016): (as quoted in Kaggwa 2015:19) a local fashion designer says 
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ru ~ fashion usually moves with his personal purpose. This has seen the 

modernizing of the outfit. For example; changes such as the multi-colored 

Kan=us (figure I &2) which were not the case in the past but are commonly 

u ed today reflects the youthful generation that thinks sticking on white or 

cream (the prominent) colors recognized in the history of the outfi t i · boring. 

Jo eph Kisembo (intervie,:ved by Kagg\.\a. 20 15) testifies his 10\·e for other 

colors other than white and cream because it sounds unique . As noted abo,·e 

others believe colored Kan=us have captured the youth· s interest in their own 

culture. (Kaggv.·a 2015: 19). Earlier on Kasozi had informed of his hip hop 

inspired design of the outfit \\ ith pockets. a hoodie minus a ,\ fuleera made in 

rnrious rebel materials ranging from Maasai rnuka and other African-ali gned 

fabric (Kaggwa. 2015:19). Camhridge dictionwy online (2017) dellnes 

hoodie as a sweatshirt: cotton clothing for upper body that has a hood to cover 

the head. However. history tells us that the Kan=u was imported and was made 

from either cotton or linen. a combination of reasons that kept it out of reach 

of the majority. But as time passed. it began trickling down to ordinary 

Baganda (Neva. 2013 ). By that time. bark cloth was the traditional clothing 

material used according to Neva. an inspiration for men to begin making the 

Kan=u from bark cloth. and as of today Kan:zus are produced in cotton. s ilk, 

poplin and linen (Neva. 2013). While adopti ng the Kanzu. the Baganda made 

some changes to its design. making their version different from all the other 

tunics worn around the world, especially those from its parent design from 

Arabia. 
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FiKure 6: Different Muleera designs; handmade and sewn (Basiima craft, 

2015) 

The transfo1111ation of the Kan:::u generall1 from the Bark cloth. cotton. silk 

anti to linen sho\\ progrc s in cultural fa hion and adornment while upholding 

the culture and fashion of the people (Mulumba. ~015 ) . From plain \\hite and 

conservative. almo ·t lifeless to red. rich silky and vibrant. the traditional dress 

of Baganda men known as Kan:::u or tunic. has evolved fast. This entirely hand­

stitched apparel that in some homes is still the only attire fathers own 

traditionally comes in white or cream with maroon embroidery at the front. 

Accordi ng to Kaggwa (2015:19). '·Mende as an area had many Muslims and 

that is how they started making an imitation that was inspired by the Arab 

robe··. On the other side. Ssemutooke (2012: 42) says that the Kan:::u has over 

the years been adopted as traditional and sometimes ceremonial dress by many 

tribes in Uganda. The adoption started with the Buganda before moving to 

Busoga. West Nile and Teso and now almost the entire country. what could be 

called Uganda· s signature dress. 
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Neva (20 13:32) asserts that the Kanzu was first introduced to Buganda Kingdom 

by Arab traders in the first half of the l 91h Century. Jt is believed that Kabaka 

Ssuuna. who is said to ha\'e reigned bet\Yeen 1832 and 1856. was the first 

Kabaka to \Vear the tun ic. { e'a 2013:32). Jt initially remained a dress of the 

high l)-placed in society. It was for tho e \\ho could afford to get it from the Arab 

traders and people living in the Kabaka·s court or the homes of chiefs. ( eva 

20 13:40). 

Variou scholar. such as ~1ulumba (2015). Kabaka Ssuuna of Buganda was 

fascinated with the tunic and associated it v. ith purity. dignity. \\ealth and 

prestige. I le vvas the first Muganda to wear it after he sa" the Arabs· tunics. 

From then on. it became formal \\ear for an) respectable Muganda man with a 

good social standing in society. 

ln traditional ceremonies such as kwanjula. the bride w as dressed up well in silk­

knfrted garment known as gomesi. the groom on the other hand dresses in the 

s il k or cotton tunic known as Kan::u. (Kaggwa 20J5:1 ..+ ). Kan::u carries a special 

meaning to the Baganda. Kaggvva reports about the young boys he saw break 

dancing on an occasion in the ir mini Kan::u which did not go we ll w ith elders. 

He says. although some enjoyed it (when boy break dance) the elders who 

consider the Kmi=u as a sacred loathed it. In his (Kaggwa) observation. an old 

man in aggravated tone said ··/aha ahaana abato hwe bavvoo/a ekanzu ··, loosely 

meaning ""See these kids abusing the Kanzu·· (Kaggwa, 20 15). Kaggwa 

recognizes the various styles of the evolving Kanzu whereby in the 

contemporary world. some come with hoodies (Cambridge dicrionmy online. 
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(2017) and pockets, in various shapes. materials and colours (Kaggwa 2015:14) 

with some characteristics which are not identical to the Kanzu in the past. 

From the inten iews b) Kaggwa \vith Christopher Ssekyanzi. (an experienced 

Kan::u maker t1\er fifteen years) . . sek) a nz i include infant. youth and the cldcrl). 

This is o because the Kan::us are not genetic to a spec i fie age bracket a hinted 

by Ssekyanzi in Kaggwa · s story. I lowcver. Ssekyanzi agrees to have made 

Kanzus mainly for elders preparing for introduction or funera l rites and 

recognizes that multi coloured Kanrns ha\·e been made b) him on orders by 

yo uths and some politicians (Recently a Democratic Party (OP) member Eria 

Luk'v\ ago. ordered for a green one narrates Kagg"'a inten ie,,·ing ekyanz.i). 

Other colours in luded red. blue. purple (Kagg\\·a. ~015) ''hich colours are not 

known in the traditional functions. An example is sighted v;ith a blue colour 

Kan::u adorned by a local rapper avio in 2009 turning out at the MTV MAMA 

in airobi Kenya (Kaggwa. 2015:14). also see figu re 1and 2. 

1.2.2 Muleera 

The traditional Ganda Kanz11 is characterized by a unique embroidery pattern 

ca lled the Muleera. This i a colored pattern in front and around the neck down 

embroidered and also down at the bottom of the robe in front. (Ssemakula. 2016). 

Experienced Ssekyanzi (Kaggwa. 2015) insists what makes a Kanzu is Muleera; 

multi-coloured embroidery added around the neck and abdomen the fronta l part 

of the attire. The hand sewn Muleera is unique to the Ugandan outfit (the Kan=u) 

and a tradition of wearing a coat on top of the Kan=u was also added in the 1930s 

and 1940s by the Baganda, (Kodesh. 2000:20) Most of the times. it is knitted 
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with bigger threads usually in maroon and white interjections. ln continuation, 

the Muleera is placed around the belly area (Kaggwa, 2015). Furthermore. 

commonly the ,\Ju/eera on a white Kan::u has been in white and maroon but 

according to the maker ( sekyanzi) v, ith different tastes and preferences it is 

done in black. yel lo"\. green and other colours per the users· interest (Kagg\ra. 

20 15). Al o he notes that in the past. the ,\fuleera was commonly knitted b1 

hands and it is the best as it pays attention to detail. Due to the modernity with 

the introduction of sewing machines which uses electricity. the Muleera designs 

can be knitted using the machines including the designing itself for example 

man> Baganda fO) alists ha\ e replaced the traditionally knO\\n .\/u/eera "ith the 

ro>al shield .. enRaho .. design. \\hich is a part of the ro)al regalia in Buganda 

Kingdom (Kagg"·a. 2015). It is also nored that some people ha\e gone ahead to 

ask other designs such as the Ugandan emblem like the crested crane. head or 

coat of ann as noted in Kaggwa's com ·ersation \Nith Ssekyanzi a Kan::u maker. 

The di verse usabi Ii ty registered today of the Kanrn. has seen new aspects to do 

with the outfit especialJy the various occasions where it is used. For example 

many have ordered black ones for burial or mourning. white ones for 

celebrations and a fe\.\ ha' e won red on romantjc dinners (Kaggv.:a. 2015 ). When 

worn for mourning purposes. however. the attire comes minus the coat 

(Mulumba. 2015). Such mourning occasions were not good times to negotiate 

status in the society. Kodesh reflects on the use of clothing to signa l the shift in 

status for example in the past. the commoners wore bark-clo th. (of course after 

the European invasion) prominent men dressed in cotton trousers and a \'est or 
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shirt with a Kan::u and chiefs often purchased trousers and coats. (Kodesh. 2000: 

26). 

It is greatly obser\'ed today that the Kan::u has a lso moYed beyond the central 

region to ethnici ties in the West. East and 011h of Uganda \Yho equall) use it 

for fom1al cultural occasions. The Kan::u basically replaces a shirt in a suit 

ensemble: the look is complete with trousers underneath and a coat \\Orn O\er it 

and formal shoes. 

The Kan::u in Uganda today is worn by majority of Ugandans irrespecti\ e of 

\\ hether Baganda or not usually with a coat to compliment the outfit. As 

Buganda ·s culture spread to other areas of Uganda. the Kan::u spread \\ith it and 

could right!: be the ·the unoflicial national dress of Ugandan men·. 

As seen in the subsequent con' ersation. the Baganda might not ha\ e im·ented 

these garments. but they embraced them more than any other tribe and have 

improved them over the years. The Baganda added maroon embroidery round 

the neck and abdomen which made it different from that worn around the rest of 

the world. They introduced wearing a suit jacket (Kasozi. 1891 ) on top of the 

Kan::u. a thing that was not done b) other regions that \\ore the Kun::u. 
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Figure -= Kanzu Traditional \Vedding Attire (Petronella, 201-') 

However. toda) the Kan:u can be found in luminous colours - an) colour one 

may fancy. During the week of mourning the Kasubi tombs inferno last year. 

and legislator Eria Lukwago put yet another spin to his Kan:u. donning one in 

black embroidered ith bark cloth (Mulumba. 2015). But \.\hile most people sti II 

prefer the traditional cream or \·Vhite with the maroon embroidery. a fe\\ people 

ma) go for other colors or stripes. The traditional Kcm:u has maroon 

embroidery around the neck. abdomen. and bellow knees. The embroidery is 

called the Muleera. 

In the eighteenth century at the time when the Kan::u had just been introduced in 

Buganda, Muleera was inspired by a bark cloth. conon. siJk. poplin or linen. 

Material Culture inspirations included the royaJ shield of Buganda (engabo). 
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plant and animal species as well as shapes, banana fiber (Kasozi. I 981 ). The 

major center of Kanw knitting and production is Mende, along Masaka road. 

The Kan::u is worn at wedding ceremonies during the introduction. a lso known 

as the Kwanjula. During the Kwanjula the groom's fami ly is required to appear 

dressed in Kan:;u and they must also present a A·an::u to the bride's famil y too. 

