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The Marginal

Johannes A. Smit

Some of the assumptions which have appeared in the corridors of time are that soci-
ety’s institutions learn from history, or that, in taking the excesses of history into con-
sideration, institutional protagonists have society at large as their concern. There may
even be a general feeling that the historical confession facilitates individual and/ot
social refinement - that, in the mirror of history’s abyss, we may even become recon-
ciled despite the past determinations which run like unbridgeable ravines through the
collective South African psyche. Alternatively, some would wish to “forget the past’,
to start over anew - given the promises of the constitutionalised new dawn over the
Southern African landscape.

Such optimisms may, however, register a serious lack - e.g. by not recognising
that any mythology progressively musters its own rejuvenated or even new exclu-
sions, subjugations and repressions. Once the institution has thrown away its histori-
cal crutches and feeble attempts at rejoining a seriously dislocated society, it starts to
move according to its own laws—again.

The paucity of recognising and understanding the fact that every dawn has its
noon, twilight and even midnight corroborates Rilke’s view in Duino Elegies (cf. Tan-
ner 1994:17) when he said:

For Beauty is nothing but the beginning of terror, which we are still just able to en-
dure, and we are so awed by it becausc it serenely disdains to annihilate us (Stephen
Mitchell trans.).

This tragic wisdom was also captured by Silenus, Dionysus’ friend (cf. Nietzsche
1983:601):

Miserable transicnt race, children of chance and hardship, why do you force me to say
what it would be much more charitable for you not to hear? The best of all things is
something you will never be able to comprehend/grasp: not to be born, not to be, to be
nothing. But the second best for you - is to dic soon (a.t.).

If South Africa has indeed started on its way to becoming a nation, some of the
primary questions which should be asked - as the young Nietzsche realised in a differ-
ent context - are: How can existence become bearable once we recognise that all is
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construct and that every construct, every positivity with its rules and regularities si-
multaneously alienates, divides, sets itself up against, banishes, incarcerates? - not
least,.conceming the organs, language and labour. Secondly, within the value - pleas-
ure binary, why does the human being pursue and assert value and truth rather than
pleasure and untruth? - are there ways in which one can deal with modernity’s ex-
cesses?

Alternatively said: Why do we enjoy and are not only pleasured but also trans-
fixed by tragedy, estrangement? Why do we, in reality, delight in suffering, but in the
public sphere as in speech, give pain an automatically negative role in life:?

. These, I think, are two of the questions - paradoxical as they are - which pro-
vide the decor for this issue of Alfernation - and precisely because of the ‘new dawn’.

A A AN AN

Firstand foremost is not the simplistic view that defending of paradox brings enlight-
enment - neither that South Africa is currently riddled with silent reversals ofprivilbege
- nor that literature is branded unserviceable. The main reason, rather, is that posed by
the rational optimists, the killers of tragedy, those propounding the Socratic maxims:
virtue is knowledge; all vice is from ignorance; the virtuous man is the happy man. It
is before the economy of and the belief in the omnipotence of reason that fra gedy and
vyith it, pleasure itself, are banished. Even though he narrowly escapes oversimplitica-
tion, Nietzsche’s (1983:632f) explication still rings true - that in Socrates’

quite abnormal character, instinctive wisdom appears only to hinder conscious knowl-
edge in some instances. While in all productive people instinct is the creative and
affirmative power, and consciousness assumes a critical and cautionary role, in Soc-
rates instinct becomes the critic, consciousness the creator - a monstro:qity per defec-
tum (c.1.0.).

. Reflecting on how man has been tricked by his belief in technology and its
alliance with either an ancient or futurist mysticism, Wilhelm Reich (1975:366) ech-
oed similar sentiments from a different angle when he said:

[Man] dreams about how these machines make his life easier and will give him a
great capacity for enjoyment .... And in realitn? The machine became, 1\ and will
continue to be his most dangerous destroyer, if he does not differentiate himself from
i ... The advance of civilization which was determined by the dcva:lnpmenfdf‘ the
machine went hand in hand with catastrophic misinterpretation of the human bio-
logic organization. Tn the construction of the machine, man followed the laws of

o
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mechanics and lifeless energy. This technology was already highly developed long
before man began to ask how he himself was constructed and organized. When, fi-
nally, he dared very gradually, cautiously and very often under the mortal threat of his
fellow man to discover his own organs, he interpreted their functions in the way he
had learned to construct machines ... The mechanistic view of life is « copy of mecha-
nistic civilization. But living functioning is fundamentally different; it is not mecha-
nistic. The specific biologic energy, orgone, obeys laws which are neither mechanical
nor electrical (e.i.0.).

To this argument, one can invoke Foucault (1982:296-300) who - albeit in
different context and nearly forty years later - added the analysis of modernity’s dis-
courses of economy and language to that of the organs. He points to man’s recognition
of language as object of study, language as discourse itself and language’s critical
value. Such recognition, however, merely functioned as recompense within the cconomy
of the institution. What to some degree escaped modernity’s orders, however, is litera-
ture (read: tragedy) - a literature which was being produced as colonialism flooded its
new worlds'. ,

Concerning the economic, again, Hegel (cf. Avineri 1974:1471t,152) already 4
pointed to the excesses of industrialisation - not least the overproduction of consumer
goods which stands in direct inverse relationship to the increase of abject poverty and
a civil society paid with taxes drawn from industry without the means to purchase into
modernity’s promise of opulence and comfort. Even though this is one of the few (if
not only) questions he raised to which he never found an answer, and despite his own
proposals for state intervention and Keynes” answer concerning the focus on public
works which does not produce immediate consumer goods, the main question also
facing South Africa is that of poverty.

So, who or what speaks for humanity’s sexual cnergy, her literature and her
poverty?

Only tragedy.

Maybe, tragedy belongs on the highways and byways, on the streets, on the
pavements, on the city’s garbage dump, in jail and in the rural field - spaces where
time knows no progress nor fortune. These are the realms of the poor, the excluded,
the incarcerated, culture’s forgotten, the overlooked and often manhandled - tragedy’s
aristocracy, tragedy’s sages and civilisation’s discontent,
+On the further division: canon - minor literature, ¢f. esp. Deleuze & Guattari (1992) on: 1) a
minor literature written within a minor language or a language which is not officially recog-
niscd; 2) a minor literature within a major language; and 3) a critical oppositional literature
written in a major language; also North’s (1994) excellent work on the dialects/dialectics of
[Afro-]American language/literature.
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Maybe, literature belongs with its characters and to tramp with wisdom, the
author’s vocation - fittingly captured in Cecil Abrahams’ (1990) title for his collection
of essays on Bessy Head: The Tragic Life.

In terms of the value - pleasure binary, Derrida - as did Hume - attempted to bring this
fact into the centre, most eloquently summarised by Eagleton (1992:28):

The aesthetic begins as a supplement to reason; but we have learnt from Derrida that
1t 15 in the manner of such lowly supplements to supplant what they are meant to
subserve?. What if it were the case that not only morality but cognition itself were
somehow ‘aesthetic’? That sensation and intuition, far from figuring as reason’s an-
tithesis, were in truth its very basis? The name for this subversive claim in Britain is
David Hume, who, not content with reducing morality to a species of sentiment, threat-
ens to collapse knowledge to fictional hypothesis, belief to intensified feeling, the
continuity of the subject to a fiction, causality to an imaginative construct and history
to a kind of infinite intertextuality. For good measure, he also argues that private
property - the very basis of the bourgeois order - rests simply on our imaginative
habits, and that political order - the state - arises from the weakness of our imagina-
tion (e.1.0.).

Everything is constructed and it is due to the weakness of our imagination that we
believe otherwise. What more can one say?

Freud (1985:339) himself initiated the social uses of his theory of the uncon-
scious - which he similarly held, only became manifest with the rise of modernity -
when he contended that ‘civilization [or culture] and its discontents” indicate the pos-
sibility of a ‘pathology of cultural communities’ or in current parlance, a socio-cul-
tural account of the marginal - the sub-cultural. Premised on the fact of humanity’s
hostility towards culture, Freud (1985:263) argued that this may be because of the
conflict man experiences between the pleasure principle and his invention and con-
tinuous development of culture. Seen as ‘developed in order to “control our instinc-
tual life” (Freud 1985:266), all culture(s) - not least as it is institutionalised - have
their discontents - individually, but also socially. The social unconscious arises due to
modernity’s ‘cultural or sociological pressures’ (Clark 1982:423). This understanding
has been developed in primarily three ways, in the social unconscious - political

2CF esp. Derrida (1‘3@2: 1-28; 69-108; 1987; & 1993:251-277) and for the vocation of literature
and literary scholarship in deconstructive perspective, cf. Gasché (1986:255-270).
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economy nexus; the psycho-analysis - time and space nexus, and the social uncon-
scious - pleonexie nexus (cf. Van den Berg 1970).

In the social unconscious - political economy nexus, the unconscious as ‘re-
pressed physiological (libido) and biological (death and life instinct) needs’ (Freud)
and the ‘social and economic historical forces” which ‘pass through an evolution in the
process of man’s socio-economic development’ (Marx) share ‘common ground’ (Fromm
1986:101,106). This indicates at least three perspectives (cf. Fromm 1986:99,107n1).
Firstly, the unconscious does not only come before the conscious but more impor-
tantly that ‘[t]he logic of the historic process comes before the subjective logic of the
human beings who participate in the historic process’ (Luxemburg 1961:93). Sec-
ondly, as ‘collective unconscious’ the social unconscious symptomatically effects ac-
tivities which reveal certain aspects of social reality not held in social consciousness
(Mannheim 1936:33ff). Thirdly, since social and economic historical forces also have
an individual element, the ‘repression of the ordinary natural desires’ (cf. Marx &
Engels 1939:423), such repression causes one ‘passion’ to be separated oft from the
‘whole living individual® only to satisfy that one. As such, it ‘assumes an abstract,
separate character’ and is then determined not by consciousness (Hegel’s Spirit) but
by ‘being’ or ‘living’ -

the empirical development and sell~expression of the individual, which in turn, de-
pends on the conditions of the world { Weltverhdiltnisse) in which he (sic.) lives (Marx
& Engels 1939:242).

The individual becomes ‘the slave of the one alienated passion [—ritual index of his
institutions] and has lost the experience of himself as a total and alive person’ (Fromm
1986:100).

In the psycho-analysis - time and space nexus, it is especially the rise of west-
ern hegemony with its emphasis on social transformation and the accompanying ne-
gation of others’ (strong) cultural differences and boundaries under the aegis of west-
ern civilization, that the social unconscious was born. Social structure/society which
is seminal to individual life (Benedict 1934) was not acknowledged but suppressed - if
not destroyed - resulting in the separation of particular people (at particular time-
space nexuses) for purposes of control, leading to collective neuroses (cf. Horney
1937; 1939). Under the hegemony of one (western) culture, people had to continu-
ously repress the cultural values and norms into which they have been socialised.

Within western rationalism, positivism, science and technology, people repress
desire. Here, it is the contradictions in western society which bring about neuroses, 1.¢.
the contradictions between competition and humility, the creation of needs and their
mere partial fulfilling and ultimately, the hypostetising of personal liberty in the face
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of the reification of strict rules (cf. Van den Berg 1970:234,236f). In African context,
Mphahlele (1974:41) says - in a text which should be compulsory reading for any
aspiring academic/student - of this split:

Ambivalence, ambivalence. Always having to maintain equilibrium. You walk with
this double personality as colonised man. You have to cope with the presence of for-
eign rule and its white minions. Now you have to cope with what they left on your
mind. So you will always be a colonised man. Only, political independence ought [!]
to help you turn that state of mind into something dynamic. The dialogue between the
two selves never ends. The pendulum swings between revulsion and attraction, be-
tween the dreams and the reality of a living past and the aspirations, the imperatives
of modern living. Ambivalence.

In the social unconscious - pleonexie nexus the danger is that there may arise a
conflict between the different social selves - not only two - into which an individual is
socialised. That an individual is socialised into a variety of ‘social selves’, ‘different
soclal consciousnessess’ which society provides as possibilities, has to learn to live as
‘aplural self”, or has to exist as a multiple personality, has been variously articulated® .
In situations of transformation, or in disintegrating societies, the individual must ex-
ecute one or more of the selves. Concerning that social self, the individual then has a
loss of memory, an amnesia. The exccuted social self is then relegated to the social
unconscious. It then follows that the social unconscious is the result of the disintegra-
tion of society or the generalised other into separated and disassociated antagonistic
groups while the individual does not have social access to the executed generalised
other anymore. In the context of acculturation dynamics - an individual’s learning of
appropriating and rejecting certain elements in the group to which it belongs - s/he
may experience euphoria or disphoria—euphoria when the individual appropriates
and experiences what society (a significant other) condones; disphoria, when this rela-
tionship is distorted (ct. Sullivan in Mullahy 1954)*

e H M AR K

? For a uniform society, cf. James (1891-1908); for multiform socicties, cf. Durkheim (1933);
for antagonistic groups in a society, cf. Simmel (1908); Sorokin ([192311967; 1947); for a so-
cial self related to a significant other with which relations are broken, cf. Ferenczi & Rank
(1924); Gerth & Mills (1954); for disintegrating societies, c¢f. Mead (1934).

* For a further elaboration on issues broached in this article, see cspecially the excellent little
book of Herbert Marcuse (1979).
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Since its inception, 4l/ternation - as did the CSSALL (cf. Smit & Van Wyk [1998]) -
has attempted to clear spaces different from those we know and in which we are so-
cialised and institutionalised. Different from past homogeneities, it has also attempted
to create a forum from which scholars could dialogically play in on existing (past)
discursive hegemonies. In addition, this project has as aim - in the inferregnum or the
twilight/dawn - to inscribe existing discourses into the general text of the South Afri-
can literary and language margins - to uncover ‘some diverse set of meaningful con-
cerns’ (cf. Dreyfus 1993:3121) which could provide an insight into ‘our’ disparate
cultural landscape. This, ultimately, will hopefully not only contribute to an institu-
tional recognition and appreciation of ‘our’ diversity but also feed into Njabulo
Ndebele’s (1994:9) statement concerning the future of literature in South Africa when
he said:

The role of literature in this situation [] is not an casy matter. It throws up a problem-
atic of its own within the broad cultural crisis T have been attempting to understand.
Writers, rather than critics, are likely to provide the ultimate direction. Hopefully

critics will pose the kind of questions that will assist writers in their work (e.a.).

As possible resource for the ‘direction’{s] Ndebele intimates, this issue of Al-
rernation was conceived under the joint editorship of Johan van Wyk, Lindelwa
Mahonga and Jannie Smit. It is neither intended as the pursuit of some victimised
marginal within a context of political intolerance, nor as an attempt to re-state the
antinomy between romantic privilege, independence, capriciousness and cut-throat
competitiveness, exploitation and avarice. Rather, it aims to put in the limelight the
pleasure/ tragedy of the enigmatic, the sub-cultural - an attempt to experience the
marginal as caught up in the inevitability of a normative politics. As such, it wishes to
be a supplement, a parergon - the divisioning site where the person’s but also society’s
“splits” - our common tragedy - become more obvious but also more perceptible for
the conscious hazard of creative patterning in the folds of an emerging South Africa.

Through various twists and turns and focusing attention on some of the criss-
crossing boundaries and limits which make South Africa such a boundaried and
margined landscape, authors in this issue of Alternation provide an angle on the South
African literary panorama from different perspectives. Precisely because each per-
spective is situated and conditioned by particular circumstances - raising the curtain
on tragedy in a particular way - they provide some idea of what a South African litera-
ture may vyet be.

But maybe, this issue’s function is nothing else - or more - than something like

~ the Old Comedy’s parabasis - to ventilate a matter of public if not mass interest; or to

hold up a number of imaginary mirrors, in the face of the new Socratic: If tragedy’s
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unhappy consciousness emerges in the in-between-world of self-consciousness’s de-
ceptive certainty of itself and its satisfaction of desire through the sublation of the
other (Hegel), then it is in the effects and experiences of tragedy’s inessential margin-
ality that both artist and critic may find their imaginative ground and South African
‘society” its mirror.

Centre for Religious Studies
Untversity of Durban-Westville
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Marginalial on Marginality

Hein Viljoen

Wie orden en dink, boer altyd tussen twee ryke,
dus asem ek vry in hierdic grenslandlug
(Blum 1958:8).

Marginal notes on marginality—in the margin of what is already in the‘margin of. Of
what? Some vast page of society-—a society page. And I in the margin of that. My
motto is by Peter Blum, a marginal Afrikaans poet who wrote a lot about marginal
states and marginal figures. Celebrating the serenity of his estate at Femey,. he he‘re
presents Voltaire as conscious of being marginal between big Franc§ and little Ge-
neva-——conscious also of feeling free in this marginal state that contains ‘all the ele-
ments of the good life”. The two lines of the motto are not easy to translate, since boer
means ‘to farm’, but also ‘to haunt’ or ‘to frequent’. An approximate translation could
be:

He who structures and thinks, always haunts/ farms between two realms,
I therefore breathe frecly in this frontier air

Speculating on marginality: where does the limit of marginality lie? Thc far out fringes
of the very fringes, the outer, colder, darker regions of socie'ty. Does 1‘9 have a bougd—
ary? What is beyond this boundary? Which boundary is implied by the idea o.f margin-
ality? For if we take the metaphor seriously the margin presupposes a certain demar-
cated space or terrain which it surrounds. Literally, the margin is the emp}y space
demarcating the writing or print on the page. The margins of literature, of (polite)
discourse. And where is that? The border of a page, the margin of some vast text
spanning the whole country, power, society, hiterature or language‘?v ‘ .

The notion of marginality has played a crucial part in conceiving relations be-
tween different groups and cultures, especially in postcolonial thinking. And indeed,
Kalpana Seshadri-Crooks (1995:49) attributes much QF the mclar&choly of
postcolonialism for its lost innocence having been institutionahsed, much of its Yagu&
ness and amorphousness, to ‘an inadequately enunciated notion of the margin’. In
what follows 1 will try to enunciate the notion a bit more adequately by making five

" “Notes written in the margin of a book or manuscript by a reader or annotator” (Cuddon 1992).
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notes in the margin: one on the margin and the written page, one on being marginalised,
one on the marginal and the liminal, one on the centre and the periphery of the
semiosphere and, finally, one on the marginal and the postcolonial.

Ist note: The written page and the margin

A quote from the Dutch poet of the fifties, Lucebert, might shed some light on the
matter. As well it might, since his pseudonym is a combination of luce (light) and ber,
bernt (burning)—buming with light’. It also alludes to Lucifer, literary ‘light-bearer’,
the name of the principal devil, but in Dutch also the word used for safety matches.

het boek rekt zich slaat haar ogen op
wordt zichtbaar. blank zijn haar armen
haar borsten zijn zwart zwart (Lucebert 1974:211).

the book stretches herself opens her eyes
becomes visible. white/blank are her arms
her breasts are black black.

These enigmatic verses embodies the book as a sensuous woman. Opening the book
reveals the white margin like a woman stretching her arms. The written pages (or
poems) are her black breasts, iconically repeated. Not one, but two centres. The page
has become flesh——erotic and life-giving.

As this example indicates, speaking of marginality implies that we think of
society as both like and unlike a giant page or book with some things or some people
written in or relegated to its margins. For the metaphor to make sense, it seems, soci-
ety has to be understood as high society, the in-crowd, the dominant or hegemonic
group. At the very least it requires a conception of culture or society as like a clearly
demarcated space—a space with well-defined boundaries where it is desirable to be as
near to the centre as possible.

This is problematic, since a margin does not logically imply a centre, only a
bounded space. Besides, a printed page doesn’t literally have a clear centre. One might
pin-point the central line and the central word or letter on that page, but my contention
i1s that the idea of marginality is not really based on an everyday experience or general
knowledge of centrality (Lakoff & Turner 1989:60). Rather, the idea of a centre pre-
supposes an underlying metaphor like Society is a circle—magic or not—which is
based on an everyday experience of centrality.

In any case, since marginality is based on a writing/print metaphor, it seems to
be not centred on the Jogos, but on writing—it is not logocentric, but grammocentric
or grammologic. What does it mean to talk of a grammocentre? With a mark as its
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origin? The secondariness of the letter as centre‘?‘Mz'u'ginality seems to i-ndlcate slbiuns-
ary around a certain space without a centre. Still, it 1s‘n6ar1‘y 1mpossxble. to t- ;nd ofa
margin without also thinking a centre where categon@ Qi relevance are laid - V‘own,
decreed, written, where laws are enacted. Yet the margin 1s a space beyond ‘wrmnrg—:
beyond the categories—virgin, unoccupied. Itisa parergon: alopgsu.le.: the written page,
not part of it, yet also not part of the context. A zone of undemdabxh(ty:\ _ ‘
If we talk about a vast text, to which text are we appealmg?‘ To the book of
nature, the book of society (its agenda of significant events or issues, for example?, t{\e
cheque books of the financiers or the book- of law or the Law, th.e Book 1t$df (t'li’:
Rible)? The metaphor means that we conceive the woﬂd as one big book w1't‘l? 111 1hts
margins a few notes—to clarify a point, to raise a question, to sumup, to mdl.ca-tc .t‘ e
outline of the argument or a fopic, to note a disagrecmcpt, to‘ gloss. The margin is a
space where the other can make bis markw—czuvl hfwe his voice heard. It is t};{g pari
where nothing has been written (yet)-—empty, virginal. AA space \yhere men will wan
to write on—to cite from The sound of music. The pen is the penis. ] B ‘
By a strange logic, the margin is therefore a privileged place for wm,x‘ng.:/\cai
demics at our institution were exasperated when, to cut cogts, exam books w(el é p1 n?te.c%
without margins. Where can the master then write his adv1c§ to the student? If Flwcle‘ is
no margin, where can the one with the final say, }]wakc his mark and t?y‘ fiomlgj ﬁo,
subject the writing/the text to his mastery? To write in the margin, it seems, 18 to desire
¢ bubjc\)(:/tl.mt can one write in the margin of society to enhance your own subjectivity?
What lies beyond the margin, the tympanam or the hymen?

2nd marginal note: Marginalised—displaced from the centre, ignored, power-
. i rginalised generall ans ‘to be at the
In contrast with this desire to master, to be malgmahscq generally means ‘to c at :
periphery’, ‘far removed from power or influence’, ‘le'tually.beyond thé 1e£ich-e>l 0‘
power’, ‘not quite powerless yet not powerful’. Deﬁm.tely not m the cerm,e, fmni ((;1
powerful. It also means: ‘looked down upon’, ‘considered ummportanty,i 1gnore ",L
‘negligible’, ‘pushed from the centre’; it indicates Fhoge Who cannot E)e heauli or W(mtO
be regarded as making sense anyway. 1o be marginalised is to be less than human;
. bubh%‘}?;;‘ rxls the situation of the magistrate in Wuiting for the barbarians (CQetzge
1981) after he returns from taking the barbanar.l girl back .to hfar people. I/.le‘ 1’9 dxsgl
placed from his position of power at the margins of empire (in the pr‘()vnl?c?) a;:
stripped of what power he had. He 1s silenced, jailed, and ignored. H‘e is onha 1? 0i
role-less, status-less, no longer protected by any law or structure, exposed to the whims
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of those in power. The normal social rules no longer apply to him. He becomes mar-
ginal in the sense that he finds himself ‘on the borderland of any recognised and rela-
tively stable area, either territorial or cultural’ (Fairchild 1964 183) and the implica-
tions of the term—of “dissociation, unadjustment, and some degree or form of abnor-
mality” (Fairchild 1964:183)—apply to him. Contact with the barbarian culture has
made his own culture and the assumptions of empire strange to him—he now ‘finds
himself on the margin [of two cultures], but a member of neither’ (Stonequist 1937:3).
He has become, in the original sense of the term proposed in 1928 by R.E. Park, a
marginal man.

As we know from personal experience, to be marginalised means to look long-
ingly at the centre—to be bound in a dialectic of desire for being somewhere or some-
one else. Coetzee’s magistrate perhaps does not lon g to be elsewhere, but to return to
his old sense of self—the innocent state in which he has not yet realised that he is but
an instrument of empire, that he was part of history and cannot live outside it.

If we deconstruct the opposition between centre and margin, it becomes clear
that the marginalised serves to mark the Hmits of society, keeping the space of society
intact. This social space is usually supposed to be a finite and bounded, homogeneous
and unstratified space, stret¢hing as far as one can see.

From conceiving culture and society as a space it is but a small step to the
country as the space of the nation—the geographical borders within which the central
structuring idea of the nation can emerge. Or is it the other way round: culture is like
a country? Culture is a demarcated space (like a country) where one can live, and
breathe freely? Here the metaphor of the book and its margins clashes with two of the
strongest guiding metaphors of modernity: the geographical space of the country and
the imaginary space of the nation. Within the country’s defendable borders we can feel
safe; within the nation we can have an identity. Both these metaphors are based upon
the idea of a bounded self: personhood as a clearly demarcated space, not only pro-
tected by high suburban walls, but also by constitutional walls of rights and obliga-
tions (Nedelsky 1990). Behind these walls in a kind of sacred place the bounded self
can realise its full potential (Adler 1989).

[n any case, being excluded from the centre leads to loss of self-esteem and dignity
and a negative self-perception. Marginal people lack recognition and respect and it is
the task of multiculturalism and decolonisation to restore to them their sense of being
themselves——to return them to their authentic selves and to open avenues of self-ful-
filment and self-realisation to them. They have to be drawn back into the safe, bounded
space of ‘us’ (Seshadri-Crooks 1995:50).

The cases of the magistrate (in Coetzee 1981) and of the marginal fi gures in the
poetry of Blum clash with this view that the human is centred in a safe sacred space or
temenos. Their experience indicates that one is only really fully human outside all
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walls, in a marginal and exposed condition. Only then do you really exist. In other
words, marginal man or woman is not subhuman at all, but truly, authentically hur.nan.

As the high suburban walls of our cities indicate, the safety of the nation 1s an
ilusion. The rainbow nation is not a safe space, but fissured by violence, injustice,
clashing of interests and crime. Social space is not homogenous, but stratified. As
Homi Bhabha argues, the nation is split and marginalised in itself by the double logic

of narrating 1tself:

The linear equivalence of event and idea that historicism proposes, 11}ost commonly
significs a people, a nation, a national culture as an empirical sociological category or
a holistic cultural entity. However, the narrative and psychological force that mt\tlonncss
brings to bear on cultural production and political projection is the c(’rcct‘of the am-
bivalence of the ‘nation’ as a narrative strategy. As an apparatus of symbolic power, it
produces a continual slippage of categories, like sexuality, C}ass afﬁliatvion., tcrrlt()n.aI
paranoia or ‘cultural difference’ in the act of writing the nation. What is dlsplayed'm
this displacement and repetition of terms is the nation as the measure of the liminality
of cultural modernity (Bhabha 1994:140).

In other words, a nation is not a unity, but a DissemiNation—an appellation and a
performance, a rhetorical figure created on a temporal plane by ‘repeatedly [turning]
the scraps, patches and rags of daily life into the signs of a coherent national culture’
(Bhabha 1994:145).

But what does liminality entail?

3rd note: The marginal and the liminal as zone of contact and exchange o
Victor Tumer (1989) bases his views on ritual and theatre on van Gennep’s analys‘Ls. of
ritual. Van Gennep distinguishes three stages in rites of passage: separation, transition
and incorporation. In the separation phase, ordinary space and tin.lc is changed by. rites
and symbolic actions into sacred space and time—a space and tl}ﬂﬁ beyond ordinary
space, outside ordinary time—and the ritual subjects are symbolically detached from
their usual social status and often also spatially separated from the rest of the commu-

nity.

subjects pass through an area and period of social limbo. lr} the third phase, the :s‘ub—
jects are ritually and symbolically returned to a new ‘relatively stable, well-defined
position in the total society” (Turner 1989:24). . i

The transitional or liminal state is a state of moving away from one’s usual
status in the centre. Here a person becomes status-less, role-less. The subjec.ts.are
often stripped of clothes and names and smeared with mud. People in such a liminal
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state, like initiates in tribal schools, are often considered to be even sexless, as their
nakedness symbolises. It is a state marked by spontaneity, concreteness, intense com-
radeship, and egalitarianism. Here, Turner (1969:126) writes, ‘communitas emerges
where social structure is not”. Communitas, the sense community, of being together
with other people, emerges for Turner ‘through the interstices of structure, in liminality;
at the edges of structure, in marginality; and from beneath structure, in inferiority’
(Turner 1969:128). The point is that the essence of liminality, according to Turner
(1989:28), is that it analyses culture into factors and allows them to be recombined in
free or ludic patterns. In other words, the liminal is a zone of transformation.

In tribal societies it seems to be mostly the individual who is transformed from
an immature state into a mature one, while society itself remains stable, and ritual
might be said to stabilise society and to keep it from changing. But as Turner main-
tains, it is a fallacy to project tribal liminality without qualification onto modern soci-
ety, since the industrial revolution is a watershed that, among other things, brought
into being the ideas of work and leisure. After the industrial revolution participation in
social ritual became optional, and distinguishes the liminal from the liminoid.

In the Truth and Reconciliation Commission such a liminoid state has been
constituted. Participation is optional. Though not status-less, applicants for amnesty
lose their ordinary status and even their status as accused or sentenced people under
the law and acquire a special status of being exempt from prosecution. In this special
liminoid state and according to its rules, through a kind of public confession the truth,
is supposed to emerge.

People in a liminoid state upset the normal course of events, question normal-
ity. That which is not understood, questions society’s assumptions. And society’s reac-
tion is not only to reject but often to declare such people to be of the devil’s party. This
demonisation is enacted in Peter Blum’s sonnet “Voltaire at Ferney’ (1958:8). The
poem ends with the image of little Geneva closing its gates against Voltaire as against
the devil.

Wuaiting for the barbarians (Coetzee 1981) can be regarded as an extended
meditation on marginality. As the example of the magistrate indicates, the marginal is
an in-between—a zone between two different systems where contact and exchange
becomes possible. In this instance a very crude exchange takes place: not of goods or
meanings—there is very little commerce or communication—but of bodies: people
get captured, are tortured and misused, some returned to their own. And understand-
ing seems to be precluded from the outset. The marginal in this case also forms the
boundary between the known and what is beyond the known; beyond knowing, per-
haps. It is in any case impossible to know the other, yet enslaving the other seems to be
necessary in order to have a sense of the self.

There seems, therefore, to be a link between marginality and the unknown. [s it
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always the case that beyond the margin lies the unknown or the not yet known? Where
the categories of the own system becomes dubious? Where there are no maps? Here be
dragons? The margin is the zone where categories, systems of relevance become
deconstructed, where the power to dictate/control meaning becomes irrelevant (or threat-
ens to become so), where power is questioned and no longer applies automatically or
self-evidently. This linkage to the beyond is frightening and for this reason what lies
beyond often gets relegated to the devil.

This 1s the case in Paljas—Katinka Heyns’ recent acclaimed film (1997). It
tells the story of the restoration of the marginal family of Hendrik McDonald. McDonald
is in charge of an insignificant railway halt in the middle of nowhere. In the affections
of his wife and children he is equally marginal, though he desperately tries to maintain
his status by lording it in his back yard. He infuriates his daughter with his clumsy
efforts to find her a boyfriend. The old love songs, like ‘Somewhere in France with
you’ he hums along with, suggest a nostalgia for better times. For his wife no longer
shares his bed and the family’s marginality or abnormality is marked by the fact that
his young son, Willem, can no longer speak.

By mistake a circus train gets stranded on this halt. The marvellous world of
the circus, where a pierrot can waltz through the Karoo veld twirling his umbrella
leading an elephant by his trunk, gives us the first inkling that things might change. In
trying to maintain what power he has before the unconventional circus people, Hendrik
strikes a very clownish figure himself. Yet the pierrot, with the highly significant name
of Manuel, remains behind, and it is he that starts a process of healing by showing
Willem the power of play, song and dance, imitation, masks, costume and make-be-
lieve,

After a quarrel between Hendrik and Katrien, Willem runs away to his frien 1,
Manuel. Manuel sends him back, but the police has already been called, and they
discover Willem’s foorgoed in the barn—the things he conjures with. The police sus-
pect duiwelsaanbidding, satanic rituals. When the broader society learns about it, the
power of society, the dominee and the church is marshalled. This indicates how closely
the marginal and the demonic are associated. In the confrontation between society and
Manuel, ‘that Beelzebub’, as one of the instigators call him (Barnard 1998:73), is
shot down as a scapegoat. Luckily, he is only wounded. But still, the power of art
restores the frozen family relations, among other things by making Hendrik reveal
that their exile to this small halt was a voluntary or self-marginalisation: he took the
job, because he was jealous of his attractive wife. Willem begins to speak again and
his sister resumes playing the piano.

2 The actual film differs in some detail from the published script, but not in this case. In fact, the
film is more explicit about the demonisation, for in the church scene Manuel is also referred to
as ‘duiwelskind’—son of the devil.
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The film hinges on the meaning of paljas and toor. Paljas is a charm, a spell or
a magic potion. Toor means both ‘to conjure, to juggle’, ‘to charm, to enchant’ and ‘to
bewitch’. White and black magic, art and the devil’s art get confused. This place of
limbo, of loss of status, loss of social integration is very aptly named Toorwater—
Magic, Bewitching Waters. Willem’s instruction into the magician’s and clown’s arts
take place in the margin of the margin—in an old disused barn a little way removed
from the station.

The transformative process is only complete after the family becomes fully
demonised and is forced to leave the Volstruisdans, the biggest social event of the
year. This leads them to realising their own humanity. ‘T am Hendrik McDonald’,
McDonald says®, and his whole family follows him in this. Realising that they are
Other, strange, but still human means that they can be reincorporated into society as
the final party scene indicates. Only by proclaiming the marginal to be authentically
human reincorporation becomes possible.

Clearly, as Paljas indicates, imitation, make-believe, play, magic, art form a
liminoid zone—it subverts; it questions by its existence; it heals and recrcates. This
film—just like Zakes Mda’s Ways of Dyving (1997)—reveals the regenerative and rec-
reative power of the comie vision. To be human is to realise your own strangeness and
existence; your own alterity and identity. This again proves that the marginal 1s the
authentically human.

The liminoid state 1s the state traditionally occupied by art and literature. The
anti-structure of such liminoid states threatens the boundaries, so they have to be po-
liced (by censorship, for example). And art, so it scems, can flower only in such mar-
ginal states—somewhat hidden, somewhat withdrawn from the public eye. The mar-
ginal is a zone of transformation and metamorphosis, of (re)creating and healing.

4th note: The marginal and the semiosphere
In the first note 1 suggested that the metaphor of the written page problematises the
notion of a centre. If society 1s to be conceived of as a bounded space, in what sense
can we talk of its centre? Lotman’s views (1990} on the semiosphere ties all the as-
pects of marginality that [ touched on together in a grand (or totalising?) synthesis.
By analogy to the biosphere, Lotman proposes the idea of a semiosphere~—‘a
universe of the mind’. He defines it as ‘the semiotic space necessary for the existence
and functioning of languages’ (1990:123).
As an example of the semiosphere he suggests that we (1990:126)
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imaginc a museum hall where exhibits from different periods are on display, along
with inscriptions in known and unknown languages, and instructions for decoding
them; besides these arc the explanations composed by the museum staff, plans for
tours and rules for the behaviour of the visitors. Imagine also in this hall tour-leaders
and the visitors and imagine all this as a single mechanism (which in « certain sense
it is). This is an image of the semiosphere. Then we have to remember that all cle-
ments are in dynamic, not static, correlations whose terms are constantly changing.

The whole magnificent synthesis of the semiosphere is constructed on only two basic
principles—binarism (or duality), and asymmetry.

Asymmetry is clear in the relation between centre and periphery. The centre is
formed by the natural languages of a particular culture as the organising core. The
semiosphere is always organising itself by self description—for example, by writing
grammars and codifying laws. Here a dialectics of organisation and flexibility is at
work. What the semiosphere gains by self description are unity and definition; what it
loses are indeterminacy, a capacity for more ‘information and potential for dynamic
development’ (1990:128).

The semiosphere determines how 1 describe myself, what counts as a deed,
what exists. That is why what is beyond the boundary of the semiosphere is unknown,
and regarded as evil, demonised. In the centre the norms and life more or less coin-
cide, but at the periphery the norms contradict the semiotic reality underlying it (Lotman
1990:129). That is why the margin, the boundary is a zone of recreation and recon-
struction. ‘The area of semiotic dynamism’, Lotman (1990:134) calls it. .

Lotman suggests that social space is primarily defined by the notion of a bound-
ary, which he regards as ‘the outer limit of a first-person form’ (Lotman 1990:131). In
other words, it stretches as far as my own, our, safe, cultured world stretches. Beyond
that, the world is theirs, hostile, dangerous, evil, chaotic (Lotman 1990:131). Lotman
thus locates the centre of society in personal perception, which, to his mind, also ac-
counts for the asymmetry of perceived space.

This is so because a very important way in which social space is defined is with
reference to the asymmetrical human body—it has asymmetrical dimensions like up/
down, left/right, front/back, male/female. Space is organised into an inside and an
outside with a boundary between, Lotman (1990:133) argues. The boundary is the

zone where new languages come into being. One of his examples is the upsurge of
marginal forms of culture—a very important recent one being cinematography. Lotman
regards boundaries as ‘the hottest spots for semioticising processes’ (1990:136). The
boundary is that which demarcates, unites, but also allows contact and interchange. It
is the zone where self description starts failing. A boundary is ambivalent, since it both
separates and unites. It is ‘a mechanism for translating texts of an alien semiotics into
“our” language’ (1990:136)—a filtering membrane where the outside is translated
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.imo what is internal. In short, its function is to ‘control, filter and adapt the external
mnto the internal” (1990:120).

. Lotman (1990:140) points out that the design of human settlements mirror the
gexnxosphera. The most important cultic and administrative buildings tend to be placed
in the centre; ‘less valued social groups are settled in the periphery’—as happened
under the Group Areas Act,

This is not the only insight that Lotman gives us into the present situation in
South Africa. A new centre is at present defining itself—being encoded in the consti-
tution and laws. Because it is still not strong enough to cover the entire semiosphere,
there are different marginal or liminal groups—status-less, place-less, who will plun-
der and pillage until they can be reincorporated into a new community.

One further element of Lotman’s amazing synthesis is dialogue. He models his
v%ew on the interaction between mother and baby and thinks two processes can be
distinguished—a sending phase in which the mother smiles at the baby and a pause (in
which the baby receives the message) before it smiles back. In the semiosphere, he
believes, the margin is a place of incessant dialogue between centre and periphery, and
the sender tends to be in the centre and the receiver in the periphery. Lotman therefore
sgrmises that there is a cyclical process in the development of cultures—periods of
high intensity (sending) alternate with periods of low intensity—periods of receiving.
The history of cultures thus forms a sinusoidal pattern.

Itis in Lotman’s sense thatyve today can perhaps characterise Afrikaans litera-
ture and culture as marginal. In the usual sense of the word it can be regarded as
displaced from the centre. It has become demonised in many respects. But in the height-
ened dialogue with the new emerging centre it is pouring forth, sending out a volcano
oftexts (in Lotman’s phrase). Just like Postcolonial literature and art are sending back,
pouring out what has been has received and recoded, Afrikaans literature is writing
back to the centre—trying to (re)capture it.

Again, what Lotman’s view indicates is that to be really human one has to be
marginal. That is, in dialogue across the many boundaries that transect the
s'en.liosphere’~which, in the fmal analysis, is like the sun, seething with semiotic ac-
tivity:

The semiosphere, the spacc of culture, is not something that acts according to mapped
out and pre-calculated plans. It secthes like the sun, centres of activity boil up in
differcnt places, in the depths and on the surface, irradiating relatively peaceful areas
with its immense energy. But unlike that of the sun, the encrgy of the semiosphere is
the energy of information, the energy of Thought (1990:150).

Social space, in Lotman’s view, is therefore not homogenous, but stratified and split
by countless margins-—and at each of them more information is created.
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5th note: The marginal and the postcolonial

Lotman’s analysis is grand and universal. Huge in scope it necessarily has to lose
contact with Jocal reality. Though it adds a number of arguments to the claim that the
margin is a privileged site of semiotic activity, it doesn’t offer much help with one of
the problems of postcolonial times, viz. how to open up space for different cultures
within a modern state without appropriating the other. Is it possible to conceptualise
the field in a less asymmetric way? To not think in terms of centre and periphery? To
think postcolonialism in a less oppositional way?

Of course, the picture of marginality that emerges from Paljas is over simpli-
fied, since real factors like race, nation and ethnicity are excluded. What does margin-
ality become in a postcolonial context where these factors are in contention? Or rather,
where marginality becomes a central site of innovation and critique?

Seshadri-Crooks (1995:59) argues that we can conceive of margin and margin-
ality in two ways. The first is a spatial sense of the margin as a subject position—-as
“the excluded other that must be coaxed into the centre through incorporation, inver-
sion, hybridisation, revolution’. In this sense the margin is also a space of agitation,
subversion, theoretical innovation that has become central in recent years. This sense
of the margin also covers multiculturalism as ‘marginality studies’—the effort to un-
derstand marginal cultures in their own right in order to restore to them their sense of
authentic selthood—to give them dignity and respect.

The second is ‘margin as irreducible other—the condition for the production of
our discourse (and all positive knowledge) that must be acknowledged as incommen-
surable and irrecuperable’ (Seshadri-Crooks 1995:60). This second sense she traces
back to Foucault: it is the margin as condition of possibility: the unthought and unsaid
that makes positive knowing possible (Seshadri-Crooks 1995:60).

Seshadri-Crooks goes on to argue that these two definitions (the marginal as
the excluded and as the limit) map out the ‘realm of postcolonial scholarship® which is
then duty bound to be self-critical of the enterprise of finding the final margin, the
authoritative critical position and ‘must rehearse continually the conditions for the
production of its own discourse’ (1995:66). The tension between the excluded and the
limit seems to maintain the innovative power and the oppositional stance of

Postcolonialism.

As discourse of the privileged margin Postcolonialism is inherently unstable,
since a margin can have no centre, however much we desire it, and the metaphor of the
margin continually disrupts the view of society (or intercultural relations) as homoge-
neous with layers and levels of margins. The idea of the authenticity and subversivity
of the marginal position is contained by the fact that it is often a creation of global
capitalism or of mimicry—miming the categories of the metropole. Even such an au-
thentic marginal voice like Said’s can only speak from a position from within the
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n’letrqpole with the resources of the metropole (personal contacts, the New York Pub-
lic Library) at his disposal.

Conclusions

I.n my marginal notes | have traced the idea of the margin through different permuta-
tions. In Blum’s view, as he mimics Voltaire, the margin contains the elements of the
good life and is a site of freedom, fecundity and a point from which the world can be
surveyed intellectually. The analysis of the metaphor of the margin has pointed out
that it does not imply a centre, though, perhaps, we do need one. Marginal man, being
on the fringes of society, contrasts with our accepted notions of the bounded and en-
cl'osed selt. Unlike the magistrate in Waiting for the barbarians (Coetzee 1981}, who
dxs§qve1's in himself the wish to be outside history and remains for ever in a state of
Weu@pg, a state of limbo, being marginal has recently become a privileged subject
p-osmon, which the centre wants to incorporate into itself. Incorporation or appropria-
tion, however, leads only to a misrecognition of the other—forcing the other into our
own categories. Tumer’s views on the liminal and the liminoid opens the way to re-
gard the margin as zone of contact and exchange and of ludic recombination and
innovation. The marginal thereby becomes a zone of regeneration and of the authenti-
cally human, as the analysis of Paljas indicates. Lotman’s views on the asymmetry of
the semiosphere amply support the notion that the margin is a semiotic hot spot, a
zone of transformation. At the same time he posits a plethora of margins, since he
regards social space not as homogencous, but as fissured by innumerable marging
where semiotic activity can take place. In so doing, he makes everybody marginal in
some sense.

‘ Lotman’s view of the long term sinusoidal cycles of cultures is much too ideal-
istic to fit the present situation of Afrikaans intellectuals. At our own margins (real or
perceived) we can only devise strategies of creating new information, like Spivak’s
(1988) strategy of the subaltern or Bhabha’s of mimicry, hybridity ot sly civility (resp.
Bhabha 1994:88, 112, 93). We cannot get outside history and reach a point of total
authority, but by a kind of double movement we could on the one hand accept the
hegemonic, but on the other try to enter into dialogue with it, to use and subvert it—
and by our interventions try to bring about a change in the configuration of the signifiers.

Department of Afrikaans
Potchefstroom University for CHE
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Writing from the Margins, or the Decentering of
English Literature!

Erhard Reckwitz

Human experience, as insights provided by ‘the linguistic tumn in philosophy’ have
made abundantly clear, is prestructured and thus predetermined by language. There-
fore, every sign we use is a “signifiant signifié’ (Sartre 1972:52), which implies that—
instead of being a transparcut window ‘on the world—it is already replete with mean-
ings derived from a more or less arbitrary construction of reality that, in a dialectic
process, is subject to certain changes within that reality: “... the social world is seen
through classifications which in their turn are motivated by the social world itself’
(Lima in Cerquiglini 1983:511). The language game ‘English’ is in no way exempted
from this process, especially in view of the more recent socio-political-historical
changes brought about by what goes by the name of ‘decolonisation’ referring as it
does to the assertion of the colonised’s cultural identity in the wake of (in this case
British) colonisation. ‘

[t is not only the primary code of language ‘as such’ but also the secondary
Iinguistic code of literature that is affected accordingly:

... the linguistic centre of English has shifted. This is so demographically. Great Brit-
ain now makes up only a small portion of the English-speaking totality (Steiner in
Schiff 1977:9).

George Steiner observes, and he was one of the first to foresee the potential for literary
innovation such altered conditions are capable of giving rise to:

So far as literature might be seen as an index of language energy, one finds that a
significant portion of the writing being produced not only in American English, but
also in African, Australian, Anglo-Irish or west Indian idioms, displays an inventive
¢lan, an exploratory delight in linguistic resources, a sheer scope largely absent from
the British scene (Steiner in Schiff 1977:18).

Alternation 5.2 (1998) 23-35 1SSN 1023-1757 23



Erhard Reckwitz

The literary scholar or the university teacher of English wanting to keep abreast
with the immense widening of horizons resulting {rom this development is faced with
a daunting task, namely that of completely overturning the existing canon along with
its euro-centric priorities: He has got to leave behind the narrow confines of the Eng-
lish Great Tradition in favour of an anglophone world that is infinitely more vari-
egated. In this context it is not surprising at all that it should have been a German-
Jewish-French-British cosmopolitan like George Steiner who was one of the first to
overcome the limitations of what constitutes ‘English culture’, along with their na-
tionalist overtones, imposed by conservative critics such as FR. Leavis, as can be seen
from his programmatic statement:

... there is the obligation, the opportunity to make our sense of the history of the
English language and of its literatures more comprehensive, more responsive to the
great tributaries from outside (Steiner in Schiff 1977:19).

A

Such a premise goes a long way towards rendering meaningless any assumptiops of
essential and thereby central ‘Englishness’: A whole range of theoreticians with w1d¢1y
differing approaches such as Jacques Lacan (1966:89-97), Michel Foucault (1966),
Jacques Derrida (1967), Edward Said (1978) or Niklas Luhmann (1987) have each
shown that every concept of selfhood implies the construction and hence the suppres-
sion or marginalisation of the Other, a process where axiological conside.rat‘ions a].so
come into play: *... the concept of good and evil is a positional one that coincides wxﬁh
categories of Otherness’ (Jameson 1981:115). What is made clear by a statement like
this is that the difference between self and Other is entirely based on a semantic ‘détour’
(Derrida) whereby the self is only definable in terms of what it 1s not. T‘hus any seem-
ingly ‘natural’ ‘metaphysics’ (Ashceroft, Griffiths & Tiffin 1989:33) of Eurocentrism
stands revealed as an artificial division of the world into a centre and its periphery that
largely owes its existence to a combination of Western cconomic ?11(1 mili‘mry superi-
ority which, in their turn, ensured Western control of the modes of symbolic represen-
tation. Only in such a context was it possible to posit the European self as the centre,
or better, as the norm, and to despise the Other as a degenerate deviation from that
norm. Put in very simple terms this meant: ‘... others have less humanity than onesclf
... (Ashcroft, Griffiths & Tiffin 1989:88)".

511

Clearly the dominance of the centre and its imprimatur on experience must be abro-
gated before the experience of the periphery can be fully validated (Kurcishi 1986:31)
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—this precisely would be the consequence arising from an understanding of the sym-
bolic, and hence artificial, opposition between a centre and a marginalised periphery:
“The Empire Writes Back’, to use a famous slogan coined by Salman Rushdie. What is
at stake here is to deconstruct the old binary oppositions, thereby establishin g proof
that any self is inextricably enmeshed in a ‘rapport de Iidentité & I'autre’ (Derrida
1990:11), an insight that automatically leads to the dissolution of those oppositions:
“... the old either-or begins to break down’ (Griffin in Hutcheon 1988:62).

Timothy Mo, in his novel An Insular Possession, has shown in a highly graphic
manner to what an extent Europe’s supposedly centristic and dominant position vis-a-
vis its colonies had been, right from the start, a de-centered relationship of mutual
dependence: The whole intercourse between Britain and her various colonies was, as
he sees it, based on two economic triangles, ‘the West Indian and Atlantic Triangle’
and ‘the East Indian Triangle’ (Mo 1987:29-32), both of which intersected or interpen-
etrated each other to form a kind of David’s star with either section being unable to
exist without the other—African slaves were shipped to the West Indies and America,
there to work on the plantations where the tobacco, the sugar cane and the cotton
much needed by Britain were grown; the cotton in its turn was processed by white
slaves in the mills of Northern England, to be exported to India where the opium was
grown that was needed in order to pay for the tea and other goods imported from
China to Britain. So much for the intricate mechanism of the two triangles.

Literature, especially the novel, cannot remain unaffected by such
interdependences: The colonial and more especially the postcolonial novel produced
on the fringes of the Empire is bound somehow to question the centre’s assumption of
centrality, in the process evolving its own particular aesthetics with the spectrum ex-
tending from the initial imitation via the gradual adaptation and transformation to the
final rejection of the centre’s narrative modes of representation. To what an extent the
essential categories of the European bourgeois novel get challenged due to this, will
be our main concern 1n the following.

James Joyce’s Ulysses (1922), as Terry Eagleton has argued with typical aplomb,
must be regarded as the most perfect example of a colonialist aesthetics in that such a
radically modern departure from the more established means of novelistic representa-

tion could only have come into existence in a peripheral, semi-colonial backwater like
Dublin:

Modernism and colonialism become strange bedfellows, not least because the fiberal
realist doctrines from which modernism breaks free were never quite so plausible and
entrenched on the colonial edges as they were in the metropolitan centres. For the
subjugated subjects of empire, the individual is less the strenuously self-fashioning
agent of its own historical destiny than empty, powerless, without a name; there can
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be little of the major realists’ trust in the beneficence of linear time which is always on
the side of Caesar (Bagleton 1990:322).

Eagleton’s equation of Modernism and (Post)Colonialism is an extremely valuable
insight placing as it does literary developments on the fringes of the Empire within the
context of artistic achievements such as Modernism or Postmodernism that arc nor-
mally considered to be the sole property of the centre. Seen in this light the (post)colonial
novel’s attack against European conceptions of the self and of the world at large is a
double-barrelled one: Firstly it is directed against the bourgeois ideology, briefly de-
finable as ‘value order, meaning, control and identity” (Hutcheon 1988:13), secondly
against the realist novel whose écriture, in the words of Roland Barthes, is the ‘dia-
grammatic figure” or ‘proportional analogy” (1985:243) of that ideology and can thus
be construed as the very embodiment of European economic individualism. It is unde-
niable that classical realism with its emphasis on ‘I’absolutisme de I'individue et des
choses’ (Kristeva 1969:107) was closely tied to the ideals and aspirations of the Euro-
pean middle-class. George Steiner is certainly right in stating ‘the decline and partial
rout’ (Steiner 1979:342) of those ideals in a world that has changed quite drastically,
and the tremendous thematic as well as formal upheavals of the novelistic genre have
to be seen in this context.

Pierre Bourdieu has aptly demonstrated to what an extent European realism,
especially when viewed against the background of modern or postmodern inll()vqtlons
the genre has undergone recently (or not so recently), is tantamount to a narrow-minded
‘ethnocentrism’:

... society, in granting certain representations of ‘reality” the privileged status of real-
ism, confirms its own tautological certainty that only the image of the world conform-
ing most closely to what it considers to be reality is the one that is ‘objective’

(1974:163).
If one defines realism as the interplay between

well-made plot, chronological sequence ... the rational connection between what char-
acters ‘do” and what they ‘are’, the causal connection between ‘surface’ details and
the ‘deep’, ‘scientific laws’ of existence (Waugh 1984:7)

the main novelistic categories of character, action, space and time that combipe t.o
make up its representation of the world lead to narrative situations W1‘1ere {‘eahty is
always shown as being reliable as well as transparent. These quasi-mythical European
“fantasmes du réel’ (Lyotard 1988:19), however, must be overcome in order to make
us realise that there are numerous other possible constructions of reality that are not
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commensurate with our categories of perception, thereby exposing the classical West-
ern novel that usually goes by the exclusive name of ‘The Novel’ as the merely ‘re-
gional version’ (Chinweizu, Onwuchekwa & Madubuike 1985:19) of a genre that is
multifarious in the extreme and that gets practiced all over the world and under socio-
historical conditions that differ vastly from the European context.

A%

The postmodern transformations and the ensuing decentering of the narrative situa-
tion by which all traditional notions of what constitutes character, action, space and
time have become overturned (Hoffimann 1988:145-224) thus creating the strange sense
of unreality prevalent in the postmodern novel, are equally to be found in the
(post)colonial novel, always of course bearing in mind that in this case the condition-
mg factors, because of an altered cultural context, are different. But even so the anal-
ogy holds, as will first be shown by analysing how the closely interwoven categories
of character and action get undermined.

While the alienation of the postmodern self basically derives from the fact that
it is no longer free to dispose of its cogito because of constant interference from the
unconscious as well as the distorting power of language, the (post)colonial subject is
faced with an even more complex situation: For the colonial ‘mimic man’ (Bhabha
1984:125-133) neither the uncomgcious nor the language he uses nor the crises he is
faced with are his own because they have been superimposed from the outside: In a
colonial “politics of dominance and subservience’ (Ashcroft et al. 1989:35) there is a
vast potential of alienation where numerous factors combine to render self-determined
action and a sense of selfhood extremely difficult if not altogether impossible. What
has also to be taken into account is the fact that the ego, as Michel Foucault has ar-
gued, is a fairly recent European ‘invention” of mankind, and that subject positions in
other non-European cultures are much less clearly defined.

The repercussions this has for the écriture of the novel, as already indicated in
the quotation from Terry Eagleton, are more explicitly stated in Timothy Mo’s opposi-
tion of the Western and Eastern tradition of writing:

... our Western novel ... addresses itself rather to the individual as hero or heroine,
from the delmeation of whose dilemmas, material and moral, most of its energy and
interest springs (Mo 1987:361).

Against this is to be set the Chinese novel where, since individuals have ‘no intrinsic
importance in themselves’, ‘the adventures of a group’ form instead the focus of inter-

est (Mo 1987:361). This applies equally to other non-European literatures as Lewis
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Nkosi has shown with regard to African novel-writing where, as he rightly observes,
the clash of individual and communal values which the European model is principally
based on, remains a more or less alien element because it is ‘essentially hostile to
African traditional society’ (Nkosi 1981:4-6). .

All these diffusions of the individual naturally determine the formal properties
of the (post)colonial novel, especially in the way the act-ion is str‘uctqr.cd: Where sub-
jects, for one reason or another, are not in control of their acts o.'f volition angl cannot,
or do not want to, determine their own course of action, there is not to be found th.e
usual linear sequence of implementing an action complete with its syntagmatic
‘parcours’ (Greimas in Du Sens 1970:179) from volition via knowledge agd capacity
to the final deed plus the ensuing change of affairs brought about by it. All there
remains are strangely incomplete ‘reduced forms ofaction" (Hoftmann 1988: 176) whcre
passivity has superseded activity and imagination has. dlsplaceq the reality pm-xcxple.
The normal step-by-step logic of action with its imphcatxong of gakxsal necessity has
thus been supplanted by a contingent, loosely associated series of ‘evel?ts. i

The consequences such a deformed (post)colonial logic of acl.lon has for the
plot-construction of the novel have also been suitably developed by Timothy Mo:

the Western novel ... unfolds itself along a path which to all itents and purposes is
linear ... Tt may ramble, but essentially it proceeds along a course of cause and ;f—
fects, cach contributing to the momentum of the whole. The plot is a veritable engine
which advances along its rails to a firm destination (Mo 1987:359).

The Chinese novel, however, along with other non-European manifestations of the
genre, is a departure from this norm:

[It] moves in a path which is altogether circular. 1t is made up of separate episodes
.. which niay refer only unto themselves and be joined by the loosest of threads

(Mo 1987:359) .

All this goes hand in hand with a different concept of time: %Etixl‘opean cglture,
as Mo puts it, is ‘committed to progress and advancg’, whergas rl‘ue Chinese one bOk,S
in upon itself and has no notion of progress buta splral decline from a golden agc‘i.to a
brazen one, in letters as well as in all else” (Mo 1987:359). The two opposing noUOQS
of time are best metaphorised, as Mo does, as a mighty river gtgainst a calm lake. It1s
noteworthy in this context that the non-European concept of ‘Ume comes very close to
resembling the postmodern assumption of living in an era of post-histoire or of nega-

tive progress where all the old historical teleologies no longer seem to k?e viabl‘e. An-
other factor responsible for the loss of linear ‘temporality” and hence for the further
‘spatialisation’ of time under (post)colonial conditions is formed by the numerous
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non-synchronous elements prevailing in a hybrid, syncretistic world of mass-commu-
nication where tradition and modernism, past and present or future, because of the
clash of cultures representing vastly different stages of development, are strangely
intermingled and inverted (Ashcroft et al., 1989:36-37)

For the écriture of the novel this means that the Aristotelean notion of narrative
as mimesis praxeos with a clearly defined beginning, middle and end is no longer a
viable one. In a novelistic tradition where events and actions are arranged in a chrono-
logical order a ‘natural’” sense of temporality is capable of evolving from which the
linear progression of the narrative ‘then-and-then’ (Ricoeur 1988:108) borrows its
irreversible quality. Such a temporal ordering gives rise to the notion that we are, in
fact, dealing with what can be termed ‘referential time’ or ‘time as such’ which is felt
to be homologous with the linearity of narrative discourse—hence the conception that
narrative is marked by ‘une coincidence temporelle avec son objet’ (Genette 1969:60).
With an aesthetics of non-temporality, however, where narrated time manages to free
itself from the linear constraints of narrating time imposed by the syntagmatic scan-
ning order of its linguistic presentation, it is the achronical coexistence of events that
reigns supreme: Events and the narrative meanings derived from them are all part of a
‘spatial form’ where the temporal perspective, contrary to any ‘natural’ chrono-logic,
freely vacillates between past, present and future and time is subjected to the non-
referential, geometrical configurations of purely aesthetic structures utterly devoid of
any time element.

‘Space becomes temporalised, time becomes spatialised’ (Hoffmann
1988:115)——this postmodern insight is at one with Derrida’s opinion that the incessant
referral of any sign to its simultaneously existing yet unmentioned Other causes both
a ‘temporisation’ as well as an ‘espacement’ of meaning. With regard to the
(postjcolonial novel this has the effect of isolating narrative situations to such an ex-
tent from their context that they become mere episodes that are logically as well as
temporally unrelated with what went on before or what comes afterwards, even to the
extent that they congeal to become timeless tableaux or reflexions, or proliferate to
turn into extensive descriptive passages that render any ongoing and coherent chro-
nology impossible. Thus, to use Umberto Eco’s words, a ‘poetics of action” has been
supplanted by a ‘poetics of cross-sections’ (1965:222-227). The only principle of co-
herence remaining in this case consists in formal patterns of paratactic, circular, con-
trastive, serial and other relational kinds of arrangement.

Mutatis mutandis such non-Aristotelian ways of telling stories can also be found
in oral narratives where the narrator constantly digresses or repeats himself so that ©

the transformation of experience into story is achieved only partly (if at all) according
to the rules of ‘closed” literary narrative (Jauss 1984:344).
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This is of major importance for the (post)colonial novel, as Salman Rushdie’s (1985:71)
or Chinweizu’s (1988:xvii-x1) emphasis on the relevance of the oral tradition for In-
dian or African writing has shown. At any rate, what is rendered extremely difficult by
an anti-teleological type of narrative is the sense-making operation of the reader be-
cause where the narrative has no ‘natural” or ‘fixed” end-point, dictated by its chrono-
logic, it is more or less impossible for the reader to arrange all its facets of meaning in
such a way as to form a coherent whole that satisfies his desire to know what the story
is ‘all about’. The (post)colonial novel is thus the very artistic embodiment of a ‘new
and overwhelming space which annihilates imperial time and history’ (Ashcroft et al.
1989:34), of a spatial concept of time that is aimed directly at subverting the centre’s
arrogant assumption of linear time or history being all on its side.

Space as—in the sense of Kant—that category where changes of our percep-
tion of the world are made visible is not, of course, exempted from the process of
decentering described so far: A subject incapable of acting that is forced to withdraw
into passivity or imagination, a fragmentarised spatial time—all these are not the dis-
tinguishing qualities of a universe where space is a stable entity. Whereas the centered
subject experiences geographical or social space as a reliable communal or physical
environment—in Raymond Williams” words as ‘knowable community” (Williams
1974:14)——this is rendered fluid or unstable when the alienated (post)colonial subject
encounters it as ‘unknown, unknowable, overwhelming society’ (Williams 1974:14).
As soon as experience becomes precarious any observation of space gets refracted
into a multitude of aspects that resist being assembled into one coherent picture. This
means that space which is normally something immobile becomes changeable and
hence temporalised. The loss of realily induced by a fluid spatial dimension has been
described by the Indian author Amitav Ghosh as

the knowledge that normalcy is utterly contingent, that the spaces that surround one,
the street one inhabits, can become suddenly and without warning, as hostile as a
desert in a flash flood (1989:200).

Moreover, in a (post)colonial world village temporalised space becomes an
entity equally as syncretistic as spatialised time: Just as the blessings of Western civi-
lisation (to name but a few: Coca Cola, Hilton Hotels, Toyota cars) are to be found in
Bombay the same as in London, there is also the chance, in a kind of reverse process,
of the culture and values of the periphery encroaching on those of the centre, which
would be the clearest possible proof of the theory that ‘the centre no longer holds’
(W.B. Yeats), of things falling apart not on the despised fringes but at the very centre
of the world.
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This becomes tangible in the hypothetical changes of the European environ-
ment imagined by Gibreel Farishta, one of the protagonists in Rushdie’s Satanic Verses:
If the average temperature in London were to rise by only ten degrees centi grade the
city would change beyond recognition—there would be an abundance of palm trees
and other exotic plants everywhere, the social and sexual mores of the inhabitants
would improve considerably because their natural British reserve would give way to
emotional spontaneity. Especially the loss of the protestant work ethic would mobilise
resources of creativity that have been lying dormant for so long. This would become
most strikingly visible in the improvement of English football: Instead of powerful
kick-and-rush play one would get more refined ball treatment and better intellectual
control of the game. ‘The tropification of London’ (Rushdie 1988:354f) would indeed
be a late but perfect revenge wrought by the periphery on the centre because the sup-
posedly negative qualities of the despised Other would thus finally catch up with the
sclf, or as Hanif Kureishi has argued: After thirteen years of Thatcherism certain parts
of South London look just as dilapidated as some of the less nice areas of Calcutta,
complete with large numbers of Indian shops and take-aways (Kureishi 1990:224).

v

The four main constituents of the natrative situation we have dealt with—character,
action, space and time—normally stand in a relation of proportional analogy with ‘the
real structure of human experience’ (Cervenka 1978:93), as the Czech structuralist
Miroslav Cervenka has put it. The transformations described so far, however, have led
to the dissolution of the usual actantial as well as spatio-temporal contiguities to such
an extent that the result achieved is ‘a considerable deviation from everyday experi-
ence’ (Cervenka 1978:123). The spectrum of deviation extends all the way from an
irreaiism that is mainly due to a discontinuous écriture withholding from the reader ‘Ia
consolation des bonnes formes’ (Lyotard 1988:31) via a wildly fabulating, magical
realism where the real and the ‘phantastic’ intermingle right to the metaphorically
distorted world of the grotesque. One may safely say that all these types of irrealism
are to be found in (post)colonial fiction.

The conclusion to be drawn from all this is that the world as presented through
the looking-glass of the (post)colonial novel is not compatible with a stable European-
bourgeois conception of reality. In addition to the general tendency of all oppressed to
seek refuge from a dire reality in the realm of imagination the (post)colonial novel,
because of its experience with systematically distorted realities, is imbued with a sense
of how much reality ‘flickers’, to use a Baudrillardian formula, since its world is, after
all, nothing but the inauthentic, symbolically constructed simulacrum of an original
that is not there in the first place. Sometimes those fictitious constructions are so vio-
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lently imposed that reality never again recovers from the harm inflicted upon it l?y tbe
various powers that be. A perfect example of this is the way Chinua Achebe 1n his
novels analyses the transition from pre- to postindependence in Nigeria and the new
interpretations of reality caused by such changes.

In view of such distortions it is small wonder that the chronotopos in the
(post)colonial novel should frequently be a ‘phantastic” or grotesque one, es.pecially
as ‘phantastic’ in this context does not involve a ‘positive’ widening of consciousness
in the sense of removing bartiers normally erected to contain its energies. On the
contrary, the phantastic is here conceived as a negative force:

. via the distortions of the conventional surface of things the spuriousness of ‘nqr-
mal’ reality gets exposed, thus laying bare the otherwise hidden essence of being in
all its depravity (Hoffmann 1978:126).

All of this leads to a healthy mistrust of the realist mode of narration whose
implicit endeavour it is to pass itself off, in spite of its manifest partiality as well as its
limitations, as the only thinkable version of reality, or as Colin MacCabe has argued:

_the whole text works on the concealing of the dominant discourse as articulation-—
instead the dominant discourse presents itself exactly as the presentation of objects o,
the reading subject (Rice & Waugh 1989:134-142).

This tendency on the part of the dominant discourse to repress all other voices and
their differing constructions of reality is counteracted in the (post)colonial novel by a
‘systematic refusal of any such dominant discourse” (Rice & Waugh 1989:134-142).
Accordingly the texts are often refracted into a multifaceted polyphony, thercb}{ una-
shamedly laying bare their own status as mere artefacts without any cla}m to
referentiality. Thus the dominant discourse is made to compete with a host of other
voices. .

The postmodern philosopher Richard Rorty has formulated th§ epistemology
to go with such an aesthetics of plurality: “True’ reality can never be seized absolutely‘
in, as it were, vertical acts of representation, but only as a horizontal sequence of
artificial interpretations that need revising time and again and whose endless regress
implies the polyphony of a plurality of truths all of which are endowed with the same
rights (Rorty 1982:92). ~ .

As the discourse of realism ever since Julia Kristeva has been discredited as
being unashamedly ‘paternalistic’ or ‘phallocratic’ it 1s best counte;re@ by gnzxx‘rative
style that may be considered as the appropriate female mode of signification. Omgr
Khayam, the first-person narrator in Rushdie’s novel Shame who first sets out to write
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the story of his life solely guided by the limited range of his male perception of things,
finally comes to realise:

... the women seem to have taken over; they marched in from the peripheries of the
story to demand the inclusion of their own tragedies, histories and comedies, obliging
me to couch my narrative in all manner of sinuous complexities, to see my ‘male’ plot
refracted, so to speak, through the prisms of its ‘reverse’ and female side (1983:173).

If power is installed via discursive constraints on what can or cannot be said,
then the first step to emancipation consists in making heard the previously suppressed
voice of the Other. ‘Le multiple, il faut le faire ...” (Deleuze, Guattari 1980:13)-—such
a demand is adequately fulfilled in the (post)colonial novel which is-—in the sense of
an iconical ‘form enacting meaning’ (Leech & Short 1981:242)—the formal manifes-
tation of its own content by being the very epitome of centrifugal multifariousness.

Timothy Mo has described the multiple textual or discursive realisations this
may lead to in the non-European novel as a loose sequence of

poetry, fable, song, and essays, lists of goods, recipes, formulas for patent medicines,
and even spells, {all of] which ... may appear altogether dispensable and supernumer-
ary to the author’s requirement as failing to advance the tale or decpen the reader’s
understanding of its characters (Mo 1987:359).

Sometimes such syncretism goes so far as to completely blur the discursive border-
lines existing between various genres as is the case in Mothobi Mutloatse’s Proemdra,
a portmanteauword made up of prose, poem and drama. In a text like this the generic
identity of the novel as an essentially narrative type of discourse has been forsaken
altogether.

To sum up: Through the dysfunctional, truly ‘menippean’ (Kristeva 1969:107)
syncretism of its discourses the (post)colonial novel quite consciously resists any easy
identification of its formal or thematic potential. The specific way in which it helps to
dismantle the classical narrative model of representation that, as has been shown, owes
its chrono-logical coherence to a socio-historical context, is the essential contribution
the non-European novel is capable of making to the overall picture of the contempo-
rary English novel: Helping to free it, as the third important innovation of the genre
after or alongside Anglo-American Modernism and Postmodernism, from its self-im-
posed limits of vision so that finally we Europeans ‘[devenons] conscient de la relativité,
donc de Parbitraire, d’un trait de notre culture ...” (Todorov 1982:317).

Thus the English novel has ‘inherited’ from the outside, from the periphery,
such a vast aesthetic potential that more often than not it appears to be ‘more english
than English” (Ashcroft et al. 1989:195). At least in the realm of literature Todorov’s

33



Erhard Reckwitz

postulate is thereby fulfilled: Vivre la différence dans I’égalité’ (Todorov 1982:310).
Put otherwise: Seen in this light Babel was not a regrettable accident in the history of

human communication but, on the contrary, a unique stroke of good luck (Stemer
1975).

Fachbereich Literatur- und Sprachwissenschaften
Universitidt Essen
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Duytsman altyd kallom:
Icke Hottentots doot makom

Ampie Coetzee

The title is a quotation in broken 17th Century Hottcntot—Dutch.
said to be from the Khoikhoi; meaning: Dutchman always says:
1 kill the Hottentot (Quoted by Willem ten Rhyne, 1686).

This is part of a project on the genealogy of South African literature; and this is no
1 ¢

i : the “origins’ of this literature. o
-e than an introductory chapter on crature, \ A
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(Nictzsche 1956:209).

And he goes on:

| we understand the utility of a certain physiological organ (orofa

atter how wel ) ph : gan (0
B itical convention, an artistic genre, a culfic trait) we

o . 4 1ol
leoal institution, a custom, a po : nti " < 2
d:not thereby understand anything of its origin (Nietzsche 1956:209).

' istori cMeyer 2 ichael
f our major modern literary historians, 1.C. Kannemeyer and Mich

Y : YS O . . . N
e aim of their endeavour was mainly to identify

Chapman, on beginnings are brief. F he b .
and canonise literature in South Africa. Chapman:

it makes sense to discuss the start of written

< relati ‘urapcan settlement ... : stat of o
o t indigenous people in southern Africa to en

literature among the Xhosa, the earlies

R

Alamatian € 7 (1001 36-42 1SSN 1023-1757 36

Duytsman altyd kallom

counter the colonial and missionary presence in a systematic way. It also makes sense,
in the context of European settlement, to consider the beginnings of Afrikaans ex-
pression (1996:72).

And Kannemeyer, in writing about early Dutch writing in South Africa: “This litera-
ture one can then consider as the origin of Afrikaans literature’ (1978:24).

I have to go beyond what is today considered as Literature. [ have to go to a
vague place somewhere in an uncertain time where peoples from Europe met and
confronted the indigene on the southern shores of Africa. From the conquests that
followed our present identities—or dissolution of identities— were constructed: in the
texts that intruded and created a South Africa.

The only certain beginnings we have are the texts of these contacts, confronta-
tions and conquests. We also have a methodology for reading them, introduced by
Michel Foucault in the Foreword to the English Edition of The Order of Things. An
Archaeology of the Human Sciences:

What I wished to do was to present, side by side, a definite number of clements: the
knowledge of living beings, the knowledge of the laws of langnage, and the knowl-
edge of cconomic facts, and to relate them to the philosophical discourse that was
contermporary with them during a period extending from the seventeenth to the nine-
teenth century (1970:x).

To simplify, there was: taxonomy, the theory of wealth, language. A ‘network of analo-
gies” existed in the early times of colonisation between classification of nature, the
analysis of wealth, and language as representation. In the classification of the indig-
enous people representations—-in language and drawings— were disseminated through-
out the “civilized’ world. Of these the Khoikhoi were represented as the most disgust-
ing (Hodgen 1964). As early as 1719 Peter Kolb in his Capur Bonae Spei Hodiernum
already complained about the *falsehoods and imperfection’ in the accounts of the
people about the Cape of Good Hope. He talks of the ‘vanity of travellers, the prosti-
tution of mercenary pens’, and that ‘the authors we have upon the Hottentots, not only
differ widely in the most essential points of history, but hardly have the good luck to
hitupon the truth in any one article’ (Kolb MDCCXXX 1 :25). And yet, when he repre-
sents their language, he says, for instance:

Their language is certainly a composition of the strangest sounds that ever were ut-
tered by any pecple ... some look upon it as the disgrace of speech; others deny it the
name, as having nothing of sound or articulation that is peculiar to man in it (Kolb
MDCCXXX1:32).
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And, particularly the following:

Hence it is, that they are look’d upon as a whole nation of stammerers ... (and) ... the
ynaccountable motions and postures of the tongue to which their own language sub-
jects them, renders them, for the most part, hardly intelligible when they come to

speak (Kolb MDCCXXX1:32).

In fact the Hottentots have no language. Not only do.they struggle to speak the ‘CO‘}O};
niser’s language, which already makes of them barbanans, btlxt the language they spea
among themselves represent them to the coloniser as mutesr, . -
How, then, can we know anything about them from the tgxts we have.. -
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without the colonised ‘other’; or: could not have been produced WI'(h(?L‘l( cre:xctimg tée
‘other’. Then the question also has to be asked: to what extent was the same} q ?pe11 -
ent on the creation of the ‘other’? What is ultimately tl“fe. d1fference .betw.eep 1 lllc sz)a:nc
and the ‘other’? Now that there should in South Africa 1deallyi/ldeahs'txc(}% | ({ no
more difference in the colonial sense between them and us, we might re-inscribe them
into our colonial texts of the past. ; -
i >se texts were monodimensional. o
I\i}i‘;}i ?;;gzmisiﬁcations of nature; and this wguld also inglude the m.d‘l gene
(for instance: even in Kannemeyer’s modermn 1i.terary hlgtox'y there is a chzaplt\?'l 1);&\3]1;:
Inboorling en Folklore in die Verhaalkuns’ (Ammali, Natlyc anc} Foﬁil?re }*Itle,- a;;sh 1r ve
Art)—within this classification there is representation: of t.he trave u—w}i 1‘0 ,f;r) o
pologist, quasi-scientist through his (ther.e are no W(?ll)f@ﬂ n my ‘resea‘rc ?ﬂ 7 Wf)iter
ticular armed vision, and the representation is descriptive. But sometimes the
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r is 1 ifhe i ior barbarian; if he does
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he is different from us: this is noteven R ar doss pot
speak our language, it is because he speaks none at all, cannot speak, as Columbus s
o 3

Heved” (Todorov 1982:76).
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attempts to give voice to the indigene: instead of talking to or about them, he lets them
talk. Within his text of course.

['would like, briefly, to examine such an example. The story of Eykamma. But
the epistemology of this kind of reading should take not only the contents of a text into
account, butalso text as discourse. The following is from Olfert Dapper’s (1636-1689)
Naukeurige Beschrijvinge der Afyikaensche Gewesten (1668), which was apparently a
compilation, from manuscript accounts, as Dapper never, it appears, left Holland. The
story he tells here does not agree completely with the official records, and the official
records do not agree with each other, A close reading of all the various texts and of
their translations to English from 17th century Dutch provides another narrative: that
of the text.

Here is a translation of Dapper’s version:

One morning in June 1659, after the war had already lasted three months, five Hottentots
(inchading this Doman) were overtaken by five of our horsemen as they were running
off with two cattle which they had stolen from a certain free burgher. A sharp skirmish
ensued. The Hottentots, seeing no possible means of flight nor desiring any mercy,
defended themselves valiantly. They wounded two of the horsemen, one through the
arm and under the lower ribs, and the other in the spine. But our countrymen repajd
the debt by wounding three of them with the gun, and stabbing the other two dead
with their own weapons. One of the three who were shot, a man named Eykamma,
was taken to the Fort on a horse, with his neck pierced, his leg shattered, and a severe
wound in the head; but Dorman, with the other, escaped by jumping over a stream
eight feet wide, after which flight proved their best weapon and salvation,

The wounded Eykamma, brought into the Fort, was asked why his people had
made war against our countrymen, and tried to cause damage cverywhere by killing,
plundering and burning. Well-nigh overcome by the pain of his severe wounds, he
replied by asking why the Dutch had ploughed over the land of the Hottentots, and
sought to take the bread out of their mouth by sowing cornt on the lands to which they
had to drive their cattle for pasture; adding that they had never had other or better
grazing grounds. The reason for all their atlacks, he continued, was nothing clse than
to revenge themselves for the harm and injustice done to them: since they not only
were commanded to keep away from certain of their grazing grounds, which they had
always possessed undisturbed and only allowed us at first to use as a refreshment
station, but they also saw their lands divided out amongst us without their knowledge
by the heads of the settlement, and boundaries put up within which they might not
pasture. He asked finally what we would have done had the same thing happened to
us. Moreover, he added, they observed how we were strengthening ourselves daily
with fortifications and bulwarks, which according to their way of thinking could have
no other object than to bring them and all that was theirs under our authority and
domination. To this our men replied: ‘your people have now once for all lost the land
around the Cape through war, and you must accordingly never dwell on the idea of
getting it back again through peace or through war’.
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Eykamma died on the sixth day. His last words were that he was only an insig-
niticant person, but that he thought we should surmmon his chief to the Fort and dis-
cuss with the latter the possibility of restoring to cach what was his, or of making
whatever arrangement might be found best to put an end to the reciprocal damage and
inconvenience. This being approved, two or three Dutchmen were sent to request
Chief Gogosoa to come to the Fort so that a mutual treaty of peace could be estab-
lished. But the attempt was all in vain; for although the blow mentioned above had
scared them, they nevertheless carried on fighting with the same vehemence wher-
ever they saw a chance, so that we could think ol no means of bringing this dispute to
the most suitable close (Schapera 1933: 15-17).

The editor of the collection of essays on the early Cape Hottentots, from which this
piece is taken, I. Schapera consistently criticises Dapper for his inaccuracies and de-
viations from the original records®. '

There are basically, as far as [ can determine at the moment, two texis from
which Dapper could have construed his story: the one from a diary inscription of Com-
mander Jan van Riebeeck, dated 19th July 1659, and the other from a letter he sent to
the Directors of the VOIC in Holland, on the 29th of July 1659°, reporting the incident
(and, perhaps, also from a letter despatched on the 29th of July 1659, as well as a diary
inscription on the 12th of Aug. 1659, cf. Schapera 1933:14 and 16). Without taking the
original Dutch versions into account (Van Riebeeck’s style is quite complicated and
sometimes ambiguous) these two texts differ from Dapper’s narrative in the following

aspects:

- the name of the wounded Eykamma is not given;
- more detail is given about the skirmish;

ﬁrc?tmp]e: ‘Dapper’s version of this episode, while substantially accurate, does not agree in
every particular with the official records ...7; “The paragraph is evidently based on van Riebeeck’s
despatch of July 29, 1659, to Batavia ...”; “This statement was actually made not to Eykamma
but to the Capemen when they came to sue for peace ...": “Once more Dapper is inaccurate ...".
The Early Cape Hottentots, described in the writings of Olfert Dapper (1668) Willem ten Rhynbe
(1686) and Johannes Gulielmus de Grevenbroek (1695). The Van Riebeeck Society, Cape Town,
1933.
> Leibbrandt, H.C.V. 1900. Precis of the Archives of the Cape of Good Hope. Letters Des-
patched from the Cape. 1652-1662 Valume 11, Cape Town: W.A. Richard & Sons. And: 1958
Journal of Jan van Riebeeck. Volume I11. 1659-1662. Edited and with an introduction and foot-
notes by HB. Thom, for the Van Riebeeck Society. Cape Town & Amsterdam: A.A. Balkema.
And: 1957 Daghregister gehouden by den Oppercoopan Jan Anthonisz van Riebeeck. Deel Iil.
1652-1662. Teksversorging en taalkundige aantekeninge deur Dr. D.B. Bosman. Geskiedkundige
aantekeninge dewr Dr. H.B. Thom. Uilgawe van die Van Riebeeck-Vereniging. Ter geleentheid
van die 300ste Van Riebeeck-dag. Kaapstad: A.A. Balkema.
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- the wounded, captured Hottentot does not say what Bykamma is saying;
- the reason for the actions of the Hottentots is not given; ’
What is particularly significant is a footnote attached by the editor of the text, Schapera:

In t_he Journal this passage is not clear, but with the help of a description of the fight
whlch appears in a letter to Batavia dated 29 July 1659, one can casily understand thé
meaning. Dorman, so it is stated, received a shot in the back but nevertheless had a
hairbreadth escape. According to the prisoner—a Kaapman who spoke Dutch gca%on—
ably well (this would then be Eykamma. AC)—the Hottentots were dissatisfied Lthat
rhe Europeans had taken possession of their land, and Doman had cxicouraz;cd the
Eztgtentots to set fire to the houses and the grain and to attempt to overpower the fort
1933:101).

Schapera’s intervention as editor, two and a half centuries later, adds another text to
I?apper’s collage; and my tinkerings more than half a century later gives consistent
life to the text, in that it becomes part of a discourse. \

o In this matter of the discourse of text we have then in Dapper’s narrative a
stitching together from various official notices of a skirmish which took place be-
tween the Dutch and the Khoikhoi. A narrative and a report. The official diary and
letter are the reports submitted to an authority, in this case Van Riebeeck’s masters: the
Dutch East I.,ndia Company; and for these reports there were set guidelines, a kin.d of
1.na§ter-text in a specified form designed to give the necessary infomlation’ about thé
indlgellc and their conditions of existence®. This would then be a record: accurate and
within spatial and temporal proximity of the indigene and of any events occurring
Mempry gnd reportage reduced to the minimum. The official report would be Iikebz;
C.lassxﬁcatmn«-—a classification of events. The moment of textualising being the cfea—
tion of the moment in history. |

. This kind of report is not intended as a representation of the Khoikhoi: its pro-
ducthn was in the service of commerce. Dapper’s narrative, however, is part of a
de.scrlption of ‘Kaffraria or Land of the Hottentots’—therefore a represen’tation [fone
‘.chmkS in terms of two of Foucault’s three categories for the attainment of know.vledge
in the Classical Age—Ilanguage as representation, the classification of nature (the clas-
sxﬁcatxon of living beings, ‘living beings ... viewed through a grid of knowlcdge cox%—
stituted by natural history’ 1970:128) and the analysis (;f wealth—we have here an
example of classification becoming representation. Representation through narrative;
“*Om ervoor te zorgen dat die informatie adequaat was, werden er richtlijnen meegegeven
voor zaken waar de journaalhouder op moest letten. Het pakket met tichtlijnen dat VOZ( die
eerst? eg)edltic onder leiding van Christian van Hoesum in februari 1659 werd opgesteld
blect yrijwel ongewijzigd in gebruik tot de expeditic van De la Guerre (1663-1 664) (Hut xan
1996:28). Note the six guidelines Van Riebecck himsclf set up (p. 29). . :
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and narrative as construct. The facts we have to take into account in the discourse of
the text are: the Khoikhoi were a nation of incomprehensible stutterers, they could not
express themselves in another language: they were experienced as mutes; the t@xt
Dapper created is made up of bits and pieces: a stuttered text. A stuttered text relating
the story of a stutterer. . '

In the representation of the ‘other’ in travel writing, classifications, reports,
diaries it seems that the genetics of the text has to be taken into account. For vyhom
was it written? Who or what, therefore, controls it, has power over it? Wl.\at 1S t.he
determining master text? The discourse of the text is partA of th§ discourse on its bggm-
ning—and the beginnings of texts are concurrent, complicit with South African litera-
ture, But at the moment I can say no more than quote Foucault:

Genealogy is gray, meticulous, and patiently documentary. It operates on a field of
entangled and confused parchments, on documents that have been scratched over and

recopied many times (1977:140).