Semuwemba (2010). on bis blog post Gomes is the de factor national dress of 

Uganda. reflecting on how important it is to have a unifying identity in terms 

of dressing. The Kingdom of wazi land is one example which he says is 

composed of a homogeneous population v. ho share language. cult ure and 

lo)alt~ to their Ki ng and co u11t ry. He recognizes hm\ the Busu uti dress in 

Uganda has captured the entire country literary accepted as the nationa l dress. 

as well as the Kan::u ~hi ch he says oft en the king adorns in it to embrace 

cultural occasions. However. in a comment about Ssemuwemba is post Joseph 

Kamugisha who said that ·'Kanzu is an improved garment of the Arabic outfit 

adding to other scholars· assertion about the Kanzu origin such as. (Roscoe. 

191 l : Kasozi . 1981: Taga and Nathan. 20 14: Kaggwa. 20 15). Kamugisha 

comments that: 

The difference beM een the 111"0 are the additional al/achments of 

the "" Muleera'" al the centre of the bottom part of the Kanzu and 

the fact that the actual Kan::u is supposed 10 be entirely 

handmade as opposed to the Arabic garment which is machine 

tailored. 
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Fi;;ure H: The Cream and White (in centre) Krmzu with Muleera; (Otega, 

2012) 

Figure 9: The Kanzu with the Mu/eera (UNESCO, 2012) 

As earlier noted in till s chapter. the ,\fuleera ha changed its look o,·er the years 

from originally three segments to now four. Al o some Baganda loyali ts ha e 

decided to replace the traditional design with the royal ngabo, the shield, v hich 

i part of the royal regalia in the kingdom. 
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FiRure JO: Ka11z11 with Muleera made of Buganda Kingdom emblem; 

(UNESCO, 2012) 

The follov;ing image present ''hat the researcher ob ervcd in de' eloping 

cultural identit) garment for the Mmamba c lan. This material culture is t~ pica! 

of mo t Ganda totems irrespective of the differences in u age and functi on to the 

different clan members. 

Figure 11: Protopterus aetltiopicus - Marbled African lungfish , David 

(2007) 
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Figure 12: Protopterus a1111ecte11s - West African luogfi h, David (2007) 

Figure 13: Protopterus aetheiopicus - African Lung fl h. Tiutenko (2010): 

While the Mmamba totem ha unique ocio-cultural impo11ance among the 

Baganda. no tudy has been conducted in a wa) of u ing its images as inspiration 

for developing de ign that can be u ed for the clan. Thi s leaves a gap of 

knowledge especiall y on significances that are embedded in cultural symbols 

and artifact such a the A1u/eera patterns placed on the Kan:.u. The tudy sought 

to establ ish the unique ness between the common man and the clan leaders 

especial) ) with the nevv Muleera designs that the researcher developed. 
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l.3 Statement of the problem 

The Ganda Kanzu takes a central cultural position s ince most Baganda tribes­

men take this dress as the offic ial cultural wear and use it at all cultural 

ceremonies. Despi te the fact that the Kan:;u is regarded important the designs 

that it bears ha\'e linle but less specific clan·s identities: one may e\'en wonder 

why it is called ·Ganda Kan:;u·. Wearing it today may not mean being a Ganda. 

In the recent past. the Ganda have made tremendous efforts to communicate 

several values of their heritage through creati ng and designing corporate clan 

colours. emblems. logos. slogans. official web pages. T-shirts prints and other 

of the like. lea\ ing the Kan:;u not full)' utili zed. Ba ing on several rea ons '"hich 

include its popularity. its shape that pro\ ides a wide mo' able surface area for 

communication design and the respect it holds. the Kon:;u would be one of the 

most appropriate and suitable vehic le of communication. promoting and 

preserving the Ganda heritage such as the clan ·s knowledge and its structure. 

Equally important to note is that the totem clans have also grown from a few 

thousands in each group to tens of thousands in each totem clan as of today. 

Indeed the growth in clan populations can only be educated wi th thi s creati\'e 

flexible method and means of exploring and developing Jvluleera panerns 

inspired by selected Ganda material culture from Mmamba totem 

1.4 Purpose of the study 

The purpose of thi s study was to explore and develop Muleera patterns inspired 

by selected Ganda material culture from the Mmamba Totem towards a cultural 

identity of its members. 
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Objectives of this study were: 
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i) To examine the significance of existing Kan=u Mu!eera patterns and 

designs used by Ganda people. 

ii) To establish the cultural significance ofMmamba totem to clan memb~rs 

and how it influences on the clan structural organisation. 

iii) To develop and produce studio ba ed Mu!eera Kan::.u for Mmamba clan 

members with patterns and designs inspired by Mmamba totem images. 

1.6 Research Questions 

i) What is the significance of existing Kan=u Mu!eera patterns and designs 

used by Ganda people? 

ii) What is the significance of Mmamba tot~m to clan members and hO\Y 

docs it influence the clan structural organi sation? 

iii ) fn what ways could the Mmamba images be used to develop and 

produce patterns and designs for Mmamba Mu!eera Kanzu through 

studio exploration? 

1.7 Significance of the Study 

The stud) was of significance in the fo lJ o,~.:ing ways; 

First. the data co llected by the researcher created a basis for scho lars to carry 

out fu1ther studies on the cultural importance of the Kanzu and other cultural 

symbols. ln addition. the bodies of knowledge raised added to the available 

reference material for students in this field and other related areas of research. 

In addition. the study was expected to act as a window for further sensitization 

to the young generation about the importance of the Mmamba to its clan 
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members in as far as their identity was concerned. 

The use of studio exploration and experimentation to develop Muleera patterns 

for the Mmamba Kan=u did shed li ght on the silent features of the Mmamba. 

unknown knov. ledge about their totemic values to clan members and thus being 

able to presen·e traditional culture. promote aesthetic beaut) and appreciating 

of cultural heritage. 

Furthermore. this research was expected to enhance cultural hybridi sm in 

Buganda in a sense that it availed variety of pattern and designs for both 

makers of the Kan=u and its user . This \vas consequently redefined and 

described the ne\\· genres and identitie of the Mmamba clan as reflected from 

both amakaka and Kakoboza . 

Most importantly. this research was expected to inspire the ne\\ generation in 

preservation of knowledge and information on how to promote cultural identity. 

fashion and heritage. 

1.8 Scope 

The scope of this study is featuring the areas: geographical scope, content Scope 

and the time scope 

1.8.1 Geographical Scope 

The research was sn1di o-based and as such, it was centred at Kyambogo 

University. However. it was extended to regions of the greater metropolitan 

Kampala as source of infonnation had to be gathered from different locations. 

Primary sources included Mmamba offices in Lubaga Uganda Museum, Mende in 

Wakiso district and Bulange bookshop. The selection of Kyambogo University 

takes its justification from being the study institution and also provision of study 
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Work place as well as the Buganda cultLrral departments and clan leadership was 

justified because it was the authentic sotu-ce of infonnation on the topic of study. 

1.8.2 Content scope 

ln tills section. the set objectives of this study were used to set parameters of Lhe 

content ·cope 

Objective one. which was to examine the existing Kan::u Mu!eera patterns and 

des igns used by Ganda people. the researcher examined the existing Kanzu 

Muleera used by Baganda. Under this. the researcher generall y observed the 

Kun::u pattern and designs used by the Baganda. The major focus of the study 

v. as LO examine the existing Kan::u in terms of the .\111/eera Patterns used. The 

researcher also \\anted to establ i h \\'hether these designs have any special 

S) mbolism or cultural meanings in as far a the Baganda totem c lans. 

The researcher chose the Mmamba specifically as a case study because he 

belongs to the Mmamba clan so gathering the required information about the 

Mmamba could be easily accessed. 

ln the second objective. the researcher investigated the cultu ral significance of 

Mmamba totems to clan members . Having selected the Mmamba as the principle 

case study, the researcher investigates the characteristics of the Mmamba c lan 

looking into their special attributes like being the biggest clan in Buganda 

kingdom. Emphasis was put on underpinning the cultural significance of the 

totem to the clan members. 

In the third objective. the researcher developed patterns and designs inspired by 

Mmamba totems for speciali zed Kanzu Muleera. The idea in this objective was 

to be able to use images of the selected Ganda totem clan to develop patterns 
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that could be used on the specialized Kanzu Muleera. This was done through a 

chain of processes that included observation. making studies by way of drawing 

and photographing. scanning to mention but a few. This was done using selected 

Ganda totem clan to represent material culture. 

1.8.3 Time scope 

The time boundary of the study was limited to the 18111 Cenhiry up to date. This 

was because it estimated that the use of the Kanzz1 began as early as 1800 and it 

has been a significant material and has held significant cultural importance in 

Buganda (Kasozi 1981: Roscoe 1911: Kag'Aa. 205: Tanga and Kiwere 2014). 

The period is also ju tified because it enabled the researcher to gather and obtain 

adequate information on ho\\ the J/11/eera on Kan::u has cvoh-ed O\·er the years. 

something \\hi ch \\as so central to the objectives of the stud) . The study time 

exceeded the planned time of completion b) end of 2016 to 2017 in which 

samples of redesigned Muleera would be developed or produced for the 

Mmamba clan. 
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C HAPTER TWO 

2.0 LITERA T RE REVIEW 

2.1 Introduction 

This chapter present the literature about the subject of im e tigation obtained 

from text books. academic research repo11s. project reports. ne'' spaper . 

journal . the internet as" ell a. other" ritten resource . The re\ ie\I. i in line" ith 

the stud) objectiYes which are: 

i) To examine the significance of exi ting Kan:::u ,\fuleera pattern and 

de igns used b) Ganda people. 

ii) To e tabli . h the cultural significance of Mmamba totems to clan 

members and ho\\ it inftul.!nCe') on the clan tructural organianion 

iii) To deYelop and produce studio based .\lu/eern J\.an:::u for Mmamha 

clan member "'ith pat1em and design inspired by Mmamba totem 

images. 

2.2 Theoretical framework of the study 

The study \vas guided by the early (Greek) theory of aesthetics a cited in 

Ducasse ( 1998: 15) who states that aesthetics is a branch of philosophy that deal 

\\ ith the nature of art. taste. \\ ith creation and appreciation of beaut]. With thi 

in mind. \\'eitz (1956:27) points out that theol) ha been central in ae thetics and 

is till the preoccupation of the philosoph) of art: that art is reall) a first stage of 

knmvledge in which certain human intuition into I) rical clas ifications or 

expressions Weitz ( 1956:28). Aesthetics i al o defined as the critical reflection 

on ai1. cul ture and nature. Ducas e points out that inspirational art can be 

something far more than just for 1our eyes: it can a lso nouri sh your soul and 
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tantalize your mind. For instance, •·for one to have perception of beauty there 

must be a transcendent form of beauty in which beautiful objects partake and 

which causes them to be beautiful also .. (Ducasse 1998 pg 16). 

fn relation to this study. the researcher endea\'ored to present these beauty 

qualities in the different .\fu/eera patterns inspired by the selected clan totems in 

Buganda. 