Department of Afrikaans
University of the Western Cape
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A Semiotic Response to Space in South Africa:
Indigenous Rock Art and Colonial Travelogues
as Marginal ‘Writing on the Earth’?

Marilet Sienaert

The notion of spatiality, examined in terms of the different ways in which people
respond to the geographic space around them, is a central issue in current postcolonial
studies. A variety of semiotic systems record these different forms of engagement
with the land, thus linking culture and nature in ways that are inherently relational and
contextual. In South Africa these semiotic formations are especially significant in the
context of our history of colonisation, contested borders, and in the more recent Apart-
heid past, of urban migrations and forced removals of people from the land. As a
semiotic response to space, these systems also merit special focus as regards the prob-
lematic issue of land (re)distribution.

To elaborate on this, and by way of example, | examine the way in which two
‘marginal’ semiotic systems, namely South African rock art and early colonial travel
writing, engage with the land. Moving beyond the facile binary opposition of Europe
versus Africa suggested by my choice of examples, 1 focus on the fact that, in spite of
apparently opposing ways of relating to geographic space, both these seemingly mar-
ginal systems posit similar positions of power vis-a-vis the land. In the light of the
ongoing debate on space appropriation, it seems important to examine to what extent
power, as expressed by the constructed authority of the semiotic system, is of a con-
tingent nature.

South Africa’s early hunter-gatherers—1 avoid the problematic Bushman / San
nomenclature (cf. Chapman 1996:21f) as far as possible—were not a homogenous
group, and some generalisation due to my particular focus will therefore inevitably
occur. [ also realise that to consider rock art only in terms of a semiotic system—as 1
am doing here—is in itself incomplete: Like all artwork it is neither mere representa-
tion, nor a mere grouping of signs and symbols (cf, Skotnes 1996:234).

To briefly illustrate one way in which South African rock art can be seen to
relate to the land, I follow a mainstream approach in current research (Lewis-Williams
et al 1989, and Parkington et al 1996), according to which the paintings express sha-
manistic engagement with nature, a practice central to the existence of this ancient
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people. By its very nature shamanistic experience, induced for example by dancing or
rhythmic clapping, was meant to impact on the land through rain-making activities, or
when participating in the hunt through out-of-body experiences. Already in Bleek’s
(1968:331) research from the late nineteenth century there is reference to somatic
movements (presentiments) named /gwe, and which denote ‘letters ... in their bod-
ies’. Rock paintings can be seen as a kind of pictographic writing; a transcription of
somatic power activated by the trance. In its simplest form the art takes the form of
entoptics, (the geometrical zigzags, dots and grids seen in rock paintings), and in its
most complex form as iconic hallucinations, (such as the depiction of geographical
features, people and animals) (Lewis-Williams 1988:136).

On the other hand however, as shown inter alia by Skotnes (1995:327) and
Lewis-Williams (1988:134), the boundary between ‘this world” and ‘the world of the
spirit” does not figure in the Bushman perception of reality, and is a Western construct.
The trance experience expressed through the rock art thus constitutes a bridge be-
tween nature and culture which transcends the difference between mental image and
material landscape. Depictions of people and animals are for example often integrated
with entoptic phenomena, thus combining representation of the observed lzmdscgpe
with forms which originate entirely in the mind, such as a giraffe with an entoptic *
grid” contained within its body.

Neuropsychological research (Siegel 1977) on allered states of consciousness
has shown how ordinary perception of space and time falls away during trance states,
an experience so overwhelming that it can be described only by way of metaphors.
However, as subjects move into the deepest state of trance,

they stop making such comparisons and assert that things are indeed as they have
described them. Brilliant white entoptic dots, for example, are no longer like stars;
they are stars. Metaphor becomes empirical rather than comparative (Lewis-Williams
1988:136f).

The figurative script on the rock is therefore neither the representation of perceived
reality nor merely a symbol of ineffable somatic trance energy. Through its shape,
colour, texture and context it is claimed to have a life of its own, and constitutes the
irreducible complement of so-called n/um power activated during trance. One Is re-
minded of Derrida’s ‘originary metaphor’ (Derrida 1981:218); its very ‘beingness’
preventing it from merely representing that which cannot be materially expressed.
Therefore, the rock painting cannot be said to describe the spirit world, it is that world.
To corroborate this, the sacred songs recorded by Bleek and Lloyd in the nineteenth
century show the ancient click languages to be practically stripped of adjectives. Crit-
ics suggest that this is the result of the close correspondence perceived between word
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(sign) and thing, which philosophically reflects the indivisibility (or one-ness) of the
real and the mythic (cf. Chapman 1996:25). For the shaman artist then, the rock art
does not merely translate shamanistic experience, but integrates and contains both the
real world and the world of the spirit; the physical landscape as well as the mental
experience of that space.

To decipher a one-to-one relationship between visual sign and mental concept
is therefore severely limiting. Literally inscribed into or on to the landscape, the rock
art embodies a single process through which the signifier and signified are so inter-
penetrated that they become merged, and the dichotomy of subject (the artist), and
object (depicted image), similarly dissolves. As gencrally accepted in contemporary
art and literary theory, but now referring to ancient African art practice in particular,
anthropologists claim that

there is no division between object and its beholder; it can no longer be taken for
granted that art—as object, music, or theatre—-is separate from the person who expe-
riences it (Forster 1993:30).

In similar fashion, a shamanistic reading of the rock art would specifically insist on
the physicality of the surrounding space being integrated into the semiotic practice.
Not only does this refer to the land literally becoming the medium, (on account of the
natural plant dye and antelope blood applied as colour pigment), but also that shapes
and irregularities in the rock surface participate in the signifying process. A shamanis-
tic reading would also foreground the spatial relationship between the rock surface
and the viewer as being an essential component of meaning. For example, rock paint-
ings are often found high up on the ceiling of caves, or in places where the geographic
position of the rock face forces the viewer to lie on his or her side or back. The compo-
sition of the work—-often consistent and thus suggestive of conventions as regards
‘orientation and organisation’ (Parkington et al 1996:231)—does not always relate
spatially to a viewer’s normal standing position. Similarly, the sometimes circular
compositions defy gravity and disorientate the viewer; a disorientation understood as
being part of the paintings’ shamanistic content. Any attempt therefore to re-orientate
these paintings according to Western notions of framing, as is often the case when
reproducing them for publication or research purposes, deprives them of an essential
facet of their meaning (cf. Skotnes 1995:323).

To sum up this first example of the way in which a seemingly marginal semi-
otic system engages with space, the rock art can be said to intertwine organically with
the land: the rock face itsclf, the spatial relationship between the viewer and the paint-
ing, as well as the composition, all participate in a signifying process which comple-
ments or correlates with the shaman’s altered state of consciousness. Space (the land-
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scape and all it contains, including the rock surface) and the subject that stands in
relation to that space (the shaman artist or viewer) are irrevocably linked in a recipro-
cal relationship, and can be read as essential components of the signifying practice
itself. Thus by its very nature the rock art mirrors but also transcends the blurred
boundaries between subject and object normally associated with contemporary liter-
ary theory: As a semiotic response to the landscape it seems to speak from within the
space with which it is engaged. However, in spite of the semiotic symbiosis of nature
and culture suggested by this holistic intermingling of signifying features, the rock art
nevertheless represents a position of power vis-a-vis the land, a notion to which I will
return in my closing argument.

My second example of the way in which an equally ‘marginal’ semiotic system
elucidates engagement with geographic space is the travel writing of the early colonial
travellers to South Africa. The rather vague notion of ‘space’ to be explored, rapidly
lead to its appropriation through language; the landscape iremain(ed) alien, impen-
etrable, until a language (was) found in which to win it, speak it, represent it” (Coetzee
1988:7). Through naming, classifying, mapping, and also through the practice of sketch-
ing or painting, the new land was fixed into a European grid of knowledge and control.
Although most of these early travellers were official delegates to South Africa or were
on missions to the East, some were just passers-by or hunter-explorers. All their writ-
ing however, was set to gain the approval and admiration of a specific audience, namely
their peers or employers in Europe. As testified by the multiple editions and cross
translations of the period, the conviction with which these texts present themselves as
the master discourse became the measure of their success. In seeming contrast then, to
the way in which the rock art speaks from within the land with which it is engaged,
early colonial travel writing apparently appropriates it from without: a notion widely
expounded by theorists such as Said, Spivak, Fanon and many others. For the sake of
my closing argument I will briefly elaborate on this by way of specific examples.

The irony of naming geographic features which already had indigenous names
was often missed by the colonial travellers, as when the French missionary Arbousset
(1836:113f) mentions that the mountain his party has designated on their map as Mont
aux Sources, is called Pofung by the ‘natives’. Theorists such as Said (1978) and
Viswanathan (1989) draw on such examples to show how colonial texts create and
naturalise ‘knowledge’ of both the colonising self and the colonised other—in this
case, the land. In this regard Carl Linnaeus’ system of classification, published as The
System of Nature in 1750, was an effective instrument in taming the ‘other’: every
plant, animal or mineral encountered, could hereby be placed in a hierarchy and given
a Latin name, a process which suggested order and contro] over the new land. Even
the unfamiliar southern sky was submitted to a similar procedure when the French
Jesuit astronomer L’ Abbé de Lacaille classified close on 10 000 planets during a stay
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at the Cape from 1751 to 1753. The effect of this on navigation and the associated
imperial impulse is self-evident. (For a fuller account of the naming practices and
other related points on early European travellers to South Africa, see Sienaert & Stiebel
1996:91-101).

The mapping of terrain by the colonists is often singled out as a form of graphic
control over the blank and potentially threatening landscape, a semiotic activity which
further enhances the sense of power evoked through naming and classifying. Politi-
cally motivated, mapping is never a neutral activity:

A map ... is an instrument of power / knowledge. The mapper, in mapping, simulta-
neously exercises power over the charted terrain and gams enormous empoweriment
through having assimilated it as a ficld of knowledge (Penn 1992:221).

In conjunction with mapping, the description of landscape or space in colonial trav-
elogues is considered to reveal the strangely disembodied, passive gaze of what Pratt
(1992:7) calls ‘the seeing man’: the European (male) subject of travel writing “whose
imperial cyes look out and possess’. Postcolonial theorists stress the way in which the
Jandscape is physicalised and given female features, or seen from an elevated position
such as a hill-top which, in conjunction with clichéd phrases such as ‘the opening up
of Africa’ (compare Livingstone 1875:189), suggest a subject-position of power vis-d-
vis the new land. To consolidate this view, critics have, for example, highlighted the
way in which many typically African features were specifically seen in terms of eco-
nomic development. Thus Livingstone (1875:729) writes of the grasslands in Natal,
that ‘every acre of good land ... may be made to produce an average of two tons of
hay’, and Barrow (as quoted in Pratt 1992:61) refers to a swamp ‘that by one single
drain might be converted into a very beautiful meadow’. This compulsion for ‘-
provement’ or economic development is considered so striking a feature of colonial
writing that Pratt (1985:126) calls it the ‘reverie convention’, thus once again
foregrounding the confidence and implied authority of the colonial subject.
Considered equally symptomatic of this superior attitude is the way in which
illustrations of the period subscribe to the aesthetic conventions of Europe and seem to
ignore the reality of the African landscape. As potentially threatening subject the land
thus appear tamed and is made harmless by viewing it through the familiar European
lens. This refers particularly to water-colours or engravings made on the travellers’
return to Europe, and which were often based on verbal descriptions or basic sketches
brought from the colonies. A case in point would be engravings depicting the Khoi in
the classic pose of Greek sculptures (cf. Tachard, 1688:74f) during the Neo-Classical
period in European art. In verbal descriptions of landscape too, the visitors see what
their European frame of reference has taught them to expect; the authority of the seer
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remains unchallenged. Colour, for example, 1s defined by its absence, as when Bllrche?ll
(in Coetzee 1988:42) stipulates: ‘In Africa we look in vain for those mellow beautiful
tints with which the sun of autumn dyes the forests of England ... o

Although Said (1993) amongst others has now retregted from th§ binarist para-
digm often associated with postcolonialism, the way in which the land is p.resenjted n
the early travelogues certainly provokes a reading which presents the relationship be-
tween ‘centre’ and ‘margin’ as a binary opposition by which the European se/f has
appropriated, misrepresented and disempowered the African oth.er. o . ,

It seems essential however, to avoid this trap of postcolonial indignation which
would in my examples of semiotic response to space translate as an opposition be-
tween the scemingly non-aggressive and holistic stance of the rock art, an‘d tbe ex-
plicit authority and domination of space in the travel-writers” accounts. The fa.ct is Fhat
both these ‘marginal” semiotic systems express control of the landscape. [nAspxtc Qt thg
holistic way in which the rock art seems to speak from within the space with which it
is engaged, it nevertheless implicitly aims to control the land thrpugh, er example,
the shaman artist’s rain-making activities and out-of-body participation in the hunt.
This notion of control can be extended to the semiotic practice of track-in.g: the hu‘m‘cr
identifies and traces his quarry by scanning the earth in a way rexmmsceﬁ (?i' tl.xe
coloniser’s so-called appropriating gaze. The Bushman literally ‘reads’ wha-t is “writ-
ten’ or ‘depicted” in the sand, (c¢f. Reuning & Wortley 1973:3(),74.),.and relies on his
scanning and creative ability fo accurately judge distan@ and antxcxpate the wherea-
bouts of his prey (Liebenberg 1990:45). In a similar fashion the colqnxst, for examplc;
scrutinises geographic features to mentally project future cconomic developn‘xem of
the land. The dominance implied by the colonial travellers’ naming and mapping ac-
tivities is more explicit, but the semiotic practice of both groups clearly represent
positions of power in the way they engage with the land: Only whep brought into
conflict would one become the dominant mode. As such they constitute a kind gf
‘writing on the earth’ (Van der Watt 1993:23) which to tl.ns d'ay has left clear xdeol<)gx~
cal traces. In the context of the postcolonial and ongoing issue of space approptia-
tion—which includes the navigation of cultural space—they therefore 111gstm§e how
historical shifts in power formations inevitably ‘re-draw, re-name and re-inscribe the
land to match the day’ (Sienaert and Stiebel 1996:100). o

Problematising the notion of marginality, as in these examples qf \r‘\d\gcnou.s

rock art and colonial travel writing, should also caution against the fziclle Juxtqposr
tion of literatures within a multicultural society such as South AfrAxca. Even if our
position in history denies us an objective theoretical base through wh{Ch t(? reconstruct
voices from the past, we can neither speak only on behalf of the pr§~hlst0rlc shaman or
the colonial travel writer, nor allow the textually embedded ‘voice’ of the other, (in
this case the /and), to be effaced or ignored.
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Nor can the problematic self-other, (or centre-marginal), contention be side-
stepped by focusing, as I have done here, on semiotic systems which on the surface
avoid the possibility of sustained dialogue by engaging an other which by its very
nature as landscape seems inherently silent. Even if that was the case, and it is not, the
notion of alterity would simply be transferred to the difference of response to African
space. Any postcolonial practice which ignores this dynamic, would disregard the po-
lyphony of discourse in general, and ronically recreate precisely the self-referential
authority claimed by colonial power. As a dangerously reactionary reading then, such
practice would simply promote cultural separatism.

What the above suggestive exercise of Africa versus Europe then attempts to
highlight is that in spite of surface appearances, both semiotic systems under scrutiny
posit identical positions of power vis-d-vis the land, albeit by different means. Moreo-
ver, as exemplified by constant shifts of socio-political power, the centre which under-
pins the system also has to be seen as a contingent construction, which like the semi-
otic systems to which it pertains, always remains relational and contextual.

Does this then, in the context of cultural, political and socictal flux, paralyse the
individual as an agent of intervention? By subscribing to the analogy whereby Rorty
(1991:218) compares “distinctions between cultures, theories, or discourses’ as differ-
ing ‘grammars’, one can respond that, similar to the way in which people are able to
learn the grammar of a foreign language—or even acquire total proficiency in such a
language—it must be possible for-one culture to actually understand and creatively
engage with another.

Only when keeping in mind that all discourse is inscribed and informed by a
multitude of voices, can the binary opposition of central versus marginal collapse and
reveal the positive, defamiliarising effect of Juxtaposing culturally different semiotic
systems. Such juxtaposition demands that oppositional and antagonistic elements be
negotiated, (and not negated), and that a space be created for cultural ‘translation and
hybridity’ (Ching-Liang Low 1993:187).

Critical awareness of the way in which these past semiotic systems bridge the
nature-culture divide creates precisely such a space, and allows the self—other dialec-
tic to be constructively re-explored. The notion of marginal versus central falls away
as the contingent quality of power is revealed by the constructed authority of semiotic
systems in general—a process which not only dislocates obsolete subject-object rela-

tionships, but also suggests common denominators for significant cross-cultural un-
derstanding.

Department of Afrikaans
University of Durban-Westville
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‘//Kabbo’s Intended Return Home’ (1873) and
The Conversion: Death Cell Conversations of
‘Rooizak’ and the Missionaries—Lydenburg 1875:
Marginalised Early South African Testimonies

Helize van Vuuren

N-ka !x0é e //xara-//kam
(My place is the Bitterpits)
(Bleek 1911:298).

1

Stemming from increasing interest in Holocaust literature, ‘it has been suggested that
testimony is the literary—or discursive—mode par excellence of our times’ (Felman
& Laub 1992:4). Sincc November 1995 when the Truth and Reconciliation Commis-
sion started its work under Bishop Desmond Tutu, testimony has become part of the
fabric of a South Africa trying to come to grips with its past. The efficacy of the
healing power of this painfully slow process was recently remarked upon by dr. Sean
Kaliski: *It will take decades, generations, and people will assimilate the truths of this
country piece by piece’ (Krog 1997:5). //Kabbo and Rooizak’s testimonies can be
seen as part of the truths of South Africa’s history. The contending voices and identi-
ties encapsulated in these testimonies illustrate something of the historical and socio-
political tensions in this multicultural community.

Transcripts of //Kabbo, the Bushman convict’s dictation in 1873 was preserved
in English and in his home language, /Xam, by the German philologist Wilhelm Bleek
in Specimens of Bushmen Folklore (1911). The testimony of Rooizak, a Swazi la-
bourer awaiting his death sentence in 1874, was recorded by the missionary Albert
Nachtigal in German, and sent to Berlin after his death. A hundred years later Peter
Delius found the document in the East Berlin archives and translated it into English.
The story of Rooizak’s conversion was annotated by the historian and published as
The Conversion. Death Cell Conversations of ‘Rooizak’ and the Missionaries—
Lydenburg 1875 (1984).

The elderly /Xam man with three names—/Kabbo (meaning ‘dream’), Jantje
or /uhi-ddoro—spent July and August 1873 telling the frail, middle-aged dr. Wilhelm

Alternation 5,2 (1998) 51-57 ISSN 1023-1757 51



Helize van Vuuren

Bleek his life story. After having spent some time in the Breakwater jail in Cape Town
for stock theft, and then almost three years in the Bleek household in suburb of Mowbray
with the sole purpose of dictating as much as he could of the narratives and customs of
the almost extinct /Xam, //Kabbo was intent on returning home: ‘Thou knowest that 1
sit waiting for the moon to turn back for me, that I may return to my place’ (Bleek &
Lioyd 1911:299). He left a month and a half later for his ‘place’ at Bitterpits near
Kenhardt in the north-western Cape. Two years later both of them had died.

In August 1874 a Swazi migrant labourer, called Rooizak, was arrested on a
farm near Lydenburg in the northern Transvaal after a fight with a Pedi man called
Majan. Majan died in the fight and although Rooizak protested his innocence claim-
ing that it had been a fair fight, Rooizak was imprisoned. For five months he did hard
tabour in Lydenburg prison, till the court passed the death sentence in February 1875.
For one and a half months he was kept in solitary confinement, awaiting the confirma-
tion by the Executive Council of his death sentence. During this period he tried to
hang himself in desperation, but was cut loose:

it is a terrible thing to be condemned to death and to have to wait so long for execu-
tion. T wished to be dead but was stopped. I don’t want to live on like this. 1 want to
die now (Delius 1984:241).

The German missionary Nachtigal started ministering to him, together with a mission
convert who spoke Seswati, John Podumu. Nachtigal kept notes of Rooizak’s spiritual
development to send to his Berlin headquarters later. On 19 April the sentence was
confirmed and after baptising Rooizak at 4 am on Thursday 22 April, he was led to the
gallows and executed.

On a factual leve] the life testimonies of //Kabbo and Rooizak might seem not
to have much in common except that they both originate from the end of the nine-
teenth century. Yet close analysis proves otherwise. They are both colonised subjects
under colonial rule, waiting passively (the one to go home, the other for his death) and
in the power of colonisers. In the interim they give their testimonies, locked up inti-
mately with an interfocutor of another culture, speaking a different language—the one
a German philologist, the other a German missionary. Both //Kabbo and Rooizak were
illiterate. Their testimonies are, however, preserved in written form, after having un-
dergone various processes of translation and mediation. Bleek spoke German and
English and was still mastering the /Xam language.

I
In the case of both these testimonies there are interviewers or interlocutors (philolo-
gist and missionary) who elicit responses, and who mediate the testimony. In both
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cases translation into a further language is part of the mediating process.

Stemming from increasing interest in Holocaust literature, ‘it has been sug-
gested that testimony 1s the literary—or discursive—mode par excellence of our times”
and that *films like Shoah by Claude Lanzmann ... or Hiroshima mon amour by Mar-
guerite Duras and Alain Resnais, instruct us in the ways in which testimony has be-
come a crucial mode of our relation to events of our times” (Felman & Laub 1992:4).

With literary studies becoming increasingly interdisciplinary it is not strange
that more attention is focused on forms of cultural discourse such as testimony where
one finds a ‘superimposition of literature, psychoanalysis and history’, or phrased
differently, elements of the historical, the clinical and the poetical (Felman & Laub
1992:6,41). With reference to Holocaust literature Shoshane Felman remarks how

The story of survival is, in fact, the incredible narration of the survival of the story, at
the crossroads between life and death (Felman & Laub 1992:44),

This remark is equally applicable to the preservation of the /Xam narratives in the
Bleek & Lloyd collections of 1911 and later——even with the cautionary reminder of
the ievitable loss that must have occurred between transmission from the oral mode
into the written, and the mediation processes which the material must have undergone
at the hands of Bleek and Lloyd.

Felman and Laub describe the typical conditions of the ‘testimonial process’

there needs to be a bonding, the intimate and total presence of an other—-in the posi-
tion of one who hears. Testimonies arc not monologues; they cannot take place in
solitude. The witnesses are talking to somebody (1992:701).

Testimony also foregrounds the role of memory which is essential ‘in order to address
another’ (Felman & Laub 1992:204) and ‘to appeal to a community’ (Felman & Laub
1992:204). What 1s normally testified to, is a ‘limit-experience ... whose overwhelm-
ing impact constantly puts to the test the limits of the witness and of witnessing’ (Felman
& Laub 1992:205). The individual voice of the testifying witness also tends to repre-
sent an absent community on whose behalf the testimony is made.

Yet it needs to be stressed also that one must be careful to “politicize the fact of
trauma and to broaden, even universalize, the perspective of victimhood” (Hartman
1995.546) because human life itself can be seen as ‘an endless adaptation to the
“traumatizing” ... which persists from birth to death’ (Hartman 1995:346). Hartman
sees the relevance of trauma theory for literary studies in three elements: (a) the grap-
pling with issues of reality, bodily integrity, and identity (1995:547), (b) 1t concerns
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itself with ‘disturbances of language and mind” which are central to literary preoccu-
pations (1995:548) and (c) the entrance of the new ethical theory ‘tries to break down
the reproductive tyranny of the education system’ (1995:549).

1

[ would like to suggest that these testimonies can both be read as sites of contlicting
cultural values. //Kabbo structures his narrative around a constant juxtaposition of
‘here’ in the Bleek household where he is forced to do ‘women’s work’ (Bleek &
Lloyd 1911:301) and where the others (servants as well as Bleek family members) do
not speak his language, and ‘there’ where he wants to ‘sit among my fellow men” and
listen to stories. Out of this juxtaposition comes his sense of alienation and yearning to
end his last days amongst his own people. In Rooizak’s story his incomprehension of
the alien legal system and religious ideas suggests the missionary zeal of Nachtigal as
an alienating imposition of one culture upon another.

Both testimonies have a prison experience as starting point and cause of trauma.
In //Kabbo’s case he feels as though he is living in exile. Rooizak’s trauma is not only
the fear of pending execution, but also the imposition of the evangelising fervour of
the missionary, who constantly keeps harping on his sin and his awaiting fate.

J/Kabbo’s Intendend Return Home’ (Bleek & Lloyd 1911:269-317) can be
read as quintessentially a text expressing the typical psychological characteristics of
the exile. He waits for time to pass so that he may go home: ‘I sit waiting for the moon
to turn back for me, that I may return to my place’ (Bleek & Lloyd 1911:299). In his
imagination he travels to his home, so ‘that I may sitting, listen to the stories which
yonder come’ (Bleek 1911:301). Then reality yanks him back to ‘here’ at Mowbray
where he feels alienated, for ‘I do not obtain stories; because I do not visit ... they do
not talk my language’ (Bleek & Lloyd 1911:301). This leads him into another fantasy
flight to his home and a description of what life is like under his people, the ‘Flat
Bushmen’ (Bleek & Lloyd 1911:301). They go to each other’s huts, they smoke and
tell stories. What //Kabbo is describing, is a sense of joyful and relaxed community—
presumably what he misses most in Cape Town. He states: ‘I feel this is the time when
I should sit among my fellow men’ (Bleek & Lloyd 1911:303). As an old man, he
longs to be with his own people to share communal life before he dies.

Tropes of travelling by road, and of movement then take over as he describes
the journey which he envisages back up north. The description ends with the imagined
arrival. In the fantasised arrival scene /Kabbo describes himself in the third person,
suggesting ‘Entfremdung’ of the self:

He will examine the place ... he may examine the water pits; those at which he drank.
He will work, putting the old hut in order (Bleek & Lloyd 1911 :309)
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The visualised arrival ends with //Kabbo seeing himself in the third person as an old
man (‘he grew old with his wife at the place’ Bleek & Lloyd 1911:307). Immediately
hereafter he launches into a lengthy flashback. Here he switches back to the imme-
diacy of the first person, and the passage reverberates with vitality as he describes
himself:

I felt thatT was still a young man, and that] was fleet in running to shoot .... For, T was
fresh for running; 1 felt that I could, running, catch things. Then, T used to run (and)
catch a hare (Bleek & Lloyd 1911:309)

After the extended flashback /Kabbo reverts back to everyday reality, to ‘here” at
Mowbray. He expresses intense determination to depart soon: ‘I do not again await
another moon’. Now he talks about the boots and gun which Bleek promised him, and
he is again conscious of his old age and past hardship:

starvation was that on account of which I was bound .... For a gun is that which takes
care of an old man .... It (the gun) is strong against the wind. It satisfics a man with
food in the very middle of the cold (Bleek & Lloyd 1911:317).

//Kabbo’s trauma is one of lengthy exile and what he describes in his testimony 1s the
condition of exile, an important theme in South African literature of the apartheid era.
The central trope in his narrative i that of the ‘stories’ which he misses, which repre-
sents communality and social life amongst his kindred. He juxtaposes himself as a
fleet-footed, hare-chasing young man with himself as an old man, faced by starvation
unless Bleek can send a gun to help provide for food in his old age. The silence in the
text is the period of imprisonment at the Breakwater prison. The only reference to this
ordeal is the euphemistic word ‘bound’ in the phrase ‘starvation was that on account
of which I was bound’ (Bleek & Lloyd 1911:317).

Rooizak’s testimony is even more heavily mediated—first by Nachtigal and a hun-
dred years later by Delius. Upon the missionary’s first visit he asks how the prisoner
feels. Rooizak formulates his sense of trauma thus:

1 am to be executed unjustly and T am filled with horror at the idea of having to die
such a demeaning death (Dclius 1984:21).

Nachtigal expresses his wish to minister to the needs of Rooizak’s soul. His response
is: ‘T know nothing of this and 1 feel nothing for it, but [ will listen to what you have to
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say’ (Delius 1984:21). It transpires in the conversation that Nachtigal has no interest
in or comprehension of the African belief system which Rooizak describes

Their spirits lived on after their deaths. They are here on earth. But they are capricious
and have to be placated by sacrifices (Delius 1984:22).

Nachtigal tries to inculcate in Rooizak some concept of his deed as “a grave sin’ (Delius
1984:22) and that God is like a king who ‘will forgive” (Delius 1984:22). Rooizak
misunderstands the forgiveness and says, ‘Then help me. 1 will gladly do anything to
escape hanging” (Delius 1984:22). Soon hereafter he tries to hang himself in his cell.
The trope of ‘hanging’ thus becomes central in the narrative. But he is discovered and
“from this time onwards ... he was chained” (Delius 1984:24).

On the missionary’s next visit Rooizak eloquently describes the effects of soli-
tary confinement (a central trope in South African prison literature):

I cannot stand this fear any longer ... T am forced to sit here alone. My solitude tortures
me and fills me with despair. Some days I slecp to still my mind but then my nights
are spent in waking terror. How can they be so cruel as to keep me waiting so long for
my death? (Delius 1984:25)

When next visited by Jonas Podumu (Nachtigal is said to be incapacitated by *a bout
of savage headaches’ Delius 1984:29), Rooizak is exceedingly calm because of a vi-
sion that he has had: ‘I dreamt that [ was taken away to a beautiful land where, feeling
weak and strange, [ sat on an anthill” (Delius 1984:30f). He describes how Jesus ap-
peared to him as a ‘shimmering white person’ (Delius 1984:31) who greeted him and
told him to go back and ‘behave well” (Delius 1984:31), suggesting a traumatised
psyche, obsessed with ideas of guilt. Hartman remarks on the relation between trauma
and dream that ‘In literature especially, shock and dreaminess collude. Where there is
dream there is (was) trauma’ (1995:546).

Not content with the peace that has descended over the Swazi prisoner, both
Podumu and Nachtigal proceed to badger him so as to test whether his newly pro-
fessed Christian faith rings true. This hectoring in the name of Christianity seems
particularly cruel and suggests torture more than anything else.

Upon confirmation of his death penalty we read that

Rooizak was given alcohol to easc his shock. He became drank and started to dance
as best his chains would allow in the confines of his cell (Delius 1984:40).

Later he *wished death to all whites’. When Nachtigal arrives the next morning Rooizak
consciously introduces racial discrimination into the discussion: ‘Isn’t it unjust to sen-
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tence me to death in my absence? I am treated like this because I am black’ (Delius
1984:40). The last vestige of resistance in him comes to the fore in the taunting ques-
tion: “why is God’s word not observed when a white kills a black?’ (Delius 1984:41).
Thereafter he succumbs to the missionaries’ ministrations and is baptised at dawn on
the morning of 22 April. Echoing one of the dignitaries, Rooizak stated ‘I will soon be
in paradise’ (Delius 1984:45) just before he was killed.

The whole traumatic process lasted seven months. Rooizak’s testimony, like //
Kabbo’s, thus also entails a long waiting, it entails a journey—but a spiritual jour-
ney—from near death through attempted suicide back to life. Through the terror of
solitary confinement and back into the momentary release of a vision, and then back to
the painful interrogation by the missionaries, until eventually he finds release in death.
In the intense dialogue between the Swazi prisoner and the evangelists nothing is more
striking than the conflict between their different cultures, different justice systems.
different customs and the absolutely powerless situation that Rooizak finds himselfin.
In spite of the heavily mediated nature of this text it is still one of the most striking
South African testimonies of one man’s trauma and spiritual torture. It also eloquently
illustrates intercultural conflict in action.

v

“To attack and damage the memory of a people means to attack its roots, put its vitality
at 1isk’, stated Ferrarotti recently (1994:2). No matter how mediated, or how often
translated, in the marginalised testimonies of //Kabbo and Rooizak we find preserved
memory as part of South Africa’s history and conscience.

Department of Afrikaans
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James Barry’s
Corporeal Archive:
An Hermaphrodite at the Cape

Lannie Birch

Since today it is known that it is sometimes impossible to deter-
mine the true sex of a person from external characteristics alone,
it is possiblc that Barry was a hermaphrodite (Kirby 1976:186).

Hlow then to cxpose the causal lines as retrospectively agd
performatively produced fabrications, and to engage gfmdcr 1t~
self as an inevitable fabrication, to fabricate gender in terms
which reveal every claim to the origin, the inner, the true, and
the real as nothing other than the effects of drag ...7 (Butler

1993:318).

Balzac’s gothic story Sarrassine, published in 1830 (Barthes 1975), .revcais the narra-
tive power of sexual ambiguity. The narrator seduces a mistress with the tale pf the
Frenchman, Sarrasine, who falls in love with an Italian opera singer, La Zambinella.
On discovering that ‘she’ is a male castrati, Sarrasine laments

To love. to be loved! are henceforth meaningless words for me, as they are for you. I
5

shall forever think of this imaginary woman when I see a real woman.

Sarrasine is condemned to an awareness of sexual artifice, a knowledge with«\yhic.h .he
cannot live. La Zambinella embodies the constructed and illusory nature of feminn-
ity itself, which is the source of a mysterious aura. HllS exxstm?ce accuses wornen of
being fictions. This unsettles the possibility of romantic narrative as the only closure
in La Zambinella’s love story is precisely the revelation of his fabricated gender.
Fictions of duplicitous sexual identities, whether gay, transvestite or transsexual
are a recurring theme in modern literature and media since the nineteenth cemw'“y.
James Barry, renowned as a surgeon and administrator of nineteenth ce‘ntt.u'y colon'xal
medical institutions at the Cape, is the protagonist in a range of such fictions, which
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pursue the question of whether Barry was man, woman or hermaphrodite!. His anatomy
is enshrouded in stories which lay claim to his sexed body as both their motivating
mystery, and their point of closure. Journalists and biographers ‘deduce’ the doctor’s
biology, from the documents of his history—colonial records, letters, popular accounts,
medical hypotheses constructing a narrative in which all biographical background
becomes secondary evidence to the primary question of his biological sex. The femi-
nist diagnosis of Barry’s womanhood wishes to vindicate a place for women in both
history and science, whereas the medical approach demonstrates the powers of sci-
ence to reveal the truth behind the anatomy of this ‘feminine’ medical man. But both
approaches have the same aim. They point to the mutual construction of narrative
pleasure and the ‘scientific’ exposure of the sexed body, a body lost in the weight of
documents that order it*.

James Barry is described in Gelfand and Laidler’s South Africa: Its Medical
History 1652-189§ as ‘one of the most outstanding medical practitioners to have ever
practised in South Africa’ and, they argue, ‘one of the foremost social reformers’
(Gelfand & Laidler 1971:132). He is famous for performing the first successful Cae-
sarean section operation in British history in 1826 and for his influence on Cape medi-
cal institutions during his posting from 1816-—1828. He structured and organised the
makeshift existing colonial medical institutions, as well as prisons, leper colonies and
food and drug dispensers’. But ‘he’ is also known in feminist biographies and in

' I'take my license to treat Barry here as a ‘fictional” protagonist partially from Hayden White’s
comments about the narrative similarities between ‘scientific’ forms of investigation (including
historical) and works of the ‘imagination’. White acknowledges the obvious point that hypo-
thetical or imaginary events interest the literary writer, whilst the historian is limited to observ-
able events. But, as he notes, ‘both the forms of their respective discourses and their aims in
writing are often the same” (¢f. White 1978:121).

* Barry’s body can be read as a documented artefact, stored and ordered within the colonial,
medical and journalistic archives, Foucault argues that history has become a process of insistent
and self-conscious questioning and ordering of the document. The concern with the place of the
record belongs to the impulse to create a ‘continuous history’ in the face of the decentering of
origins inaugurated by the anti-theological ninetcenth century theorists. Thus the archive itself
substitutes the memory of origins, for ‘[cJontinuous history is the indispensable correlative of
the founding function of the subject: the guarantee that everything that has eluded him may be
restored to him; the certainty that time will disperse nothing without restoring it in a reconsti-
tuted unity ... (Foucault 1972:12).

* Gelfand & Laidler thus devote one chapter ta “The Batry Period 1816-1826” and another to the
topic ‘Barry continties his Reforms’.
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popular media® as ‘the first woman doctor in the world’” (Rose 1973). Burrow’s
(1965:80) medical history introduces the him as:

one of the most romantic figures in the annals of medical history as well as an endur-
ing enigma to all would-be biographers .... On his death ... Barry was found to be a
woman or so, at any rate, states the Dictionary of National Biography. Taylor’s Medi-
cal Jurisprudence refers to Dr Barry’s case as one of the most extraordinary cases of
concealed sex on record, and 7he Lancer of 1895 contains letters bearing the testi-
mony of at least half a dozen high-ranking army officers (some medical) who had
known personally that he was a woman. One had shared a cabin with him on a ship,
another had actually examined him and been swomn to secrecy in Trinidad where
Barry had a bout of fever ... a third had known him in Malta and yet a fourth as a
student in Bdinburgh, where Barry was aloof, always refused to be drawn into pugil-
istic contests and habitually wore a long surtoul.

Since his death in 1865, popular anecdotes have appeared in the press delighting in the
irony that this exemplary nineteenth century ‘medical man’ was a woman. These ac-
counts tend to emphasise Barry’s worldly demeanour, which seems to obscure a con-
flicted inner life. This anecdote, which appeared in Personality magazine almost a
hundred years after his death, implicitly invests its cartoon protagonist with a ‘person-
ality’: :

It was cool before dawn, that moming in 1817, for the south-easter blew strongly
through the garden; but the small knot of people on the lawn did not notice it, for they
were witnessing a duel.

Back to back the two principals stood. One was good-looking, tall and
broadshouldered; the other, short and slightly built, the rather effeminate face domi-
nated by a large nose. Ill-matched physically, the equalising factor was the pistol each
carried in his right hand .... '

The cause of the encounter was an incident a few days before. A pretty, buxom
lady called to see the Governor on private business, and was closeted alone with him.
Dr Barry, who was in the ante-room, was a priveleged person and a favourite of the
Governor, but was also renowned for a sharp wit and a biting tongue. After the inter-
view had lasted for some considerable time, Barry observed, in a sneering tone: ‘I say
Cloete, that’s a nice Dutch filly the governor has got hold of ...".

Advancing on the doctor, he (Cloete) pulled Barry’s long nose, saying: ‘Retract
your vile expression you infernal little cad ...” (Burman 1962:25).

4 One relatively recent article describes Barry as ‘the most eminent Women’s Libber ... [She]
was a Cape Surgeon who beat distinguished men at their own game, and, best of all, shut up
about it (*Snuff King was first Caesarean’ The Argus Monday, November 11, 1974).
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Barry’s opponent was Captain Josias Cloete, aide de camp to governor Lord Charles
Somerset at the Cape. Rumour has it that Cloete became a life-long friend of Barry’s,
and was heard to boast after his death that he was the only man in the British service to
have fought a duel with a woman. Mr. McCrindle reports that Barry himself claimed
he had killed a man in a duel, thus breaching his dandyish reputation’. The story mag-
nifies the absurdity of the doctor’s bravado, given his feeble physique. The mark ofhis
masculinity is not his bodily stature, but rather the pistols and his sexual innuendo.
But his ‘vile expression’ of male salaciousness reveals itself to be a feminine jealous
pique once we discover that it was ‘a woman who fought the duel’. The narrative
implicitly resolves this offensive, petulant and absurd caricature of a ‘gentleman’ into
a romantically self-styled woman, preserving her incognito through exaggerated bel-
ligerence®.

It seems that Barry was seen as deviant by his peers. A placard placed in Dreyer’s
corner in Longmarket Street, insinuated an ‘unnatural” homosexual relationship with
the governor, referring to Somerset as ‘Barry’s little wife’ (Gelfand & Laidler
1971:161)’. Commentators frequently refer to the untoward influence that Barry had
with Somerset as ‘mysterious’, especially as their views diverged considerably on
matters of public interest. Barry harangued officialdom about the neglect of hygiene

5 Isobel Rae (I958:i 11) recounts that when Barry was in Jamaica in 1860 ‘he’ told his friend Mr
McRindle “about a duel in which she had killed her opponent’.

® Barry stories tend to revel in his macho intolerance and bravado. One correspondent describes
his arrest on St. Helena Island in these terms: ‘He dared anyone to touch or lay a finger on him,
so that the grim visages of the guard actually, so far as the rules of the service of their stiff
leather stocks allowed, tittered at the little diminutive woman-man making use of such bombas-
tic words. However, the upshot was that he would not give up his sword to anyone but the
Governor himself, and they were actually obliged to get horses and rode up to Longwood,
Dr. Barry’s sword being buckled to his side as impudently as possible’. ‘The Soi-disant
Dr. Barry” in The South African Advertiser and Mail, 21/10/1865, p. 2, Col. 5.

Another anecdote typically emphasises his intolerance of fools. The next entry in the
Advertiser recounts Barry’s treatment of a clergyman who had requested the doctor to draw his
tooth. He apparently sent a farmer in his place who reported to the reverend that he had been
instructed by the doctor to ‘draw the tooth of a donkey’. ‘Dr Barry’, in The South African
Advertiser and Mail, 30/10/1865, Col. 3.

7 A rhyme mocking Barry’s ‘unnatural’ devotion to the Governor apparently sprung up in the
1820s: ‘With courteous devotion inspired/ Barry came to the temple of prayer/ But quickly
turned round and retired/ When he found that Ais Lord was not there’. Cited in The South
African Advertiser and Mail, 21/10/1865, p. 2, Col. 5.
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and good diet and the misuse of the treadmill and beatings in the prison®. GelAfand and
Laidler present him as relentless in exposing corrupt administrators, and his conse-
quent commitment to a free press, tackling the Governor to reverse his m"der to sup-
press the South African Commercial Advertiser. Paradoxically, however, his ‘c.iewant’
influence makes sense if he is actually a woman. He mysteriously took leave in Mau-
ritius in 1819, and as this is the only unrecorded period of his life, June Rose (1977:46)
speculates that he may have left the Cape to have Somerset’s child. This suggestion
would make ‘her’ relationship with Somerset sexually ‘natural’, if taboo.