Art works ha\'e such amazing power to influence thoughts and emotions. to uplift 

and a lso to inspire. In relation to the stud). the Mmamba was selected part I) 

because of their aesthetic beaut). and the project was largely guided b~ 

Ducasse· s theoretical perspecti\ e. fherefore. the relation -hip bet\\ een the means 

of expression of a mes. age and the beliefs of the people pla) an important 

interaction in as far as communication delivery of the message is concerned. The 

Kan:::u needs lo have content or images that relates \\·ith peoples' cultural 

heritage for it to play a more practical and relevant role. The follo~ing sections 

is an attempt to illuminate the selected totem clan classified as material culture 

for purposes of use in the present study. 

Con idering the impo11ance of material culture (such as the symbols used a 

Muleera patterns) the term has been defined in many ways which include the 

folio' ing: materia l culture refers to the physical objects. resources. and spaces 

that people use to define their culture (Taga and Ki were. 2014). These include 

homes. neighborhoods. cities. schools. churches. synagogues. temples. mosques. 

offices. factories and plants. tools. means of production. goods and products. 

stores. and so forth (Taga and Ki were. 2014 ). 

Swan (2007) defines material culture as. both to the psychological role. the 
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meaning that all physical objects in the environment have to mean something to 

people in a particular culture and to the range of manufactured objects (techno­

complex) that are typical within a socio-culture and form an essentia l part of 

cultural identity (pg. 56). l lw11an beings perceive and understand the material 

things around them as the] ha\ c learned to from their culture. s"''an (2007). 

Manufactured items arc especially meaningful and the relationshi p between 

object and mean ing is usually what scholars of material culture study. 

Closely related is a definition b) Ssemakula (2016); who defined material 

culture as the artifacts and other objects. made and used by the people in accord 

"ith the cultural schema. Material culture inc ludes the objects or belongings or 

human beings. including a \Vide range of artifacts. Just about anything that is 

seen. felt. perceived or touched that is not human bas the potential to be an item 

of material culture. Architecture. photographs. documents. ai1work. gardens. a 

can of soda or the electronic device are all examples. Some theorists argue that 

entire cities and the surrounding geography are elements of material culture. 

Ssemakula (2016). Even human motion. such as dance. may be described as 

material in that it has shape and a physica l form. 

Studying the physical objects of a culture gives us a better understanding and 

appreciation for the complex lives of the people who interacted with those 

objects. Material culture provides us insight into nonrnaterial culture, which 

includes the ideas. beliefs, habits and values of people. "'While an object stai1s 

off as simply a physical item, over time it comes to represent nonmaterial and 

symbolic aspects of a culture. For some. a can of soda may represent an epidemic 
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of obesity. while for others: it may be viewed as a fun and pleasurable drink'" 

(Ssemakula. 2016). 

ln the past. some early historians. archeologists. anthropologists and museum 

directors had a "my of presenting material culture that shov;ed their 

ethnocentrism. the tendenc) for one culture to vie"',. itself as superior to another 

and to judge the other culture by one' O\Vn values. semakula (20 16). For 

instance. a British explorer visiting a society in Africa might have returned from 

his travel with an African mask that held spiritual significance to those who 

created it . fnstead of , ·ie"' ing it as ha,·ing cultural significance of its own. the 

explorer may have labeled it as an example of the culture being 'back\\ard.' He 

'ie\\ed it as an inferior forn1 of expression. despite the complex and nuanced 

meanings given to the mask by the culture that created it, Ssemakula (2016) 

In academic di scipl ines. the practice of simply taking objects of material cu lture 

from other places and j udging them in an ethnocentric way is no longer accepted. 

We are more interested in preserving cultural heritage than at other times in 

history. which requires us to observe aspects of material culture without judging 

them based on our own society's standards. This practice of v iewing a culture 

based on its own standards is known as cultural relativism: which is the principle 

of regarding the beliefs, values. and practices of a culture from the viewpoint of 

that culture itself. Therefore it is being observed that as best as they can. scholars 

today aim to study the material items as a way to learn more about another 

culture rather than to use them to promote African culture. ln view of the above. 

it became imperative for the researcher to explore the aspect of promoting 
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African culture through designing a Muleera that upholds the Afrocentric 

identity of a clan within the Buganda Kingdom 

tudies in material culture have revealed severa l key concepts that the field still 

u e today to help under land what is happening v.hen it con iders the impact of 

a physical object on its culture. Ogburn ( 1957) discussed his theor) of cultural 

lag. He pointed out how it takes time after a material item is invented until the 

people of that society see it as a normal component of their world and that 

confl icts and challenges ma) arise during this period. Another way to describe 

cultural lag is a type of maladjustment that a culture has when a material item is 

still nev.. and the people of that culture ha\ e not yet fully utilized and integrated 

the ne\\' material item imo ever) day life in a functional way . 

Ogburn (l 957) pointed out the process in which a material item takes on 

norunaterial meaning as part of a culture. with an associated set of ideas, beliefs 

and practices. He noted that over time a technology is diffused. or spread 

throughout a culture as well as from one culture to another. often on a global 

scale. This theory helps the researcher to look at speci fie areas. such as the 

evo lution of the early Mule era on Kanzu. and what meaning and ideas we attach 

to these items as a cu lture. and how we can use studio exploration to develop 

Muleera fo r Kanzus in the modem era. Other theorists have applied the concepts 

of material culture to a broad range of topics. from comparing different types of 

buildings to one another. to viewing a city as its own 'object,' to exploring how 

gender relates to material culture. 
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The researcher contextual!) defined material culture as the elected Ganda totem 

clan and this was the Mmamba Clan. Though material culture involves non­

physical thjngs like bcliers. sayings. stories and behavior. this study v\ as limited 

to onl) selected ph) sical material culture (The images and characteri tics of the 

totem (Mmamba)). !his made it cas) for the researcher to de\ elop ' isual patterns 

and design out of the selected Totem . The deYeloped pattern ''ere then 

arranged into a range of Kan::11 \/uleeras for the entire clan leader ·hip ) stem 

up to the commoner . 

' ince material culture ha a special social place. its content in an) message 

de' clops unique abilit) to attract the attention of the audience or target group. 

These coincides'' ith the researcher's com iction that u ing imagcc., inspired b~ 

Ganda material culture ( \1mamba) content. plays a significant role in promoting 

awareness toward their cultural heritage. promote unity and presen·e culture. As 

recognized by Chapman. (2005). ··all cultures have symbols that obtain favorable 

emotions shared b) their members .. (Pg 23). Personal experience and emotional 

meaning complete the image of the product whose appearance and func tion arc 

initial clues to it broader meaning. (Moalosi. 2007). Material products reprc ent 

social aspects of culture not on!) that but also they carr) embedded 'alues 

including technical. economic. ac thetic. moral ideas and emotions (Moalo i. 

2007:33). In trus case the Mmamba clan members can relate to the ae thetic. 

cognitive and symbolic qualitie of the Mmamba .\fuleera "ith a deep 

attachment. 

Emotional responses drawn from such symbols provide the foundations of 

individuality. They also an wer question of difference between Mmamba clan 
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and other clans and users of the Kan::u. Bo1Towing from Hirano·s idea. design is 

the vessel through which the benefits of cultural fulfillment and contemporary 

technology can be combined to create the ultimate user experience (Hirano. 

2006). Therefore. local designers may need to assume determinant roles in the 

translation of s~ mbolic. practical and technical requirements for users because 

they are directly and intimately linked to local realities. as well as to cultural 

references of societies to whom product are directed (Moalosi. 2007: 114. 118). 

2.3 Examining the existing Mu/eera Kanzu patterns and designs used by 

Ganda people 

The ori!!in of the .\Ju/eera dates wav back to the introduction of f.:an::u in the 
~ J 

1890 hy the Arabs in East Africa and Uganda in pa1ticular. O\'er the ~cars. the 

.\luleero on v, hite Kun::u has always been in v. hite and maroon though.~ ith the 

different tastes in designs and colors of materials. it is done in black. yellow. 

green and all the colors of one· s prefen-ed choice (Kasozi. 20 16). A Muleera 

knitted by the hands is the best because it pays attention to detail. However 

Kasozi, (2016) notes that the youths \\ho prefer the multi-coloured Kan::u 

always care less about these artistic works. This is because it reflects the 

original ity and creativit; among the Baganda and traditionally the Ganda Kan::u 

is supposed to be handmade 

The Muleera has changed its look. Some Baganda loyal ists have decided to 

replace the traditional design with the royal shield (ngabo) which is part of the 

royal regalia for the kingdom. Others ask for the Ugandan emblems like the 

crested crane head or coat of arms (Sekyanzi, 2015). Many people have started 

ordering for specific colors for di fferent occasions, black ones for burial and 
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v.hite ones for celebrations; there are those that are taking the notch up by 

wearing red on romantic dinner . However, the changing of the Kan:u colors 

from cream and white with a maroon Muleera to many other colors ha also led 

to the change in the A!u/eera from its tradi tional maroon. cream and" hite color 

to no\\ man) color a matched '' ith the color of the I\an:u cloth. 

Figure 1-1: Kanw ''ith a ha nd knitted M uleera (Dougla ·eru, 2015) 

On top of the change in the color of the Jfuleera some Kan:;u producer ha' e 

attempted to modify the ,\fu/eeru b) incorporating it v. i th the Buganda 

kingdom emblem. Thi ha faced stiff re istance from a faction of Baganda 

with the argument the emblem is rescn·ed for the Kingdom and the rO) al 

family. 

Basing on the literature pro\'idcd abo\l!. it is evident)) clear that the .\luleera 

Kan: u as it stand today hold an element of ignificance in the Ganda people. 

l lo\'.·ever. this significance i not deep!) rooted to the cultural heritage of the 

Ganda and it is at this note that a big gap stands. The effort of omc Baganda 

loyalists as mentioned above. that aimed at replacing the traditional de ign with 

the royal shield (Ngabo) as part of the royal regalia for the kingdom was indeed 
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a po itive effo11 towards making the Kcmzu hold more signficance to the Ganda 

people. But still this effort did not fill the gap as it only targeted a ection of 

ro)als. With thi highlighted.ju tification for this tudy stand out right as it is 

targeting producing \/uleera Kan:11 for Mmamba clan member \\ ith de igns 

inspired b) it totemic imagi! (Mmamba). 

At present. the Kan:u is o popular v. ithin the Ganda that one can hard!) miss 

seeing a ·Kan:u· being \\Om at an~ function that has an attachment to their 

culture. 

Well as there i. popularity noted of the Kan:u attire within the Gandu peopk and 

other tribes that \\ear it. it has also been obscn ed that this f...011:11 bares designs 

that carr~ litth: or no meaning to an~ tribe that use it. The question-. po eJ here 

is. '" h~ is there no attention to thi , for all this long? ,\re then: restrictions nf an~ 

sort that are holding the Ganda and other tribe to u e thi anire as a vehicle of 

communication mo t cspeciall} in this globalized \\Orld 'Where tribal territorial 

boundaries are almost getting extinct. 