Accounts that name Barry as a ‘woman’ try to infer her motives from her biol-
ogy and the more intractable record of colonial service. Olga Racster and J essica Grove
(1935), for example, create a fictional romantic narrative for the young, female doctor
who flees to the colonies to escape an abusive husband. I have heard rumours that a
Hollywood film is currently being produced that presents Barry as a liberatory an@
transgressive female cross dresser, taking on a male world. These accounts explmln
away his affected machismo and naturalise his hypermasculinity as a defensw§ femi-
nine facade. More than this, however, they gesture towards the unknown histories, the
feminine impulses and experiences, the stories uncovered by delvir.)g, through gen-
der’, for psychological depth within the external codes of his public 1de.m.1ty. .

I have suggested that as an administrator of the developing administrative and
classificatory order produced for and magnified by colonial administ.‘rgtion““, ¥‘3‘zu.Ty
regulated the professional and the physical body by producing quantities of official
documents, labels, lists and letters. But the mysteries surrounding his own body are
symptomatic of the unsettling vacuousness of the document. Both I une Rose-and Isobel
Rae cannot definitely establish her parentage, birth-date or familial relanonsl. Rose
suggests that Barry was the ‘daughter” of Mrs Bulkeley, the sister of the artlst,.the
elder James Barry (1977:18), who is in turn described as the child’s uncle b}f Klr})y
(1970). Parentage becomes a key to the mystery of his sex. Rose (1977:20) implies

¢ Cf. Gelfand & Laidler (1971:190f). The authors describe the filth, disease and il.ljUI'y that
prevailed in the prison when Barry inspected it in 1824, and Barry’s continual complamts to t.he
Governor about those responsible. He had to insist that no children be put on the treadmill with
older people, as they risked mpture. He found prisoners without beds, with untended broken
bones and insubstantial diet.

? T use the term ‘gender’ here, because commentators on Barry equate sex Yvith gcn’der, assum-
ing for narrational purposes, that female anatomy would make Ba'rry a ‘woman’. However,
following Butler, I regard gender as a performance, s@parat.c from blology. Accord111g1y I l?avc
used the pronouns for Barry that are appropriate to the particular discourses under discussion.

10 Carlo Ginzburg (1980:27) points out “to the link between colonial administration and the rise
of classificatory techniques, such as the fingerprint, which was pioneered in Bengal in 1860,
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that the elder Barry’s patron, the well known feminist Lord Raglan, Earl of Buchan,
may have brought up his own illegitimate daughter as a boy in order to educate her.
Rae (1958) found letters of introduction from the Earl of Buchan to the younger Barry
in 1810/1811, which may lend support to this theory. Rose (1977:18) speculates fur-
ther that the child was the offspring of the artist himself, or of her mentor, the South
American revolutionary, General de Miranda—both men were known as womanisers
and may have shared a common mistress. Despite these speculations, interest in the
doctor’s unknown origins is made to serve the ‘mystery’ of her sexual anatomy. The
question of his birth date plays a similarly instrumental role. Rae (1958:2) dates Barry’s
birth to 1797, which would mean that she registered at Edinburgh University at the
age of thirteen. The headstone on her grave gives her age as *71° making her birth date
1794. Rose believes that Barry was born in 1799. She makes the suggestive observa-
tion that in Barry’s own statement of his date of birth in army records, the words are
smudged ‘as if she chose to be known only by her public persona’ (Rose 1977:17).
Both the record of Barry’s life, and the subsequent interest in his biological sex
can be seen in the context of the ‘disciplinary regime’ of modern society, described by
Michel Foucault in The History of Sexuality (1978). Foucault suggests that the rising
documentation of populations is part of an increasing control and regulation of human
bodies, reflected by the obsessive interest in sexuality. Barry, born in a period where
births are not recorded (Rose 1978:18), died in another episteme, where deaths are not
only recorded, but require details about the individual corpse—not least of which is
sex. The documentary and institutional regulation of populations in the nineteenth
century generates an obsessive interest in ‘individuality’, but obscures the subjectiv-
ity signified by the marks of identity. As [ hope to show in later discussion, it is the
claim that Barry may be a ‘hermaphrodite’ that simultancously gestures towards his
uniqueness, and contains his otherness in a category that is, finally, not a mediator
between the binaries of masculine and feminine, but a curious variation on masculin-
ity'.
In South Africa, Barry is recorded as a probable hermaphrodite in both The
South African Dictionary of Biography, and the Standard Encyclopaedia of Southern
Africa as Kirby is the biographer for these texts. Rae, however, sees to it that the
British National Dictionary of Biography registers Barry as a woman. Both draw their
interpretations from the same documentary evidence. In the same way, anecdotes pub-
lished in the wake of Barry’s death were mostly drawn from a single source—the

"' Marjorie Garber suggests that in tranvestism and increasingly among transsexuals, the con-
version from a man to a woman does not threaten the signification of the penis but ultimately
confirms its power to resist the prospective threat. It seems that the biological form of intersexu-
ality, hermaphrodism, serves the same purpose for some commentators (Abelove et al 1993).
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article ‘Dr Barry: A Mystery Still’, in Charles Dicken’s magazine, All the Year Round.
Fragments in the South African Mail and Advertiser and the Kaffrarian Watchman
derive from this account, the rhetorical play of obfuscation and revelation:

His Excellency spoiled him. He became a kind of tame imp, encouraged as amu-s?ng
and harmless enough; but, like such imps, he took advantage one day of his position
and was impertinent. He had the entree of the governor’s private cabinet. One morn-
ing, sauntering in, he had the assurance to make some qucmlo.us remarks on an o?ﬁ—
cial document lying on the table. Finally he worked himself 11A1t0 such an offensive
pet, that his Excellency resolved to give him a lesson; so, sna@ung the little fellow up
by the collar of his uniform, he swung him over the wmd9w silf—a fc»v fect abovc—? the
grassy garden—and shook him. James screeched and cried peccavi. He was forgiven
;nd never offended there in the same way again. Still, every one was persuaded thfqt
such unwarrantable iumours as he exhibited were only tolerated by reason of certain
influences that remain a mystery at this day (1867; e.a.).

These mysterious ‘influences’ that the writer refers to seem t(? be the same partially
identifiable figures that provided the letters of introduction for Barry Yvhereyer he
went. These letters, possibly those of Lord Buchan, or from a conne.ctxon with th.e
Somerset family, seem to have bought him the privacy that. allowed him to ’l@ep his
‘secrets’, bypassing military medical examinations and ga.'mmg the governor’s imme-
diate support. What is interesting in this article, hf)wever, is that, despite the headline,
the primary ‘mystery’ is resolved. The author claims that:

news reached the registrar-general of the discovery [that the body is female], and he
at once called for a report from the proper authority. The report was ‘that aftq a post
mortem examination,kit was found that Doctor James, of her Majcsty’i service, was
not only a woman, but had at a very early period of life been a mother!” (1867:2).

While the question of Barry’s sex is solved, the ‘mystery’- of hi§ double life 1@ pre-
served, infecting his whole being, from his behaviour to his social ne‘tvyorlfs. But ‘FO
arrive at its closure, this story flouts the evidence that there was no official interest in
Barry’s sex and, intriguingly, no post-mortem. . o

Onthe 25 July 1865, Barry, at this point Inspector General ofHospn;z\Is, died in
London of diarthoea, caused by sewage problems in the city. The follown?g dfly his
death was recorded and his age entered as 70 years, his sex as ‘male’. Sophle} Bishop,
the charwoman who laid him out, put her mark next to this record. She a]s‘o mformc::d
Barry’s doctor, McKinnon, that the body she had laid out was that of a perfept. f?_‘
male’. Later that year, Doctor McKinnon wrote to George (T;raham, the Registrar-
General, o give an account of his conversation with Sophia Bishop:
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She then said that she had examined the body and that it was that of a perfect female
and further there were marks of her having had a child when very young. I then en-
quired ‘how have you formed that conclusion’. The woman pointing to the lower part
of her stomach, said from marks here (i.e. striae gravidarum). T am a married woman,
and the mother of nine children and | ought to know.

The woman scemed to think that she had become acquainted with a great secret
and wished to be paid for keeping it. T informed her that all Dr Barry’s relatives werc
dead and that it was no sccret of mine and that my own impression was that Dr Barry
was a hermaphrodite.

But whether Dr Barry was male, female or hermaphrodite T do not know, nor
had any purpose in making the discovery as { could positively swear to the identity of
the body as being that of a person whom 1 had been acquainted with as Inspector
General of Hospitals for a period of § or 9 years ... (in Gelfand & Laidler 1977:136).

In McKinnon’s account ‘identity’ refers to the doctor’s official title of ‘Inspector Gen-
cral of Hospitals’. Similarly for Burrows ‘the question of Barry’s sex is unimportant,
apart from providing human interest’ (1958:81). P.R. Kirby suggests that the War Of-
fice held the same attitude. That it never officially denied that Barry was a woman is
‘hardly surprising, since the matter must have been regarded there as quite unimpor-
tant ..." (Kirby 1965:233). Yet Kirby himself, and the medical historians, investigate
the question in some detail. Having spent a good deal of energy proving that Barry was
a hermaphrodite, Kirby concludes, paradoxically, that he was male. However he was

unfortunately feminine in appearance. This handicap made him irritable and intoler-
ant and yet he managed to become a “distinguished medical man’ (Kirby 1965:237).

His personal foibles, such as his peevishness, high voice, vegetarianism, white poodle
and fondness for umbrellas, suggest his unique and individual sexual status, yet he
remains essentially masculine. Kirby’s conclusion dramatises the desire to both name
indefinite gender and to disavow its significance as a question of private ‘curiosity’.

Biological sexual definition, then, drives a narrative which seeks to close the
gap between public identity and private character, the archival document and the mys-
terious and unfathomable history it indexes. Eve Sedgewick’s work on the ‘Epistemol-
ogy of the Closet’ (Abelove et al. 1993) suggests that in the twenticth century, homo-
sexuality occupies this impossible space between the discursive fields that structure
knowledge. The discourse of ‘coming out of the closet’, as she observes, is subject to
‘contradictory constraints’, in which

the space for simiply existing as a gay persen ... is in fact bayoneted through and
through, from both sides, by the vectors of a disclosure at once compulsory and for-
bidden (Abelove 1993:47).
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Moreover, the very identification of genitals becomes a problem, as male and female
parts dissolve into metaphorical equivalents for one another, Both Goujon and Chesnet
feel that the ‘organ’ could be an enlarged clitoris as well as a penis. Goujon’s account
makes an even more Interesting unintentional parallel. He argues that her ‘vaginal cul-
de-sac is nothing other than the canal of the urethra’. Later, however, he describes the
urethra as a ‘vaginovulvar canal adapted to urine’ (Foucault 1980 131).

The need to escape this self-referential descriptive world forces the doctors to
assert difference, to choose one sex. As Goujon states, ‘the fact is that hermaphroditism
does not exist in man and the higher animals’ (Foucault 1980:139; e.a.)—there are
only malformations. As Foucault notes, hermaphroditism and the concept of a ‘true
sex’ becomes the arena in which the body is forced to yield its meaning:

Biological theories of sexuality, juridical conceptions of the individual, forms of ad-
ministrative control in modern nations, led little by little 1o rejecting the idea of a
mixture of the two sexes in a single body, and consequently to limiting the free choice
of indeterminate individuals ... From the medical point of view, this meant that when
confronted with a hermaphrodite, the doctor was no longer concerned with recogniz-
ing the presence of the two seXxes, juxtaposed or intermingled, or with knowing which
of the two prevailed over the other, but rather with deciphering the true sex that was
hidden beneath ambiguous appearances. He had, as it were, to strip the body of its
analomical deceptions and discover the one true sex behind organs that might have
put on the forms of the opposite sex (Foucault 1980:viti; e.a)®.

Perhaps the difference in the treatment of these bodies by their respective medical
establishments can be traced to the different discourses that these two figures inhabit.
in their lifetimes. Barbin’s story comes to light in her biographical account which she
leaves as a suicide note. This tale can be read as a domestic novel, which combines
aspects of gothic and sentimental fiction with a modern presentation of the mysteries
surrounding sexuality and feminine desire. Asg Tardieu himself comments, Barbin’s
‘struggles and disturbances’ are ‘not surpassed in interest by any romantic novel’

~ (Foucault 1980:123). In Barbin’s case, the sensual charge of her cloistered upbringing
~ with young educated and pious women acquires a new dimension. Her passionate, but

In many ways feminine sexual responses are at once ethereal and erotic. This ambigu-

ity is later figured in the clinical question of whether she has an ‘imperforate penis® or

. PJonathan Dollimore also notes how ‘An old and enduring model of sexual difference, devel-
- oped'most powerfully and resiliently by Galen in the second century AD, had stressed the ho-
mologous nature of male and female reproductive organs; women were said to have the same

senitals as men, only inside rather than outside .... In the cighteenth century, this model gave

way to another based on absolute differences of kind’ (Dollimore 199125 ).
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Do we truly need a true sex? With a persistence that borders on stubbornness, modern
Western societies have answered in the affirmative. They have obstinately brought
into play this question of a ‘true sex’ in an order of things where one might have
imagined that all that counted was the reality of the body and the intensity of its
pleasures (Foucault 1980:vii).

Recent criticism has become increasin gly concerned with the epistemological and ideo-
logical implications of gender difference (and its destabilisation) in Western thought
since the Enlightenment. Nancy Armstrong argues that the Enlightenment breeds a
new woman who is the ‘guardian and guarantor of private life” and thus becomes ‘the
first example of modern psychology’ (Armstrong & Tennenhouse 1987:11). Her work
suggests that conduct literature produced a woman whose femininity resides in moral
depth, rather than the surface glamour of the aristocratic woman. The household, a

marriage of this private femininity with a public, active, progressive masculinity, helped
to

generate the belief that there was such a thing as the middle class well before one
existed in any other form (Armstrong & Tennenhouse 1987:12).

While it is beyond the scope of this paper to interrogate the philosophical and ideo-
logical significance of gender divigion, this link between the household and both mod-
ern government and the modern idea of the subject suggests some of what may be at
stake in defining a ‘true sex’, and with it supporting both an epistemology and a bu-
reaucracy generated within and productive of the public/private divide'”,

In the stories of James Barry and Herculin Barbin, hermaphrodism can be re-
garded as a trope that figures and resolves the anxiety around the threat to a stable,
‘true’ sex. It offers scientific substance to the hollowness of a gender discourse that
cannot account for the contradiction between the doctor’s masculine identity and his
feminine body, or Barbin’s complex subjectivity in which his woman’s body experi-
ences ‘masculine’ desire. The ‘mystery’ surrounding James Barry seems to stem from
his gender but permeates his biographical record. Hig body itself could not resolve this
mystery (Kirby 1976:186). In an era when medicine is enthralled by the biological
possibilities of sexual ambiguity, the medical establishment refused to examine his
body, perhaps knowing it would be futile to interrogate a body belonging to the im-

" Cf. also Kaja Silverman (1992), who argues that modern western ideology is founded on the
‘dominant fiction’ that the phallus, the transcendental signifier which comes into being through
athreat (that of castration) is commensurable with the penis.
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penetrable, masculine world of examiners and classifiers. Perhaps the true mystery
here, figured as sexual anomaly, s the irredeemable gulf between public code, and the
private ‘self’, the classified body and its lived intensities. Thus as Kirby (1976:186)
puts it:

Since today it is known that it is sometimes impossible to determine the true
sex of a person from external characteristics alone, it is possible that Bairy
was a hermaphrodite.

Department of English
University of the Western Cape
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Cetshwayo kaMpande in
Zulu Literature
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Cetshwayo kaMpande in Zulu Literature

out of the way. His resistance gave rise to the tra
rate, but linked, wars: the 1856 battle of Ndondakusuka, where he fiercelessly fought
for the affirmation of his right of succession and decimated the Zulu army in the proc-

ess thus mortally weakening the nation; and the 1879 Anglo-Zulu war which, after
alternate fortunes, saw the complete demise of the kingdom.

gedies that culminated in two sepa-

Cetshwayo’s life

He was born in 1827 to Mpande and Ngqumbazi, allegedly lobola’d by king Shaka on
behalf of the Zulu nation, therefore Mpande’s uNdlunkulu or chief wife. He is sup-
posed to be the heir to Mpande’s clan, and to his kingdom once Mpande becomes king

n 1840 with Boer support.

Various events in his youth reveal that he is brave and that he is being groomed
for kingship.’

After 1853 Mpande begins to fall under the amorous spell of Monase, a wife
given him by Shaka, who was believed to be pregnant with Shaka’s child, Mbuyazi.
Mpande favours Mbuyazi for the kingship, against the advice of his councillors who
uphold the traditions regarding succession, and begins to slander Cetshwayo’s charac-
ter. He lays several traps to place Cetshwayo in disfavour with the people. Eventually
there is open war between the two princes, that culminates in the bloody 1856 battle of
Ndondakusuka, where the whole atmy of Mbuyazi is destroyed and Mbuyazi with
five of his brothers is killed.

Mpande begrudgingly accepts Cetshwayo as his heir, and the prince begins to
effectively rule the kingdom because Mpande can no longer move about.

1872: Mpande dies, cursing Cetshwayo:  ‘Your kingdom will be very brief
because of your lack of respect for your father!”

1873: Theophilus Shepstone (Somtsewu) crowns Cetshwayo king of the Zulu
and imposes the so called “coronation laws’, according to which Cetshwayo must
respect the borders with Natal and must avoid bloodshed.

The main events of Cetshwayo’s reign:

The disobedience of the girls from the iINgcugcee regiment, when they are forced to
marry the men from the iNdlondlo regiment who are about 15 years older. Several
girls are murdered.

The Boers’ occupation of the Zungeni land on the northern border without the
king’s permission. Cetshwayo cannot accept this. Shepstone promises to intervene on
his behalf with the Natal government, but then changes sides when it becomes expedi-
ent to appease the Boers after the annexation of the Transvaal republics. Mbilini
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EThe storm that thundered at Sandlwana, by C.T. Msimang 1976) ar;‘nog g;n;: i e
here as they deserve a much deeper analysis. They should\\;g1 ?:e 0 jec N }();lani
idere e are: two of B.W. Vilakazt’s poems:
works to be considered here are: at ‘
Zulu (Weep, you Zulu) in Inkondlo kaZulu (1935) and NgoMbuyazi GN(I'(;(Hd?];LLSthi{fz
"g’ &eming l\;lbuyazi at Ndondakusuka) in Amal Ezulu (1945); the wor od ;{eR )
g)‘n(;omo brothers. i.e. H.I.E Dhlomo’s English drama Celshwayo1(1237%}31)1Si ] [;711:t]1;~
Dhlomo’s historical novel UCetshwayo (1952); a novel by Hiela .

papers. The
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Ephundliwe (Stripped trees 1968), and a drama by M.A J. Blose, Ugomisa Mina Nje
Ugomisa Iliba (By wooing me you woo the grave 1968). Muntu Xulu’s 1969 novel,
USimpofu, deals only marginally with fictional events that took place during
Cetshwayo’s reign and the king’s figure is not outlined at all; it is therefore excluded
from this analysis.

Due to the proximity of the historical period, to the availability of western his-
torical sources that had a vested interest in portraying the king as a monster, and to the
high level of emotions evoked by the simple mention of Cetshwayo’s name among the
Zuly, it has to be expected that the vision expressed in fictional works will result am-
biguous, and that the authors will represent our character either as the hero who fought
to preserve the kingdom and its ways of life, or as the villain who, through blind obsti-
nacy, caused the downfall of the nation and all it stood for.

Cetshwayo’s figure in B.W. Vilakazi’s poems

Vilakazi is considered the father of modern Zulu poetry. His poems were written dur-
ing the 1930, a critical phase for the black people of South Africa, characterised by
racial atrocities and wide-spread misery. While a number of black leaders vigorously
tried to oppose the oppressive segregational laws, the general populace seemed ex-
hausted by constant in-fighting and by the seemingly hopeless situation in which they
found themselves. Vilakazi, who felt elevated to the rank of national bard by his poetic
inspiration, reflected at a distance on the reasons for his people’s plight. He looked at
historical events with the benefit of historical hindsi ght, and judged them globally as
cither beneficial or damaging to the process of national progress. Rather than in vio-
lent resistance to the oppressors, he saw national salvation in the preservation of tradi-
tional values and in modern education. Any loss of life is therefore condemned as
pointless and cruel. The poet sees the great battles of Ndondakusuka and Sandlwana as
unmitigated national tragedies, in spite of the fact that the Zulu showed great valour. In
the two poems, Khalani maZulu and NgoMbuyazi eNdondakusuka, Vilakazi formu-
lates strongly-felt judgements on the two battles and their protagonists. They destroyed
the Zulu nation, which still mourns the brave young men who perished there. Vilakazi’s
poems may be considered as a romantic externalisation of the despondent popular
feelings which possibly prevailed at the time of writing.

A call for national reconciliation

Vilakazi’s poem Khalani maZulu can be considered a call tor national reconciliation.
It was composed on the death of Solomon kaDinuzulu (1933}, the king who had tried
to re-establish unity among the Zulu chiefdoms, had erected the Nongoma school to
train chiefs’ children in the ways of peace and progress through education, and had
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founded the Inkatha kaZulu cultural movement. Vilakazi calls for a national awaken-
ing to pursue the aims of peace and reconciliation set out by the deceased monarch.

Vilakazi is, to some extent, a poet in the tradition of the imbongi. The subject of
his poem is ‘praised’, or rather, ‘appraised’, in terms of his ancestry and of his actions.
This gives the poem historical depth and relevance. The poet offers a multifaceted
portrayal of the good and bad characteristics of the subject. In terms of his ancestors,
Solomon is praised for continuing and developing the positive plan of peace and har-
mony set out by his father Dinuzulu when he signed a peace treaty with Pretoria. His
grandfather Cetshwayo, however, is especially remembered for the fratricidal battle of
Ndondakusuka and for the hurried venture of the Anglo-Zulu war.

Vilakazi has absorbed and developed the tenets of romantic poetry, whereby a
person is considered a hero with a high degree of human qualities, who has, however,
to constantly suffer a tragic fate. The character that fits this description is not Cetshwayo,
but Mbuyazi, the young prince slain in the senseless Ndondakusuka battle. He thus
becomes the incarnation of the tragic fate of the suffering black, which is further rep-
resented by the humiliation of the Zulu royal house. The tragic element is also recon-
structed through the wailing of Zulu women, who lament their fallen husbands and
sons, like the women’s chorus of a Greek tragedy.

When also Cetshwayo is portrayed as the tragic hero, his tragic flaw is seen in
not recognizing that fratricidal fights would lead to the weakening of the nation, at a
time when only absolute unity would have atforded the strength necessary to with-
stand the threats of foreign interference. This tragic flaw becomes even more notice-
able when he rushes into war against the British, although he knows that he can not
win. Even though some battles were won, thus restoring Zulu national pride, the war
was lost, and so was Zulu independence.

The oral bard had also expressed the popular fear of a war against the whites:

UMzingeli kaShaka benoDingane,

Uz’ uzingel’ ubuy ubuye nganeno mntakaNdaba,
Ngaphesheya kukhon’ abaMhlophe,

Uze wesab ' imiland’ emidala,

Eyayenziwang’ avihlo

(Cope 1968:219 lines 73-77).

Hunter descended from Shaka and Dingane,

Hunt and return, keep on this side [of the Thukela], son of Ndaba,
Across the river are the white people;

Be fearful of old wounds and grudges,

Caused by the actions of your forefathers.
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The internecine destructive war among the Zulu factions culminated at N dondakusuka

where the flower of the nation i 1
2 perished, thus opening the way for th ites to s
the Zulu inheritance. : ’ o whites to seal

Nibon’ ukuth' amankonyane

Osapho lukaMlungukazana

Asencel’ izinkomazana

Ezazimiselw’ abantwana
Benzalo kaSenzangakhona (Vilakazi 1935 :25).

Can’t you see that the calves

Of the despicable white man’s race
Are sucking dry the milk-cows
Which were destined

For Senzangakhona’s children?

Vilakazi scolds the opposing factions for causing irreparable h

should have united against the national i e They

dr enemies rather than destroying eacl
! ‘ ) € ! S ach ot . S
top-slicing the flower of the Zulu youth, the hope for the future e e e

Seniyakhohlwa yin’ ukuthi
Nathi nibhixana bukhomo,
Nichithan "eNdondakususka,
Nafa ningashiye miphako
(Vilakazi 1935:25).

Have you truly forgotten

How you destroyed one another,
Utterly wasting each other at
Ndondakusuka,

Letting death triumph on a barren future?

T .
Ci;en}())?zt Igoilms for Mbuyazi and the Zulu princes killed by Cetshwayo. Their bones
¢ distinguished from one another, and Mb It I . ‘
: , uyazi, the princ
‘hlS hands the fortunes of the Zulu nation, cannot be o b
cannot be found. The poet appeals to the Zul

4 aken into
given proper burial, as his bones
u to listen, at least, to the cries of the
oved ones on that harsh plain.
not enough to bring the nation to
oody war against the British, The futility of
wayo’s Pyrrhic victory at Sandlwana, where

' As if the blood poured at Ndondakusuka were
1t$. knees, Cetshwayo later hurried into a b]
this all out war is demonstrated by Cetsh
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Vilakazi blames Cetshwayo for thoughtlessly taking Sthayo’s side and thus
rushing into the Anglo-Zulu war, which proved the last straw that finally destroyed the

Zulu nation. A . . .
He believes that only through peace and education can1 eal progress be achieved.

Cetshwayo is thus compared to Dinuzulu, who, rather than waging wat, mgned ‘t.he
peaoe treaty, and to Solomon, who worked within it to establish unity in a positive

way.

[n spite of his negative judgement on Cetshwayo, with a bold metaphorlthat
speaks volumes, the poet stands in awe in front of the king’s figure as he contemplates
the irreparable loss of his departure from the historical scene:

Kwaf” inyon’ enkulu,
wabola ngish’ amagand’ ezikaQwabe

( Vilakazi 1935:25).

When the great bird died, even the
eggs of the Qwabe nation became rotien.

ird, 1s C - amaqanda are the eggs, the seed
Invon/ enkulu, the great mother bird, is Cetshwayo; amaganda mlL the ;ng ! !
ene . t atl since Zulu and Qwabe were
[ futur rations; Jw refers to the Zulu nation, since £ .
of future generations; Qwabe . ol Q e
hrothers. Once the great mother bird that brooded over and protegted the Zulu nz; 0
has cone, it is the end of the future: the eggs remain unproductive, they rot out: a

hope is destroyed.

. ary? M £ b .
Mourning for Mbuyazi’s disappearance

In the poem NgoMbuyazi eNdondakusuka Vilakazi\ \joins a num/bc; oi‘ ZUNWVXCTC; ;?
the 1920s, 1930s and 1940s in presenting the evil effects of ubut m} at:z, or . ;
The poet highlights again the tragedy of N(}0&1{12&1@\&1]&?Lf w \eré sclx‘n?(ng ){Weei
7ulu lost their lives together with Mbuyazi, a prince t'h.at C(.msmut? ha in reaq o
the Zulu nation and its founder, King Shaka. Mbu‘yazx 15 pl(iSCﬂYf?( g O\iﬁve ’Oa e
victim of Manembe’s black magic rathfer t(l;a;l if Ce}\t/?g“;?;? ;l;e;ios\ib:dq O\;;zhmugh
«uses Manembe, Cetshwayo’s inyanga, for deieaing uyazl 1 C c ! .
;:; ;ZI:VA;:SCZT{EL[)‘LH/’ZGI(Qlh?(WﬁChCTaft), when he was ablAe ﬁolséiea! Mbuyazi’s shield for
Cetshwayo to kneel on and thus bring utter defeat on hisz qozla. e veords. The
The first stanzas are in quotation marks, as 1f they were M ?nycx,}zll S " f.a.c -
prince spurs on his iziGqoza in spite of the Frelrxner{dox\s oppomtmn‘ It\/I ii;ibe’g gm_,
namely, Cetshwayo’s uSuthu regiments, the rising Thukela river and M« $ S
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ister power. Thus it is both human and superhuman powers fighting on Cetshwayo’s
side.

Witches, such as Manembe, do not simply kill a person, but destroy also his
life-chain, his essence, as corpses are used for evil medicines. Normal burial allows a
person’s life to continue in the world of the amadlozi (ancestor spirits), but witchcraft
makes this impossible, and the deceased is condemned to wander about for ever. He
cannot, therefore, become an id/ozi, he has no life. Hence the poet’s desperate search
for Mbuyazi’s bones and those of his companions. The Thukela river, whose waters
are supposed to be life-givers, knows nothing about those bones, as witnessed by the
river animals questioned by the poet. The prince has not been assumed into the world
of the amathongo, or spirits, either, as the poet carries his search into the moon, the
stars and the planets. Nothing and no-one can be found able to point to this valiant
prince and his retinue. Their death was, therefore, a complete loss, a supreme waste of
young lives. This image powerfully stresses the futility of Mbuyazi’s life and that of
his comrades in arms, and of the evil battle that put an end to it. The witchcraft of
Manembe has obtained its purpose: to divide the nation and to destroy a sizeable
section of it, by fomenting hatred among the brothers.  Vilakazi regards the death of
Mbuyazi as a historical catastrophe for which Cetshwayo and Manembe should be
called to account.

H.LE. Dhilomo’s Drama Cetshwayo

Although this drama is written in English, it can be considered as Zulu literature in a
wide sense. In fact, Dhlomo is a Zuly by birth, writing about Zulu historical events
and projecting the Zulu point of view, in a language filled with Zulu idiomatic expres-
sions and in a style that reflects the imagery found in traditional Zulu literature. The
writer intends to reach a large audience, and to present the reasons for the present
plight of the Zulu, and of all the Africans in this country. The drama was written in
1937 and circulated in manuscript form. It only appeared in print in the collected
works of H.I.LE. Dhlomo, edited by Nick Visser and Tim Couzens in 1985, Cetshwayo
istegarded by some critics as the most important and the most interesting of Dhlomo’s
plays, as he demonstrates the ability to handle western dramatic techniques.

The drama is sealed between two tragic events: the report of the death of
Mbuyazi at Ndondakusuka, and Cetshwayo’s own death at the hand of John Dunn, the
British patriot who comes to represent the strangling forces of the colonial system
against which Cetshwayo was forced to fight in order to preserve his kingdom.

The initial setting is crucial: a messenger brings the news of Mbuyazi’s defeat
to some women working in the fields. The ensuing wailing for the slain prince is like
the lyric chorus in a Greek tragedy, and shows the pain that war has caused, and all to
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satisfy Cetshwayo’s hubris, or wanton insolence, as he has fought to ens’l{re t.hje thxo:;i
for himself. People are terrified by the war, by the fear that Cetshyv?yo s reign ml%[, )
be characterised by bloodshed, and by the fact that the two princes’ fi ght demonstrates
( ivisions in the nation. .
e dee}é:tls\g;ayo’s hubris does not stop there, He shows an Qbstinate emmtyi'ul)lwards
his father, whom he blames for selling the nation to the \yh}tes, both materially ]il:t !
spiritually. Materially, by satisfying their hunger fo.r land; spl-rltually, by allowmgl; w .
missionaries to work in the kingdom thus subverting th'e minds of }.lour?g.peho,p e \«(/1 )
western ideas. He is ambitious to ascend the throne while Mpande is still alive and to
g ss his father’s mistaken policies. )
ICdr%S}};;; :;rlte}atest antipathy ?s naturallty resqved for.the whites: he exy;ressels a he‘rltlzz
antagonism against the colonists, and especially against Shepstone, whom ; 1oniS
like to see dead. John Dunn had made it known thﬂat'he Wantgd tp become a Lli u. s
conversion to Zuluness was however only supe‘if?cxa.l, to s.mt‘ his own \1ust an xlrlx et
ests. He is seen as a pawn in the machinery of Brxusb imperialism t.hat 18 event?a ydlo
destroy Cetshwayo. He represents the false friendship of many whl?es whz o:}c\tir hi}sl
spoke kindly of the Zulu king, but inward}y were completely unsymgit‘ edx fo s
cause. They, in fact, cannot achicve their objectives as long as the grezit1 e 61‘1 e ] Ber
Zulu is alive. To this group belong Lord Chelmsford, the British general, and a num
/hi 1es. ‘ . .
Of“hlt%l?:sgsrleozia(r)ppositions that delineate the terms of the ?opﬂxct are t.huii }dirtllt;
fied: Cetshwayo is determined to fight for the indepepdence ofhis terlriltogyJ a;: ];) H,m)
preservation of Zulu customs and traditions. The British ‘(ShepstpAn? and John )lf )
intend to subjugate the Zulu kingdom under .the excuse of thevcwﬂxsu?g 111(125‘55(;1;; he
British Empi'rc, but practically because they mtend to e.xtend' the. Emplrc}.]'1 e stteri I}l/ :
war victories become hollow, but he still resists, Lmt.xl he is killed, w' i e’ u.~ . )i;g ;
final challenge to the whites, reflecting the powerful image in Cetshwayo’s izibong
quomdéﬁiq\}/xe\;vayo has enemies also among his own peqple, in the per;qns f(?f }ihﬁllzu,
and Zibhebhu, who plot his downfall for personal gain. They hgte ; l1m or i hig;
Mbuyazi, and claim that he has become very‘.arrogant and msoBentlsmuce Or‘;
Ndondakusuka victory. They really want a form of lr}dependence.thh .11‘[13 h supp en.
It is interesting to note Dhlomo’s portrayal of Cetshwayo in reﬁ]atx.ontt(.) wo;zlt h;
who play a major role in this play. His mother, f?r whom h’e S'hoc\;/bt grea dlsets}}l)e L
Mageba Lazihlonza (1962), does not appear at all. The harsh dttlv\u e towar s ihe ?h-/,a
of the iNgcugce regiment, later shown in tbe play Ugomisa mma—nje;:qc;r D.ur,m
(1968), is hinted at here, when Cetshwayo forces a number of women to marry

fiton’s ti ith the Zulu kingdom.
so as to strengthen the Briton’s ties with ‘ . ‘
And yget it is the women that give the hero a human dimension: Cetshwayo
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earnestly woos Bafikile, but she, like the women in the initial scene, is scared by the
threat of bloodshed that hangs over the nation. Cetshwayo does not listen to her plea
for moderation, and does not care about his own wife’s jealousy. The king’s obstinacy
thus causes problems in the nation and in his own family.

When Cetshwayo’s passionate anger gives way to a more realistic mood and he
advances the idea of solving problems by negotiation, his councillors advise him that
the Zulu army is itching to go to war. The king must not worry; he must simply declare
war and the ancestral spirits will be pleased to fight on his side. Cetshwayo’s anger is
further aroused by the colonists’ claim that he should obey the king of England. He
decides to take the final plunge and declares walr, to the great acclaim of his army.

In the European camp, in the meantime, Harriette Colenso tries in vain to per-
suade Shepstone to view Cetshwayo in a positive light. She and her father are great
sympathisers of the Zulu nation. Shepstone, seeing that Bishop Colenso might consti-
tute a threat to his ambitions over the Zulu, asks him to leave politics to the politicians.
At the same time a message is received that a tragedy has befallen the British army at
Sandlwana.

The moment of final recognition of the forces allied agamst him comes at the
following battle of uLundi, where Cetshwayo is utterly defeated by the British. He
feels betrayed by people very close to him. When Bafikile sees him in a desperate
state, she cries endlessly, thus reinforcing the theme that it is the women who are left
to mowrn over the dead heroes, Theswhite imperialist wrench tightens. During an audi-
ence with John Dunn, who is accompanied by Zibhebhu and other armed men, the
king is fatally shot by the Briton. Hubris has been vindicated, the whites’ plot to de-
stroy him and his kingdom has been brought to completion. Although the Dunn’s
shooting incident is not traceable in history, it dramatically portrays the Zulu Suspi-

cion that Cetshwayo was murdered by the British, probably by poisoning, since they
had plotted his downfall all along. With his last breath, Cetshwayo heroically and
defiantly tells Dunn: ‘Ugejile’, “You have missed!”. Cetshwayo’s word means that, in
spite of their apparent victory, the British have failed to crush the spirit of the Zulu
kingdom.

In Cetshwayo, Dhlomo proves that great tragedies are the stuff of real life, and
that a competent writer can create one in any setting, even in Africa. He applies Shake-
speare’s dramatic theories, at times twisting historical details, so that his play can be
seen as a classic example of tragedy in an African milieu and with a very distinctive
African flavour.

The work can be considered a political statement on the times of its writing.
Blacks were severely oppressed and dehumanised by whites. Political freedoms were
denied, the African voice was constantly ignored, no matter how reasonable or au-
thoritative it was. Even the missionaries who stood up for the Africans were sidelined
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iti ; 1 ] hear was

and unceremoniously told to leave politics alone. All the whltfs \;/5;1‘(2(51 Ctl(z1 pear e

i rei ¢ for was their own commercial and finas I st.

r raison d état, all they cared : roial : : oot

gletl t}:e African spirit cannot be crushed. Cetshwayo’s murder is the s;gn of (;hefu o
l 1S i S of n

d;gradation of the white man’s system of government. His blood is the see
F a of freedom.

ife, ¢ marks the dawn of a new era o ‘ o ) -

e dndCl‘ tshwayo (1985) 1s also a reflection of Dhlomo’s life experxcnce‘lHlls ie}l}a

. L 1 g strai elt that his

tionships with his white superiors on the mines were very strained. ?z firto t e

i;tellecptual abilities were not appreciated, but were rat}?er gb;secg an :;ddi}; e
| s to the stress he suffered, he became =d

1se he was a black person. Due . ddicred o

zzl:ohol which would eventually lead him to the grave: H.e blamed threhso?ui) }; e

situation, and his white superiors, for his ills, thus identifying with Cetshwayo’s plight.

’ ‘e po (1952 ‘
TRhRR lg)lllll(;?;g ;x-f)]t(;l::lexgé)zi(laom C)etshwayo for different purposes. W)h}l.e “Helrbf.rt‘
ot o wri tragedy. Rolfus wanted to produce an account of the king’s life t 1av Is
oy e Wmﬁ afréfonz,l:ised. He wanted to set the records Straight about the; evepts in
(élﬂt};;]:\?;fg}z li}tie liie thus contests the accuracy of information g%ven:‘)y \;&é}.mg E;s;(i]r;
by i i ; int of vi f the victims, i.c., the King ¢
ans by interpreting them from the pont of view 0
ol m;]lg;tshwayo (1952) follows Dhlomo’s journalistic method of telling a ;lcpmix;;
story in each cha;ﬁter, without following a strigt chfrogi)lgiiia; ;)(r)i]e;. 5;1;, E/;:i };e)iwn
~ 5 . 1-0
et v in | hc‘ Cxlegleyisc ?Iilfs(d:)?elgofz;;ggo:n independent approach tQ the eyents
CCtShW?XO 1{‘ pleriolgé issﬁe with several misconceptions of Cetshwayo (‘ilssel.nma.ted
o ]LO‘ICCIU‘]'Y' ? z‘mkd other writers. The criticism levelled at his earlier h.lstorlcal
P OHZICJIH Skin s made him distrust stereotyped sources ab.out thei history .()f
“0"?{15 O::) t?ee UuCL;z‘slmgfgayo (1952) is a strong vindication of a naponal hgur};, \:1/;:1
zlcf\i/er?;l srguments against the slanderou; i.nterpzltzsaitg;?ssi Ct}l;:ﬂl;;\g by the British,
e ha? rk())?rtxr i}rszdvl:?; ‘Se(;ii?i;; pgﬁ‘;:l:)m(r IZ);%_: 1) highlights ‘;he ;easo;§§ og ?}12
4 o 5 e surprised that he suffere
Conﬂmu?d Vie\jvs 'ablOeu\tNg: I;}:g: i/gge\;:f i;hlogg(’; :;/Zteg Mpalrjlde was unable to move as
e beciuscf‘;t and then ascended the throne after his father’s de?th (1.872?
" had gr(?“f“ iohist(;rical time. The problems were the result of .Mpande s policies,
e dlfﬁcuth hites large land tracts as a form ofcompensat}on f<zr thel.r bjupport
0 o had gwenk' eyglom betshwayo not only disagrees with his father sApohcles, but
e gam“ngfthe dl\lzlii?th th(; problem of unlawful occupation of land by Wh1t7es. Dhlorfllo
];?sxosba(lji(;vicsethat Mpande’s curse might have contributed to Cetshwayo’s flaws, al-
[e h
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though he maintains that Mpande was completely irrational in this. The onl

the author attributes to Cetshwayo is the appointment of John Dunn, a former fervent

friend of Mbuyazi, as a chief, with dire consequences during the Anglo-Zulu war.
Dhlomo is however adamant that many of the criticisms thrown at Cetshwayo

are completely unfair and irrational since they are just sweeping and unsubstantiated
assumptions.

y fault that

Kepha kukho konke lokhu kasilizwa nelilodiwa izwi nesenzo esenziwa nguCetsh wayo
esikhomba ububi bakhe nokukhohlakala kwakhe (Dhlomo 1952:13).

But out of all this, we do not hear any word or action done by Cetshwayo which
shows his perversity and corruption.