In vievv of this curiosity. focus of this study is pivoted around exploring 

pos ibilities of developing Afuleera designs that communicate aspects of cultural 

importance of the Ganda people and appl) ing them on to the Kun:u '' ith an 

ultimate aim of fo tering a deep under tanding of the tructural cultural bonds 

such as the clans as well a promoting and preserving the Ganda cultural 

heritage. 

Material culture and Kan:u decoration as k.ey concepts i defined beginning 

with the Kan:u followed by material culture. Kituuka (20 I 2) defined the J.:cm:u 

as a white or cream colored robe \\Om by men in the African Great Lakes 
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region. It is referred to as a tunic in Engli sh. and as the Thawb in Arab countries. 

The Kanzu is an ankle or floor length garment (Ssemakula. 20 16). 

The researcher adds to the definition that a traditional Ganda Kan::.11 is a lso 

characterized by a unique embroidery pattern called the Muleera. This is a 

colored pattern in front and around the neck do'rn embroidered and also down 

at the bottom of the robe in front. 

2.4 Investigating the cultural significance of Mmamba totem to clan 

members. 

The encyclopedia (2017) on totem refers a totem as any animal. plant. or other 

object. natural or supernatural. v..hich pro' ides deepl) S) mbolic meaning for a 

person or soc ial group. It continues to inform us that totems help to explain the 

mythical origin of the clan v. hi le reinforcing clan identit) and solidarit). and as 

such. kil ling, eating. and even touching a totem is often considered taboo. On 

the other hand. Taga and Kiwere (2014) defines a totem as a spirit being, sacred 

object. or symbol that serves as an emblem ofa group of people. such a a family. 

clan. lineage. or tribe. The totemic symbol may serve as a reminder of the kin 

group· ancestr) or mythic past'· For instance. having the lion for a Totem came 

about when King Kintu hunted lions and ate them. They made him and his family 

very sick and from then on, he declared that no one should eat lions. Lt is from 

then on that a particular clan got the lion for a totem. 

Jn reference to the ew World Encycloped ia (various scholars studied totemism, 

rituals attached to them, and their importance to the clan members. Many of these 

arguments were based on a notion that totemism was classified as reli gion of 
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which conclusions were drawn from the various taboos on them. For example. 

McLenna (2008) who argued that the entire human race had passed through a 

totemic stage at some point in the distant past in which they worshiped animals 

and plants while Taylor (20 I 0) looked at totem ism beyond the ,,,·orship of plants 

and animals. For Taj lor. totem i V\a actually an earl~ exercise in the instinct 

within humans to classi ~ their surrounding world. From thi encyclopedia v.-e 

learn about Sir James G. Frazer·s (2007) idea that totems bind people together 

in social groups. and serve a a momentum for the development of civi lization. 

that totemic clans began as a means for explaining the process of conception and 

birth. 

Other scholars according to the encyclopedia such as Durkheim ( 19870 "ho 

concentrated his stud) on "'hat he. termed as "primi ti\ e" ocieties. identi tied the 

aboriginal tribes social group with spiritual totems in Australian. In his study. 

Durkheim theorized that all human religious expression was intrinsically 

founded in relationship to the group from which it emerges. ln protesting Tylor's 

idea that all religion ari ses from animism and Frazer's view that religion spawns 

from an understanding of magic. such was insufficient to Durkheim and instead 

claimed that: 

"Practitioners of totem ism do not actually worship their chosen plant or 

animal totem. lnstead, totems try to connect tribe's people with an 

impersonal force that holds enormous power over the olidarity of the 

clan·· (Frazer, 2003. 53-55). 
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Furthermore. for Durkheim totcmi m v.as also the rubric for dividing sacred 

from the profane. For example, Durkheim noted that animals other than the 

totem could be killed and eaten. I l o \\C\ er. the totemic animal has a sacred status 

abo' e the others that creates the taboo again t killing it. Since the clan itself is 

con iden:d to be one \\ith its totem. the clan itself i \\hat is acred. The totem 

is not onl) the S) mbol of the clan. but actual I) the clan itself represented in the 

form of the arbitrary animal or plant. Rituals performed to the totem. then. are 

performed to promote consciousness of the clan. reminding tribe members that 

they arc committed to a rea l thing. 

It shoulu be further noted from Cloud I C\ i-Strauss (2002) that totem\ arc not 

ha\ed on ph)sical or p ·)chological 'iimilaritie\ hct\\een the clan and th(' totemic 

animal: rather the) are chost:n arbitraril) for the ole purpo e of making the 

ph) sical v. orld a comprehensi' e and coherent classificatory system. ( ev. World 

Encyc lopedia 20 15). Strauss (2002) in th i ca e looks at totem ism as an efficient 

way to cope with this particular mode of tri bal life in which abstractions are rare. 

and in '' hich the phy ical em ironment is in direct friction with the societ) . I le 

(Cloud Le\'i- trauss) finalizes that totcmism is impl) another means b: '' hich 

group of human beings cla sif) the ''orld around them ( e'' World 

Encyclopedia. 20 I 5 ). Therefore. the purpose of the totem is for identification 

among the peoples of the societ). Mmamba Totem in this case is as significant 

a any other totem to the clan members. It carries historical values of the clan 

(Mmamba). a covenant between nature and the society. and a unifying symbol 

fo r the clan members among other ignificances. 
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There is a danger of these cultural values being neglected, particularl y by the 

younger generation who are increasingly succumbing to the appeal of modem 

culture \\'hich are influenced by technology thus changes in ideology of doing 

things. The consequence i that the totemic rnlues that ha\'e been cul ti \ ated and 

upheld for centurie b) their forefather could potentiall) di appear fore\ er. 

Totems had a deep significance to people·s daily li\ es. their role in societ) and 

their effect on the conservation of nature. There is need to reki ndle. not only the 

totemic tradition. but also to expand it in the interest of identi fy ing and protec ting 

wildlife. particular[) the many species that are endangered. 

According to Roscoe ( 191 I: I 63 l in his book entitled "The Baganda. their 

customs and Beliefs" hi tor) ha!) it that pecif) the biggest and one or the most 

influential clans in Buganda. It is the onl) clan that intermarries bccau e it has 

two groups: Mmamba Namakaka and Mmamba Kakoboza. Kabaka Bemba of 

the Tonda dynasty. The Protopterus aethiopicus is known as the Mmamba in 

LUganda. EMmamba in Runyankole/Rukiga and Mmarnba in Kiswahil i (Taga 

and Kiwere 20 1-l). However. given the background of diver it) ofethnicit) in 

ganda. Mmamba is named different[) in other language such a Ebileng in 

Ateso and Karimajong (Taga and Ki \\ ere 2014). 

The available literature therefore has a good feeling to know more about the 

Mmamba clan as the principle case study in this project. This clan is one of the 

15 original of 52 clans that form the Buganda Kingdom but officially now they 

are 56 clans. The clan ha the largest number of descendants in the Buganda 

Kingdom and Buganda at large. The descendants of this clan are ver) kind and 
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receptive to all kinds of people both inside and outside Buganda (Taga and 

Ki were 2014). It should be noted that this clan has got two forms that is the 

Mmamba Kakoboza the oldest of the two Mmambas. it came before Kabaka 

Kintu and the Mmamba amakaka also referred to as Gabunga which came with 

Kabaka Kintu. 

Therefore. the Mmamba clan . Kakoboza in this case is the sma ll lungfish v.:hich 

predates Kabaka Kintu. The first known ancestor of the Mmamba clan was cal led 

Kimalempaka Bukulu "ho \\"a the 32nd Kabaka of the Tonda dyna ty reigned 

around I 100-l 120AD (Taga and Kiwcre. 2014 p.93). When installing a king (a 

prince before) it ''a the Mmamba·s clan duty to confirm him. It was done by 

nankere. a clan member entrusted with the dut) on behalf of the clan. The ritual 

according to Taga. 2014 of confinni ng the king included the prince to enter 

amilyango ( ankere·s house) with his mother Namasole both using the main 

entrance w hile ankere using the minor entrance and the essence was to meet 

inside. Upon accompli shment of all the rituals. Nankere announced the new 

King outside the amilyango chanting: Kaakano ofuuse Kahaka: Genda 

o!wnule OBuJ!anda: loose ly meaning: now you haYe become a king. go and reign 

over Buganda (Taga and Kiwere 20 14). 

lt was not Jong when Katenda was unable to use his canoe for fishing as it was 

used by someone else for the same and so he goes to borrow from the axe 

borrower: such a friendl y human. he gave Katenda the canoe. After fishing 

Katenda anchored the canoe at the lakeside and took fi sh home little did he know 

that he was noticed by the other party. 
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Upon knowledge that Katenda is back home, the borrower hired someone to sink 

the canoe by piling heavy stones. With accomplishment of the mission, the axe 

borrov;er now goes to demand for his canoe from Katenda for he wanted co use 

it (in pretence). Reaching at the lakeside where Katenda had left the canoe. it 

was nowhere to be seen and the axe borro\\er became furious and demanded for 

the return of his canoe \vithout fail (Taga and Kiwere. 2014 p.99). As a parent. 

Mubiru Katenda's father intervened pledging to pay the cost of the canoe which 

the axe borrower never accepted demanding the case to be heard in the elders' 

meeting where eventually Katenda lo t the case. As a result. the elder imposed 

a hca' y penalty upon Mubiru and his son. 

fhe pcnalt~ included tv.ch·cs of' things (Taga and Ki,\cre. 2014). For example 

the canoe owner was to be paid off with ten girls and Ndagire. Mubiru·s s i ter 

was the favorite among the ten girls. ten cows. ten goats and ten copper bangles 

(Taga and Kiwere. 2014). It became too heavy for Mubiru and family. Therefore 

they decided to escape using canoes and they peddled via Lake Nalubaale 

(common L. Victoria). The journey became heavy for some members of the crew 

and so stayed in some o ft he is lands. For example. Kisanje and Muwuna remained 

al Maggyo and ammusoba landing si te in Buzaana (which eventually became 

his permanent place) respectively ' here the latter was left looking after his 

can.oes and to wait for those he left behind (Taga and Kiwere, 20 14). lt is from 

here that Muwuna obtained another name ofMulinda " keeper'" due to the fact that 

he was waiting for others and guarding the many canoes. 
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Upon landing. Mubiru inquired from the local people about the name of the area 

which he got as Kyaggwe and their King was called Kintu. He planned to meet 

the Kabak.a and he \\as succe sf ul. He narrated his experiences to the Kabaka 

and the reason for Mubiru and his famil) ·s escape from the Bumogcro. He noted 

Kabaka of his skill in making the canoe a · \\·ell as the abilities to na\ igatc the 

lake (v;as e\ idcnt by hi peddling from Bumogero on L. Nalubaale). The King 

therefore. as igncd Mubiru the dutie (Taga and Ki\\Cre. 2014) that i making 

canoes and navigating. No'' that he is an imponant person to the King. Kabaka 

Kintu ordered one of hi en ant · (Kal)ango) to take around ~1ubiru for he could 

ch<."X)se an) estate to sta) \\ ith his people and he opted ror Kiv. umu. Succcssfull). 

\ luhiru made man) canoes for the Kabal...a to the e:-.tcnt that the) looked nooding 

at the lakeshores thus the name ··Gabunga .. used to refer to the man) boats. It is 

from that reference that Mubiru was added a name Gabunga (Taga and Ki\vere. 

20 I 4 p. l 00). Due to his commitment and the output. Gabunga Mubiru together 

with his people became Kabaka Kintu's favori tes and this led to appointing many 

chiefs from the Mmamba clan men (N imbi. I 980 p.253 ). 

On the other ha ml some elders argue of a different origin of the name .. Gabunga·· 

prote ting N imbi·s account. It is alleged that \\·hen Mubiru arri\ed together ''ith 

his people were homeless mo ing from one place to another searching for food 

and helter from \\hich the natives recited ... Agagomera gabunga .. loose!) 

meaning the Bamogera people are wondering aimlessly thus the name Gabunga 

(Taga and Kiwere 201 4). 



41 

According to the Ganda tradition, all Totems represent something in relation to 

social being. For example. the two Mmambas (Namakaka and Kakoboza) 

accord ing to the Baganda represent parental love. Possibly thi s is derived from 

the fact that the males excavate a pit where the female lays her eggs before 

leaving upon accomplishing the depositing of her eggs. Leaving never to come 

back. the male now take over the guarding of the ) oung one for nearl) eight 

"'eeks (Taga and Ki,vere. 2014 p. 100). In addition to chasing and or attacking 

po sible threats. he constant!) aerates the water in the nest b) stirring the "'ater 

\\'ith his bod) mo' ement. Greenwood ( 1965). 

Figure 15: Mmamba Namakaka (Taga & Kiwere, 2014, p.43) 

cientifically. the Lung fish i called Protopterus aethioicus is a patterned fish 

with an elongated body that narrows to a point at the tail (Bailey. 1994.) lt 

breathes by means of well-developed paired lungs as well as degenerate gills. 

The longest recorded Mmamba was 2 meters long, however, the usual size was 

between 100 and 130cm (Taga and Ki were. 2014). It has 55-70 latera l scales. 



42 

-W-50 scales around the middle of the body and 37-40 pairs of rib (Green\.\-ood. 

1966). This unique sparkling appearance therefore will add a new touch of 

fashion and design on the ,\111/eera whose inspiration is based on the physical 

atheistic attributes of the Mmamba in Buganda. 

FiRure 16: Mmamba Kakoboza (Taga & Kiwcrc, 201-', p.35) 

I his t) pe of fish i · nati\ e to central and east African. It can he found in the 

Congo and ile RiYer S) tem and great lake of Victoria: Tangan~ ika. Albert. 

Edward. George and K)'oga (Greenwood. 1987: Mlewa et al 2006}. The body 

colour varies from dark slate-grey on the dorsal surface to becoming yellowish­

grey or pinkish on the' cntral side. The body surface is covered with dark spots 

or necks and sensor) canals on the head are marked by black lines '"hile the tail 

is pointed and confluent \\ith long dor al and fins v.hile the cales are thin and 

deep!) embedded in the kin ( faga and Kiwere. 201-l). The lung Ii hi a farnrite 

food of shoebills living on the Mabamba wamp. uch fishes are al o the main 

catch of local fi hers (Ti utenko. 2010a). 

In conclusion about the Mmamba, it is one of the biggest and one of the most 

influential clans in Buganda. Gabunga is the clan leader who heads and or 

commands the Mpingu. He figh ts Olutalo hv · e Birumbirumbi because he guards 
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the Buddo Hill. where coronations are held . he installs Kabaka by giving him 

Enguugu and performs a ceremony to concretize the amulondo at Bukerekere. 

Add itionally. they carr) the Kabaka·s luggage and shut the doors ·in the 

Kabaka· palace (Mmamba clan. n.d}. This further emphasizes the ignilicance 

of the Mmamba clan in Buganda. 

2.3 Developing Pattern and de igns inspired by Mmamba totem for 

pecialized Ka11z11 Muleera. 

Traditions surrounding the totems arc among the most important cultural 

practices in Uganda. This sacred totemic pracrice has typified their cultural \\ell­

being from their traceable beginnings. hundreds of;ears ago ( Ugandan Diaspora 

"\e" s team. 201-ll . The practice ha~ continued throughout the ages. in spite o f 

the social. political. economic. and more recent!~. technological tran formations 

that ha' e ad,·ersely affected established cultural institution acros the globe. To 

th.is day. it remains one of the fe\\. remnants of indigenou knowledge that are 

firml) entrenched in the ocio-cultural fabric of Uganda (Ugandan Diaspora 

ews team. 2014 ). 

The totems ideology i~ not only unique to the Baganda of central l.Jganda. but to 

all tribes. This aspect demonstrate the similarity in African culture: regardless 

of geographical location. Jn the commentary of Jane Goodall to the book by 

uwagaba F. Taga .. Totems of Uganda: Buganda edition. she \.\.rites .. in the 

context of the global community we live in. it challenges us to be responsible 

with the knowledge we have and pass it to the next generation. It is through this 
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medium of cultural appreciation that we \\>ill be able to embrace the out-side 

world .. (pg. 23 ). 

1t is a curious fact that the clans are not known by the names of the respecti \ e 

clan founders. Instead. totem \\ere adopted by the clans. and the names of those 

totem. came to be ) non) mo us \\ ith the clans themseh cs. These pattern and 

de igns as seen before are part of material culture embedded in ocio cultural 

identitie : a feeling of belonging to a group b) people. part of a person' self­

conception and self-perception for the most part related to national it). cthnicit)'. 

religion. social class. generation or an) kind or social group that has its O'v\O 

distinct culture (l:nnaj i 2005 : 19-23 ). fhe patterns according to Ennaj i makes 

cultural identit) both characteristic of the indi\'idual as the culturnll: identical 

group of member sharing the same cultural identit). 

Cultural identity is important because it acts as a way to preserve history and 

provides individuals a place '"here the) feel they belong. Cultural identity is 

established when a group of people continually follows the same sets of social 

norms and behavior as those of earlier generations. An individual's cultural 

identity is influenced b) factors uch as ancestry. social class. educational level. 

fami l). language. political opinions and profession. People with a strong sense 

of culture identity are more likely to feel a sense of security and belonging. they 

show positive outcomes in terms of education and heal th and they are more Ii kely 

to have social networks to depend on for support. as wel I a to fee l a sense of 

trust with people 'vvithin those networks. 
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According enC) clopedia ( .... ). socio cultural factors which influence ocio 

cultural identities are cu toms. life tyles and \'alues that characterize a society or 

group while cultural aspects include concepts of beaut). education. language. 

la\\ and politics. religion. social organizations. technolog) and material culture. 

\ alues and attitudes. We can sa) that the contact bet\\CCn culture-. in the recent 

past resulted into modi lication in a number or aspect including cultural 

tran formations a a result of destruction and latter unit). Paul (2015: pl 7-l- 95). 

That is to say. the foreign im entions to the local traits found some mutual it) in 

some way positi\'e to cultural grm-vth especially \\ith material culture inc luding 

the S) mbols (\fu/ec>ra in thi-, cast:). 

Open to contact '' ith others. Ill:\\ phenomena that latter idcntilicJ '' ith the 

indigenous population emerged . .'mith (2006:2) talks of the h) brid idcntit) 

which forms "hen elements of tv. o or more cultures are merged. fhis comes 

with new cultural identi ty for instance the contact of the Arab traders to the 

Baganda came with a ne"" dress code identity in a Kan::11. I lowever. 

independenc) came ''hen the Baganda modified the outfit thus a proper. 

culturall) accepted "ith ae thctic and cultural \·alues. Smith (2006:2) define 

hybridity as a cro bet\\Cen t\\O ·eparate races. plants or culture. On the other 

hand a hybrid is something that i mixed. Cultural hybridity in this a pect allows 

groups to simultaneou I) globalize and perpetuate local element of their cu lture 

mith (2006:2). It contributes to recreation and revision of the communi ty and 

this gives chance for ability to negoti ate across barriers that is language. cultural, 

spiritual. rac ial. and physical: thus an asset mith (2006:3). As a re ult therefore. 
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those who can easily cro barrier in a world of amorphou border have an 

advantage. mith (2006). 

2..t Conclusion, C hapter Summary a nd Research Gap 

This chapter explored the literature concerning the u e of ·elec ted Ganda 

material culture to de\ clop patterns and designs to decorate the \/11/l!era on 

Kwcu to uit the gro\\ ing totem clan · peciali?ed intere ts. fhe chapter 

explored the exi ting Kan=" pattern and designs u ed by Baganda: the cultural 

ignificance of 1marnba totem to clan member and pattern · and de ign. 

inspired b) Mmamba totem to suit pccialized Kon=u decoration~. 

I lowever. the abo\ c literature highlights research gaps. both contextual and 

conceptual gaps: for instance. none of the abon~ studie" hm e used studio 

exploration and e\pcrimcntation to de\ elop design~ and patterns inspired h) 

totems. ince thi "a the central objecti ,·e for the tud). u ing a qualitath e 

approach the re earcher re\ ealed the new findings .. As a result. this study highl) 

contributes to the preservation of traditional culture. promoting athei tic beaut) 

and appreciating cultural heritage. The gaps identified after the literature review 

justified the stud) . 
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CHAPTER THREE 

3.0 METHODOLOGY 

3.1 Overview 

This chapter presents the method and data collection tools that were used . This 

chapter present methods and data collection. and tools that \\ere used. It points 

out the research design. and hO\\ the researcher arri\'ed at the population and 

sample size. The set objecti\ es of this study guided the presentation . These 

objectives are: 

i) To examine the significance of existing Kan:::u .'vfu/eeru patterns and 

designs used by Ganda people 

ii) To establish the cultural significance ofMmamba totem Lo clan members 

and ho'' it influence on the clan structural organization 

iii) To de\'elop and produce studio based 1\fu/eeru Kan:::u for Mmamba clan 

members with patterns and designs inspired by Mmamba totem ic images 

3.2 Research Design 

Based on the research statement, an exploratory design was used in thi s study as 

focus was p ut on exploring and discovering ideas of how to produce a Mu/eera 

Kan:::u with patterns and designs inspired by Mmamba totemic images for 

Mmamba clan members. 

The explorat ion process inc luded analyzing the existing Kanzu mireera patterns 

and designs used by the Ganda people: thi s involved researching into 

organizational structure of the Mmamba clan and finally developing and 

producing m;reera Kanzus with patterns and designs inspired by Mmamba 

totemic images that identi fied spec ific groups. 
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3.3 Area and Population of the tudy 

Ba ing on the objecti es of the study, the area and population ample were 

determined. 