Dhlomo (1952:10) also points out that Cetshwayo
who had bitterly opposed him, was still alive
by the jealousy of a father who feared t
ship qualities than himself,

Dhlomo fights the perception that Cetshwayo is a cruel killer. Whites have
maintained that no Zulu king ever killed on legal grounds, and they have used minor
incidents to discredit Cetshwayo. On the sensitive point of the iNgcugce girls’ rebel-
lion, our author argues that Cetshwayo was simply pursuing a trend set by his father
when he gave the iNdlondlo permission to marry the iNgeugce regiment. Before
Mpande’s death, many regiments had been given permission to marry, and Cetshwayo
was simply continuing the tradition. Dhlomo denies the allegations that Cetshwayo
killed a large number of iNgcugce girls for defying his directive. He states that, ac-
cording to eye witnesses, not more that ten girls died during the operation. What shocked

the nation was not the number of girls who died, but the young women’s defiance of
the king’s order, because they thought |

1e would not be able to take strong action
against them as a result of the coronation

laws laid down by Somtsewu.
Another incident blown out of all proportions is Cetshwayo’s unsuccessful at-

tempt to stop the fight between amaMboza and iNgobamakhosi, which resulted in the
death of about seventy men from the two regiments. According to the British, these
incidents proved Cetshwayo an incapable leader. They accused him of deliberately
he fight because he enjoyed seeing his people kill one another.
To the British Cetshwayo is a fearsome monster. They take control
vaal in fear that Cetshwayo may have ambitions over it. Once they have ensured the
Boers’ loyalty to the British-led confederation, they fear that they could be in d
of being destroyed by Cetshwayo. Dhlomo however portr
king who seeks to negotiate before venturing into a fig

ascended the throne while Mpande,
» and that his father’s hostility was caused
hat his son would demonstrate greater leader-

of'the Trans-

anger
ays Cetshwayo as a peaceful
ht. For instance Cetshwayo
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asks Somtsewu to place British settlers between the Zulu gnd the Boers ?Spfcﬁl}‘fl rllg
t}\xe‘Zungeni area, because he is afraid that conflict might arise betweer} his p;op ea
the Boers. This sounds a rational plea, which Somtsewu deliberately ignored. Lother
s. This ¢ ‘ !
The whites further regarded Cetshwayo as a warmonger who emourag{e) h?
black populations to rebel against the British sovereignty. Accordm‘g toh o (112;)1
(1952'37) Somtsewu complains that Sikhukhuni has come to1 bl(;wiqlwmh the 'blrex 1;0(
aus : ing i st
5 bee § Cetshwayo. The king 1s also held respon .
because he has been befuddled by ‘ eld responsitle
i itish and the Xhosa, which were, however, |
the endless fights between the Bri A ‘ however, encemie:
is ¢ ither with Mpande nor with Dingane bu
Cetshwayo is compared neither wi ‘ ) ane but with e
X the 2 ati ‘ haka. He is a great experimenter who tries to 1
founder of the Zulu nation, king S e ot Dinine
' ¢ the Zulu culture that had occurred during g
and repair the damage to the . . eeur ng the reen o
'] iving during a time which is completely ditl ‘
and Mpande. As a prince hving h e e
is best f ation, at least if compared to Mp R
Shaka, he does his best for the nation, : ' | ’ ©
}SEchn Somtsewu in 1873, during the coronation ceremony, state.d that Cetshwayo was
the best among all African leaders with whom he had 1had dea:sggéms ol i war
shrw - peace lover who { s
Dhlomo makes Cetshwayo appear as a | . gnes v
1 in the ¢ ath seeks to establish peace with his opp s
n him and in the aftermath see P ! ) ents.
g)rtcs(:{w:ye ismno longer an evil planner: even Frere, the British commandz in Nat:}l, 12
N 1 itish ¢ t Sandlwana, does
1 ¢ fter destroying the British army a
ised as to why Cetshwayo, after des g tish army at Sang > d
Smtp 11:§ck the defeynceless Natalians while they are waiting for reinforcements from
nota S8
t ' : . . . _ ’ .
. amAccording to Dhlomo, Cetshwayo believes in a fair fight, amcll1 thatf E)eoptle shoullgil
' : s to supp
i i =s help from a Thonga doctor who offers
be killed only in battle. He refuses . el e
i i | (destructi icine) to poison the water and thu i
with umuthi (destructive medicine) i ter 2 '
1Ililrrintish Cetshwayo turns down the offer because his intention is to fight and defeat the
itish in bz annihi them. v
British in battle not to annihilate y L -
The Zulu army sustained a large number of deaths at R}:)rl;c ] Drlf‘; z;nd rljl};k; 1;?0:[
ing to y 1952:71), Cetshwayo had wammed his
According to Mehlokazulu (Dhlomo. ¢ ' : .
to cross t%w Thukela to Rorke’s Drift. Again at‘ Hlobane,.he wambedt gis g era
Mny‘ur;am not to allow his army to attack the British in their camp, but the oppos
L. « a Pl &
ned. o ] e bout
peppe From the battle of Sandlwana to the return of Ce.tshwcxyo trom.cxﬂe,bg(ég
eleven thousand Zulu soldiers lost their lives. After the' kingdom V-ths SIS;:Z?: Fver;
1 - the authority of the thirteen appointed chiels. B
the Zulu suffered horribly under onted chels e
F Cetshwayo because there was m .
Boers demanded the return of Ce b . re ble .
td}fring the king’s rule. This proved that the British were wrong in j[hmr aasx;]mpnonetv ea“
cople were unhappy under Cetshwayo’s reign. As a matter of facz Cets \Zi\ggut o
gstabh'shed the Ekubazeni homestead to shelter people who hac? efn len()d‘thirsty
izangoma as dangerous witches. This means that Cetshwayo was not a blo
zan 2
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tyrant who killed on barbaric grounds. The Zulu know that Cetshwayo had tried to re-
establish the might of the kingdom, something they were longing for. He was thus able

to fire the people’s patriotic imagination, and he was loved and supported throughout

his life. When the king went into hiding after the destruction of his uLundi homestead,

many people were tortured and even killed, but no one revealed his whereabouts.

He held no grudge when he was in exile in the Cape. When he was visited by
Sobantu (Colenso) and his daughter, he asked about many people in Zululand, both
friends and enemies, such as Hhamu, Zibhebhu and John Dunn. In England, Cetshwayo
explained that he would not be able to live with John Dunn as a neighbour since he had
destroyed him in all respects. Cetshwayo sustained both physical and spiritual wounds
after the destruction of the people of note by Zibhebhu in 1883.

Dhlomo tells the story of how Cetshwayo’s inyanga, Manembe, through his
powerful magic had contributed to Cetshwayo’s victory at Ndondakusuka, by stealing
Mbuyazi’s shield for Cetshwayo to kneel on. Later, Cetshwayo and Manembe quar-
relled because of Manembe’s son’s death while serving at the king’s palace. Manembe
accused Cetshwayo of acting abominably: the king should have informed him, and he
would have tried all means to heal his son. He then boasted that while Cetshwayo had
won the Ndondakusuka battle through his magic, he had let his son die. Seemingly the
king’s advisers called for Manembe’s death, fearing that he would try to kil Cetshwayo
through his magic. A group of people was sent to kill Manembe. Before he died, he

cursed Cetshwayo that his rule wowuid not last for killing the person w!

ho had put him
on the throne. Dhlomo argues that a

ithough Manembe’s accusations angered the king,
itwas the people around him who thou ght the king in danger and disposed of Manembe.
Dhlomo’s portrait is therefore a positive reconstruction of

his central figure in
Zulu history.

Cetshwayo in two 1968 fictional works

The year 1968 sees the death of king Cyprian kaBhekuzulu, and the rise of chief Gatsha
Mangosuthu Buthelezi to the leadership of the KwaZulu homeland. One of his first
actions is to try to revitalise the cultural movement Inkatha kaZulu, which will later be
transformed into a liberation movement to oppose the ANC and eventually into a po-
litical party.

Two fictional works on Cetshwayo are published in 1968: the novel Jmithi
Ephundliwe (Stripped trees by Hlela and Nkosi) and the drama Ugomisa mina-nje
ugomisa iliba (By courting me you may court the grave by M.A.J. Blose). Both works
present a rather negative view of Cetshwayo’s rei gn, in spite of the rehabilitating work
of R.R.R. Dhlomo.

Both works intend to encourage a deep reflection on the historical events dur-
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ing which they are written: Hlela and Nkosi’s novel, by stressing and exagg}c—:rgtmg%t};e

1 “etshwayo’s lifi to sound a warning: ‘Don’t push the Zulu
cruelty during Cetshwayo’s life, seems '
UlOIiO}LIIS past too far: it was not all glorious and clean, and we might no't be p.rep?rec? tg
?ctum to it wholeheartedly!” Blose’s drama seems to emphasise anotﬁler ungqtan 1)01(;’1 q
. J aQ 11 . an a
“hi zv icles d, by commentators, as political expediency
Chief Buthelezi’s policies are read, : B s
; - [ co-operati ith the apartheid government. Politicai exp
half-hearted way of co-operating wi . A " | oxpetioney
ine’s father in Ugomisa, to betray his own daug :

caused Nggengelele, the heroine’s . : 5 ray fiis own da 7
to murderg %cr lover. Is this then worthy, in spite of the consequences it may bring to

one’s family? . . o i
q«heitories are fiction, not history, and they po.rtx ay Qegatwe aspects (l)t hul?x
behaviour as symbols of what might happen in reality. History pl?wdes 1t1€ atL L;d

i interpretations that me acts relevant ar

t ile ficti id sal interpretations that make the fac

facts, while fiction provides universa 1 make the facts relev: !
meaningful for those who are able to read between the lines at the particular time th

works are written.

ithi Ephundlive (1968) . i ) o
fl,l’él;l& II]\Jkosi’s novel is a slightly fictionalised account of the Anglo-Zulu war. The

i 15 Cet 's obstinacy itigated

reason they find for this national disaster is Cetshwayo’s obstumlcyt/ Imd umtrilz/t;gway

is cronies mnac ely nega ,

The e trays Cetshwayo and his cronies n a completely . A

cruelty. The novel portrays d b P& ompletely Mo

ich mspires 5 athy for them. For instance, Celshwayo’s : ,

which inspires no sympathy for . st urite seou

Me}ﬂokazglu is depicted as a murderer, a wicked and cruel person. He‘kd}ls ?{1haya(;d
wife because she talks slanderously about him to the lady he woos. Cetshwayo

i : 1 sands of peo-
those around him are openly blamed for causing a war which took thousands of |

hle’s lives. . o ’ - - NI
: There are a number of hair-raising incidents that go agamst]‘my historical rcc;nt :
oardi atal messengers sen
I Sus such as the one ragarding the Na
or widely held ulu customs, suc ' Nata sengers sent (9
request that the murderers of Sihayo’s wife be brought to the colonial gove

They are brutally killed on Cetshwayo’s own instruction:

indlelu ebheke konir i,
Babambeni nibakhiphe amehlo. Bayonuka amakhala indlela ebheke konina abbalL;ng g
" ’ . inj ‘ ! Ngithi mbeni!
boncela bajuphulule imibele yendelelo. Izinja lezi! Babambeni! Ngithi babam
’ . . rci 10619
Udama vini’ Babambeni! (Hlela & Nkosi 1968:12)

Catch them and gauge out their eyes. They will smell the way back to their mothers,

) o ; ol 1 st
the whites, they will suck dry the teats of insolence. These are dogs! Catch them! I say

catch them! I swear by Jama! Catch them!

Yy i 1 Ssen-
This episode would run contrary to the Zulu custom that [sithunywa asoni (A m;:s

1S ‘ " 1 (o - {e 3 e ,Or .

ger is Ir)lot responsible for his message), and is not based on any historical rec
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Cetshwayo is portrayed as a raging and superstitious maniac who kills a lunatic
for pointing at him with a bone. He is disrespectful, as he calls Somtsewu a mere
person, disregarding his official position. He spits on the white man who comes to
arrest him after the defeat of the Zulu army. And yet, the king’s arrest |
leaderless and dismayed.

The king is deeply upset by the various defeats suffered by his army after the
Sandlwana victory. He believes this is the result of the death of his doctor Manembe
who has been swallowed by a python. He blames the defeat at Rorke’s Drift on the
insubordination of Zibhebhu, who i gnored the king’s warning not to cross the Thukela
to pursue the whites. At Hlobane, another great battle not described in other Zulu
works, the Zulu army valiantly engaged the British, putting up the last desperate fight
to save king and country.

It is difficult to contextualise Hiela & Nkosi’s darkly negative portrayal of
Cetshwayo. In their preface the authors clearly state that what they write is not history
but fiction. Perhaps they might have felt that, from such a negative picture, there could
emerge the positive message that fighting against whites was useless and that only a

maniac would engage in such an enterprise, when the law enforcement forces were so
strong.

eaves the nation

Cetshwayo in MLA.J. Blose’s Ugemisa Mina Nje Ugomisa Iliba (1968)

The play, Ugomisa Mina Nje Ugomisa Illiba (By Courting Me You are Courting the
Grave) (1968), considers a series of events that depict Cetshwayo as an unreasonable
tyrant, ready to force his will on the innermost feelings of his people, namely feelings
that concern the choice of a marriage partner. In fact, it deals with the king’s order to
the iINgcugce regiment to marry the men from the iNdlondlo regiment. Disobedience
to the king’s command may mean death, as the title clearly implies. The play poses the
honerous question of how far can the state go in imposing its demands, when they
infringe on individual freedom? Could the cruelty that surrounded black people in the
late 1960s, the fights between ANC, PAC and Inkatha, which all claimed to be fight-
ing for a better dispensation for the blacks, be justifiable? Are political interests above
individual rights?

The iNgcugee’s disobedience is construed as a precedent capable of disturbing
the king’s running of the country’s economy, because it was through the regimental
system that he was able to balance the country’s population with the country’s economy,
by allowing only certain regiments to marry at any given time, and to impose fines on
the transgressors in order to raise cattle for himself and the nation. As a token of
appreciation, the king paid lobolo for the regiments who offered their services, which
were greatly beneficial to the king and his family, because they did a number of jobs,
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including: ‘building military kraals, planting, reaping and making gardens for the king’
(Webb & Wright 1978:30).

When Cetshwayo ordered the iNgeugee regiment to marry the iNdlondlo, he
expected to be obeyed. Attitudes were however changing. The influence of the white
colonists, and especially the coronation laws that restricted Cetshwayo’s ability to en-
force his will, echoed in people’s minds to the extent that the iNgeugce girls felt able to
challenge the established mores.

The play opens with the nation’s astonishment at the iNgcugce's resistance to
the king’s order. The assembly is blazing with indignation and calls for the death of the
iNgcugee, while the king complains that his power is being curtailed by the white
authorities.

Most of the characters in the play are angry with the girls who seem to jeopard-
ise the king’s reputation. The problem with some of the girls is that they have already
secretly chosen their lovers. This group i3 exemplified by the two main characters,
Nontombi and Maganda, who are deeply resentful of the king’s command. They do
not want to even consider breaking up their relationship. Nontombi’s father,
Nggengelele, a royal councillor, knows that the young suitors’ disobedience reflects
negatively on his loyalty to the king, and therefore takes drastic action against Maganda
whom he regards as a rotten young man who undermines the king’s word. Nggengelele
is prepared to show that his loyalty to the king overrides concerns for the harmony of
his family. The two lovers try to escape {0 Natal. Unfortunately, they are caught by
Nggengelele and his men as they are about to cross the Thukela river. Maqanda is
killed by Nggengelele and Nontombi drowns herself after seeing her lover dead.

The question remains: who is to blame for the death of the two lovers?
Nggengelele kills Maganda out of political expediency. Cetshwayo is angry that his
word is defied by the iNgeugee. This incident takes place under the hostile watchful
eyes of the British, who expect him to respect the coronation laws to put an end to
wanton murders. The girls dare disobey the king’s order on the grounds that the ways
of the heart must be followed, and that the king has no right to enforce this traditional
practice.

The girls know that the king’s wings have been clipped by the Natal govern-
ment, which also encourages his opponents to cross over to Natal. This freedom makes
it difficult for Cetshwayo to enforce tradition in the ways his predecessors had done.
The king complains that he is unable to punish wrongdoers in his own country, be-
cause, when he tries, they flee to Natal where they are welcomed as they reinforce the
picture that the Zulu kingdom is brutal while the Natal government is benevolent.

Blose makes Cetshwayo responsible for the death of the iNgeugee girls. Dhlomo
had explained how this incident had been blown out of al] proportions by the Natalians
in order to disgrace Cetshwayo in the eyes of overseas people, and to reinforce the
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sentiments t.hat the kingdom should be brought under the ‘civilizing rule’ of th
British empire. In the play, Cetshwayo does not order the girls’ massacre; he le
expresses his anger at the iNgeugee’s disobedience. His elders inter re} th . On t
that he wants them to take revenge on the girls. " e
In .thxs romantic drama, the reader’s sympathies go to the two main character
Nontombi and Maganda, whose love relationship is forbidden by the nation and S
consequently obstructed by their parents. They know that pursuing thei; love ‘c ( fcbl
mean death, and they accept the challenge, as it is stated in the title ‘By choosin o
you [.may] choose the grave’. Maganda is prepared to die for N&ﬁombi éxldgt?e
promuse is fulfilled at the end. Nontombi then chooses to follow her Iove; in de: 1;
rather than betraying his memory by accepting to marry someone else e
Blose’s drama regards the lovers’ death as symptomatic of thehétional traged
faced by the youth of that time. The INgeugcee regiment’s rebellion casts a cfugr ox)n/
Cershvs’/zx){o’s reputation, portraying him as a hardened king who does no; éfx;ehfor his
people s lives. The death of these two characters makes the reader reflect on‘thé vali 11
ity of Fhf: whole body of tradition, when it seems intended to strengthen the handu;
the privileged classes to enforce ways that disregard the rights of the lower claveci
And one should perhaps further reflect whether the obstinate approach to trad;tbiob‘
shown by Cetshwayo as a defence against innovation was really wnrtﬁ the costs that }:
requested from the people at Jarge. h 1
‘ A Zulu proverb runs: Kofa abantu kosal izibongo (People will die but their
praises shall survive). The fact that Cetshwayo is remembered throu gh his deeds is an
honour, no matter how bad or good he was in life. After nearly a hundred y:aacrs

Cetshwayo was stil] alive in the ST i
ay § stil] people’s memory to the point that hi
fire their imagination. ’ s porayelcould

Conclusion

The paper .clearly shows that Cetshwayo’s figure is very popular in Zulu literature
espemaﬂy mn'that section of it that reflects on past history in order to shed light on thci
prese?nt situation. The last independent king’s memory is enshrined in the Jzibone.
pubhshed by James Stuart in the 1920s. Stuart’s books served as school realiers ?gr
various generations, and fired the iimagination of many young scholars, among th
the writers presented in this chapter. ’ .
Smcej Cetshwayo’s achievements are rather recent, it is probable that some of
the early. writers had heard about them from people who had served under tile king
The feelings expressed by fzibongo, by the oral traditions and by the current write&'
could Pe roughly divided into two sets: those that idealised the king as the last bastior .
of defence against the invading whites, and those who imbibed the notion thaxz
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Cetshwayo was a fearful and angry monster who put everything at stake in order to
serve his authority. . . o
e Ap'n‘tcfrom Rolfus Dhlomo’s anecdotal narrative, which should be considered
more a popular history than a novel, the other works are all fiction, and the}t/) retﬂ]ict on
| aken as
only a limited number of events. What they say about Cetishwilyo t;)m:slt) ﬁ)t ]Z ’ : d;:mq
i itious re-creations for artistic purposes. Thus Herbert Dhlon . a
history but as fictitious re-creations ' ) m
empthises the conflict between Cetshwayo and the white colofgnsts, to t}}lle pc::lz ;qu
Dunn { ing’ i I e weakness
i 51 the king’s death. Vilakazi reflects on
John Dunn is made responsible for Vil cflects on the wealdhes
1cans is tl laces the responsibility of 1t at Cetshway ,
of the Africans of his time and p : o etshwayo s door
i » ka. Blose considers the plight of rura .
especially due to Ndondakusu ' r ? c
sti}ll mcbjt}:/cted to parents’ arranged marriages and makes the episode of the iNgcuge
regir ¢ e of tice.
t an extreme example of the prac i - B ‘
reglmer;\ R.R Dhlomo felt there was a need to forcefully reconstruct the hlstcilry of
o i i ] ademic writers, were hope-
. ayo as at many people, including aca ’ e
Cetshwayo as he believed tha chuc academnic N P
leessly nf’i%led. According to him, the two incidents in (,‘etshwayohs l\ffcget
Ndondakusuka and Sandlwana battles) reveal the king’s commutment to a just society,
as he was a hero who only fought to defend his people.
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* imperialist discourse:

Imagining Empiré’s Margins: Land in Rider
Haggard’s African Romances

Lindy Stiebel

To a criticism concerned with mapping the exclusions and
affirmations of an imperialist culture whose legacy has still not
been spent, these same texts can be made to reveal both imperi-
alism’s grandiloquent sclf-presentation and those inadmissible

desires, misgivings, and perceptions concealed in its disclosures
(Parry 1993:238).

Is it possible that landscape understood as the historical “inven-
tion” of a new visual/pictorial medium, is integrally connected
with imperialism? (Mitchell 1994:9).

To understand how a culture imagines its world both ‘home’

its literature. In late nineteenth century England, at the height of Empire, with a third
of the world’s lands under its domination, literature was for most Europeans the only
way to visualise the heat and dust of India, the snows and icebergs of Canada, the
game-filled plains of Africa; in other words, Empire’s margins. Together with other

post-colonial theorists, Edward Said has commented on the interconnectedness of nine-

teenth century British culture and the policies of imperialism,

the dominant literary form of the time, it became central to
Said writes:

and ‘away’ one looks to

and since the novel was
an understanding of both.

... the novel, as a cultural artefact of bourgeois society, and
able without each other ... imperial

degree that it is impossible, T would
with the other (Said 1994:84).

imperialism are unthink-
ism and the novel fortified each other to such a
argue, to read one without in some way dealing

What is interesting for the post-colonial critic in making
and how s/he imagines his or her world, both
subtext, the slippages and cracks that underl

a study of a writer of Empire
familiar and foreign, is to study the
ie the superficially seamless surface of
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What criticism can recover, through dismantling the plural discourses and reconstruct-
ing the displacements and erasures, is the cffaced historical context and unrchearsed
enunciations of the anxicties in the conquering imagination, both necessarily repressed
by the exigencies of idcological representation (Parry 1993:224).

Itis in the revealed anxieties that the dynamics of power can be traced: in the repeated
need to reconfirm dominance over the Other in narratives of the time, to proclaim
success over foreign peoples and lands, to achieve one’s goals—material or psycho-
logical—and to return home.

The lands of Empire, the ‘rival geographies’ as Said (1994 Xx11-xX111) names
them, act as screens on which to project these anxieties and desires that underlie the
dominant discourse of Empire. If the novel is central to nineteenth century English
culture, so is land—Dboth physical and imaginary—to imperialism. At a fundamentally
basic level, imperialism is about the invasion, conquering and securing of land be-
Jonging to or settled by others. Land, arguably even more than its indigenous inhabit-
ants, acts as the imaginative arena within which the imperial drama is played out. For
those at ‘home’ in England, novel writers had above all to represent a localised land-
scape which helped their readers move from a vague perception of space to a recog-
nisable place on the map of their imagination.

The facilitators of such a process were the explorers and scientists who were
the first Europeans to gaze upon these foreign lands in the years prior to their assimi-
lation within Empire, but in the late nineteenth century it was popular novelists such
as Henry Rider Haggard, the subject of this paper, who crystallised the representations
or ‘word pictures’ of the imperial landscape for the domestic market. Their task was to
bring the ‘ideological geography” of these distant lands “into the boundary of the known
and the British’ (Hofmeyr 1980:200). Rider Haggard, son of Empire and popularly
known as the ‘Kipling of Africa’, captured in his romances more than any other writer
of his time, the quintessential British image of Africa’s lands.

All his life, Haggard, the son of a Norfolk farmer and subsequently a farmer
himself, placed his faith in the land and it was the land in South Africa that left an
indelible mark on the impressionable youth. Higgins (1981:19) writes on this point,
“The scenery so impressed him that he always believed Natal was the most beautiful
country [sic] in the world’, thoughin his autobiography Haggard (1926.1:59) described
the allure for him of Africa’s landscapes more accurately: “There is little of what we

admire in views in England, but Nature in her wild and rugged grandeur’. It was the
wildness of African terrain as opposed to the domesticity of English farmland that
captured him. He elaborated on this contrast through his alter ego, Allan Quatermain:

... Tlonged once more to throw myself into the arms of Nature. Not the Nature which

you know, the Nature that waves in well-kept woods and smiles out in corn-ficlds, but
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1Nature as she was in the age when creation was compl
human sinks of sweltering humanity. T would go agai
back to the land, whereof none know the history
(Haggard 1995:121). ,

cte, undefiled as yet by any
n where the wild game was
back to the savages, whom I love ..

t}liagfgard had first hand experience of South Afric
o :nx; Zt ixeln(;gst::llejlt ;tlay as. a y(o'uthful me}an of Sir Henry Bulwer’s staff in Natal. and
JEi Wl :?exf ge(u‘ Nf:Wcastl@, from 1875—1881. His encounter Wl'ﬂ’l the
pomean ridiné ape hémio he sort to encograge.such exhilaration as expressed above:
Nl e kept copios netes of all e s g oo ol ours of
o the ious notes aw mcluding details of Zulu customs an
ﬁcfagﬁehl;osrp I;tea gzb (ciicpll{y m press‘ed by the Zulu people whom he found to be dj gni(-}
o and hospit ZL,I eﬂ omans of Africa’, led by Cetshwayo whose ‘manners as is
o behe“hit alxlus 0 lngh rank, are those of a gentleman’ (Pocock 1993:21).’Hag-
o el that vel}l):op Ie z]lre some part savage, with ‘civilisation’ acting as a more
o o8 suc for e 1er, helped him escape the worst excesses of racism. Hagpard’s
foimiration ‘ u L1§ a‘nfi love of African land are all of a piece for he saw the
mn terms of the latter. Thus, when the Transvaal was handed back to the Boers

after the shock British defeat by t , )
bitterly: v the Zulus at Isandlwana in 1879, Haggard wrote

a on three occasions, most notably

The natives are the real heivs i the soil and surely shoul

e am d have protection and consid-

. we hav i
ve handed them over without a word to the tender mercies of one

Whﬁre natives are concerr d ]Cl est ] € races 1 Qcoc
Nea, of hC Cru
9 ’ St w S (h(‘ WO 1(‘ (p &} k

fn.l 87; Haggard left Shepstone’s administration, having
nezxo jtrllls Redgls;rgr of the High Court, to go ostrich farming with his wife of a few
] and a friend, Arthur Cochrane. His farmhouse, Hilldrop, was Haggard’s first

dOJnCStl(., 131“11](1 ‘) ace 1 the l(lel tntar ei { 1 Space ' €4 )[)(‘L Is as
a 1 Y n w

5 5 C A

MO()]{O“ cm 1n Jess: ’ ‘ 1 " k

risen to the position of Mas-

Z}t]:vgiiie;}i)gegtf}?il“s;:s;xtltl?;z;ack of the stead was the steep boulder-strewn face of

green, in the lap of which the ]?gzzendwole; ;zll:llg:de’/\e;?z?osr?irn:?sgﬁa iicat SIOPQ‘ Of
;leer::;lat};},,,ii dt};)ec ;Zcisq‘;\:::ﬁco; leiic‘h green vi'nes and bloofning ccl)'ecprg:s 1:1/11(3];
orange-trees laden with odorous ﬂ:xlel‘:Z:ziagrec;::;/r?dog;zde; Of]rltzxt)&r{i;r::r(\; ;g’ogfl;)y

g :22).

Itis the colonialist’s dream: an oasis of ‘civilisation’ planted with flowers and fruit
Co T Teen e ;
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' : ing illimi ands open
both familiar and unknown, set on a vantage point ovexlookm}g 1111111}tat1))le l;n(:; d}zhe
| > of i ich the farmhouse 1s based,
razer’ ‘ f the slope in which ec
to the gazer’s eye. The ‘lap’ o lope in ‘ based, and the
‘cmbo&nning’ hill are also characteristic of Haggard’s sexualising of Africa
’ i ill be discuss fully later in this paper. .
scape which will be discussed more r : - | ’ )
o Though the ostrich farming was not financially successtul, H}aﬁgari Lmii}lxlg
L arni est living through brick ma
“hre hard at earning a modest living akis
artner Cochrane worked very . 1o ck aie
Snd selling hay. Haggard’s beloved only son was born on the f.m,mjl\/l;,,u'tub;m 188}1/
decided t(;:)lcave South Africa after the British defeat 'by the Boers at kagj b 1L
only a few miles away from their farm. Though this d‘c~parture marke g 1ci o
H'lggn'd’s longest and most formative experience of Africa, the tmpressions ge
ic e B i .
were to last him a lifetime of romance writing:

It is impossible to overestimate the cffcct_o-f South /—\fri;a on Zlalg?;'i ;mcl (I)ml twcx ;Ll?cgd
Witnessing the confrontation between British colonialism an ttml i;uez Ofg)gex -
him to reappraise and define his thinking about th'c fu.nde‘xmcn al is¢ oo S ], ol
vm and religion with which he would struggle in his future novels. T1€ phy §
Slfi’iri;(mlcbmiupplied the raw material for a thousand varied landscapes of the imagt

nation (Etherington 1984:2).

e ) - - o k’
lias Hageard (1951:172) said of her father ‘For AirlcaA he w.as Ql_ways ho?nesm )
lesllli;l i'l;; t%);lliné phrase for it implies that, -in a psycholgglcciafl o1 )?Smgujrl ssn;:;;rljiit
gard felt a desired rootedness in African‘soxl wher§ he h}ve or only
e e et ?i;'phytsalyc ailr; }]Se;igiti?ri]c(:ﬂ\sére the romances set in
] ence of his st 2 le T s set
Africa \/:h?;?\lﬁz gsgszgt:estly started to write. Pubhsheq in 1885, lns third nc;vgl{ lg:bgt
§o;(l)(;;on s Mines, struck gold and was reprinted four times b){lDLce;Xt\kl:f;_y, e‘i ; sa e
‘ sl 000 i i e 1 Cthe bigeest sellers of that year,
b OOS cho pr‘iist \:x:;h (Eﬁiclggzl)i()oz)gléohii 1960:95). Similar. spec‘tacu—
ey bee‘“ O \L:vere I;‘)un u‘p by his next few novels: 4llan Quatermain Wntten }n the
15?;;?:1: gfg }%Z:S, Jess written in the autumn of the same year, ?quﬂ Sl’zc‘) wnttzxsleblitf\r\;iz
\ and March 1886. Haggard’s continuing fame as .a\yrltex rests on e e
Janulal}" d~n together with those written up to Nada the Lily in 1892 (Mazwajs evcngl_
rcggg?jﬁz’m ’fWife 1889). Thereafter, it seems as if Haggard’s spell of almos}tﬂ cgmﬁle S
iive \’vriting‘is broken. Although he wrote at least ‘[61.1 more Ag 1::$ ;01::&,2??; theespre_
his novels and romances set in other parts of Fhe world, none jicate fhat o i
1892 ones. The sales figures of the early Afrl(?an romances 1r.1 e e
k a deep chord in the late-Victorian readl:ng pubhg. Latei ictor cats and 2o,
Sml: bgoth %{)xml and imperial, found expression in their pages, particularly proj
sires, sexus ,
onto the landscapes:
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~.note:

after the relinquishing of the Tr
Boers, Haggard’s tone is under
freedom to roam the land, a pre
capitalism.
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Therein lay the secret of Haggard’s enormous popular success and the reason for his
African settings. In Africa ..

- the beasts which Victorians feared to encounter in t}
selves could be contemplated at a safe remove {Etherington 1977:196).

em-
Itis of importance that Haggard chose the romance as a vehicle to convey his vision as
certainly , the romance with its grand dreams of wish fulfilment, its deeds of ]
and its binary opposite, the fear of failure, of dark mer
nineteenth century British mood well. Afric
the map to be colonised provided a suit
nation undergoing quite considerab
links the romance to society in tr

heroism
1ace from without suited the late
a, in particular, the last unknown spacc on
able site for romantic dreaming for a home
le domestic changes. Fredric Jameson (1975:158)
ansition:

Romance as a form thus expresses a transitional moment ... its contemporarics must
fecl their society torn between past and future in such a way that the alternatives arc
grasped as hostile and somchow unrelated worlds ... the archaic nature of the catego-
ries of romance (magjic, good and evil, otherness) su

nostalgia for a social ord

nascent capital

ggests that this genre expresses a
er in the process of being undermined and destroyed by
ism, yet still for the moment coexisting side by side with the latter.
Frequently in his African romances, Haggard sound

s this nostalgic yet contradictory
note. There is nostalgi

a toran Africa untamed and unknown yetripe with promise, and
yet this nostalgia contradicts Haggard the imperialist wt
of the colonies by Engl
the land. The fol
Arthur Cochr.

10 encouraged the settlement
ishmen, who stressed the mother country’s ‘civilising’ role in
lowing passage taken from Allan Wife’s introd

uctory dedication to
ane, Haggard’s friend and farming partner in Sout

h Africa, strikes this

Perhaps they [these pages] will bring back to you some of 1l
days that are lost to us. The country of which Allan Quatermain tells his tale is now,
for the most part, as well known and explored as are the fields of Norfolk. Where we
shot and trekked and galloped, scarcely seeing the face of civilised man there the
gold-secker builds his cities. The shadow of the flag of Britain has, for a while, ccased
to fall upon the Transvaal plains; the game has g

one; the misty charm of the morning
has become the glare of day. All is changed (Haggard 1951:v).

1¢ long past romance of

Published in 1889, following the discovery of gold on the Witwatersrand and also

ansvaal, including the precious goldfields, back to the
standably sombre. What Haggard regrets is the loss of
~-industrial dream now curtailed by the onset of mining
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This contradiction lies at the heart of the imperialist’§ desire to imagine Em-
ire’s margins: on the one hand, Empire was about information gathering, l'aym% s;la—
IC)rets bare by mapping, naming, classifying and yet on th? otm:r thg attraction o ; ire1
colonies lay in their ultimate unknowability, their secrecy. The 1mper1§11 rom;rtl}ce'scfore
ire’ ini ded on this duality of the knowable and there

Empire’s far flung dominions depen : K le .
regictable and yet unknowable and uncertain. Haggard realised this in a rhetor;caé

puestion he once posed: ‘... where will the romance writers of future generations fin

g safe and secret place ... in which to lay their plots?’ (Etherington 19?4:616). }lilalg;
" k ighli ’ i whils

’ i Fegafe’ and ‘secret’ highlights the romance’s survival only
rard’s coupling of ‘safe’ and ‘secre !
iapaces of szcrecy persist. It is a short step from references to secrecy and secret selves

to Frye’s (1957:193) statement:

[t]ranslated into dream terms, the quest-romance is the search of the l'ibxdo or dlelslxm}ﬁ
self for a fulfilment that will deliver it from the anxicties of reality, but still w1

contain that reality.

This. in a nutshell, defines the desire of imperial romance: to show the hero trm:;;
- ’ ’ - . . . . -
phant over land and people but without eliminating the thrill of rxsk)a\n?) dﬁmge;
' 18 i t S ’s (1976:57,168) labelling nag-
rhaps the reason for Frye’s (19 , ‘
B s b s” for ‘they represent the absorption and
ard’ eniure “kidnapped romances’ for ‘they repres th 7
gard’s adventure tales . O et (Lo
i 1 > ] f romance into the culture of tmp s
integration of the conventions 0 ek . ahissabroad o
S f anxiety is to remove the impetus :
1993:197). To destroy the source 0 \ ‘ r nee
in which the hero has to have an Other (land, people, animals) to prove himself agai

) X o n C.
A I alad() lcal tension bttWCCn llsk alld COntIOl remains at the hCart Of ﬂd\/e tur
\N thout r1 k “ 2re ¢ b(': no adave i) nce vo a A1 d iO§S pOL
O [11E an ven €, bul St h g na
h SK, ar (6] remaiil 9,15 h [+
) Sy SS1V k Y cause the eX])Cllei ce ol eXclten entto glVC way 10 ¢ X1-
outcc es, eXCessIve risk ma N
et)’ Ad\)entule m the m()deIn SENse 15 balcnled betw een alleety f’nld deSllS ([)aWS()

1994:53).

Because desire and anxiety are so finely balanced in the qu‘est. rotnal;cej ;hetl}qlzzgl
i races ial of fulfilment, a “happy pessimism’ whereby thc
ending often embraces a denia filme S ! perehy thoue

i i d ideal: often, he is happiest when he fa
“Man seeks a distant, passionately desire . : est w ef
ﬁngnit’e(}?isher 1986:63). Haggard frequently uses this endmg as in, inter qh}a, Sl:ie
(1887) where a truly happy ending is impossible, in dllan’s Wife (1 88?) wi%cll :;1(;
with a bitter-sweet vision of the dead Stella, and The Peoplr_z Of the Mlsctl w 1;1 ns
with what could be Haggard’s (1973:363) motto: “To few is it allowed to be ¢

i Iy happy’.
letely miserable, to none to be completely [ R
e y/\ ‘happy pessimist’ accurately describes Haggard’s romantic hero, Allan

9
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Quatermain. Structurally, the imperial romance required a masculine, virile hero to pit
his strength against many odds. The masculinity of the romance is a result of the
‘gendering of genres’ (Low 1993: 190) whereby the imperial romance became an al-
most exclusively male preserve: not only is Haggard’s King Solomon’s Mines (1 992)
dedicated to ‘all the big and small boys who read it” but Quatermain assures his male
readers that there is ‘not a petticoat’ to be found between its covers (Haggard 1992:9).
Despite his masculinity however, Quatermain is not a typical romantic hero in Frye’s
terms. Frye (1957:188) associated the romantic hero with spring, dawn, order, fertility,
vigour and youth whereas Quatermain is an odd mixture of these. His first appearance
n King Solomon s Mines shows him as a hunter-trader of fifty-three but, if not youth-
ful, he is vigorous as his actions prove, though modestly self deprecating. Quatermain
represented for Haggard an unencumbered, free, adventurer spirit linking him to an
African landscape in which he found his most compelling inspiration.

In Frye’s seminal work on the romance, The Secular Scripture: a study of the
structure of Romance (1976), he describes the romantic hero moving within a ‘mental
landscape’ (1976:53)—the rest of this chapter will begin an exploration of what one
can call Haggard’s “African topography’ using this structure, Frye’s mental landscape
is arranged in a vertical perspective on four levels: at top is heaven, below that Eden or
carthly paradise, then the world of earthly experience and at the lowest level hell or the
demonic world, usually below ground. The two levels above that of earthly experience
represent an “idyllic world” which s associated with happiness, peace, sunshine; whereas
the level below that of earthly experience is termed “the demonic or night world’ char-
acterised by ‘exciting adventures, but adventures which involve separation, loneli-
ness, humiliation and the threat of more pain’ (Frye 1976:53). There are many features
of'this hierarchical landscape that seem to be illustrated in Ha ggard’s African romances.

The most useful for my purposes is the linking of mental states with physical spaces
and features—the ‘night world’, for example, is

often a dark and labyrinthine world of caves and shadows where the forest has turned
subterrancan, and where we are surrounded by the shapes of animals (Frye 1976:111).

At the opposite extreme to this night world is the elevation of the ‘point of
epiphany’ of which the most common setting is the mountain top, ‘the symbolic pres-
entation of the point at which the undisplayed apocalyptic world and the cyclical world
of nature came into alignment’ (Frye 1957:203). This elevated position has close links
with the preferred imperial explorer’s position as ‘monarch of all [ survey’, described

by Pratt in her work Imperial Eyes (1992), which implies power and position over

landscape and, by inference, its peoples. It is also a vantage position frequently used
by Haggard to extol the beauties of the open panorama that lies before the viewer. The
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following example from King Solomon’s Mines is typical of this position :

d
Behind and over us towered Sheba’s snowy breasts, and klfelow, tS(ime lﬁvsht::r):;iai;n
e ay league on league of the most lovely ‘
feet bencath where we stood, lay leag ' mo Shampee
- es of lofty forest, there a great river woun
country. Here were dense patches o st, . ,
way T)c/) the left stretched a vast expanse of rich undulating Vleldt o; gtr‘:is_s;a:Cd(; \c\)]rel
hic ] : tless herds of game or cattle, at that dis
which we could just make out countles . : e distance we
i i > d to be ringed in by a wall of distan
could not tell which. This expanse appeare . 0 ant mou
ins. ' 1 or less mountainous, that is, solitary hilis
tains. To the right the country was more or : ; :
stood up from its level, with stretches of cultivated lands between,lam(én?st wh;ﬁ;( \eNa
isti i ~shaped huts. The landscape lay before w :
could distinctly see groups of dome-s ct R e
i ich ri lashed like silver snakes, and Alp-like peaks cro
map, in which rivers flashed like i , / | ( )
Wi(l%ly twisting snow-wreaths rose in solemn grandeur, whilst over all was the gla

sunlight and the wide breath of Nature’s happy life (Haggard 1992:1041).

Such a vantage point implies that the viewer attempt ‘the elevatilon of .Itchqu‘ (Nsyézs
: i ison f flict within Icarus be-
i its —a telling comparison for the contlic
1992:163) with all its danger—a . et wihin e
31 1 fear 1 f legend. Noyes (1992:167) elabor
tween desire and fear is the stuff o - 16 : s on the
sion implicit on this ‘point of epiphany’ contextualised within the imperial gaz

i s space initiates a ten-

The conflict arising out of the initial apprehension of boEndiefb sp;lce tlg;tlgatsewe 2
ial di g al se
i ithi e entire © f colonial discourse. In the colon ,

sion within the entire corpus © : arse. In 4 e coi
i i i orn between dissolution in this boundless spa .
invariably articulated as torn : ‘ ‘ u o
ﬁnément within boundaries—boundaries which allow it to be represented as des

Here is the conflict between what Said calls ‘manifest’ and ‘latent’ levels of'dxscourse
. ntalism 1995:206) within the imperial framework: the desire to pos-
: 1), as well as through the gaze (the latent

. . P —e
level), and the anxiety that this may not be possible. It is a conflict evident in Hag

(outlined in Orie ‘ Wi
sess through information (the manifest leve

gard’s romances. ,
1 1 ¢ 1c sense 18 &
Desire, too, i an erotic sens

the point of epiphany

be presented in erotic terms as a place of sexual fulfilment, where tllch.IS n
ma 0 . g o
o Iyptic vision but simply a sense of arriving at the summit of experience m’ =

apoca
ture.

rences to the ‘laps” of mountains which offer the mascull

He ’s frequent refe . nas
Hagnc s e h intense satisfaction (and yet also feeling

ego a position of vantage coupled wit
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1so part of the “mental landscape’ of F.rye’;
romance world, as evidenced in Haggard’s reference to ‘Shebg’s snowy breasts ;ntii;et
pa%scage from K’ing Solomon's Mines (1992) just quoted. Frye (1 057:205) suggests that.
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precariousness), seem to illustrate this idea. This is most evident in the descriptions of
Ghost Mountain in Nada the Lily (1892) which offer extended examples of such satis-

taction combined with fear. In the following passage, Umslopogaas and Galazi in turn
describe the mountain:

So Umslopogaas rose and crept through the narrow mouth of the cave. There, above
him, a great grey peak towered high into the air, shaped like a seated woman, her chin
resting upon her breast, the place where the cave was being, as it were, on the lap of
the woman. Below this place the rock sloped sharply, and was clothed with little
bushes. Lower down yet was a forest great and dense, that stretched to the top of a
cliff, and at the foot of the cliff, beyond the waters of the river, lay the wide plains of
Zululand ... from time to time between the tops of trees T saw the figure of the grey
stone woman who sits on the top of Ghost Mountain, and shaped my course towards
her knees. My heart beat as | travelled through the forest in dark and loneliness like
that of the night, and ever I looked round searching for the eyes of the Ama-tonga ...

great spotted snakes crept from before my feet ... and always high above my head the
wind sighed in the great boughs with a sound like the sighing of women (1949:112-

114).