3.3.1 Arca of tud) 

Geographicall) the stud) was conducted in Buganda region (areas "ithin the 

greater metropolitan Kampala). I hi \\a the area that wa identified \\ith 

ources that could pro\ ide information about the core objccti\'e of thi stud) . 

Locations uch a 

Bulange Men go \\here the 1ain offices of the Buganc.la GO\ ernmcnt arc and 

Wak.iso Mende \\here the official makers ol'thc Ganda A."u11=11 arc '>ituatcd \\ere 

instrumental in the stud) procc 

3A Target population 

The targeted population \\a main!) the Baganda \\ho belong to the Mmamba 

clan. In addition \\Cre cultural officer in the Buganda kingdom. Kun=u maker 

and sellers. 

3.5 Population Sample 

Basing on the set objectives a population sample \\US selected. In \ ie\\ of thi . 

"'O re pondent v.ere ~elected u ing a com enient am piing method. Purpo he 

ampl ing was used by the researcher to elect a sample ba cd on the age '"ith a 

mind that these respondent had the information required. 
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\ ·arious 1.·;1r.-g<>rk' ,,f pt'opk menti1>n•'d a"'-'''-' \\.:n" in1ervie\\Cd. ~tru.:1111\•J 

imcrvie"' t>aseJ on ..:arclUll~ \\OnkJ im<'n i.-" ..:he\lule. and !i<:mi >1ru..:111f,·,1 

1.jllt's1ions "ere u~d. 

3.C..2 ObHn •lion 

Uhsc,,nati. 111 \\a~ 1>11<' !...:~ tool u><.'J 10 .:olle.:1 inl\mnation lh3t "a> u'i<CJ ;u 

dillen:nt le\els of th<' SIUJ) de,elopmenl. 01>...:r\atil">n in this "a~ \\3S L...:J ' " 

obtain infonnation about the existing JIHh·<'mKa11:u patterns and dc:siJ;?ns 11...:J 

b~ Ganda J>t'Ople and how signilkant the) are to them. 

Funh.:rmun:. throu):!h observation. informal i<•n abvut 1h.: Mmamba totem> dan 

n11:mbcrs' structural ,1'l:lanization and ho\\ idc:mi~ ..,f hierareh) "3' resp.·.:1.-d 

in terms of material culture obtained 

Ubsenatiun funhcr still "as so instrumental in the pr(\\.'eSS of de,cloping and 

producing '>llldio [l3.,._-J on .l/11/.-aa Ka11:11 for \ln~mba c13n mcin.,_,r:. " ith 

pan ... m; anJ d~ign> inspired b~ !'\!mamba h:>h:mi.: image>. The 'i;i1> maJ .- '" 

Mende and other places \\here .\lir.-.-ru Kan:us are made wen: quite im.pirin;! 

in the ;tuclio practkc. 

3.6.3 Libnu·~· and An:bh·•I """' 

Th~ n.-,,e;m:h "as able to n:\·ie" literJture both theorc:tical and , i -11:11. 

published books and unpublished thesis. juumals. magazines and .:atalogut:> 

\\.:fO: all ~on.i.krt:J and n:' it:\\.:d 10 g.:1 infom1ation of the e.\hting 1\.11~11 

M11J,,.,,.., pau~-m; anoJ Jesigns u.ed h~ Ganda ~opl.:. ·1 he information "as u:<J 

to und~rsland the na1un: and dt:sign stru~'lur.: of the .\lult!t!ra. 
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In addi11011. inform:nion ablHll the organ11a11on ... tructure of \l111amb.1 ~ l . 11 1 

amltccltnique., and 1111.!thoJ or dc-.igning 111ire<'m '>uch as hand embroickr) " ""' 

obt:iinl..'d and this "n" ll'icd to tb elnp 111ir<'em design-> for spec ifi c group ... an d 

.3.h..t Studi u l: \perimc111 a1io11 

1udil1 l'\ )1.Timent.11ion "<b tl11: mcthllll l.'n plu:- cd lO obtain the '>llld il> b.1')1.·d 

,\/u/eeroA{l}r::// for \!mamba dan member-. "ith p:lllern and de ign llhl ir1.· I 

b;. n:-.l'arch. annl;. <.,i-.. and t::-.plurnti t111 ;. ic.:IJ1.·d <l lut ol data both thclm:111.::1I :11 1d 

'isunl tltnt '>upportcd differen t lc\ cl ... l>f the prnduc tion proces~ a~ bricll) 1.iid 

d!I 1\:1\:1111.o lor::. oi'thl.' l\w1::11.111d 11111n ra. 

I hi.' c\pcrimentariun proces~ "a ... ach anl..'ed to the understanding and la) in~ 

1Jt11ur tl tl..' 1rg:1ni1<1111.H1 -.1n11.'.lllll..' u1· 11ic \lln1 ~1 111ht1 clan and u ing the '>lrLh.: tur1.· i. 1 

th.:\ clop and produn: \/11/el!mf..011::11 lur :"I 1111a111ba -:Ian members '' 1111 p.1tl1.: rn-. 

and de~ign-. inspir1.·J b~ l\ I mamba 101c1nic imagt:'>. 

J.<>.5 Photograph~ 

I Ii: r1..· ... .:;i ·1..'1n .tl ... u 1..·mplu:-ed plwh>grarh' r'or b11th c11 llccti11g and 1. 1b ... l..'n i11g 

d.it.1 tiir purpll'>I..''> 1.•I 1..·\ccut 1ng -.wdil1 '' urk I hi:- ' ' a-. .1blc to .11J the r1.· ... 1.-.1 r, 11:r 

in rcl..'L)rding. infonnatinn about th1: ~\bling .\/11/eerc1 patrern:. and de-.ig.1i... u-..1..·d 

b~ (J.111d~1 people. \,]rnarn bn to te111. clan 1111.!mber., and the clan stru1.ll1ral 
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3.7 Procedure 

The re earcher acquired permi sion from the supervisor clearing the re earcher 

after thorough upervision of the propo al. This clearance lead to obtaining an 

introductory letter from K)ambogo Uni\'ersity (appendix 8) that further 

introduced the re earcher to respecti\e office of the admini ·tration structure or 

the field under the . tud) especial!) the 1mamba clan elder (appendi\ C). It i 

from this back.ground that a \\ ritten permi ion \\'aS i sued and it \\as used a a 

tool for accessibilit) to \\hocver required fonnalitie of the re earchcr" field 

acti ' ities. 

3.8 Data analysis 

l he researcher used content nnal)"i \\hich imohed coding and classil~ing all 

the data uch that similaritie.., und differences were recognin:d. l his \\Us because 

the aim of the conte:\t anal) si \\3 to mak.e ense of the data collected and to 

highlight the important me age . feature or findings and this called in for a 

de criptive account of the data. a more interpretive anal)sis that \\a concerned 

\\ith the response a \\ell as \\hat ma) ha\e been contingent or implied. 

3.9 Ethical Considerations 

During research exercise. the folio\\ ing ethical consideration "ere cmpha i7ed: 

Con ent of the respondents; the researcher informed the respondents about the 

purpo e of the tud) and thi brought confidence in the tudy \\hich enhanced 

their participation. It involved informing them about the objecti\ e of the tudy. 

Confidence was strongly exerci ed where the respondent needed to relea e 

in fo rmation on the condition of anonymity. 
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Honest disclosure of the study; the researcher reported the information as v.as 

gi\'en by the respondent '' ithout an) marupulation. The re earcher highly 

avoided plagiarism of information so as to maintain the quality or data compiled. 

Confidentiality; assurance \vas gi ,·en that the information gathered during the 

re earch proces remained confidential and used for the designatl!<l rl!scarch and 

academic purposes onl). Issue relating to full disclosure of propl!r idcntit} like 

name were ba ed on con cnt. where the researcher re peeled anon) mil) and 

conlidentiall) on information supplied by research subjects. Additionally. 

pa1ticipation \\a based 011 \ oluntar) basis and the benclits of tht: StUd) \\Cl'e 

clear!) explaine<l to al l \\illing participant ". 

3.10 En\'ironmental consideration 

r he research ''as based on em ironmental con ideration: all the acti\ ities of the 

re earch ,,·as em ironmcntall) friend I) . fhe proces of de' eloping the pattern 

and sketches ,,·a non-pollute in tenn of plants or animal . air. water and oil 

pollution. Therefore. tudio proces had no danger to environmental degradation. 

3. 11 Anticipated Limitations to the tudy 

The study met the fo lio"' ing challenges during the research proce : obtaining 

information ''as diflicult because of little access to rele\aJH data source~ and 

per~onalities in Buganda: some re pondents were hesitant to correct!) respond 

to the questionnaire and inten ie'' guide due to unfounded su picion of the study 

intentions. The re earcher cleared uch mi conception by right!) explaining the 

true intentions of the re earch tud b) stating it that this is an academic research 

who e findings and re ponse were to be kept highly confidential and u ed for 

the research purpose only. 
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The small sample affected the generalization of the findings. This '"a because 

the study was carried out in a small area and on only a few selected respondents 

''hich limited the genera li1at ion of the findings. However. b) ensuring valid it) 

and reliabilit) of the research instruments. the researcher ensured that the 

findings ''ere not only \ alid but al o reliable. Besides. primar) data findings. 

was augmented \\ith findings from ccondar) data sources such as documentar) 

re\'iew and practical obsef\ ation results. rhese were crossched.cd and compared 

'' ith primaf) data finding to ensure conformit) . uniformit). clarit) and 

reliahil it). 
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CHAPTER FO UR 

4.0 PRESENTATION AND INTERPRETATION O F FINDINGS 

-U Introduction; 

The researcher through studio explorations. investigations and experimentation 

was able to discover more information about the Kcm=u as a special dress in 

Buganda Kingdom not only with in the Mmamba clan but the Baganda 

community as a whole. Also the study has enhanced a lready existing aesthetic 

values of Buganda·s material culture and heritage. This stud y is of great 

significance in accelerating similar studies in the future. thus being able to 

evolve. prescn ·e traditional culture. beaut) and appreciating or cultural heritage. 

Additionall). the researcher presumes that the use or .\lu/eern patterns inspired 

by clan totems would promote unity among the members of a given clan/totem. 

More so would create awareness am ong people towards thei r totems through 

stuclio exploration of fashion for material culture of the Mu/eera patterns from 

the Mmamba Totem. 