Linked to this sexualising of the African landscape, in terms of Frye’s (1976:153)
‘idyllic world” is the ‘identification of the mistress’ body with the paradisal garden’.

_ For Haggard writing within the masculine imperial romance form, the sexual quest is

partially transferred onto the landscape, there being ‘not a petticoat’ (that is, no white
woman) advisable in the genre of his time, as previously mentioned. He allows a far
more powerful love affair between his protagonist and the land than with any woman,
with whom love affairs are shown to be inevitably transitory, unlike that with the land
which is constant. Desire is projected onto the landscape which frequently assumes a
female form, alluring yet dangerous as in the paradisal myth. The intensely sexualised
landscape of King Solomon s Mines (1 992) offers us a view at one point of the moun-
tains named Sheba’s Breasts ‘modestly veiled in diaphanous wreaths of mist’. After
seeing this, Quatermain declares ‘this new land was little less than an earthly paradise’
(Haggard 1992:125f). Both Jess (1900} and The Ghost Kings (1908) also offer spe-
cific references to the Garden of Eden:

Itis like the Garden of Eden, isn’tit, with the sea thrown in. There are all the animals,
“and that green tree with the fruit on it might be the Tree of Life, and oh, my goodness,
there is Adam! (Haggard 1908:46)

gard’s use of a treasure map in King Solomon's Mines (1992) is worth mentionin g
ly here as it encapsulates many of the ideas Jjust mentioned. It is a map drawn by
ing Portuguese trader en route to the diamond mines of King Solomon in
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. . ‘ fa
Kukuanaland and has been read by some critics as a graphically ;exuzllhsiei ng) cT> L
| i I ali a kind of Promised Land.
’ : le gazer/imperialist to a kind o . .
woman’s body leading the ma ! e
treasure seeker is led in the map between Sheba’s Breasts towards the diamond min

located beneath a suggestive triangle of hills:

Haggard’s map assembles in miniature the three narrative themes which govfem;;s:
e : L ili ropriati ission of white
i f military appropriation, the transmi
novel: map-making as a form o O e
black female, and the plundering
ale power through control of the ) N
i hespWhat sets Haggard’s map apart from the scores of treasure maps that ;:‘mtbhk
T1e . S 18 a R > e . : ' : o
zon colonial adventure narratives is that his is explicitly sexualised (McClin

1990:1131).

i ’s literal informational
More than he knew, Haggard had invested his treasure map's literal mfonpa l:my
ion sci ] ; e | s treas ap, as in ma
i i i Furthermore in Haggard’s treasure ma
function with subconscious desire. casu : i many
maps of eighteenth and nineteenth century explorers, the my’th of the ‘e‘xgzdy e
sca ;e is perpetuated. Though it could be argued that‘Haggaxd smapisa po t);;mme
éffixfrim as woman, the map is in effect empty of people, the way to as
unimpeded by any other claimants to the Promised Land. et paradical
Perhaps as much as Haggard’s African romances are known for Tp

landscapes, so are they for the night world of caves (as previously mentioned), laby-

rintns @ d 13 < (3 < 8] b()Ve
1 th ana i ndelgrUu“d nvers Ih it actas a COllntCl b llau(;@ to the S‘luh( W 11(1 a

1s ‘ni ’ so night

i the best known example of this ‘night ’world , but there are alao} nigl
o 113 z:zfl;:k;;yKing Solomon s Mines (1992), Maiwa's Revengc (1888), A/l;]]l; 5 I::f,
V;%r89) Nada the Lily (1892), Heu-Heu or The Monster (1923) and 9t11ers. e‘c -
: t tc sﬁte of the protagonist in this other worl.d Is the clream/mghtmar’e as sean
here it lS/ e‘( ‘No nightmare dreamed by man, no wild invention of the romapciQ tc
:32‘; ]elzlua11 tvhe livin;> horror of that place‘...’ (Haggard 1991 :200).That1};>\\;1§;f§ Oxpsehre

.+ of dreams, Freud, recognised the importance of tht? drea‘my unc orld of She
o di i’t to a patient as ‘A strange book, but full of hidden meaning
r“eco'mm'enl m(%sca e even intruding into his dream wherein be h.ad to cross a chasm on
hiﬁ:ﬁ g:a;r(ls k'lft};r which he woke in a “mental fright’ (Etherington 1978:71). Hag-
ne anks, ¢

gard (1887:176), prior to Freud, had recognised that:

d o ) L0 S i
gCXUq] p’lSSIon 18 thC most OVV(,HU] ICVCY Wl” \V} ich to stui the mix d Of mar, for it
s

itisi i (o over-estimate amage
lies at the root of all things human; and it is impossible to over-estimate the damag
ies

. o R d
that could be worked by a single English or American writer of genius, if he graspe |
at cc

it with a will.

‘ I is own works were driven by
i se was the extent to which his ow: driven b
A S age, with its tensions and ambiguities 13

desire, and how this desire of an imperial

plete with mooring ring in the swamps:

_ Haggard, like some other writers on Africa of his d
_ construct an Africa which he could understand and interpret, and yet which defied his
attempts. The popularity of Haggard’s works, however, made his contribution to the
_myth of ancient white civilisations in Africa potentially far reaching. Tangri (1990:295)
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present in his African landscapes.

One obvious tension in Haggard’s work is the recurrence of evidence of an-
cient white civilisations in Africa. For example, in King Solomon s Mines (1992) by
attributing the ruins and statues found to the work of an ancient white civilisation,
probably of Phoenician origin, Haggard contributed to a powerful part of the myth
about Africa in the nineteenth century. This myth was linked to race theories of the
nineteenth century which held that A frican cultures

were inevitably less sophisticated
than European ones. The discovery of ancient stone-walled sites and gold mines in

Africa posed a problem for these were unknown in comparable European Iron Age
sites. Hence the theory that other [European] races must have built them in some far
distant age. Popular theory also held that the southern African region was the site of
the Biblical Ophir, a belief traceable back to sixteenth century Portuguese explorers.
Thus when Mauch found Great Zimbabwe in 1870, its antiquity and singularity led
him to claim it as the site of King Solomon’s Ophir, built for the Queen of Sheba, with
a Phoenician substratum. Though there was some scientific resistance to this idea by,
for example, Hartmann who had seen Africans building in stone, such views did not
prevail at the time.

Haggard specifically links Southern A frica with Ophir in King Solomon s Mines
(1992), (the mines being reached by a route leading between Queen Sheba’s Breasts)
and its cultural artefacts with an ancient Phoenician civil

isation—Allan Quatermain
speculates looking at three stone colossi which guard the diamond mine entrance:

‘Perhaps these colossi were designed by the same Phoenician official who managed

" the mines” (Haggard 1992:258). She (1991) also has frequent references to ancient

white civilisations and their influence in Africa~—Ayesha hersel

fis a unique remnant
of that ancient period. Horace Holl y remarks on coming

across an ancient wharf com-

A country like Afyica ... is sure to be full of the relics of long dead and forgotten
civilisations. Nobody knows the age of the Egyptidn civilisation, and very likely it
had offshoots. Then there were the Babylonians and the Phoenicians, and the Per-
sians, and all manner of people, all more or less civilised ... It is possible that they, or
any one of them, may have had colonies or trading stations about here. Remember
those buried Persian cities that the consul showed us at Kilwa (Haggard 1991:45).

ay, through such means tried to

peculates:




Lindy Stiebel

It might not be too cynical to perceive in the work of Haggqrd a profound mﬂuen;.e
on later white lay opinion in southern Africa, alrf:ady rccanve to ideas al')m.lt Ophir
and foreign colonists after centuries of speculation. Cer.tamly the. basic ideas ?]C
perpetuated can be found in all early reports on Great Zimbabwe which advocate an

exotic origin for the site.

Nearly ninety years after the publication of She (1887),. a 1973 South Aﬁ:ican film
version of She was shot in the Great Zimbabwe ruins with A}/esha, the white queen,
ruling over black subjects and guarding her virginity on which her immortality de-

pends:

With this story De Villiers [the film maker] was able to cash in on the sexual. anxicn‘es
of white South Africans while reinforcing the hoary and politically convenient belief
that a lost white civilization rather than black men raised the walls of the spectacular

buildings at Zimbabwe (Etherington in Haggard 1991:xxxix).

All the foregoing points on the imperial romance, its form and Haggard’s opinions 03
the matter, lead to the centrality of landscape to the romanccform, and to klgglgard
with his powerful landscapes as one of t'he imperla} romance’s mO.St 1nf41.ueintt1aha:v
popular practitioners. African landscape n Haggard’s romances, 1 hdv§ t1‘1‘e(. ? i,(bl ,
can therefore act as a text to be read, not transparently howeve'r, as .1t is 1;}1};/1 lab }j
ideologically encoded, but with caution. Thus 'I return o the point with w 10.‘ ; He

gan—the centrality of fiction to the understandmg ofa cultpre and, more spfcx ica }Z
the centrality of landscape within fiction of 'Emplre, espema.lly the .1.mpenfx uromﬁngd
set on Empire’s margins, to an understanding of an hls'tolncal peu.od, as ‘luans a :
within Haggard’s African romances. Haggard creates an 1dxoschratlc y'et’a soC syinp

tomatic African space which through repeated patterns he turns into W}.l.dt Dﬁ Cer ealf
calls (1984:117) ‘a practised place’ a space-tgrr'led—place per-m.eated \y)th desire, nos

talgia, yet deeply fissured by doubts and anxieties characteristic of his age.

Department of English -

University of Durban-Westville

Note: A version of this paper was presented at the Association of New Literatures in English

(ASNEL). Conference held at the University of Hanover, 1997, and will appear in the published

conference proceedings in due course.

Imagining Empire’s Margins
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‘She felt the future in her bones’— Gibbon’s
Souls in Bondage

Graham Stewart

Gibbon’s preferred medium was the short §t0ry. Asa clo‘se men'd oCt -Lisephﬂg:;ii
Gibbon is often referred to by Conrad’s blographers as ‘Perceval 111{ )S;’ o
story writer’, and until the re~publicatiq1 of his 1.91 1 novel Mc.zrggriet ’ ?zt ing
it was only in anthologies of short stories that his prose rema}me{ 1111 }?1}n . N
His profession as journalist and war corrcgpgndent plobab y %cicgtxllstil],ctivé
attraction to the short story form: it provided a sm‘table vchwle} 1.01 '115 (; enve
combination of acute social observation and dismphned compositional style. itan
stories, Gibbon juxtaposes black and white, Boer and Briton, ruralya‘nfi coiz’nf)poL i 0%
But his novels achieve, in a more sustained and successful way, a hc%}orza aclclz 1mme
a developing society heading not only tor thc 1919 Act‘ of Umorll it ?t \X'Otel o
white colonial South Africa, but the 1913 Na}twg Lax}dt Ac}tc téiit ZZZ‘; (; Tﬁlzice;nx(;/p C})/mical
: any possibility of sharing in the benetits o e e 1d pol;
?ilsectl)(f}z;z}?suntzy? Gibbon’zimerest mn conspicuous.racial d.xvxsx(;r;;f an}i lni {::‘ghg ‘:)1
explore the implications of these rifts theru gh the ,mteract}m ) 1sfcthdr?0‘ter ‘devel*
achievement that ranks at least with Pauline Smith’s, and, in terms of the : e devel
opment of the South African novel, has, T would argue, proved to be morf;1 m1 focuses.
Gibbon presents us with a debate on the future of Soutb Atnﬁca w' ic 116 ces
on the interaction between different race groups; and by So ang bbC.Olll?CS or o he
first writers in South Africa to transcend the @eloll)ogy 9‘?8:{()::;32?52\;;;;? gr;’xt)i)l o
[ ialist fiction. His rejection of Social Darwinis f cars
?yi:xtxsgiocr:;if:seg by the characters in Margaret Harding and in the substance of the
p!
of the reactionary Mr. Samson:

“The colour line will never go’, replied Mr. Samson solemnly. “You might as well talk

i ine between me casts’.
of breakin’ down the line between men and be

J.M. Coetzee (1988:144) describes the appeal Social Darwinism had for colonial ex-

pansionists:
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ot itself. Gibbon (1911:187) places the narrow Social-Darwinist view in the mouth-

Gibbon's Souls in Bondage

With hindsight it is easy to see to what ideological needs Social Darwinism answered
in the advanced countries of the West. At home it explained how the rich got rich:
abroad it explained why certain peoples were destined to be colonized.

Souls in Bondage (1904) can be seen as Gibbon’s first flawed attempt to explore the
complexities of South African society—a theme he was able to develop much more
successfully in the later Margaret Harding.

Gibbon devotes the first few pa ges of Souls in Bondage to describing Dopfontein
as a microcosm of South African society. The town can be seen almost as a represen-
tation of the Social Darwinist schema, its geography reflecting the social context in
which the action is to take place. In choosing Dopfontein, the fictitious local country
town of his earlier collection of short stories, The Vrouw Grobelaar s Leading Cases
(1905) and of his later, most successful novel, Margaret Harding, Gibbon reflects
contemporary demographic changes by directing the reader away from the Boer-domi-
nated rural periphery of the The Viouw Grobelaar stories, to an urban setting. Gib-
bon’s mise-en-scene is a typically racially divided South African town made up of
white Dopfontein on the higher ground above the Spruit (literally ‘on top’, and figura-
tively at the top of the Social Darwinist hicrarchical structure), the black ‘Kaffir’ loca-
tion half a mile away on the other side, and the off-colour’ (mixed-race) town on the
‘bare earth’ in between. Thus Gibbon establishes at the outset the social order as per-
ceived by the white colonial, and as manifested in the racial segregation of his towns:
a pattern since etched into the South African landscape. Gibbon (1904:5) presents the
white town as orderly and quiet, the African location similarly arranged in regular
rows—but totally alien to white society—while the coloured town ‘crawled with the
fevered activity of hell, and all the fuss and business was to no end’.

The narrative centres on Martin T hwaites, an unsuccessful, white, middle-aged
lawyer whose Dopfontein practice consists mainly of minor legal services to members
of the black and ‘coloured” community. Amongst his acquaintances is Cecilia du Plessis,
a well-educated coloured girl who is suffering as a result of her squalid surroundings
and the abuse of her drunken mother. Thwaites tries to dissuade her from accepting a
marriage proposal from Bantam, a handsome but violently-disposed stable hand, and
even proposes to her himself in an attempt to prevent the wedding, in spite of the
social disgrace that this would bring him. Bantam eventually manages to undermine

- Thwaites’s opposition to the marriage by insinuating that Cecilia is pregnant. In a
parallel plot, George Joyce, a transport rider, encounters an attractive young woman

on a farm he is passing, and is introduced to her father: a man with liberal beliefs in
1 racial equality, and a drunkard. Mr. Graham’s labourers exploit his weakness, threat-

ening him and his daughter. Joyce is later promoted fo manager of the transport com-

_ pany and soon thereafter rescues Peggy from the farm where her father has been mur-
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dered by the African labourers. Joyce marries Peggy a fortnight later.

Meanwhile, Cecilia and Bantam have also married and moved to nearby
Ferreirastad. Bantam drinks to excess, openly sleeps with other women and abuses
Cecilia alternately with brutal beatings and with cruel indifference. Actingona presenti-
ment, Thwaites journeys to Ferreirastad where he finds Cecilia dying in a pool of
blood after a vicious assault by Bantam. Thwaites, ‘the foundation of his life fallen’
ails and dies soon after.

In contrast to the positive vision of future racial integration presented in Margaret
Harding, Gibbon’s negative attitude towards miscegenation here leads us into a night-
mare world of corruption and despair, where the descendants of cross racial unions are
shown to be doomed to suffer as a result of the dissipation and misguided lust of their
colonial forebears. A contemporaneous review in the British African Monthly applauds
Gibbon’s ability to bring life to this world in his fiction, but also raises for the modern
reader the question of Gibbon’s imperialist assumptions about race and society:

[Gibbon’s work shows a] keen insight into the half-caste world which exists near the
centres of civilisation in South Africa (Anon. 1907:517).

The African Monthly reviewer clearly accepts as axiomatic that Gibbon and his read-
ership share the view that white settlements represent the ‘civilisation’ from which
other races (‘half-caste world’) are excluded.
Unlike the stories in the The Viouw Grobelaar’s Leading Cases collection,
Souls in Bondage suggests that Gibbon can see beyond narrow imperialist assump-
tions, particularly in his depiction of Thwaites’s inner turmoil, yet it also shows that he
is still caught in the trap of a Social Darwinist determinism in his view of South Afri-
can society. His unsympathetic portrayal of Mr. Graham, for instance, is an apparent
rejection of the philosophy of racial equality: he is presented as the prototype of the
‘degenerate’ colonial who loses his grip on European standards and ‘descends to the
level’ of the indigenous population. Popular myth would have it that the logical ex-
treme of such a descent is miscegenation. It is typical of Gibbon’s ambivalence toward
the subject that at this point in his development, he chooses to subvert Graham’s egali-
tarian beliefs by portraying racial tolerance as a weakness that brings personal ruin.
However, | would argue that Gibbon’s reactionary point of view should not be
taken at face value, given the accent on inter-racial encounters to be seen in the The
Vroww Grobelaar's Leading Cases stories, and the evidence provided by his reviewers
that he may have been ‘playing to the gallery’. Taken as a whole, Gibbon’s work
shows a development away from the widely-accepted colonial myth—in which the
white man was expected to remain socially aloof from the exotic native population
over which he held sway, and where the wages of disobedience were ruin and corrup-
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txoxx-ftowards an acceptance of a future society which would depend on a resolution
of racial gonﬂict. Cecilia, shown to be a tragic victim of miscegenation in Souls in
Bondage is yet another step in Gibbon’s progress towards that memorable image in
M'afgaret Harding: the statue to be built in the future to commemorate the first
mlscegf:nator, with the inscription: ‘She felt the future in her bones’ (Gibbon 1911:187)

. P he Social Darwinist backdrop to Souls in Bondage seems to be a necéssar};
station in Gibbon’s progress towards the acceptance of individual equality evident in
Ma.rgarel Harding. By the time he writes the latter novel, he has reached a point where
he is able to present a woman who has married a black parson, and Margaret Harding
herself,. as heroic figures or pioneers, rather than victims. I would suggest that Gib-
boq’s vision elevates his writing above Cullen Gouldsbury’s Tree of Bitter Fruit (1910)
which takes for granted the disastrous results of integrating a black person educatéd in
Europe bagk into his native society, and Sarah Gertrude Millin’s God % Stepchildren
(1924) wl‘nch traces the inevitability of degeneration and ruin in the descehdants of
mixed unions.

G.areth Cornwell (1983:27) in a study of Fitzpatrick’s ‘The Outspan’ offers an
te‘xi)‘lanatlon of the apparent ambivalence towards the issue of race in some colonial
iction:

Swuch. paradoxcs are symptomatic of the dissonance between the racist ideology of
Empire and the liberal-humanist tradition of the discursive mode in which that idcol-
ogy achieved literary expression.

The dxtﬂgulty Gibbon experienced in reconciling his contradictory attitudes towards
race, parﬂgularly conspicuous in the character of Thwaites, can be understood more
fully in this context:

.. the moral-psychological logic which propels the narrative is at odds with the plot
of racial determinism which purports to provide coherence and significance ... writers
of this pq‘iod may attempt to place ‘the source of understanding, of action and his:
tqry’ outside the individual (though universal) subject, [but] the nature of the discur-
sive mode in which they are working simply does not permit it (Cornwell 1983:27)

In Souls in Bondage Martin Thwaites replaces Vrouw Grobelaar as narrative focus.
However, his lack of liveliness and his studiously neutral attitude make him both less
sy}npathetic and less successful than Vrouw Grobelaar. Gibbon deliberately places
thls slow, pedantic and painstakingly impartial lawyer at the centre of his novel as a
plvgt between the two main stories (the Peggy/Joyce romance and the Cecilia/Bantam
antl.—ro.mzmce) and as a centre of Gibbon’s own debate over racial attitudes. Gibbon’s
depiction of the characters of Thwaites and his egregious clerk, Charlie Bateman,
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owes a great deal to Dickens. Thwaites is given idiosyncratic catch phrases (like Dick-
ens’s Barkis or Uriah Heep) in his characteristic comments on his profession: “The
practice promises well’ (Gibbon 1904:9) which is the very phrase that is on his lips as
he dies. Bateman operates as a thoroughly villainous foil to Thwaites’s polite profes-
sionalism, and also as a purveyor of local gossip in, for instance, bringing Thwaites
the news of Cecilia and Bantam’s impending marriage. Bateman also embodies the
final cynicism of the novel by taking immediate advantage of Thwaites’s death when
he drains Thwaites’s brandy glass. There is also a Dickensian quality in the vitality of
the dialogue and sharp delineation of eccentric characters in Gibbon’s description of
the circuit court dinner (Gibbon 1904:173-179), which anticipates the highly-charged
gatherings in the Sanatorium drawing room in Margaret Harding.

In this novel, violence and brutality triumph over the kindness and mildness of
Thwaites and Cecilia, and a form of institutionalised violence is entrenched as a result
of the success of George Joyce, who employs his brutality in establishing his business.
Thwaites, as attorney to all of Dopfontein’ communities, is conveniently placed to
link Gibbon’s parallel plots, located in the white and the coloured sections of the town
respectively. But more important to our examination of Gibbon’s development as writer
is his presentation of the racial debate centred in the person of Martin Thwaites. In
order to save Cecilia from a disastrous marriage with the vicious Bantam, Thwaites
offers to marry her himself, so accepting what Gibbon offers as the white South Afri-
can’s view of ultimate degradation: a union across the colour line.

Thwaites’s gesture anticipates the positive image of miscegenation presented
by Gibbon in Margaret Harding, and gives added significance to the elderly lawyer’s
inner debate as he considers the possible consequences of such a marriage:

A part of that tragic [coloured] community that he was, an alien among them and an
exile from his own people, so much of aggressive ractalism survived in him as to
make him unconsciously applaud anything in a yellow man or woman that strove to
desert its breed and approximate to white standards. After all, tolerance is mainly a
measure of self defence, and poor old Thwaites, walking circumspectly between the
contempt of his own race and the familiarity of that which had granted him hospital-
ity, was not the personality to evolve a tolerance that should demand no reciprocity.
The broadest-minded people arc those whom the fires of the stake have singed (Gib-

bon 1904:164).

Thwaites’s ‘aggressive racialism’ is acknowledged, but Gibbon makes the point that
‘tolerance’ (i.e. acceptance of a mixed marriage) is a virtue, which as i Thwaites’s
case, is diminished by the individual’s perceived need to protect himselt (‘self-de-
fence’) against a ‘lowering’ or change of living standards brought about by the partial
adoption of the norms of another culture. People who have suffered greatly (unlike
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T}‘lwaltes, who has lived a closeted, protected life) are most likely to display the (im-
plied) nobility of tolerance. The distinction drawn here between T hwaites’s ‘racialism’
(a sense of white superiority) and the morally laudable acceptance of equality by those
‘whom. t.he fires of the stake have singed’ is a clearer indication of Gibbon’s ideologi-
C?l posxt}on than can be detected at any point in The Frouw Grobelaar s Leading Cases
1 he.c.hmce for Thwaites is presented as a tragic dilemma: on the one hand marriag;s to
(.j?cma would destroy his status and the ‘tepid ambition’ that he has nul’mred all his
htel; on the other, abandoning her to Bantam’s murderous violence removes the ‘founl
dation of [his] life’ (Gibbon 1904:31 5) and eventually kills him. In making his choice,

Thwalttes 1s shown to balance his own humanity and moral rectitude against the typical
racial attitudes of the day:

Yes; but a half-caste, off-coloured, a yellow girl, with a touch of the tar-brush-—a
crcfﬂturc to whom the foul Kafir was kin and ancestor, co-parent with the crime of a
white conqueror! (Gibbon 1904:165)

These com.ments are presented as part of Thwaites’s internal debate, and clearly repre-
t@ent the chc}}ed pr.ejudlces of contemporary white colonial opinion; the type of opin-
ion from which Gibbon distances himself in a comment such as the following:

.. but there was the descent,.ghe shame of the white man’s fall to the companionship of
the Kafirs-——the ultimate disgrace a South African can sink to (Gibbon 1904:205).

Here the ironic emphasis is on the words ‘South African’. In spite of Gibbon’s contin-
ue@ adherence to the Social Darwinist view of society, occasional satirical insights like
th.ls reveal a growing consciousness of the artificiality of the colonial social fabric
G.lbbon seems at these times to regard entrenched white South African race prejudicé
with an increasingly critical eye, and manages more frequently to avoid identifying
with it.

Nonetheless, there is still ample evidence of confusion in Gibbon’s grasp of his
debate on race, especially when we consider his treatment of Mr. Grahan;7 the disso-
lute colonist. Mr. Graham is shown to have a liberal attitude towards blai:ks, and in

response to Joyce’s suggestion that he sjambok his labourers into accepting his author-
ity, he remarks:

I'don’t believe in treating human beings like beasts. A Kafir isn’t a brute, you know,
Mr. Joyce (Gibbon 1904:156). ’

The context in which Graham’s words are presented subvert the view that he expresses:
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his degeneration into drunkenness and finally death as a direct result of fraternising
with his black labourers. Indeed, the major failure of the novel is Gibbon’s inability to
endorse the positive features of Graham’s (or Thwaites’s) liberalism and explicitly to
condemn Joyce’s immorality.

Gibbon’s ambivalence is most evident in his presentation of Joyce, who enjoys
authorial approval yet, paradoxically, is shown to be unacceptably brutal in his treat-
ment of black people. There is a major inconsistency in implying that Joyce’s violence
is immoral, while at the same time precluding the reader from an identification with
Graham’s tolerant views. This inner contradiction, central to Gibbon's tailure in Souls
in Bondage, is resolved successfully in the later Margaret Harding. A more accurate
measure of Gibbon’s progress in Souls in Bondage is the ideology discernible in
Thwaites’s inner debate and i Gibbon’s apparently contradictory observation that
Mr. Graham has ‘a distinction that might have been greatness’ (Gibbon 1904:273).
However, Gibbon’s (1904:273) depiction of Mr. Graham as a dissipated drunkard whose
‘essential fluidity of character’ is given to bouts of drinking in his labourers” kraals
requires us to regard him as an example of ‘white man’s incontinence’ (Gibbon 1904:71):
the attribute that leads to sex across the colour line, and has created the ‘damned’
coloured community.

The ambivalence in Gibbon’s attitude provides the grounds for Jenny de Reuck’s
(1988:14) accusation that he ...

[involves] the reader in the tacit acceptance of the narrator’s racist categories when
evaluating character and interaction between characters.

My argument is that Gibbon’s racial views, while confused, are anything but compla-
cent and unquestioning, and reveal a developing maturity that will eventually permit
Gibbon to present a meaningful debate on racial attitudes. The most convincing testi-
mony to Gibbon’s increasing sensitivity to racial issues is the extent to which he is
able to show that Thwaites’s tragedy is a function of the society in which he lives, and
that his affection for Cecilia is not a weakness but a strength, tragically denied its
fulfilment by the combination of societal forces and the shrewdness of Bantam’s ma-
licious insinuations about Cecilia’s pre-marital pregnancy.

De Reuck goes on to accuse Gibbon of a failure in the rendering of character,
especially in the case of George Joyce in whom there is an ‘uneasy alliance of chivalry
and violence’ (Gibbon 1904:10). She finds a radical (and damning) inconsistency in
Gibbon’s harnessing together Joyce’s ‘wholesome hero’ image with his brutality to-
wards the black labourers on Graham’s farm. However, there is some evidence that
Gibbon intends the reader to see a direct parallel between the violence of Joyce and of
Bantam. If we accept Thwaites as a central pivot, then Joyce and Bantam are clearly
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intended as contrasting figures, linked ironically by their predilection for violence. On
the one hand Bantam is shown to be ‘cruel, false, and dissipated’ (Gibbon 1904: 1.19)
cynically trapping Cecilia into a marriage which he uses for sadistic abuse wh'ile on’
the other, Joyce creates an impression that is ‘altogether good and pleasant,’ (Gibbon
1904:254), yet both display extreme ferocity. The linki ng of the two characters may be
part Qf an attempt to provide the novel with a pessimistic conclusion with wider social
npphcatlons: that neither race group is able to resolve conflict without recourse to
violence. ‘

The novel operates adequately at the level of melodrama and in this sense Ban-
tal.n the villain and Joyce the conquering hero are consistently and clearly delineated
Gibbon (1904:255) catalogues Bantam'’s evil qualities and simplistically lists Joyce’s:
ggod ones: “an excellent fellow and a charming guest’. At this level, his denunciation
of Bantam is too facile, while his ironic treatment of Yoyce is too hesitant to be imme-
diately and effectively discernible.

Cecilia’s personality is presented via the different perspectives of several char-
acters. Thwaites sees her as a fragile innocent, a view that is shared by Joyce who, we
are told, has knocked a man down for insulting her by calling her ‘pretty nigger’. Thp
public view of Cecilia is stated by the magistrate who regards her as a ‘good” one
amongst a bad bunch, while the coloured community regards her as aloof and irritat-
ingly self-righteous, producing either active hostility (as in Bantam and Mrs. du Plessis)
or clumsy attempts at friendship, which Cecilia immediately rebuffs (as in Sannie’s
overtures to her in Ferreirastad). We are told that

~.. her mission-school cducation in the Transkei had sundered her hopelessly from her
own colour and kind, while giving nothing in their place (Gibboen 1904:290).

In this respect, J.P.L. Snyman in a short magazine article, ‘South African Authors—
45. Perceval Gibbon’, on Gibbon and his writing, has drawn a parallel between Cecilia
and Kamis in Margaret Harding, both of whom are estranged from their people b);
their education.

The irony in Gibbon’s depiction of George Joyce is apparent in the contrast
between his depiction as a romantic hero and as a brutal animal. On the one hand we
are shown the Joyce who rescues Peggy Graham from the black labourers doin g ‘what
they please with her’ (Gibbon 1904:211), the ‘good chum’ so admired by the Van der
Merwe family, while on the other we see the gratuitously vicious colonist who returns
from the kraal after avenging Graham’s death:

‘There is blood on your hand’, she said next. “It is all wet’.
He put his hand in his pocket, but could not speak.
“There is blood on your boots too’, she went on. “You are all blood’ (Gibbon 1904:271).
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Gibbon shows that the racial aggression in Joyce is intimately linked to his success in
business: he emerges as a prototype of the pioneer colonist/capitalist. His easy as-
sumption of a leadership role in the Van der Merwe transport firm is related to his
authority over blacks (he quells one of Graham’s rebellious black servants with a mere
glance) and to his eventual prosperity:

.. their teams made record journeys and their waggons carried bigger loads, to the
quick profit of the firm (Gibbon 1904:251).

Gibbon’s condemnation of Joyce is barely discernable when compared with his ex-
plicit criticism of Bantam, but at times there is a distinct element of parody in his
presentation of the white hero, whose only outward gesture as he contemplates mar-
riage to Peggy is to punch his fist into his hand, unconsciously expressing his own
violent nature, and by implication the violent character of colonial exploitation in
general:

Joyce stood in the middle of the room, his right fist poised above the open palm of his
left hand. ‘Little—chum!” he said to himself slowly. ‘Yes, by Jove!” and he dropped
his fist with a smack of emphasis (Gibbon 1904:209).

Although Souls in Bondage shows Gibbon struggling unsuccessfully to bridge the
‘ontological gap’ between author and fictional character, Thwaites represents a sig-
nificant step towards the narrative distancing required to achieve that goal. The ex-
treme shifts in narrative technique that characterise Salvator (1908), his next novel,
may be Gibbon’s reaction to what he had perceived as his central problem in writing
Souls in Bondage. However, the latter novel marks an advance on the bigotry dis-
played in some of the stories in The Viouw Grobelaar's Leading Cases and a develop-
ment towards a more dispassionate appreciation of prevailing racial assumptions. When
he abandons the racial theme in Salvator, his writing seems to lose its essential impe-
tus, and he is able to write his best novel only when he presents his most thorough-
going examination of the subject in Margaret Harding.

Human Resources
M.L. Sultan Technikon
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Siegfried Huigen

The only statue for the Dutch language 1s situated approxjmately ten '[h()},lSﬂﬂd kxlglne-
tres from the Netherlands and Belgium in Burgersdorp, in the Eastern Cape ]E"rovmce‘
This is how it came about. The enfranchised voters of Albert, a border district of the
Cape Colony with Burgersdorp as its administrative cenFre, were fervent Zeal?ts fgr
the Dutch language. Due to their efforts, amongst other thu.lgs, Dutch was perxmtted in
the Parliament of the British Cape Colony in 1882, after it had lacked every form of
official recognition since 1822. In celebration of this event, a statue fo.r the DLIFC]]\
language was erected in Burgersdorp in 1893: a marble woman on a granite p;desta .
With her right hand’s index finger she pointed to a tablet in her left arm on Whl.ChAWZIS
written: “The Victory of the Dutch Language’. On the pe‘destal were some \dlSthh.S,
among which the following, which describes the extent of the recognition of Dutch:

Erkend is nu de moedertaal
in raad, kantoor en schoollokaal.

The mother tongue is now recognised
in council-, office- and classroom.

The inauguration of the statue took place in 1893 on a grand scale for this sparsely
populated region. There was a cavalcade of five hundred mounted farmers under the

leadership of Qom Daantjie van den Heever, one of the initiators. The two leaders of

the Afrikaans Nationalist Movement, ‘Onze Jan’ Hoﬁney‘r and the rever?nd S.J. d,u
Toit, came all the way from the Western Cape to give festival ;ddresses. Onze Jan’,
leader of the Afrikaner Bond, toasted ‘Onze Taal’, under whAlch he understood the
language of ‘Hooft and Vondel, Helmers and Tollens, Blldgrdgk .and Da Cost.a Va;l
der Palm and Oosterzee” and ‘Afrikaans-Dutch’, the special varlet)i spoken in Sout]\
Africa. He concluded his speech with: ‘Long live the Language!” (Hofmeyr 1913:492)".

Tﬁ&)ft'znd Vondel are well-known Dutch poets from the seventeenth century, the others are
popular Dutch writers of the nineteenth century.
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The marble lady couldn’t point to victory for very long. The Boer War broke
out in 1899 and in the following year the statue was destroyed by British troops. The
Dutch language thereby lost her head and arms, and naturally also the tablet bearing
the triumphant text. Not long after the vandalisation, the rest of the statue was re-
moved from Burgersdorp to an unknown destination. It was thought that the English
had thrown it into the sea.

After the war, in 1907, the British government presented Burgersdorp with a
replica of the statue as a gesture of reconciliation. Years later, in 1939, the remains of
the original statue were accidentally unearthed in King William’s Town, a few hun-
dred kilometres from Burgersdorp. The headless and armless statue was subsequently
returned to Burgersdorp and erected behind the replica2. It is still standing like that,
together with the replica the most important sight in town.

The history of this statue occurred during what might be called the end of the
reign of Dutch in South Africa. This reign commenced in 1652 and was soon confined
to the church, education, correspondence, civil service, and polite conversation. On
the farmyards and in the veld, an early version of Afrikaans was presumably already
spoken at the end of the seventeenth century.

Although the importance of Dutch as a spoken language was soon limited, its
meaning as a written language remained significant until the twentieth century. In the
270 years during which Dutch was used as a written language in South Africa, a vast
collection of written material, mostly in forms not usually regarded as literature, came
into being: diaries, travel journals, letters, articles in newspapers and magazines, his-
torical treatises, as well as novels, drama and poetry.

In South African literary histories of the last few years, little attention has been
paid to this Dutch South African literature. Michael Chapman’s Southern A {frican Lit-
eratures, published in 1996, is an example of this tendency. The history of the Dutch
South African literature—a period of some 270 years—is reduced to two pages
(Chapman 1996:77-78). This essay is aimed at focusing more attention on the vast
corpus of texts-—which include the oldest texts written in South Africa—at present
neglected in the writing of South African literary history.

Dutch South African literature has not always evoked so little interest. Espe-
cially in the thirties, the situation was different. Then, the first Afrikaans literary histo-
tians were being confronted with the question of where, from a nationalist point of
view, the boundaries between foreign and local should be drawn. Where did A frikaans
literature, and consequently the work of the Afrikaans literary historian, begin? At the
start of the written Dutch literature, or in 16522 Or in 1795 (‘Lied ter ere van de

“The information on the history of the language monument was taken from: De Wet s.d.; Cilliers

(1982); Dreyer (1916).
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Swellendamse en diverse ander helden’, written in Dutch with an Afrikaans tone), or
about 1830 when Afrikaans was being used for comic effect in some newspaper arti-
cles and plays, or, again, in 1875 when the Genootschap van Regte Afrikaners (Asso-
ciation of Real Afrikaners) was founded and the struggle for the recognition of Afrikaans
began? The proper beginning of the historical narrative is subject to discussion for the
Afrikaans literary historian; it is not a given, as it is for the Dutch literary historian
who can start with the fragment of a poem from 1150, ‘Hebban olla vogala ...°, be-
cause nothing older has been handed down.

The main topic under discussion is in most cases the corpus of Dutch writings
which originated in South Africa. Its status is, after all, dubious, to a nationalistically
oriented Afrikaans literary historian. The texts were written by ‘ancestors’ sharing the
same territory as the historians and in many cases already using Afrikaans as a spoken
language. The historian is being directly confronted with the question whether this
was indigenous, whether these Dutch writings belonged to the cultural heritage of the
Afrikaners and thus to their history (Conradie 1934:87). The communis opinio was
eventually that Dutch writings of South Africa could only be considered as belonging
to Afrikaans literature if an Afrikaans national spirit could be discovered in them. The
methods used to divine this national spirit were perfectly arbitrary. When the historian
found something in the Dutch tradition that agreed with his own concepts of Afrikaans
thinking or feeling, the text in question received a stamp of approval and was labelled
‘Afrikaans’. In other cases, for example when the author revealed himselfa ‘negrophile’,
the texts were labelled as being ‘Dutch’. In most cases it boiled down to the projection
of ethnic conceptions of selfhood upon texts that originated within an entirely other
historical context (Huigen 1996a:4-12).

The development of the Dutch South African literature cannot easily be con-

tained in a brief review. The insufficient state of present research leaves us only a
rough historical framework, which I would like to relate to the production and recep-
tion of texts. To that purpose I will pay special attention to factors influencing the
written communication: by whom were the texts written, printed and read (the condi-
tions of the written communication) and which factors determined this. The political
developments, the nature of the written language (Dutch or Afrikaans), the presence
or absence of a printing press and the relations between South Africa and the Nether-
lands are important, from this point of view. Due to the present inadequacy of support-
ing research, this method promises to be the safest approach. The resulting construct,
however, can be no more than a superficial sketch .

3 For this attempt at periodising, the information had to be compiled from studies of which
some are already obsolete: Kannemeyer (1978); Conradic (1934); Antonissen s.d.; Besselaar
(1914); Nienaber and Nienaber (1941); Malherbe (1925); Coetzee (1941); (1963); Mansvelt
(1902); De Villiers 1936; Ploeger (1952); Scholtz n.d.; Steyn (1980); Muller (1990); Ponelis
(1993); Zietsman (1992). Du Toit and Giliomee (1983); Du To1t (1985).
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While bearing the above-mentioned limitations in mind, I wish to distinguish
between three phases:

L. The period from approximately 1596 to 1652;
2. from 1652 to 1800; and
3. from 1800 to 1925.

The languz.xg'ewﬂAfrikaans or Dutch——does play a role in this periodisation, but is not
all—.détermmmg. Issues concerning the production and reception of texts, as well as
political factors, are equally important.

1596-1652

Thc oldest Dutch publication in which attention is paid to Southern Africa—not spe-
cifically South Africa—is that of Jan Huygen van Linschoten (the ltinerario) which
appeared in Amsterdam in 1596 (Kern 1955). Jan Huygen wanted specifically to in-
form the home front about the route to the treasures of the East. But on the occasion of
a visit to the Portuguese colony on the island of Mozambique (near Maputo), he in-
cluded some observations on the ‘empire’ of Monomotapa, rich in gold, in the ;rlleriox'
of South Africa. This had consequences. Jan Huygen’s mention saw to it that the VOC
(the Dutch East India Company) investigated the interior of the Cape of Good Hope in
the years following 16524,

. The limited attention to South Africa in the ‘/tinerario’ is typical of the major-
ity of representations in this period. Any mention was merely incidental. People were
underway to the East Indies or home, and went ashore in South Africa only for fresh
Water. In the travel literature, this led to some remarks on the country and its
inhabitants. Whereas Jan Huygen established the tmage of the rich, urbanised interior
of southern Africa, other short visits to the coastal regions of South Africa accounted
for the stereotyped image of the dirty, stinking, ugly Hottentots on the coast, ‘clockende

ghelijck als Calkoensche-Hanen’ (gobbling like turkeys), that remained current even
after 1652°.

1652-1800
The Dutch interest in South African affairs made a qualitative and quantitative leap

* The carliest visit to the Cape was the expedition under the leadership of Cornelis de Houtman
from 5 to 10 August 1559, as described by William Lodewycksz in D Eerste Boeck (Amster-
dam 1598) (G.P. Rouffaer and Uzerman 1915; 1925).