In thi s chapter. the researcher presented the methods used to arrive to the 

finding of the study and also interpretations of the findings were tackled in this 

chapter. For a systematic presentation and discussion. they 'Were presented in a 

way of answering the three research questions starting with the first as fo llows: 

4.2 What was the state of Kanzu Muleera(s) as used by Buganda clans? 

In the bid to answer the afore mentioned research question the researcher went 

through a series of stages which included studying the ex ist ing Kan=u Muleera 

patterns; 
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In thi question. the re earcher tudied and observed the existing .\111/eera 

pattern . Focus was placed on under tanding the Kan:u Muleera de ign. in terms 

of its clements. their origin and what messages \ ere embedded in the design and 

its function. These v.ere the di CO\ eries of the re earcher: 

FiJ:ure 1-: A Muleera Ka11: 11 from l NESCO'~ Collection. 

Figure 18: A Mu/eera Kcmzu from LINE CO's Collection. 



... 

56 

The Muleera was traditionally made up of three 

egments which were meant to ymbolize 

tability from the metaphor of three cooking 

stones (n.d salongo Kalondoozi .... officer in 

charge of culture at the clan heads office) with 

lines that connect the neck and the lower pattern 

running through. The material used \\aS mainly 

cotton yarn but this has changed to nylon '"hich 

i cheaper and readily a\'ailable. 

The colors u ed v. ere maroon and cream. 

FIG URE 19: A Muleera Kauzu from Nakasero re cacher' Collection. 

With this /..:a11:::11 from ah.a ero 

market. 'endors had ~hi fte<l rrom 

using the traditional color as to all 

sorts of colors depending on personal 

preference or choice. 

Figure 20: A Muleera Kanzu from Nakasero re earcher's Collection. 

Figure 2 J: A Cut out of traditional Muleera from researcher' Collection. 
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ln this Kanzu from Nakasero the 

researcher a lso observed that the 

segments a re four yet traditi onall y 

the Kan:u had three segments on 

the Muleera which were meant to 

----•~ ymbolize stabilit) from the 

metaphor of three cooking stones 

(n.d alongo Kalondozi .... officer 

in charge of culture at the clan 

heads office) 

Figure 2 Ll: An illustration as obsen ·ed from Muleera Kanzu by the 

researcher. 

Figure 238: An illustration as observed of Muleera Kanzu by the 

researcher. 
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From the researchers observation it 

was discovered that the existing 

Mu/eera had several variations in 

tenns of color. elements. though the 

general appearance which seemed 

identical. 

Figure 2-1: A detailed illustration of Muleera Kanzu segment by the 

researcher 

~.3 How significant was the Mmamba totem to it clan members'? 

ln answering research question two. the researcher used an ethnographic 

approach to understand the significance of the Mmamba totem. As a member of 

the same clan the researcher has lived the experience and can ably and 

authoritatively tell the importance of the Mrnarnba totem to its clan members. In 

addition to his ethnographic experiences. as part of the clan, he carried out 

inten·iev.:s from elders and other significant members of the clan and the 

following was discovered: 

The first observation was the brotherhood that the cultural members attach to the 

clan. According to (Gabunga, n.d) all members of the clan are brothers and 

sisters and they are actually not allowed to marry each other. 
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The clan system is a significant pan of the Bugnndn system ''ithout ''hich the 

members of the tribe cannot trace their origins. This made the totem 'el') 

imponant to the clan members. 

I he other imponant aspect wns the naming o f the clan members. The c lan ha\ a 

li:.t of ancestral names that ha\ e been u~d from generation to generation and 

because of this the members ha\ c an idcntit) . 

The researcher "as also able to disco' er that :ill clans had special dutit-s the~ 

pcrfonncd for the 1..ing and that the ~!mamba clan is the traditional mal..crofth.: 

Kabaka·s boat. I his gi,es a special position to all the clan members and ho:nc~ 

signi licant. 

-'--' T o n hat ex lent l.'o uld the Mmamba 10 1em ht u~td to inspire pa ttern' 

and des ign for Ka11:11 M11/ura? 

In ans\\ering the third research question. the researcher stancd "ith a collection 

of Mmamba images from different sourct-s "hich he used to develop dra"ings 

and study behaviors to dc,clop panems and designs that would suit a modem 

design styles. 

Figure 25: A color picture of the Mmamba Namakaka. 
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F1,1...rz1n' 26 Image of the :\-1mamba Namakaka (front , ·icn ). 

Fi:z11re 1- Image of the \lmamba Namakaka. (top' ie\\) 
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-t5 The following figure have picture of the Mmamba Kakoboza 

figure 19: Image of the Mmamba Kakoboza. (Side front vie\\) 

Figure 30: Image of the Mmamba Kakoboza. 

Figure 31 : Image of the Mmamba Kakoboza ( ide vie") 

.t.6 Studio tudie and exploration of the Mmamba 

In the fol lowing ection the researcher studied the two Mmamba type 

(Kakoboza and amakaka) by \\ay of observing their movement . body 
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feature . patterns and de\ eloped sketches as a ha is for tudio de\ elopmcnl or 

.\luleera patterns inspired b~ Mmamha. 

-

Figure 32A: An analytical dran ing of the Mmamba amakaka. 

Figure 33B: An analytical drawing of the Mmamba Kakoboza. 

Figure 3./. A: Ana lytical tudies of the body monmcnts of Mmamba. 
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Figure 35B: Analytical studies of the body movements of Mmamba. 

Figure 36 C and D: Analytical studies of the body movements of Mma mba. 

Figure 3 7£ and F: Analytical studies of the body movements of Mma mba. 
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Figure 3 A: Concept development inspired by Mmamba. 

Figure 398 and C: Concept de\'elopment inspired by Mmamba. 

-'.7 Characteristic tudics of the Mmamba 

I laving observed the characteristics of the Mmamba in the above ligun.:s. the 

re earcher in the fo lio"' ing figure..., com bi nee.I the physical characteristics of the 

Mmamba with it expre sh·e attribute:-. of parental care and love. 



65 

... 

Figure ./OA: Concepts of express ion in pircd by Mmamba 

Figure ./1 B: Concepts of ex pre sion inspired b)' Mmamba 

-t8 Developing Kr111 z11 Nf11/eera inspired by Mmamba totem. 

After making e\ era I ob en ation and de' doping the initial concepts. the 

re eachcr \\'ent ahead to de,·elop \fuleera for the clan heirach) beginning ''ith 

the clan head. 
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-t.9 The C lan Head Mu/eera design samples and selections 

The designs fo r the clan head symbolical! : are made to face d0\\11 \\ith the expression of 

leadership. The": mbolic gesture of looking up to his subject<;. 

FiKure -11:Muleera sketch design for the C lan head sample one 

Figure -13: Muleera sketch design for the Clan head sample two 
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p, 

Figure ././: Muleera sketch des ign for the Clan head ample three 

Figure ./5: Muleera design sketch for the Clan head sample four 
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The de' eloped patterns ~ere digitiLed and de ign repeats v,:ere created from the 

developed Afuleera design a pre ented in the following figures. 
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Fig ure -10. I and B · Digitized /'111/eera de~ign for the Clan head sample 

Figure -1 7: Digitized Muleera design for the selected samples 
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Figure -I~. Digitized M11feert1 de~ign for the selected de ign 

,, 

Figure -19: Color experimentation for the elected ciao head Muleera 
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Figure 50 Final elected .\111/eera dc~i~n for the clan head in color 

A 

A 

..... 

y 

y 
> ... 

Figure 51 : C lan head Muleera on Scale 
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Fixures 52A and B: Machine embroidery sample for final Clan head 

Mu/eera 

Figure 53: Machine embroidery sample for final clan head Muleera 
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Figure 5-1: Ha nd embroide~ . ample for final Clan head Muleera 

Figure 55: Final ha nd embroidery Kauw for the Clan head with Muleera 
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The design for the clan head ) mbolica ll ) are made to face do,,n '' ith the 

expression of leadership which is the symbol ic gesture of looking after his 

subjects and the two Mmambas represent the two clans of Xamakuka and 

l\akoho:=a represent unit: . 

4.9.1 Mukulu Ow'essiga Muleera design samples and selection 

After de,·eloping the ,\fuleera design fo r the clan head. the re earcher moved to 

the next office in the clan S)Stem "hich is the head of the Ssiga. The S.\iga head 

is next in command from the clan head and he is re ponsible for o,·ersceing the 

clan activities and advice the clan head on sub,iects issues. All the de ign that 

\Vere made for the offices bclov. the clan head \\ere symbolicall y made v. ith 

images facing upwards to S) mbol i1:e respect and allegiance to the clan. 

Figure 56: Ow'essiga Muleera sketch sample de ign one. 
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Figure 57: Ow'essiga Muleera sketch sample designs two. 

Figure 58: Ow'essiga Muleera sample sketch designs three. 

Figure 59: Ow'essiga Mu/eera sketch sample designs four. 
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Figure 60: Ow'essiga Mu/eera ·ketch sample design fi\'e. 