* De reis van Joris van Spilbergen naar Ceylon, Atjeh en Bantam 1601-1604, 18.
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after the establishment of a refreshment station in 1652. The consequences, howeiver,
extended further still. The beginning of the Dutch colom'(ﬂ govefnment at the Cape
was an event of great importance for modern South African hlstO}ry. In 1652 the (forc.eQ)
integration of South Africa and its inhabitants into Western ELlr()Apean. culturewxr.\lg
tially its Dutch colonial variant—began, and the country was received into the wor
ewnomTyhis also had important consequences for the production of textsl Thp colonial
settlement led to the opening up of the interior. In addition to th.e cgntmumg casual
references to South Africa in itineraries, locally produced desgnptmns of land anc}
travel with more to offer than the obligatory stereotypical depictions of ‘Hotteptotten
began to emerge. The Dutch language and written Dutch .culture were (zstabhshed at
the Cape. The foundations were laid for a South A‘fr\canl 11te}‘ary circutt - ,
Initially, the extent of the local South African circuit, founded.m. 1652, was
limited and strongly oriented towards the Netherlands. By far the majority $>f te?fts
created during this period in South Africa was produced by the VOC«bureagmacy for
internal use. These texts were mainly intended to keep t.he overseas rulers informed.
What was produced outside the sphere of the VOC pales into msxgl?lﬁcancefompared
to these texts. Since there was no printing press at the Cape QUrmg the time of the
VOC, and no literary societies, it was difficult for anything wr1tt§11 at the Cape to be
disseminated outside the circles of family and friends. A regi(.mal literary culture com-
parable to those which then existed in Europe was imp9851ble. Poe-Try about. Sputh
Africa published during this period, for example, was written exclusively by \‘/1‘Slt01’.S,
authors who had stopped at the Cape in the employ of the VOC, aqd were published in
the Netherlands. All the printed matter in South Africa had to bellmported.

The absence of a local printing press, coupled with suborclhnatlon to ‘[hti author-
ity of the VOC, also meant that public political actlo‘ns by inhabitants of the Cape had
to take place via the Netherlands. The highest autl.lon‘ty was there, as well as t‘fle r/x;ea}x:s
for the reproduction of texts. This happened twice in the eighteenth c§ntL11yAd tt e
beginning of the century, with the petitions against the government of Willem Ads }d;ﬂ
van der Stel (with the subsequent reaction of th§ govemor) a‘nd, at the end of the
century, the pamphlets of the Cape patriots (Dominicus 1928; Schutte 1974).

1800-1925 ‘ .
Roundabout 1800 two changes took place which deeply influenced the cultural situa-

tion at the Cape. In 1795 the English occupied the Cape. It was only ever to be gov-

¢ By literary circuit I mean a system within which texts are produced (written) and read. Bcfo;c
1652, no literary circuit existed in South Africa. There were, however, oral circuits. These (the
‘orature’), T disregard in the following.

118

Dutch South African Literature

erned by the Dutch again for a short period (1803-1806). Additionally, a printin g press
was installed in Cape Town sometime before 1796, With this, the conditions for the
real unfolding of a local literary circuit were fulfilled.

The end of Dutch government led to the Cape colonists’ gradual estrangement
from Dutch culture. So it seems that during the nineteenth century, people at the Cape
lost their loyalty towards the Netherlands. Although the slaves still called out ‘there go
vaderlanders’ upon seeing a Dutchman, according to the Dutch East Indian official
Teenstra in 1825, in South African glossaries toward the end of the nineteenth century
the word “vaderlanders’ in the meaning of ‘someone from Holland” was labelled obso-
lete (cf. Van der Merwe 1971).

In addition to cultural estrangement, the end of Dutch government also caused
linguistic alienation. In the colony, English government provided mainly English pub-
lic education, with Dutch given a subordinate status. The active command of Dutch
accordingly diminished under pupils who had Afrikaans as their mother tongue. When
the future superintendent of education of the Zuid-Afrikaansche Republiek (the Trans-
vaal), N. Mansvelt, taught Dutch in 1874 at the Stellenbosch gymnasium, he was even
confronted with resistance from his pupils:

So little value was generally attached to the study of Dutch that, during one of the first
classes, while I was handing out the other pupils’ essays, one of the cldest pupils, a
son of a Dutch-Afrikaans minister no less, tore up, without even a glance, an ¢ssay
which I had meticulously corrected (Mansvelt 1901 :505)

Although the rising Afrikaner-nationalism and the Zuid-Afrikaansche Taalbond,
founded in 1890 to further the Dutch language in South Africa, did succeed in proving
the constitutional position of Dutch in the Cape Colony, it did not accomplish an ef-
fective equalisation with English. English remained dominant in education and in public
discourse. The amount of Dutch published in South Africa did, however, increase, and
with the rise of Afrikaner nationalism after 1880, the desire to have a proper command
of Dutch also flared up. To have a good command of Dutch appears to have become a

_sign of Afrikaner ethnicity by the end of the nineteenth century.

In the Zuid-Afrikaansche Republiek (the Transvaal), the more important of the
two Boer Republics, the constitutional position of Dutch had always been better than
in the Cape Colony. Dutch was the only official language, and due to Mansvelt, who

 filled the post of superintendent of education, a Dutch public education apparatus for

white children was created in the 1890°s (Mansvelt 1901). Developments in the Or-
ange Free State were less favourable for the Dutch language. Although Dutch was the
official language, English predominated in various official functions.

For this third phase, the installation of printing presses about 1800 was of spe-
cial importance. The printing press made possible a regionat circuit of discourse. Books,
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newspapers and magazines produced by local authors and printers could now appear
on the local market. Dutch texts coming from South African presses were generally
not read abroad. The increasing linguistic and cultural differences with the Nether-
lands and the Dutch language further necessitated the publication of literature aimed
at the local market. Dutch literature, as it appeared around 1900 in South Africa, there-
fore had to be written preferably in simplified Dutch and had to deal with South Afri-
can issues. During the last quarter of the nineteenth century, Afrikaans gradually be-
gan to be used. The production of texts in Afrikaans did not, however, outstrip that of
Dutch texts before the twentieth century.

The loss of the Cape did not mean that after 1806 publications concerning
South Africa ceased in the Netherlands. Initially there weren’t that many. This changed
shortly after the successful Transvaal rebellion against the British government in 1881.
Tales about the Boer successes became a way of redeeming the national self-respect
damaged during the nineteenth century. Many of these publications must have reached
South Africa via the book trade or by book shipments from the Netherlands. Of great
importance for South Africa were Dutch books on South African history. The recep-
tion of these works of history also illustrates the difficulty in differentiating the Dutch

from the Dutch-South African circuit in this period. The Dutch histories, published in

the Netherlands, are even now considered by historians as specimens of Afrikaner
historiography (Huigen 1996a:116-117). Something similar took place regarding Dutch
literature. Thus ‘Onze Jan’ Hofmeyr celebrated the great Dutch writers at the inaugu-
ration of the statue for ‘onze taal’ in Burgersdorp. The Dutch literary circuit over-
lapped the South African circuit. It is only for the South African Dutch texts that a
separate circuit may be identified during this period. These texts were published and
read only in South Africa. From this originally Dutch circuit, the Afrikaans one even-
tually evolved. Publishers, magazines, newspapers and authors who initially published
Dutch literature, gradually changed over to the production of Afrikaans texts in the
twentieth century. The circuit as such did not change, though.
I regard the increasing use of Afrikaans as written language—accelerated after
1905 with the emergence of the Second Afrikaans Language Movement—to be a de-
cisive factor in the eventual demise of Dutch South African literature at the beginning
of this century. As Dutch was increasingly pushed aside by Afrikaans (from the schools
in 1914; from Parliament in 1925) it was used less and less as written language. After
1925 only immigrants still used Dutch in South Africa.
In the context of South African literature as a whole, Dutch South African lit-

erature in the time of the VOC (1652-1795) might be regarded as the most interesting:

These texts are the oldest colonial South African writings. Contrary to other early

colonial texts written in other languages, these were mostly written by people who had

settled in South Africa.
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s .lo a grleat extent, the texts from this period are products of the VOC: outgoing
'S, journals, reports and notices. They were wri i .
tter, . . ritten in the course of the author’s
. 2 1 * 5 h
Zii:lilfdgtle;; r;f&fly n gle VOC’s service. Among these texts are also found descrip
ou rica and its original inhabitants. Wh ‘ .
’ ' 2 : a . en these texts are read in their
Isnotitgdkrfellldtednesg, 1t 18 possible to trace the developments of discourses about the
Dltl I1l d.ncan reality, As an example of such discourses, 1 would like to consider the
lich discourse concerning the northern interior of South Africa in the sevent
oty seventeenth
Sout i(;ff)re the f'ou‘nding (?f‘a colony in 1652, there already existed an image of the
Lirl,lslh ) rljca]n‘mterlor, going back to Portuguese sources via Jan Huygen van
schoten’s ftinerario. According to that ima 11 ivi L
amschoten’s | a age, Southern Africa was divided i
. . ‘ ‘ i, mto a
r;\gnil;;eid ;]nt;ltmdr l\)mth tllzle empire’ Monomotapa at its heart and an uncivilised coastal
nhabited by wild ‘Hottentots’. The civilised interi ;
>gion s’ erior was, moreover, ec -
cally important. There was a lot i : ygen va
ant. ot of gold in Monomotap:
o ‘ . ‘ : pa, wrote Jan Huygen van
dil:schoten. Therefore, quite soon after the founding of the refreshment station expe-
1625(:15 were sent out to establish trade contacts with Monomotapa. Between 16’60 and
. seven expeditions were sent out, but non ; - i :
. " e of them succeeded in making :

' g an
icnor‘zltactl\l with Monomotapa. When news reached the Cape that copper was to be foung
e éec orth-West,. four more e?(pedjtions were sent northwards between 1682 and

- Copper was in fact found in the vicinity of today’s Springbok, but the means of
explorlflg these reserves were lacking {Huigen 1996a:24). ’
- AF lfle exp;dﬂxons were always required to keep travel journals. To ensure that
e tl}:l ormation was returned, the expeditions were issued with lists of questions
Th.u ¢ economy, forms of government and the appearance of the alien peoples
: 1S 11116t119dlsa110n of travel in the seventeenth century was not unique to the C ape.
rom the sixteenth century onward, the educational travels in Europe were ‘scientiﬁ;

fgalg/’ founded on the ars apodemica, the “art’ of travel (Stagl 1979). The VOC also
_ made use of these techniques to ensure that useful information was gathered in foreign

regions (Huigen 1996).

An important place in the reports from the northern interior was occupied by

th : p I 1
the Namaquas. Comparing the varying reports about the Namaquas in Dutch writings

yields important insights into the developments of the early modern European repre-

_sentation of South Africa.

The reports concerning the Namaquas were initially extremely favourable. It

wa i icati i
~was supposed that they were in communication with the centre of African civilisation

amely Monomotapa. Indigenous informants such as the interpreter Eva (Krotoa) re-

;gi:rczd these suppositions. According to Eva, the Namagquas lived in stone houses
ressed neatly, went to church and prayed to God, and had black slaves to serve them’

they themselves being whitish with long hair’. They were moreover eager to trade
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their plentiful cattle and large stores of ivory for copper and beads (Boéseken 1t95’{ t }1]831)6;
The third expedition of the VOC was the first to come.mto contact wi o

Namagquas. This expedition left the Cape in January 1661. The J‘oumall keepf:r on th;

jo(urney was the later spouse of Eva, surgeon Pieter van Meerhoff. Unlike many o

ers. Van Meerhoff is personally present in his text. His journal contains a

N—— y observed, of the first encounter with

personal description, almost cinematographicall
the Namaquas:

i [ feter va hoff,
Toward the evening a fire was lit on the mountain W.S.W. (;{ft;s{ I, Plteitcr ngxiignan
i /0 of tentots and went toward it. Halfway there,
took with me two of our Hot : e o
' Choi gui started calling: ‘Mr. Pieter, Namaqua'. I looked up
one of the Khoi guides] started ca : . mied
[23 of them, standing on the rocks and looking at us. I went somewl.mt mrthe(; ?amed
ﬁotlcntots )became so distraught, ... they took their shoes from their feet a;) [aned
\ > ’ to see whether
< ing: ¢ a boeba kros coqua’. I took my glass ‘
to run back, saying: ‘Namaqua : Lo see e
; ere d with dry skins and were carrying \ !
ras so; I saw that they were arme nd w ’ her
;};ft arms. bows and arrows on their shoulders and in either hand an asscgﬁl.,{ Ctlt, -
qureLd m;Hoﬁeutots and said they should not be afraid, the Namaquas wouldn’tdo

harm (Bosman & Thom 111 1952- 1957:484).

[ cli isi reing his Hottentots to accom-
: rhoff bed up to visit the Namaquas, coe .
Van Mo ; they cried that there was tobacco, beads and copper

pany him. Upon reaching the top, no meeting took place on

for trade. However, because of the encroaching darkness,

ing of the 18" February 1661. - . N
e eve[%ll?é? r?extlgay the Namaquas appeared at the camp. The ritual of introduction,

in which Van Meerhoff took the starring role, began:

At last one of them came to about a musket shot from us; the others rcn:iamed S‘m?‘i
: eimy;, the IN¢ as sat down on o
int 5 ot our entots go and mect them; the Namaqua
in the bush. I let our Hottento ; s G e
i : - Hottentots on the other side. They called a .
de of the morass and our Hot Hted: o
T\ong time before they dared to approach us. At fast they came o\mr.hS(()j lt; Pletir \;ee
: i : 1 outh and likewise approached them, to
rhoff, took a pipe of tobacco in my m : ‘ see
Mlezther they too had knowledge of tobacco. Having reached them, one of t}llcm ;I:d
W ]diatcly came. who took the pipe from my mouth and started to smoke; t]e):igg
bo : - 4R5).
been from time to time with the Cape Hottentots (Bosman & Thom 11 1952-1957:485)

i : s impressed by the imposing presence of
B e encoznf;; Zilzi I\}/llize:}}:;fef\::ns. "I?hey were larger than.Cattibou, the
& Compr In later reports about the Namaquas, th1§ remark was.
eneral. This happens already in the Cape journal where
giants’ (Bosman & Thom 11 1952-

the king of the N
{argest slave of the Compa.ny‘
extended to the Namaquas in g ;
they are described as ‘very strong folk, half-

1957:341).
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As an appendix to the journal text, Van Meerhoff gave a description of the
Namaquas—the ‘Memorandum of their occasions and manner of clothing etc.” In this,
he says that the Namaquas resemble the Hottentots of the Cape in their forms of settle-
ment and their hair styles (Bosman & Thom III 1952-1957:487). The first point was
repeated in the Cape journal in an afterword to the expedition (Bosman & Thom 111
1952-1957:341). All of this made it problematic to retain the association of the
Namagquas with the civilised interior. As yet, however, the idea endured unchanged.

After Van Riebeeck’s time, however, the Namaquas came to be shown in an ill
light. Apparently because of a chan ged policy toward the Dutch, the sixth and seventh
expeditions encountered resistance from the Namaquas. The sixth expedition was con-
fronted with open hostility from the Namagquas: ‘they said that unless we turned around,
they would fight against us’ (Godée Molsbergen 19161:91-93). Commander Wagenaar,
in a letter to the Lords Seventeen, interpreted this as the Namaquas® distrust of the
Dutch (Godée Molsbergen 1916 I:1 13).

During the next phase of expeditions northward (1682-1686) the hostile policy
of the Namagquas against the Dutch was sustained. The expedition under Oloff Bergh
(1682) felt that it was betrayed and mocked, and found itself forced to return. During
Van der Stel’s journey (1685-6) similar problems cropped up. The Dutch had to listen
to a recalcitrant tribal leader telling them that although at the Cape they needed but to
say the word, they were now in Namagqualand, and things were different here (Valentyn
1971:282). In the end, this certainly‘fContributed to the disappearance from official
papers of the initially favourable image of the Namaquas. Another factor was habits
that differed from the Dutch. In the text accompanying a depiction of a Namaqua by

_ Hendrik Claudius (1686), the negative prejudices are itemised:

- living rough without any laws or religion ... seem to fear nothing but the thunder
and the lightning, are extremely untruthful and deceitful, eating everything they come
across, even rats, dogs, cats, caterpillars, grasshoppers, &c., only for hares do they
have aversion and repulsion ... their women they happily loan each other, so they
become the more lecherous the less their men are jealous ... (Waterhouse 1979:412/
414).

By now the Namaquas have become beings from an inverted world, preferring their

own filthy grub to tasty hares. For them, a delicacy would be a green caterpillar to be

cither grilled over a wood fire after ‘the green filth has been squeezed out’ or cooked
In ‘its own green juice’ (Waterhouse 1979:414). In short, the Namaquas were ‘wild

men’, as is remarked in a description of the festivities surrounding the birthday of
commander Van der Stel in Namaqualand. By now, even the fact that the Namaquas
were capable of orderly dancing was considered astonishing (Valentyn 1971:292).




Siegfried Huigen

There were both empirical and ontological reasons for moving t.he Namaquas
to the ‘wild’ category in the official documents of the VOC. Smc.:e apnqmtyﬂ, a taxo-
nomic distinction between the self and the other has been operative in the huropegn
experience of the unknown. The stranger was a savage, a heathep, wild, the oppos}xlt.e‘
of the self-image of the European (Koselle(?k 1979). Since the sixteenth @nt:;y, ; is
self-image has become insinuated in the entire Wester.n European way of .hfe ( ?n §11
Boogaart 1982:14). This development 1S v151.b1c also in §outhem Amlca, in con lotrll a-
tions with indigenous populations. The Khoi were c.onsxdered repulsive becauseld 16);
did not behave themselves according to Dutch and, in general, Europez.m standal‘ s ;)
civilised behaviour: comprehensible language, zlcceptable eajﬁmg hablté, neat c11907t ;—
ing—the products of the civilizing process that beggn n .the Middle Agesl(Elxgis rd:
1982). The Namaquas, on the other hand, behavec} Jugt like the Dutch; at ezlls fﬂ‘ico <&
ing to Eva. After all, they did wear neat clothes, live in fine I]OUSE?S,. go to c 1L)11'<, h, ;
so on. Consequently they were attractive representatives of the cw.lhsed ‘mt(i}r‘lor. 1.417((—
perience, however, provided the insight that the Ngmaquas ,dld not in faq b? ave }1 e
the Dutch. To this was added their apparent ‘dece1tfulness . The result was.tbat tl ey
were assigned a new place in the taxonomy: in the journal o‘t th@ last expedition they
become ‘wild people’ like the Cape Khoi were from the beginning. —

The demotion of the Namaquas, their textual r.emoval from the cwxhs.e‘ inte-
rior to the wild peripheral regions, necessitated an adjustment.m the D’utc‘h dlsc‘ouzlse
of southern Africa. Although the Namaquas were not yet quite as loathsome 1n the

carly sixties as they were later to become, they were also not the suitable tradu;g
partners with access to Monomotapa that they were initially presumed to be. In the

imaginary discourse of the interior, this 1‘esu¥ted in th§ rf.:movaI of the bolrder of civili-
sation further inland. The role of civilised mte.rmedlancs to Monom?tapa was ngz\{
ascribed to other peoples: the Brigodys (‘Brickje’), the Chobonas or Choboquas, Bri
and Gri (‘Grienbri’) (Mossop 1931:120) all began .to‘ tgke over the rgle of thg Nlamnglis
in representation. The border between wild and civilised was also increasingly 1der

fied with the imaginary river Vigiti Magna. It was reve.a-lefi .that the Namaquas were.
wild and that they lived a few days’ journey from 'the Vigiti Magna. ‘T].16.31Namag}m;s ,
had assured the expeditions that the intervening region was dry. The. cn@hs@d agr;cu e
turists were thus to be sought on the banks of the Vigiti Magna. This river, therefore, ;

became a goal of later expeditions.
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B.W. Vilakazi:
The Poet as Inspired Prophet

Thengani H. Ngwenya

As symptomatic structures, works of art preserve certain
homologies with the social and economic structures of their time,
and are important sources of information about human history:
every work of art is, inter alia, an important social document,
and it is foolish to think that it can be somehow ‘above’ such
things. On the other hand, art can be seen as something we un-
derstand better by its being approached through a prior consid-
eration of facts surrounding its birth (Thurley 1983:5).

In the wake of revisionist approaches to South African literary history evident in the
recently published books and journal articles on South African literary history’, per-
haps the time has come for a re-appraisal of the achievements
those black writers who, for socio-political and ideological re
a marginal position in relation to the English-dominated South African literary estab-
lishment. C.F. Swanepoel’s (1996:20) comments on the peripheral status of African-

language literature(s) alert us to the urgency of reviewing the underpinning assump-
tions of Southern African literary historiography:

and significance of
asons, were relegated to

There seems to exist a South African literary history of whicl
erature is not part, and consequently finds itself in a position of marginality. Put dif-
ferently, there seems to exist a South(ern) African literature in African languages which
is either not (yet) regarded as part of South African literary history, or h
been described sufficiently to fit into the wider South African context.

1 African-language lit-
as not (yet)

In a similar vein, the literary historian Albert Gérard (1993:64), reminds us of the
crucial role that literary scholars can play during this time of fundamental

social trans-
formation and reconstruction in South Africa:

... in this polyethnic, plurilingual country and at this decisive moment in history, they

! Recent books on South African literary history include Chapman (1996); Ntuli and Swanepoel
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c1al task: c ¢ the tradi-

[literary scholars] are summoned to an even more crucial task: t(? help cuw;}l‘;z -

tionacl ({i;fisivexless by making each single human grOLllp aware (zf ;};et S;%Iiﬁer grOL;pS

1 > subtlety in the literary achicvements . .

tude, and of the depth and subt i . woups.
gy thus fostering cultural understanding and mutual esteem, they will contribute

proper share to the necessary building up of a cohesive nation.

Whether we (as South African literary scholars) regard T]ations as ‘imaglir:ei lCOlT;:‘L;:
itiees’ with no empirical existence or as social groups Wltil'sharefi and fljet ;]m(;;]; 1en‘ge
ncteristics we would be shirking our social responsibility if we ignored 16 hallense
Zf fos;ex'in’g cultural understanding and tolerance among the various social group
i ' fican ‘nation’. -
stitute the emerging South African "na . ) )
Comtm;%enedict Wallet Vildkazi, the Zulu literary scholar,znsvlchst agl(itgocgtr\gé}? (1)51;
» ' g dern Zulu poetry® belongs to the .
ge ly regarded as the founder of mo : roup of
b::iflrlifl gffliwin—educatcd writer-intellectuals most of whom Svrot.e' n b()t}l J’d}t{nrj 2;1010 ;
I B ish. Thi i 5 SUC iters and critics as J.LR. \
s and E h. This group includes such wrt .
fl;gg‘gl\zzgtgiplrﬁlg Dhlom%b and R.R.R. Dhlomo. Before his prematzre (}/eatjfé a; tl}Z
i ‘ o : e . ” 1
age of 42 1 i i he ished two volumes of poetry: Inkondlo Ka i
e of 42 in 1947, Vilakazi had pubhs | v ‘ ! and
a%53051) an(; Amalezulu (1945). In 1973 Vilakazi’s poems were rende{ed m@ 15111)5 113)
( Florence Louie Friedman from the literal translations Ao'f the Ztl uﬂp(()lcm yteé
" KOIf/ldlcolm and .M. Sikakana®. Apart from creative writing, Vxlakqm c}\l S0 wrzmi
‘ ' . . ) \' 3 a e -
Yl\m/i;dﬁll of scholarly critical essays the most frequently cited of which 1s the on

in Zulu” whi a a thesis |
tled “The Conception and Development of Poetry in Zulu” which was part of a the

. in 19 ilakazi’s
ccepted by the University of the Witwatersrand for the MLA. degre}i 1% 1 )33;’{1}/ e
acce - ; ¢ Univers
. : f Bantu studies at the
sis, accepted by the department 0 : . e N
d?.ctorattrt:r::z» in 191215 was entitled The Oral and Written thgrqtutg in ]\égtum.t iﬁs
\élt\'ﬁi (1993:61) has pointed out, Vilakazi’s thesis ‘has the dlSUﬂ;tl(l)n :imfl?aneg-
I'Ter(ature in t\;vo different, although related, languages, Xbosa and 1;‘1{ oet who
: ’erl > Thus in the work of Vilakazi we have a classic example ofa fnc ol ar—}c)i o
?:fie};t.ed in a sustained and systematic manner on the techmcal., aestlt Ctl(; i?s Obzious
s . , eo
! - c g ginati ting in Zulu. However, 1 spt > s
al foundations of imaginative wrt o ade his most
Ioglcatﬂity as a writer and critic it is in the field of poetry that Vilakazi made his
VETS as a

distinctive contribution to Zulu literature.

io-cTiti aluati selection:
My concern in this chapter is to offer a socio-critical evaluation of a s

e y :
SechCm €z ( ()l ), uh ( ) B )> Mﬂ colm ( . ), allgj( 3 1 “ ) an A . ()])e
2 - b> 9 .] - Nt (84 [ f)g() 38 . B 95 574 d (
(l ) b A, t f - I Fr i Sty 1
All q tations 1n this ¢ 1dpte haVC cen akC 1 Irom orence Loule rricdman s translations 1
1o0tatio S

Z tlul rizon ! (2 p C from / Il’l/ Ildla
{ N ( 9 }3) uotations Of the ortg lla] ;Zulu VETSIONS ()f the oems are Ir ZINKO. °

“l/ B ; g O/al\[u (19 . ) C Y D.B.Z. N % [ (4 as [y 7k0 TCH()

ZIKd W Vi izt 93 eaite ) BZ 1ab1) 2vViate 1S 17 )
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*Foradiscussion of Zulu national pocts see Ng
Rycroft & Ngcobo (1
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B.W. Vilakazi

of Vilakazi’s poems in which he examines the sources of his poetic inspiration and
foregrounds what he considers to be his social roles and obligations as a ‘modern’
Zulu poet. Thus the central focus of my discussion will be on those poems that Adrian
Koopman has aptly described as ‘inspirational poems’. Koopman (1980:3) further
points out that in these poems Vilakazi ‘seeks not only to discover himself as a Zulu,
but to find out what it is that mspires him to write poetry’. In spite of his desire,
expressed in some of his poems, to be seen as following the tradition of Zulu oral

poets (izimbongi), Vilakazi seems to have been aware of his role as a poet of the
written word as distinct from the oral

poets such as Mshongweni, Magolwane
KaMkhathini, Mxhamama KaNtendeka and other royal poets who sang the praises of
Zulu kings*. As I hope to show, Vilakazi’s poems and his critical writings reflect his
awareness of the inherent contradictions underlying the challenging task of having to
ensure the continuity and preservation of Zulu traditions while simultaneously devis-
ing new strategies and forms of poetic expression to suit the modern context.
Focusing on the role of the poet as a witness and participant in the process of
cultural transformation, my analysis of the poems dealing with the subject of the po-
etic imagination and the poet’s social roles will take into account Vilakazi’s self-con-
ception as the poet whose task is to preserve the cultural heritage of h

18 people. As
C.L.S. Nyembezi (1973:xix) rightly points out:

He [Vilakazi] was gravely eoncerned lest the Zulu heritage be lost to the younger
generations. In his poems te refers over and over again to t

he need for preserving
those things which are sacred and precious to the Zulu nation

This view is confirmed by Vilakazi himself in the poem entitled ‘I Hear A Singing ...’
(Ngizw’ ingoma):

Ingoma yenu ngigale ngayizwa,

Ngayizwa ngayeya n gokungazi,

Namuhla sengiyayiqonda ngiyayithobela.

ubane (1951); Gunner (1984); Cope (1968); and
988). In Zulu Horizons Friedman (cf. Nyembezi |

follows on the role of the traditional imbongi: “The Zula word imbon
poet’; but this is inadequate because the imbongi, in addition to bein
the chief’s official praise-singer. He must therefore be familiar wit
ound and know too the idiosyncrasies and personal habits of t}

taises. The imbongi is also expected to have memorized th
tribal chiefs whose songs wou

973:77) comments as
gi has been translated as
g the tribal poet laureate,
h tribal history and back-
he chief or king or hero whom
e praises of several generations
1d have been taught to him by word of mouth by his predeces-
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Laph’ amazw ' enu enggongq’ esifubeni,
Eloloz’ ezibilini zozwel oludala

Enilutape KwaZulu neduka nomhlaba,
Ningikhumbuz’ okungasekho
Nengingenamand!’ okukubamba

Noma sengikhal’ ezimaconsi (Ntuli 1993:74f).

When first [ heard our tribal songs

They seemed to me of little worth;

But now their message echoes in my heart.

Secrets and timeless passions haunt a lilt

Inspired by Zululand’s sons and their traditions.

These songs recall a past so swiftly fading

That now I fear its meaning may elude me

Although I weep with longing to preserve it (Vilakazi 1973:33).

In examining Vilakazi’s chosen roles as the custodian of cultural values and an inter-
mediary between the dominant Western culture and the ‘swiftly fading’ Zulu culture, I
shall be guided by the central propositions of Lucien Goldmann’s theory known as
genetic structuralism the key principles of which are explained by Terry Eagleton
(1976:33f) in the tollowing terms:

What Goldmann is seeking ... is a set of structural relations between literary text,
world vision and history itself. He wants to show how the historical situatipn of a
social group or class is transposed, by the mediation of its world vision, into the
structure of a literary work. To do this it is not enough to begin with the text and Wprk
outwards to history, or vice versa; what is required is a dialectical method of criticism
which moves constantly between text, world vision and history, adjusting each to the
others.

It is my hope that this discussion will serve to illuminate interconnections between
historical context and textual production as exemplified by Vilakazi’s poetry. As the
anthropologist and critic, Absalom Vilakazi (1975:134f) explains in a review of Zulu
Horizons, Vilakazi (the poet) would, in all probability, have thought of his poetic tal-
ent as having been shaped in various ways by his social environment:

While Vilakazi did not elaborate a social theory of literature, he would have agreed
with the proposition that the poet springs from the bosom of his soci.al group and
therefore reflects the historical social experiences of that group. That this was indeed
his perception of a poet as ‘the voice of his people’ is shown by the fact that he sought
inspiration from ‘waiting outside the palisades of Dukuza’. It was from here that he

heard his people saying: ‘Be our voice’.

B.W. Vilakazi

What the literary sociologist Lucien Goldmann (1980:112) refers to as the ‘world
vision” or ‘world view’ evolves from any social group’s attempts to create a meaning-
ful and coherent value system out of its material and social circumstances:

World views are historical and social facts. They are totalities of ways of thinking,
feeling and acting which in given conditions are imposed on men (sic) finding them-
selves in a similar economic and social situation.

As 1 shall argue, Vilakazi’s poetry presents a world vision characterised by both dis-
crepancies and interpenetration between African ‘traditionalism’ and Western ‘moder-
nity’. The poet and the social group(s)—defined in terms of ethnicity, race, and class—
whose outlook he attempts to articulate in his poetry, have to adapt to the demands of
amodern existence while simultaneously endeavouring to retain what they sce as the
essential features of their indigenous cultural identity. Consequently, Vilakazi’s poetry
reflects the dilemmas and uncertainties of a poet caught between the hegemonic liter-
ary practices and ideologies of Western culture and the traditional myths, beliefs and
cultural practices of his native culture. This tension is also evident in Vilakazi’s at-
tempts to combine traditional forms with Western ones, as well in his constant invoca-
tion of the protective and inspirational spirits of the ancestors while showing equal
respect for the basic doctrines of the Christian religion. Thus social institutions such
asreligion, education and tribal traditions and belief systems provide a framework, or,
as Goldmann would say, the ‘englobing structure’ within which Vilakazi’s poetry may
be interpreted. In line with his self-portrayal as a preserver of culture, the world view
which is given prominence in Vilakazi’s poetry is that of the traditional Zulu commu-
nity, the essential features of which are outlined by Absalom Vilakazi (1965:136):

There were certain presuppositions in the culture which were of fundamental impor-
tance for the general well-being of everybody, the unity of the lineage and its patterns
of mutuality and reciprocity, the supremacy of ancestral spirits ... and the certainty
that old traditional methods of rearing children or of enculturation would make for
cultural stability. This ensured the acceptance of a common world view, a common
tribal sentiment, common allegiances and common interests®.

However, it is worth pointing out that the ‘world views’ of the social groups presented
in Vilakazi’s poetry are neither consistent nor homogenous, instead they are character-
ised by inherent contradictions and ambiguities. For instance, Vilakazi sees himself
and would like to be seen by his readers as a spokesperson of a circumscribed ethnic

*>-On the various aspects of the Zulu world view, see also Krige’s (1936) study of traditional
Zulu culture.
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group, yet the concept of the nation in his poetg does not gonsxstenﬁz Crlzlflggetr(; ttetlfl
ethnic group of which he is a member. Whereas in some of his g(:?s R
constructs personae who assume the stance qf mlss10n-e.dFlcat§ gxcanoems e oo
ciate the utilitarian value of W;:}sterr;) ed.ucztizr; ?21;1] ;ei;g‘ig;lé 11:1 (t)}tleeirn}t)ricate he por.
trays the collective plight of .t e urt an;se Afr e e taioes somplon
racial oppression and proletarlan}sathn . E\/t}deirétity, c11a23 e C}; e dcolomion
quesnog irﬁiﬁﬁ laslscu%iseglfl2:2231212?‘\’/;[3}11(22{5 ;)oetry reveals the various ways in
which he conscious’ly resisted the attitudes ‘and vatues that rpost ;:orél}r:liesrgz‘;:))rz Ei\ll(i
attributed to the class of educated (Wf:stermsed’ and predominantly to; srian) placke
during the first part of this century. Gail Gerhart’s (1978:34) commen

the emergent black bourgeoisie is typical”:

Though not cut off from contact with traditional society, this Aqucan elite was 1

manygways alienated from traditional customs and norms. A belief in the sué)er}xloeré 1}}!}
i i i i unabas

g to its world view, and its goals were

of Western culture was basic : S 8 : o

assimilationist. Having come through the experience of mlssxongry b(?ardﬁl% s’(;hg]ese

it was well steeped in the liberal and Christian presumptions which prevailed 1

institutions, including the optimistic liberal faith mn the inevitability of progres

‘ * Afri ¢ ted
Vilakazi’s poetry tells a slightly different story: thgt some educat;d Afrlhcaxzis dttelir;z o
to counter the influence of liberal humanism with their own hxstorlclge tve;s.S n ol
i i i Jture as superior to hi
Afr 8 Thus instead of seeing Western cu u .
African humanism™. . . o
native culture Vilakazi saw the two cultures as epistemologically different yet comp

mentary. Thus Vilakazi may be credited not only with having blazed the trail for Zulu

. A f e i Vilakazi's most
& Gunner (1988:224) comments as follows on the conception of the *African’ in Vilakazl’s mo

. . Eos L
_ i Gy t although Vilakazi refers specifically to pas
anthologised poem, ‘Ezinkomponi’: ‘It s clear that althougl fident African past. In his

7ulu victories he uses the references as emblems of a deﬂef, con e brondes
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modern poets but also with having succeeded in the d
culturally and aesthetically different conceptions of po
of the 1930s and 1940s, Vilakazi attempted to re-define the role of the poet as an

nspired interpreter of his people’s collective experience as well as the chosen mouth-
piece of the ancestors. As D.B.Z. Ntuli (1984:102) puts it:

ifficult task of combining two
etry. Writing in the modern era

In most of the poems in which Vilakazi attributes ns
he elevates the spirit and humbles himse
which the spirit can work.

piration to some spiritual source
If. He regards himself as a mere tool throu gh

Perhaps the most glaring gap in the criticism of Vilakazi’s poetry 1s in the area of Zulu
mythology and belief system and how these inform and underpin his poetry. A cursory

reading of Vilakazi’s poems reveals that he had a profound grasp of and appreciation

for the beliefs and myths of the Zulu nation and that he tried to examine his own role

as a poet within the context of these cultural elements. However, any assessment of
Vilakazi’s poetry also has to take into account the very powerful influence of Christian
values and Western education on Vilakazi as a young man and later as a schol
writer. Most critics who have written-on Vilakazi’s development
stress the crucial \

ar and
as a writer and critic
role missionary education played in shaping his poetic vision and

stimulating his love for education. A typical comment in this regard is that made by
C.L.S. Nyembezi (1973:xvii):

As a student at Marianhill, Vilakazi acted as secretary to Father Bernard Huss. It was

probably this association more than any other factor that influenced Vilakazi ever
more strongly to seek distant educational horizons.

While the influence of Catholic priests had its own discernible effect in shaping

Vilakazi’s artistic consciousness and moral vision, he seems to have deliberatel

sen to recognise both Christian values and traditional A fric
sources of inspiration.

y cho-
an values as equally valid

Inher incisive study of class and nationalism in twentieth-century Natal, Shula
Marks has shown that there were distinct material and ideological differences between
the non-converted traditionalists and the Westernised kholwa community or the
so-called ‘amarespectables’. However instead of emphasising the ideological
consistency of the newly acquired world view, Marks highlights what she rightly
describes as the ‘ambiguities” characteristic of the behaviour patterns and cultural
outlook of the kholwa community. For instance, it may seem anomalous, if not plainly
self-contradictory, that the educated and Christianised Vilakazi would think of himself
as an inspired messenger of the national ancestors. However, the phenomenon of
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‘deculturation”® which Daniel Kunene regards as a feature of the outlook displayed by
mission-educated African writers who assume, often unconsciously, the perspective
of the colonialist, hardly applies to Vilakazi, nor does the following rather reductive

comment made by David Westlely (1979:9):

" for the literate Zulu of the first half of the twentieth century, Christianity becomes,
paradoxically, the foundation of Zulu morality, of ubuntu, ‘Zulu-hood’ or simply,

human dignity.

Instead of seeing Vilakazi as one of the ‘decultured’ Africans, he should be credited
for his successful attempts to utilise the liberal-Christian ideology in his endeavour to
promote his own culture. Apparently, Vilakazi was aware of the extent of the cultural
and moral discord between what may be broadly described as African traditionalism
on the one hand, and Western modernity on the other hand, and seems to have under-
stood the challenges this posed for the writer whose aim is to explore the underlying
myths, beliefs and symbols of his culture while relying on the standard conventions of

Western poetry to perfor
after the appearance of his first volume of poems:

There is no doubt that the poetry of the
all the new ideas of our age have reache
something we must not lose sight of.
which decks the charming poetry of our Weste
that we have incorporated into our poetry even
forms and metrical system we employ them only as vehicles
poetic images, depicted as we see and conceive (Vilakazi 1938:127).
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Kawuzalelwanga ukulal’ ubuthongo.
Vuk'ubong’ indaba yemikhonto!
Nank' umthwal’ engakwethwesa wona' (Ntuli 1993:142).

Thus now I can never be silent

Because in the depths of the night

Mnkabayi arcuses me saying:

‘Arise, O you son of Mancinza!

Your destiny bids you waken

And sing to us legends of battle:

This charge, I command you, fulfil!’ (Vilakazi 1973:77).

Combining partly realistic and partly visionary modes, this poem describes the com-
plex process of initiation which the poet had undergone before assuming his place
among the national poets. Moreover, it is most significant that the poet does not seek
Jegitimation from any nameless muse but from king Shaka’s court as this implies that
his status and authority as a poet have been conferred by the leader and founder of the
Zulu nation. Thus instead of presenting himself in the typical Romantic tradition as
the individualised voice for whom poetry is a creative response to the feelings of
solitude and alienation, Vilakazi portrays the task of writing poetry as a sacred duty
which has a national significance. Significantly, the poet’s visionary encounter with
the representative of the national ancestors (Mnkabayi) takes the form of a dream. As
Krige (1936:299-310), Msimang (1975:304) and Berglund (1989:136) have shown,
dreams are a very important means by which ancestors communicate with the living,
especially with those they have selected for the sacred task of divination (ubungoma).
It is also worth noting that Mnkabayi instructs the newly initiated poet to write poems
about the heroic achievements of the Zulu nation: ‘Sing to us legends of battle’. There-
fore, poems such as ‘UShaka KaSenzangakhona’, ‘Khalani maZulw’, ‘NgoMbuyazi
eNdondakusuka’ and other historical poems may be seen as the poet’s response to this
ancestral injunction.

The role of the spirits in Vilakazi’s inspirational poems is not confined to the
recovery of the heroic past; Vilakazi envisions his own role as an ancestor who will
return in the form of dreams to inspire the younger generation of the artistically in-
clined. As he puts it in ‘In Celebration of Fifty Years’ (Isenanelo eminyakeni
engamashumi mahlanu):

Siyobuya njengomoya
Wamathongo namadlozi,
Sifukamel’ isikole.

Lapho wena mfana uzwa

B.W. Vilakazi

Umoy’ uwahlaz’ iklamvu,
Ophahleni ebusuku-
Yebo kobe kuyithina,
Sikuphuphis’ amaphupho
Amamathekis’ ingane

Bosukuma mfan’ wuke

Uthath’ usib’ oluloba

Umcabango nezindaba

Esiyokunika zona,

Sizithol’ emathongweni

AwoFulansi noNgcayi

Eminyakeni ezayo »

Engamashum’ ayisihlanu (Ntuli 1993:128f).

Then shall we all in truth return

And, like our own ancestral spirits,

Become the guardian angels of the college.
Therefgp;, young reader, hear my voice

In echoing winds that stir the leaves

And whisper in the night around the house!-—
For thus do we come back again

And bring to you the blessed dreams

That cause an infant’s smile;

Therefore, young reader, wake and rise!—
Take up your pen that you may write

The thoughts with which we now infuse you,
Inspired in us by noble spirits

Of men like Francis and Ngcayi,

That children yet unborn may read them
Fifty years from now (Vilakazi 1973:731).

The deliberate juxtaposition of traditional symbols and images with those associated
with modernity in this poem is indicative of the commingling of two formerly dispa-
rate world views. Significantly, the ancestors guarding the Catholic school where
Yilakazi studied include both the white missionaries and Christian Zulus. Thus the
idea of ancestral inspiration is shrewdly re-interpreted to include recognisably Chris-
tian beliefs.