The deve loped patterns were digili;1cd and design repeats were created from the 

<le,·eloped .\luleera sketch designs as presented in the fo lio\\ ing ligure . 
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i~ 
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f ~~~ ~h~ 
., .. .. .. 
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i ~fb~ c~~ ~~ .. .. .. ., 
bih~ .. 

~~~ ~~ f 
Fif{ure 61: Ow'essiga A./11/eera digitized sample de igns one. 
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Figure 62: Ow'essiga Mu/eera digitized sample de igns o' o. 
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Figure 63: Ow'essiga Muleera digitized sample de igns three. 

Figure 6./: Ow'essiga Mu/eera digitized sample de igns final. 
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., . ,, 

Figurt! 65. Color experimentation for the selected ow 'essiga ft-!11 /eera 

~, 

I 

Fi~ure 66: Color experimentation for the final ow'essiga Mu/eera 
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Figure 68: Ow'essiga Mu/eera suggestion on Kanzu illustration. 
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Figure 69 :\tlachine embroidery , ample for fina l Ow'essiga llfu/eera 

Figures -oA & B: Color hand embroidery ample for final Ow ' essig" 

Mtlleer(f 
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Fif{ure -,_. Final hand embroider) Ka11zu for the Ow'essiga with M uleera 

The de igns are facing upwards to S) mbolizc respect and allegiance to the clan 

structures. hields represent protection of the clan norms and traditions. 

4.9.2 Muku/11 w 'omutuha Muleero de ign sample and elcctiom 

In their order of hierarch). the 11111k11/1111 ·e, \igu is folJO\\ed b) the mr '0111111uhu 

and it i in the ame order that the .\!11/eern de igns were de\ eloped. In the 

folio\\ ing illu tration . the researcher present exploration for de\ eloping 

designs for the Ow 'omutuhu ,\fuleeru. In thi ·. de ·igns for the Mmamba image 

face upv. ard as a symbol of royalt) and re peel to the clan hierarch) . 
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Figure 72: Ow'omutuba Muleera sketch sample design one. 

Figure 7 3: Ow'omutuba Muleera sketch sample design two. 
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Figure - ../: Ow'om11t11ba Muleera ketch ample de ign three. 

Figure 75: Ow'omutuha Muleera sketch sample design four. 
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Figure -6: Ow'om11t11b(I Muleera digitized sample designs one. 
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Figure --: Ow'o11111t11h(I .lf 11/eera digitized sample de igns h\ o. 
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Figure 78: Ow'omutuba Mu/eera digitized sample designs final. 

Figure 79: Color experimentation for the final ow'omutuba Muleem 

design 
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Figure 80: The Final ow 'omutuba Muleera in colour a nd on scale 

r 

Figure 81 : Ow'omutuba Final Mu/eera on a Kanzu illustration 
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Figure 82: Color machine embroidery sample for final Ow'omutuba 

Muleera 

Figure HJ: Color hand embroidc~ ample for final Ow'omutuba Mu/eera 
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Figure c ./: Final hand embroider) Ka11z11 for the Ow'om11t11ba with 

Muleera 

The 011' '011111111ba Muleeru. de igns for the '.\!mamba images face upv.ards and 

are bent of which this i a symbol or royalt.> and respect to the clan hierarch) . 

.i.9.3 Abataka M1tleera de ign sample and selections 

Below the Omutuba head are thL· clan members common!) referred to as 

Ahataka. this is a general term for all the other members or the clan and the 

kingdom in general. In the folio\\ ing illustrations hov;s the design procc s for 

the hataka l\an::u. 
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Figure 85: Abataka Muleera sketch sample design one. 

Figure 86: A bataka Mu/eera sketch sample design two. 
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Figures-.- Abataka Muleera sketch ample de ign three. 

ERSJ 

Figure 88: Abataka A-fuleera ketch sample design four. 

The de, eloped pattern \\ere digiti/ed and design repeats were created from the 

dc,·e loped A/uleera design a presented in the fo llO\\ing figures. 
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Figure 90: Abataka Muleera digitized samples designs two. 
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I 

Fig11r<! YI : Colour experimentation on the final Muleera for Abataka. 
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Figure 92: Final Muleera for Abataka on scale. 
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Figure 93: A bataka Final Muleera on a Ka11:.11 illustration 

Figures 9./ A. B & C: Color machine embroidery sample for final A bataka 

Muleera 
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-
Figure 95 · Final hand embroider) Krmzu for A bataka with Muleertt 

I \\O \1mambas \\ere u ed to repn:sent the clan ofl\amakak.a and Kakobo1<.1 and 

th~ \I mamba image face up,\ards and are bent dowm,ards a a ign of re pect 

to the clan hierarch) . 
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CHAPTER FIVE 

5.0 UMMARY, RECOMMENDATION AND CONCLU JONS 

5.l Introduction 

ln thi chapter the researcher pro\ ides a summary of the research process and 

fi ndings mainly contex tual statement. methods and research questions and in 

addition he draw conclu ions based on the finding and makes 

recommendations. 

5.2 Summary 

The main purpose of the research was to establish the po <>ibilit) ol' using 

material culture to dc\elop spcciali1ed \fu/eera de igns and the ca~c tu<l) ''as 

done using the Mmamba clan. The intention of the re earcher \\a to dc,·elop 

images inspired by material culture. Mrnamba and then re-arrange them to suit 

the format of the Ganda Kan::u Muleera as a form of Identity for the Mmamba 

clan. 

The re earcher analyzed the exi ting Kan::.u for the Ganda that is used by all the 

clans. Emphasi wa on the nature of design pattern that is used a the .\fuleera 

and it cultural significance to the people of Buganda and the Mmamba clan in 

particular. T he researcher al o investigated the historical background. the 

proces es. materials. and cultural practices and myths that wTound the Kan::.u. 

ln the process of observation, the researcher col lected artefacts and literature 

about the Kan:u both the written, oral and the hidden. All this was used in the 

process of understanding and designing a Kan::.11 that \\'Ould suit the Mmamba 

clan. 



95 

In the process of the investigation the researcher also discovered the fo llowing: 

That most clan leaders and members were not able to identify the Mrnamba and 

did not tell how it looked like. 

Look ing at what is on the market the researcher also discO\·ered that the Kan::u 

ha experi enced transformation from its original design but still using the same 

Mu/eera patterns. 

The number of the clan members and Buganda kingdom at large have 

tremendously increased the need fo r clan Kan::u which is necessar). Th is wa 

emphasized by the warm welcome of the researchers work by the c lan leaders 

and al l the support that was rendered shO\ved that they were interested in the 

project. 

The re earcher also disco,·ered that no one has attempted this kind of research 

befo re in all the 5-+ clans of Buganda kingdom. Among others it v;as also 

evident that the people loved their clans and hence a unique ident ity was a 

we lcome idea. 

The researcher also had a task to develop a special Kanzu Muleera for the 

Mmamba clan. In this the researcher made studio studies and developed 

J fuleera patterns fo r the Mmamba clan. The researcher developed patterns 

for the head of the clan. the ow 'omutuba. 0111 ·essiga and also for the 

bataka/o ther clan members. 

In conclusion the researcher registered a realistic level of success in 

developing Kanzu Muleera inspired by the Mmamba for the clan leadership 

and members. 
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5.3 onclusion 

The following were the researcher' s conclusions: 

fhe cxi ting Kan::u \fu/eera \\a largely of cultural importance but with the 

expansion of clans from small groups to no"' millions of people and also \\ith the 

general e...:pan ion of the kingdom there \\as need to de' elop more specialized 

product · and de igns for the different totem clan . 

fhe researcher also concluded that there "a a special attachment bct\\een tht.! 

Ganda and their cultural practicl!s and attire . Like religion and mone). culture sti ll 

Lah.cs a centre tage in the Ii, es or the Ganda and therefore it \\as important for 

culture to C\olve "ith the pcoplc"s ta..,te.., and pre ferences. These kind.., of change.., 

cut acros-. from food. communication. technolog). and fashion de ign to the \\U) 

''e ..,peak the local languagl!s. I herdorc. thi make culture a central ubjcct of' 

stud) for academicians and creati\'e indu tr) o that it 'aJue and attachment are 

held as V\e e\'olve with ne\v de ign and technology. 

The re earcher also concluded that the clan and kingdom leadership needed to 

gazette the Kan::u de ign so that the 'aluc and cultural significances embedded 

in the ·e artifact are protected and pre en cd for the future. 

SA Recommendations 

The re earcher recommend the folio" ing: 

Ha'ving identified that the Mmamba clan member could not identify the Mmamba. 

more en itization and use of clan totem imagery should be encouraged. 

The creation of clan museums would help in preserving cultural in fo rmation and 
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heritage and also informing the new generations about their culture. 

The clan members should patent their de ign to a' oid deformation and changes that 

the market vendors have done to the exi ·ting art fac ts. 

The clan head and Buganda !..ingdom at large hould do more documentation and 

!..ecp proper records and literature on the 1\011:11 and other artifact., othcrn i e 

depending on the oral narrati\ c distort information and valuable facts h<ffc been 

lo t O\ er the ) ears. 

The cultural institutions in partner hip \,\ ith the go\ enunent should put in place 

policies and practices to support the u. e and de\ elopment of material culture and 

culture in general. 

This l\wcu product shoultl be embraced b) the lmamba clan and also be supported 

b) the Buganda kingdom as it "ill create emplo~ ment opportunitic., for the )Ollth 

and touri m fo r the kingdom and the countr). 

5.5 Area for further re earch 

The re earcher identified the gap in the tud) \\ hi ch required fu rther re carch and 

thi include: 

i) The impact of cu tomi1cd 11111/eera for different clans in Buganda !... ingdom 

toward cultural identit) 
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APPENDICES 

APPENDIX A: INTERVIEW GUIDE FOR OTHER RESPONDENTS; 

1. What do you understand by the term material culture? 

2. Do you think it has an impact to clan members? 

3. Can you identify the Mmamba from other fi sh types? 

4. As a member of the Mmamba clan. Do you identify yourself with the 

ex isting Kanzu Mu/eera? 
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APPENDIX B: INTRODUCTORY LETTER 

,,,,, ~ IOA"G'lll) 1"14 Mr. M~ui:i. i 1-&,: (R• .. , , 1!.itl/14, i ... :;-.,ur,11+ I ta• ll\ldl::1. ~I ~}.a!J!"'·· · 

1Jt11,'<..-nil). ~to( Aft :rn"' ~1:61~h:1 [k.dipfN'!IL"llf "-bsc...r it .\.'" ;-ffi b.•' \Ur·: 
~p;: It.,.., A sn.qxo DJll,t .11\AllO\ ur ~a.u. :wo \ XIJ-' "'" .:..1'.IU:. 

M;\l F.R.IAI. ro l>F.VFJ.QI' MOL.aU\ fO~ •:1 ~t'\ I F,\D;.1{;<' :K.<\!'~"1.\ IA r 11 c ,,.,, ~ ~\1 .• l) 
1>(t.tAmbl C\trl~ 

y_,._..,., I 

., ... _.: ..... . '-.ff fl, 
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APPE DIX C: THE ACCEPTANCE LETTER TO USE THE MMAMBA 

CLAN IMAGE ON THE CLAN KANZU 

EKIKA KYE MMAMBA 
\f... \ s 11 - II l 'i \ 

P 0 Bo\ "i65X 
Kampala L ganda 

()ur R~ t · ..................... ............ . 

'i our Rc r ............................. . 

11 

<l'll "-l Ll \\ l . ... ITO'\t.Cll f 

f\\-\ Hf \\Dl..,DI S fRl \LOL l<i'' 
h. \ \\I llOGO l '\I\ ERS ITY 

I ''O' QKl Sf'\IB,\ \ll / ll h.l I I \\ \ '\(,L \ll <.l I \ I\ 0. ()"I f,. ()/ F\ \ 
\K.\80"FRO h. ' t h.lh. \ . :.!:.~.!'I \\Ill\ \ILl!l'O\H) C \ ~ -

\Jka •Jr.,J11k1ddc n~ nkul"I:'" •' Mu!;U , 1u n '"Cl "\J"1'-'..: rnuuu'kul 

"ans astbuka mu Mb kya ~l~I ii~ •'II~ 

\ "''..,"'"~a c~,, n<utq,;c~ nu m.i..kmn• .. ~ukozClkl i1l.j1x1n.:10 l'<· h.1ka k)all~ ku b111u 

~,aJ,11v.: 11!..uko1e-..i •'ITIU\aml>c mu m1so111o.' ~c ~11 \last.~''' Art a~d ln<lu<tnal Ocs1i;11 

•"rj l..w IU<uuhira r.u l.m•> muh1.._-.:na chj)a l..1:1:ia~llr.lh~ ol;urununula o'olu~ulad.ulJr ya 

c1'1l~ l~all• 

\ lusahira huw<W1gw.1 

Nlu'laba o~ambc mu1.1uJ.u lu "a"~' mu n"'nga Lonna c11l\\ata lu m1somo g~e 
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APPENDIX D: APPROVED KANZU MULEERA DESIGN FOR THE 

MMAMBA CLAN LEADER 
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