_ In “Higher Education’, a poem with an overtly autobiographical orientation
Vilakazi expresses the view that his acquisition of Western education has reinforceci
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his status as the pioneer of Zulu creative writing. In an‘unusuaﬂy presmen't and pro-
phetic manner, he anticipates his own immortality as a literary ﬁgure and gives cre.dlt
for all his achievements to the national ancestors who offere'd hlm the necessary gmd—
ance and inspiration and gave him access to knowledge which will be useful to future

generations:

Ngibon’ amagama esizwe sonke.
Amehl’ amadloz’ angibhekile;
Amathong ' abeke nezihlangu,

Alalete ngaphansi komhlaba,
Athi mangingene ngikhothiswe
Ukhamba ngoba ngingakhohlwanga.

Ngikhothe ngadla ngabek’ ethala,

Ngibekel usapho lwakwaZulu,

Lusale lukhoth’ ezincwadini,

Luxabane lodwa luchazana

Nezint” engazibhala ebesuku,

Ngingazange ngizisukele ngibhale,

Ngibeleselwe yinina mathong ' ohlanga,
Ningixabanis’ inggond’ ebusuku. .

Kuleyo nkathi ngiyobe sengafa (Ntuli 1993:148).

I think of heroes of my nation,

I see ancestral eyes regard me
And spirits put aside their shields
As, from beds of earth, they speak
To tell me I shall share their beer-
For never shall I be forgotten.

I gained degrees, I wrote my books,

That other children of Zululand

Might taste one day my fruits of knowledge,
Study, debate and help each other A

While learning from my nightly writings.
These, never inspired by merc ambition,

Were prompted by you, ancestral spirits

Who stirred my thoughts in hours of darkness:
But I shall be here no longer (Vilakazi 1973:83).

The themes of creativity and ancestral inspiration are furth@r -elxplorfad m “The Poet
(Imbongi). In this poem the speaker has been appropriately initiated into the commu-
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nity of praise-poets and assigned the role of an intermediary between the living and
the departed. As he says:

Konje ngabe yim* engikhulumayo,

Noma ngabe nguwe Thongo likaMbongi?
Ngabe ngizwe kahle noma ngivahlongozelwa?
Ngingakazalwa umhlaba wawungenandlela;
Ungaziwa, ungaqondakali, ngawubamba.
Ngizwe umemeza, Mbangi, phambi kwami,
Wangihola ngodondolo ngingaboni, ngabona.
Ngidedele ngibonge, ngivul’ indlela nami

KwaMhlaba (Ntali 1993:143),

O how can T capture thoughts which haunt me now?

Are these my words or yours, O deathless Muse?

And do 1 voice the truth or fatuous nonsense?

Before you claimed my soul, the carth was dark,

Pathless, mysterious: then 1, inspired by you,

Could open my ears to singers of the past,

And grasping the poet’s staff, pursue his path.

O let my songs as well, blaze trails on earth! (Vilakazi 1973:78).

Significantly, the ‘muse’ alluded to i# this poem is not a particular spiritual being but
auniversal figure who inspires and sustains all poets. Yet even this universal muse is
described within the context of Zulu cosmology. In line with the idea of the poet as an
mspired prophet, the message of the speaking voice in the poem is indistinguishable
from utterances of the immortal ancestors. Thus the bewildered speaker in the poem
quizzically asks: ‘Are these my words or yours , O deathless Muse?”. It is evident mn
this and other poems dealing with the theme of inspiration that Vilakazi’s conception
of the ‘muse’ combines both Western and African constitutive features. However in
‘The Muse of Learning’ ‘/thongo Lokwazi’ there is no doubt that Vilakazi is address-
ing a Zulu leader (Muse of Ndaba) who is presented as the custodian of the Zulu
national heritage. It may seem paradoxical that Vilakazi seeks to preserve oral folklore
and history kept in ‘vessels” and ‘calabashes’ in the modern mode of writing. In the
poem he makes an eamnest appeal to the ‘glorious Muse’ who is knowledgeable in

‘primal laws and ancient customs’ to help him preserve this valuable knowledge in his
creative writing:

Ngiphe, ungicaphunele namuhla
Kuleyo ndebe oyigcin’ ethala lobuzwe,
Tkhono lokugcoba phansi lokhw’ engikuzwayo,
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Ngibekel’ izimfaba nezinkedama zikaNdaba.
Udum’ akulwami, kodwa ngolwakho wedwa-
Laph’ umuntw’ ebeyini, angazith udumo
Engaluphakelwa nguwe, kulawo magobongo
Nezimbiz’ ezithule, zingakathintwa muntu?
Ngiyacela Thongo likaNdaba! (Ntuli 1993:75f).

Dear Muse! Impart to me today .
Your knowledge of my people’s herltage,
That I, endowed with power to record it,
May pass it on to Zulus yet unborn!
No fame I covet!—Glory is yours alone,
For what is Man that he should merit honour!
So let me drink this nectar from your vgzsecl;
bashes never impaired or tarnished!
g?ﬁecaarl?ne, I implore you, Muse of Ndaba! (Vilakazi 1973:34).

The Zulu writer and critic, D.B.Z.Ntuli (1984:99) argues that Vilakazi’s conception of
the muse is foreign to Zulu culture:

Apart from acknowledging the help of the spirits of t.hc'a knpwq an‘cestorsilV{IIil'(aél
believes that there is a special spirit responsil?le for giving inspiration to t ehd 1sw é
This concept is foreign to the Zulus. Vilakazi got it from Western p(;le.try w (:an e
often find reference being made to the muses, the goddesses to which inspirati

various arts is attributed.

While 1 agree with Ntuli that the idea of the poetic muse 1s foreign to Zulu f:ulture, I
would argue that Vilakazi’s presentation and interpretation of -thls c‘oncept h ’p(z?rrlrlls
such as ‘Power of Inspiration’, ‘Higher Education’, ‘UMamina’, The Poet’, ‘“The

Poet’s Prayer’ and ‘The Muse of Learning’, is largely underpinned by Zulu beliefs and

traditions. For example, in ‘The Poet” the speaker makes it abundantly clear that ‘the

muse’ is one of the ancestral spirits. The Zulu phrase, ‘Thongo likaMbongi’ is perhaps

more emphatic in this regard as it is a direct reference to the poet as an ancestor (ithongo)

than the rather vague English translation ‘deathless muse’. Evidently Vilakazi is offer-

ing a culturally contextualised interpretation of the ‘foreign’ conception of the muse.

As noted earlier, the conception of the inspiring muse in Vilakazi’s poetry as-

sumes both African and Western features. For instance, in ‘The Poet’s Prayer

(Umthandazo Wembongi) Vilakazi the admirer of classical mgsic, appeals to the ‘hal-
lowed Muse of Melody’ which he believes inspired classngl composers such as
Schubert, Beethoven and Chopin to enkindle a similar creative fervour among his

own people:

Zingifak’ umona,

Ngishishimezwe ubunjonjo.

We, maNyanda kaZulu!

Vusa nakithina,

Sizwe sikaSobantu,

Esiyimisebenzi yezandla zakho,
Izingcwet’ eziphilel” inhlokomo
Yomphefumulo neminjunju yenyama:
Zibamb’ iminyibe yezulu namafy,

NjengoShubeti noBithovini noPinsuti (Ntuli 1993 144).

O children of Zulus!

Those harmonies arouse my drowsing spirit
And stir my aspiration.

I pray you Lord, awake my own black people!-
Your children too, created in your image-

That they as well may voice the spirit’s longings
And torments of the flesh;

That they as well may reach towards the heavens

No less than Schubert, Beethoven and Chopin (Vilakazi 1973:79).

B.W. Vilakazi

In ‘Umamina—an Ode to the Muse’ a poem which shares some features in both its
title and some aspects of content with Walt Whitman’s ‘Song of Myself”, the inspired
and almost hallucinatory poet celebrates the mysterious power of the inspiring spirit
who assumes various forms in the poem including that of an enchantingly beautiful
yet elusive maiden. This poem which has been variously interpreted as a love poem, a
nature poem, and as an elegy (Ntuli 1984:103), is essentially an ode in which the poet
uses a love relationship as a metaphor to describe the creative process. The poem
describes, in intensely metaphorical language, the operation of the poet’s creative im-
agination. In analyzing this thematically complex poem we should be guided by its
particularly suggestive title which implies that the poet is talking about his own tnner
sustaining spirit. Wainwright (1977:50) has referred to ‘Mamina’ as ‘the culmination
of Vilakazi’s search for inspiration’. In one important sense, therefore, ‘Mamina’ rep-
resents Vilakazi’s creative talent. As Cope (1984:1 7) has remarked:

In ‘UMamina’ (‘the personification of the essence of myself’) he finds his muse in the
same way that a diviner finds inspiration and fulfilment through his (sic) ancestral
spirit, after painful and perilous experiences.

The analogy implicit in Cope’s comparison between the diviner and the poet seems to
be a more accurate interpretation of Vilakazi’s conception of inspiration and the role
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of the ‘muse’ than Ntuli’s comment quoted above. It should be noted, however, that
Cope is merely making a comparison and not offering any conclusive views about
Vilakazi’s self-conception as the mouthpiece of the ancestors. With unusual frank-
ness, Cope (1984:17) admits that he cannot make any firm judgement on this issue
because, as a critic, he finds it “difficult to say how close Vilakazi could have been to
traditional Zulu beliefs and responses, bearing in mind his Christian and academic
background ...". In other words what Cope is uncertain about here is the extent to
which Vilakazi had been ‘decultured’ by the liberal-Christian ideology of the white
missionaries and educators. The contention that Vilakazi’s self-portrayal as the in-
spired interpreter of his people’s collective experience suggests similarities with the
functions of the sangoma has some validity. In ‘UMamina’ Vilakazi consciously uses
terminology and imagery associated with the art of divination to describe his own role
as a ‘poet-diviner’. Words such as ‘bewildered’, ‘madness’, ‘rapture’, ‘obsession’,
‘spell” and ‘possession’ all suggest the intensity of the inspired poet’s feelings. Like a
diviner, the poet has been ‘called’ to perform a sacred duty. As Koopman (1980:17)
elaborates:

The isangoma is a social interpreter; he sees beneath the surface and reveals what is
hidden. He is the interpreter of dreams, and therefore the link between the abaphilayo
and the abaphansi, i.c. the living and those below. Vilakazi sees that the poet does
something similar in that he puts the inchoate into words; that he puts into tangible
form that which his audience only vaguely thinks or feels".

In terms of Goldmann’s theory (1970:1091), Vilakazi as the poet-sangoma has access
to the ‘possible consciousness’ of his social group which represents the most coherent

formulation of the group’s world-view:

Great literary works ... originate froma certain social situation but, far from being the.

simple reflection of a collective consciousness, they are a particularly unified and

coherent expression of the tendencies and aspirations of a given group. They express. |
what the individual members of the group felt and thought without being conscious of -

it or without being able to formulate it so coherently. They are a meeting of the per-
sonal and the collective on the highest level of significant structuring.

Of all Vilakazi’s poems ‘UMamina’ is the poem which is closest both stylistically and
thematically to the poetry of the British Romantic poets. In its use of natural imagery,
its idealism, its focus on evanescent beauty and on the reciprocal relationship between

T For a discussion of the portrayal of diviners in Vilakazi’s novels, see also Nyembezi’s (1971)
article *The Use of Magic in Vilakazi’s Novels’.
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tl:ie poet’s creative imagination and external objects, it shares some features with Keats’
odes an_d Shelley’s ‘Ode tq the West Wind’. Invoking the revolutionary creative force
symbolised by the West wind, the speaker in Shelley’s poem says:

Make me thy lyre, even as the forest is:
What if my leaves are falling like its own!
The tumult of thy mighty harmonies

Will take from both a deep, autumnal tone,
Sweet though in sadness. Be thou, Spirit fierce,
My spirit! Be thou me, impetuous one!

Like Shelley who willingly surrenders to the controlling force of the wind, Vilakazi
speaks.of the over-powering yet sustaining effect of his mysterious muse’ As sug-
gested in the stanzas quoted below Mamina is in control of the poet’s total béin \ Lilf

a possessed person, the poet has no option but to comply with Mamina’s wishi' )

Yebo Mamina, sengiyavuma.

Amathong’ angethwes’ umthwalo,
Ngiwuzwa ngiphapheme nakwaButhongo.
Ngithi ngizumekile ngixoxiswe ngawe,
Ngivuke ngokhel” ubhaqa ngigoshame,
Ngiphenduke ngelul’ isandla,
Ngikulolong’ cmagxalabcnyi.

Ngizw’ ikhambi lingen’ekhanda,
Lingiphethul” ingqondo ngibamb’ usiba,
Kanti sekuyilapho ngihay’ inkondlo,
Ngiyizw’ idilik” emafini nasemhlabathini,
Iqubuk® emzimbeni nasemkhathini womoya (Ntuli 1993:188f).

Yes, Mamina, I accept

The spirit’s decree that 1 should bear this burden:
This knowledge haunts me—wakeful or asleep.
How often in my dreams I hear your voice,

Then waking, light a torch, sit up in bed,

And stretch my arms in longing to caress

Your shoulders gleaming near me.

Thus inspiration comes to me

And fills my heart and mind:

I seize my pen; a song is drifting carthwards-—

T hear it falling downward from the skies

To take posscssion of my soul and voice (Vilakazi 1973:114-1 16).
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Perhaps the most remarkable similarity between the themes of ‘UMamz_‘na’ and the
concerns of the British Romantic poets is the speaker’s preoccupation with the func-
tioning of the creative imagination in Vilakazi's poem. As -Fr.ank Kermode et al. (1973:4)
suggest, this was one of the defining features of romanticism:

The major Romantic questers, whether we see these as the poets Fhemsclves or as the
quasi-autobiographical heroes of their poems, are all engaged in the C)ftraor.dmgry
enterprise of seeking to re-beget their own selves, as though through .the imagination
a man might hope to become his own father, or at least his own heroic precursor.

In ‘UMamina’ the poet’s desire to become part of the community of national poets is
even more emphatically expressed than in ‘Power of Inspiration’. As a reslult of.the
tireless efforts of the elusive and enchanting spiritual being known to Vilakazi as
Mamina, the poet who apprehensively approached Shaka’s palace at Dukuza now
‘proudly sit[s] in council’:

Unginik’ umggik’ ebandla,

Ngazibuka ngiphakathi kwezimbongi,

Izinxeleha zingengelez’ ekhanda,

Naphakathi kwamasok’ angenakufa

Ezizukulwaneni zezizukulwane.

Ungenza ngilunywe ngamatekenya. .

Ngibhedle njalo ngingahlali ngithule (Ntuli 1993:186).

Because of you, T proudly sit in council,

Deeming myself as one among the poets

Whose heads are crowned with laurel,

Whose names will live forever on the lips

Of each successive generation.

Because of you my soul is in a ferment!

Because of you I cannot be at peace! (Vilakazi 1973:113).

A careful reading of Vilakazi’s poems dealing with theme of inspiration reveals that
his understanding of the relationship between African/ Zulu and W?stern‘ culture was
far from simplistic but was largely characterised by a conscious desire to integrate the

two world views into one coherent perspective. In his portrayal of the .pr'e—colomal :
culture of his people Vilakazi does not adopt a dismissive stance often exh1bxted.by the. >
kholwa community of his time. The poems discussed above all suggest thgt Vilakazi -
saw his role as that of a ‘cultural worker” or ‘cultural activist’ whosg creative outpgt ,
had an important socio-historical dimension. In keeping with the view ex'pressed in:
the poems discussed above, Vilakazi regards the ancestors of his nation as the

B.W. Vilakazi

mainspring of his creative talent. While his poetic vision could be said to be back-
ward-looking to the often idealised traditional past, it is also forward-looking to the
concessions, adaptations and accommodations that must occur on both sides in the
encounter between Africa and the West. As Raymond Kunene (1 962:213) puts it:

Much as he mourns for the past he has realised that the past is not very important
unless it has principles or ideas of present application.

1t is also remarkable that Vilakazi as a ‘modern’ poet chooses to utilise the cultural
heritage of his people to conceptualise and define his role. Like the poets associated
with Black Consciousness philosophy in the 1970s, Vilakazi seems to have been aware

of the crucial role played by the myths, rituals and symbols of the past in the creation
of a new self-assertive political consciousness.
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‘Road to Consciousness’:
And A Threefold Cord and
The Stone Country

Jabulani Mkhize

?211; }Izllzxéz r(jfu(rilggsgf }Zc\z{lek tz;: {he Ni}gh{ (lh967b), the subject and style of his And A
. ha €ir roots in his early journalism. A documentary vi-
ir;ﬁit}ﬁ]:, thfxgh appeared in La Guma’§ ‘Up My Alley’ (New Age 27 June 1957), ax}lldvi]n
hich 1 cuses on how adYerse yvmtgr weather conditions affect slum dwellers, is
e likely source of La Guma’s subjects in this novel. For La Guma’s concern with ;h
le7g7ht oit?s goo;s(llugg Egiwellers of the Cape Flats is also at the core of the plot ;f/ln;
hreefo or ). As the novel begins, the Pauls fami ich I i i
la‘pldz.lted pondokkie in Windermere, is not only threatened b;ntllz)i nwchelsc:;rllltvrzsx;n €}lldll-
hlghl.xghts. the need for atténtion to a leaking roof, but is also conéemed :},1 i;]
deteriorating h(.aalth of Dad Pauls. Charlie, Dad Pauls’s eldest son, who con\?{lt tle
demonstrates‘ his concern for his father’s fragile health, attempts toj repair th;]lS c}? }:
.roof. The ult}mﬁtte death of Dad Pauls, however, seems to spell disaster for hie‘af o
ily—translating into a reality the idiom ‘it never rains but it pours’. Firstly Rtmi?cll-

Ehflrhe s younger brother, is arrested for stabbing his girlfriend, Susie Meyer, whom
~ heits convinced has betrayed him by having a sexual encounter with the lonely’ garage

Oyvne.r, Geprge Mostert. Secondly, a pondokkie which belongs to Freda, Charlie’

glflfrlend, 1s razed to the ground and her children are incinerated as a result,of afa llet .
primus stove which is left burning in the shack to keep the children wa;xn Never?h g
less, the novel ends on a positive note when Charlie accepts responsibility‘for F reda?;

~ welfare and invites her to join the Pauls family.

, La Guma’s writ.ing of 411d A Threefold Cord (1988) was prompted by a request
rom Seven Seas Publishers in Berlin, East Germany, who approached him while he

University of the Witwatersrand.
Vilakazi, BW 1973. Zulu Horizons. Johannesburg: Witwatersrand University Press. (Rendered:

into English by Florence Louie Friedman).
Wainwright, AT 1977. Remarks on Zulu Written Literature, with Emphasis on Vilakazi s Poetry

Unpublished BA Hons article, University of South Africa.

Westley, D 1979. Potentials and Limitations of a Literary Medivm: Zulu Literature in the South -
African Context. Paper presented at the Twenty-second Annual Meeting of the African Stud- .
ies Association. Los Angeles, California. 31 October—-November 3, 1979.

was fietglned in Roeland Street jail in Cape Town, inviting him to write a novel f

’pubhc‘atl?n (Abrahams 1985:69). Hitherto, La Guma had written a short stor ‘T}?r
'WGleng (Abrahams 1991), which, although its plot revolves around the Pauﬁ fame
ly, is not overtly political, its central thrust being the arrangements being made 11"0 tl :
. marnage of the daughter of the Pauls'. However, the knowledge that the novel, A rryd]/?
Threefold Cord (1988), was to be published in East Germany must have had an ’impact

He characters in the short story are, with some slight changes, the same as those in the novel
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not only on La Guma’s conception or compositi‘on of thig work but 2;150&);1 11t_‘s3 zf)zngle;
ideological effect on a wider international audience. Itis perhgé)s o; {[s cason (hat
the novel is more overtly political. Chandramohan correctly identi les wf _conees-
sions’ made by La Guma in the novel to accommod?te the expeFtatlzns 0S in over
seas readership’: firstly, Brian Bunting’s forequld whxgber;cé; ogg 1;tsr00 allt(:n -~ pro,’
the political activist and creative writer, t0 a w1 er audi , D s
1 at is called in Marxist terms ‘the conditions of the novel’s pr ction’ (L.
‘C?S;ZV }11988). Secondly, the novel provides a glossary of Afrl}llcaanls9 ;vzogilg which 1s
clearly meant for a non-South African readership (C‘handram? an : m.Otivation
On one level, La Guma provides a somewhat ‘mnocent’ reason as a

for his writing of the novel:

it was a matter of recording history or recording situation. The l’)rc;c?k i.s gbotut 1511(1)‘;)}1;1:;
ich i the South African scene .... This 1s just a
ban slums which is a character of _ nis Is Just o
i i i ther facet of the picture. I decided ag
scene in the life of the commumty,‘ano ; ’ 1t
the picture of the suburban slums did not appear anywhere In South Afrxcan-:sfsl'}llt;ﬁlgc,i
so I said well why shouldn’t I do it, because it is part of our life, our scene, 501

appear in the picture (Abrahams 1985:70).

. e . s of
In these words, La Guma alludes to his novels as providing mdwufiuatl hpltcttt\:re;lsl te(;
! 1 ] -t that the -
ican ‘ ity’— t obviously strengthened by the fac
South African ‘totality’—a commen ! ot )
view took place when most of his novels had already been published—and reaffirm
is role as a social historian. o o o
e La Guma’s use of subjects drawn from his journalism 1s but one 1rt11d1cat10n tﬁat
is 1 i ¢ i ’ 1d seem, however, tha
it mi tention to ‘record history’. It wou , ‘
it might well have been his in : tory’ o, however, e
i diate motivation for the writing
on another level, an arguably more imme ’ ' !
is the one spelt out by La Guma in his response to Abrahams’s question about th
weather as a dominant feature of the novel. He points out:

i i it
Well, part of the fact is that the weather plays a part in cr;at;ng tkf ittmosp:;:srepaergile
’ i ¢ There is also the fact that overs
helps to describe the scenes and so on. fac : e
bel}i)eve the South African regime’s tourist propaganda that it is a coufntrty thl; g é)mh
fect weather. 1 had an idea that rather we could use the weather as a feature o

Africa, but also in terms of its symbolic potential, and thus at tl}; s.ar;le time gt:ngxaalf;
i i testing official propa ,
i ly South African. In other words I am con : |
ISto%xiEuxfiiZa’s patural beauty and trying to show the world that fhe tourlit p}(l)ste;
world of wonderful beaches and beautiful golf links is not the total picture (Abrahams

1985:711).

Authorial intention, then, reveals La Guma’s recognition of the political ideological |
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effect that his work might have on a wider international audience as
an impetus for his writing of the novel.

In line with La Guma’s avowed intention referred to above And 4 T hreefold
Cord (1988:1) begins with exhaustive descriptions of weather:

having served as

In the north-west the rainheads piled up, first in cottony tufts blown away by the high
wind, then in skeins of dull cloud, and finally in high climbing battlements: like a
rough wall of mortar built across the horizon, so that the sun had no gleam, but a pale
of phosphorescence behind the veil of grey. The sea was grey too, and metallic, mov-
ing in sluggish swells, like a blanket blown in a tired wind. The autumn had come

carly that year, and then the winter, and now the sky was heavy with the promise of
rain.

This detailed description of the weather conditions does not just serve the purpose of
‘creating atmosphere” as La Guma (1988:2) modestly suggests, but it is significant to

the world of the novel in so far as the weather directly affects the lives of the charac-
ters:

The people of the shanties and the pondokkie cabins along the national road and be-
side the railway tracks and in the suburban sand-lots watched the sky and looked
towards the north-west where the clouds pregnant with moisture, hung beyond the
mountain. When the burst of rain came, knocking on the roofs, working men carried
home loads of pilfered corrugation cardboard cartons, salvaged rusted sheets of iron
and tin to reinforce the roofs. Heavy stones were heaved onto the lean-tos and patched
roofs, to keep them down when the wind rose.

This juxtaposition could create the impression that the novel’s focus is the struggle of
humanity against natural forces {rain)—a preoccupation that would easily encourage
‘anaturalist interpretation of the novel?. Nevertheless, La Guma’s (1988:81) interest

La Guma’s treatment of weather is at times reminiscent of Gorky’s handling of weather in the
short story, ‘One Autumn’, or lengthy descriptions of nature in the same author’s story ‘Malva’.
‘Here is one example from ‘One Autumn’: ‘The rain drammed relentlessly on the wooden boat,
the muffled noise suggesting sad thoughts, and the wind whistled ... The waves of the river

_slapped against the bank, they sounded monotonous and hopeless, as though they were telling

of something inexpressively boring and unpleasant .... The sound of the rain became one with
heir slapping .... The wind rushed blindly ... on and on, singing cheerless songs ..." (n.d.:181).
a Guma employs personification in a similar way in his description of weather in And 4 Three-
Jold Cord: “The rain leaned against the house, under the pressure of the wind, hissing and rat-

tling on the corrugated iron sides, scouring the roof. The wind flung the rain against the house

inaroar, as if in anger, and turned away, leaving only a steady hissing along the poorly painted

blistered metal’ (1988:3). Such descriptions abound in La Guma’s novel.
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lies in a realistic rendering of how adverse weather conditions accentuate the ‘abject
poverty’ of the residents of the shanties, as particularly represented in the Pauls fam-
ily. The poverty of the Pauls family is clearly demonstrated in the description of the
effort that was put into the building of the ‘house” itself. As the narrator tells us:

Dad Pauls and Charlie had scavenged, begged and, on dark nights, stolen material for
the house. They had dragged for miles sheets of rusty corrugated iron, planks, pieces
of cardboard, and all the astonishing miscellany that had gone into the building of the

house (La Guma 1988:17).

Eventually, the narrator goes on, ‘the whole place had a precarious, delicately-bal-
anced appearance of a house of cards’ (La Guma 1988:18). This makeshift structure is
but one of ‘the collection of dilapidated shanties that was springing up like sores on
the leg of land off the highway’ (La Guma 1988:17).

The housing problem, is, however, only emblematic of a broader problem of
the lack of a proper infrastructure in this settlement. In the descriptive prose that is the
cornerstone of La Guma’s ‘naturalist’ style in his early novels the narrator makes this

point quite explicitly:

1t could hardly be called a street, noteven a lane; just a hotlowed track that stumbled
and sprawled between and around and through the patchwork of shacks, cabins, huts
and wickiups: a maze of cracks between the jigsaw pieces of settlement, a writhing
battleficld of mud and strangling entanglements of wet and rusty barbed wire, sag-
ging sheets of tin, toppling pickets, twigs and peeled branches and collapsing odds
and ends with edges and points as dangerous as sharks’ teeth, which made up the
framework around the quagmire of lots (La Guma 1988:21).

As in District Six in his 4 Walk in the Night (1967), there are signs of decay in the
shanties. This is also described in a catalogue form that had by now become typical of

La Guma’s documentary style:

Over everything hung the massed smell of pulpy mould, rotten sacking, rain, cookery,
chickens and the rickety latrines that leaned crazily in the pools of hotrid liquid, like
drunken men in their own regurgitation (La Guma 1988:21).

As Chandramohan (1992:97) correctly observes:

In his descriptions of the locale and the people La Guma shows a concern for natural-
istic detail, as he had done earlier in 4 Walk in the Night.

To suggest that such ‘descriptive passages are clearly more important than the narra-
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15“0 IIltCI pletathll Of the n()VEI. Ihe Ieahty 15 that m plt uch € Ilptl()IlS the
S ¢ ()1 N d SC

E]g“ h:(ln:f CE ths narr “ € 1s not Lllldi 1111112:1 t cCause [hES: ZlESLIl} tanS are :Iganl

Cally lnlked tO the plOt. Lallsa SdIatOVSk}‘a (] 9;;8. l (;2) })UKS 1t more SUCCHlCﬂy

T enti i
he attention to the dank and at times loathsome details are justified since they are not

a goal unto themselves, but a means t isti
: s owards a realistic portrayal of i i
the *bottom depths’ seen a la Gorky?. portmyaloffsociallreaity of

The Myth Qf thg Frontier and Alternative Strategies of Survival

La Guma dismisses any naturalistic reading of the novel by being quite hati
ab<')ut th.e fact that the pondokkie dwellers survive against all odd% C%{ t':rl?p gm'c
point quite ‘explicitly 1n his comparison of the solitary life of the gara >e ov?/ o (‘;S e
Mostert, with that of the pondokkie dwellers. From his garage Most{z:rt obrslg)vese e

the jumble pattern of shacks and shanti 1
( » ties sprawled like an unplanned desi
with dull rags on a dirty piece of crumbled sackcloth pramned desten worked

aIld he thlnkS a sty at lge CO\’H“Y}’ a f TE1EN PEo )16 L 1a 1 98838 . CVEer th€1e O,
> s O
N g p 1 ( a GUII ) N S

Igéfc. was there, no matter how shabby, a few yards from George Mostert’s Service
ation and Qargge, but he was trapped in his glass office by his own loneliness and
wretched pride in a false racial superiority, the cracked embattlements of his an[da
and he peered out sadly past the petrol pumps which gazed like pegriﬁed \Q:V(t)r' ’
across the concrete no-man’s-land of the road (La Guma 1988:38) e

Mostert’s garage stands like “a lone blockhouse on a frontier’ and, although he has

money—rfor which pondokkie dwellers such as Susi
s sie M L :
Ronald (La Guma 1988:93) envy him——his cyer (ba Guma 1985:63) and

;onclmess [he‘mgs] abf)u.t him in the form of a spirit of enforced friendliness, a desire
or conversation, a willingness to do a small favour (La Guma 1988:36) )

iJa Sun}nla s rendering of thi‘s contrast is curious in so far as it seems to draw on and
voke the myth of the frontier in the depiction of the relationship between blacks and

T For : - .
r this quotation T am indebted to Michael Denner, a graduate stadent at Northwestern’s

Departme i i
partment of Slavic Languages and Literature, who translated this article for me from Russian

~into English.
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whites in 17th and 18th century South African historiography. The terminology 18
telling since it bears the stamp of what Dorian Haarhof (1991 :5) in his study The Wild
South-West calls “the use of a language construct that constitutes [a] “Frontierese”’—
words such as ‘frontier’ and phrases such as ‘lone guard action’ immediately come to
mind. Although Mostert’s loneliness tempts him to ‘open’ the frontier by socially -
teracting with the shanty dwellers, as seen, for example, in his ‘desire for a conversa-
tion, a willingness to do a favour’ (La Guma 1988:37), the frontier remains ‘closed’
because of his ‘wretched pride in a sense of false superiority’ (La Guma 1988:37).
Later Mostert wonders whether he should ‘take the plunge and accept Charlie’s invi-
tation’ (La Guma 1988:80) to visit the settlement but ‘hesitation had attacked him
again’ (La Guma 1988:81) and he took refuge in his fate which is summed up in one
word ‘solitude’ (La Guma 1988:37).

In contrast to Mostert’s ‘solitude’, the life of the slum dwellers is pervaded by
a communal sense of solidarity. For example, when Charlie and his Dad build their
shack they get the help of other ‘Coloured and African shack dwellers’ (La Guma
1988:18). During the period of preparation for Dad Pauls’s the prevalence of a sense
of ‘communal self-consciousness’ (Carpenter 1991:87) is clearly manifest in Missus

Nzuba’s generosity and willingness to help. When Ma Pauls shows her appreciation .

for Nzuba’s offer of water to the family Nzuba responds: ‘There is no need to be
thankful. We all got to stand by each other” (La Guma 1988:90). There is also a mani-
festation of solidarity during the funeral proceedings as people converge on the Paulses:

Road to Consciousness’

Two are better than one; because the
‘ ; y have a good reward for thei
For if they fall, the one will lift up his fellow; " heirfabour

but woe to him that is alone when he falleth;
for h‘e hath not another to help him up.
Again, if two lie together, then they have heat, but how can one be warm alone?

And if one prevail against him, two shall wi i
. ’ t >
s ot cutobry a2 all withstand him; and a threefold cord

Ho . . .
" l:;/ieo\;ei, I;}elx G;Jmadc?schews this notion of monolithic African communalism in his
o the class distinctions that exist amon i
gst Africans themselves. Ina d i
re-enactment of how people of the shanti h o have
es have to beg for water from th h
access to water, the narrative tells us: *Th o e e
, : ose who owned the plumbi d

water to those who lacked such amenities’ ’ S
ities’ (La Guma 1988:71). Th 1sati

of differences in racial terms i 1 of class amalee goion
s thus subverted by a paradi 1 i

’ hus gm of class analysis. Against

this background, then, Mostert’s alienation should not only be seen in terms o% race

ut also in terms of his class position—it is important in this regard to note that Ronald

; L . .
s of the opinion that Mostert gains Susie Meyer’s sexual favour because ‘the burg’s

o . , .
“mos got a car and a business and cash’ and not Just because he is white

Critical or Socialist Realism?

| Lewis Nkosi (1975:44) has expressed some reservations about what he calls ‘the limi-

‘Relations and neighbours were assembled there, swarthy mulatto faces and very dark
African, all looking solemn, for there is unity even in death’ (La Guma 1988:73). In
the next chapter La Guma again reiterates the vibrancy of life in the pondokkies de-
spite all odds: ‘But there is time for laughter and for merriment’ (La Guma 1988:78),
reads the first sentence of this chapter.

Such juxtaposition of Mostert’s life of ‘solitude’ with the vibrancy of the shack
dwellers could easily be misconstrued, leading to the conclusion that La Guma in-
vokes an Afrocentric-informed notion of African communalism that is pitted against
white individualism. This impression could be intensified when one considers the
‘message’ of solidarity that dominates the political logic of the novel as articulated in
the epigraph which is taken from the Bible in Ecclesiastes iv: 9-12.

. "t;‘itlon of canvas’ in .La Guma’s work which, he argues, prevents him from ‘explorin
’rther and deepening the relationship between the characters’. He then go d o
: argue that ‘except for Charlie Pauls none of the characters in And A 7 hreefolif E‘S (zln e
given enough time and space to develop their individuality’ (Nkosi 1975:1 léf)r Till:e
:;%:rfncjn:e Ef II:I’koii’}s] comments for our purposes is that (without makingiany ciirec(:
€€ 10 Lukacs) they seem to capture very poignantly the notion of typicali
mbodied in the portrayal of Charlie in the novel and thereb fi e o éis
ka‘tisfaction of one of the tenets of Lukécs’s criteria for regle' . C(")Fn Jios Fhe no"‘fl :
1978:154) maintains, is achieved ‘not with the loss of indi dual Yplcahty’ p—
;ayal but with the intensification of individuality’ z(x)rf(;ntiii‘s/f:r?l:r};lmlf: z(lireatzter _Por(;
vghen a character is compared to other characters within a par’ticularyﬁ ti 1rmme
inally, according to Lukécs ( 1978:154) cronelworld

“The term ‘frontier” here is used not only as a marker of a physical boundary (like the road tha
serves as a line of demarcation between Mostert’s garage and the shanties) but also in a psycho-
logical sense in cases where racial prejudice hampers normal social interaction. The frontier
‘open’ when there is social inferaction, and it is ‘closed’ when the prejudices are allowed

define the relationship between ‘races’.

([;:i fir]t]m achieves signiﬁc‘ancie and typicality in characterization only when he suc-
sossf y exposes the mul?lfarlous interrelationships between the character traits of
15 heroes and the objective general problems of the age and when he shows his

characters directly grappling wi i
. g with the most abstract issue i i
vital and personal problems. "ot the tme as their own
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There is no doubt that La Guma’s portrayal of Charlie Pauls meets these criteria—La
Guma goes to great lengths in an attempt to demonstrate Charlie’s endeavour to grap-
ple with the problems of the people of the pondokkie. He not only tries to identify their
problems but he also tries to come to terms with what could be done to alleviate the
situation. There is, however, a danger of conflating ‘typicality’ with ‘topicality’ here
(Lukécs 1967:123) especially in readings of the novel that, however indirectly,
unproblematically regard Charlie as a mouthpiece of the author’s ideology and, by
implication, interpret the novel as ‘illustrating literature’ (Lukécs 1969:12). I have in
mind here readings such as that of Lindfors (1966:51) who argues that *... La Guma’s
message seems to be thrust upon his novel instead of springing from it” and Gerald
Moore (1980:112) who contends that the introduction of the ‘recollections’ of Charlie
in which he reiterates the utterances of the ‘rooker’ is ‘forced and self-conscious’. [
shall return to these arguments later.
Vladimir Klima (1976:147) correctly observes that the optimism of And 4 Three-

fold Cord (1988) is ‘remarkable since the author wrote it under difficult conditions’ of
repression and police surveillance. Indeed And A Threefold Cord (1988) rejects the
“fatalism’ that is associated with naturalism not only in its characterization but alsoin
its symbolism. This is embodied in both the birth of Caroline’s child indicatinga
continuation of life (La Guma 1988:98) and in the symbolism of ‘one carnation’ (La
Guma 1988:100) which grows on the dump in which young children such as Charlie’s
youngest brother Jorny play. As the narrator tells us: ‘The flower stands alone, glear
ing, wonderfully bright, red as blood and life, like hope blooming in an anguish
breast’ (La Guma 1988:100). This blooming hope is finally captured in the sudd
‘darting [of] a bird from among the patchwork roof of the shanties [heading] straig
straight into the sky’ (La Guma 1988:112). In this way birds are ‘associated with fre
dom’ in the same way as they are in Gorky'’s allegorical tales, ‘Song of Stormy Petre
and ‘Song of the Falcon’ (Scherr 1988:28). This leads to the next issue, the categoris
tion of La Guma’s realism in this novel. ;
Lindfors’s assertions on the tendentiousness of the novel have justifiably be
challenged by both Balutansky and Cormnwell who provide ample examples to dem
strate how La Guma’s ‘message’ emerges organically from the political logic of t
novels. Cornwell’s (1995:12,6) argument is much more relevant for our purposes b
cause although he identifies in the novel “an analysis of South African society in ten
of the fundamentalist Marxist ideology which La Guma brings to the work” (La Gus
1988:6) and, with some reservations, also reads the novel as ‘socialist realist’, h
knowledges that the novel is not ‘simply a vehicle for propaganda’. Yet Cornwe
reliance on the prescriptive Stalinist-Zhdanovite version of socialist realism i
analysis threatens to call into question, if not undermine, his contention that the

Sszf[)it Sim? iy a(;/ehiCle for propaganda. While I endorse the |

on ot La Guma’s realism in this novel is sli :

itis inevi 1 this is slightly different from Co 5. Sj

(1988)6\2;2111)1? t},la‘? any categonsation of La Guma’s realism in And A ; Zr“:;/l’l ZZSCI'HCe

and the im PTT;}“;Y ity re\folve around the consciousness of the protagonist Charol' P Orld
pact that the ‘rooker” has on him, it is to this that I will nov&; turn e

In Charlie’s ¢ i
o o ch r:xsrl:fi :hizr;\/erselmjon (over‘a bott‘le of wine) with Uncle Ben, which shifts
Parlsamd s vt Oft;;c e's excessive drinking habits to the fragile health of Dad
o Chartiors ohove t}tlo e %onqukle d.weHers, the narrative provides a clear picture
obviously i epnce tgrg;();()i e ’w1th tbe issues that affect his community. Uncle Ben
Yt omee! io dldeU]S, sxmply attributes to evil ‘what make[s] a poor old>
ctione (L e 92;2 to death in a'leaking pondok without no warm soup and
, gues: Mo v g 1 3:49), but Charlie questions his moral explanation. He ar-
G 1085.49), Lo cﬂeve‘ry 1.11ght. I‘t fion’t make the poor old toppy any better’ (La
oerin Calvmia.’ Chaﬂgie ;:g;ylgg: of a'burg’ who used to work with him ‘laying
o ploation o e e att regmi ;)Sf)rowde what seems to him to be a more convinc-

atter argument my catego-

g:‘ire was a bu(;‘g working with us on the pipe .... Know what he say? Al
spapers and things. He said to us, the on’ ‘
e : , the poor don’t have to be poor .... This
poolre:szi peol;Ie all got together and took cverything in the woyl)'ld there Ijilsoﬁ?drgvsly’
poor Stuf(;r.e. 1unny kind of talk, but it sounded alright ... Furthc; this rooker o .
e sl 1n the world was shared out among everybody, al] wou’ld have Saly .
nice. i : o 1988,
e reckoned people got to stick together to get this stuff (La Guma 1988%5](;)0

ways reading

Hally, .Uncle Ben’s response is couched in reli gious terms:
a] Bllbl.e say you mustn’t covet other peopl ol

rG 15 nzx;szs;sé ;I'lgg)mt }flus olplr‘uon, this ‘rooker did know what he was talking [about]’

s assert.ion ;ha ;ihe 1‘<:1ts1 a response that is reminiscent of Mr. Greene’s to the

‘17) octton b e c.o O.UT bar is because of the capitalis’ system’ (La Guma

alk in the Night: ‘I heard people talking like that .... That’s commu-

hlngS ]alklllg against [he overnment La uma 1 9 88 50 . I 1 d €S not eteI
» E . - F . g l . g v n

gious ‘Sound almost like a sin,
e’s things’ (La Guma 1988:50). When

‘Listen’, Charlie said ...". Li
, ... Listen, Uncle Ben one time I we
- . <L : vent up to see Fred
,fhsgiltfehihc yvork for, cleaning and washing. Hell, that peoplc?got a hoursi ";uP bg‘ -
e }glucslkt)y hgll, a}most, and there is an old bitch with purple hair and fat lj)zfék;%as
and eating off a table a mile long, with fancy candles and dingus ;)il ?ts

; .
7 ll % tou Ch t] e ] at (“C of ﬂlC i ont d()()l j24 O g d
AIld 4 juba ke me can't even . You gott O roun

~the back. Eating off ni i
, g off nice sl t X
1988:50), hiny tables, plenty of roast meat and stuff .."(La Guma

5 See Balutansky (1990:43-50) and Cornwell (1990:11-18).
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This analogy is further developed as Charlie ponders over Alf and Caroline’s failure to
secure a house from council:

Is funny there got to be a lot of people like us, worrying abo.ut. the. roof lZ:very }tllme 61;
rain, and there’s other people don’t have to worry a damn. Living in wa f:—uph ous s
like the house Freda work by, like T was telling Uncle Ben, or even just up t elroat
here .... Some people got no money, some peop‘le gota 11tﬁle money, some people g(i)e
a helluva lot. Rooker I was working with laying that pipe, he reckon poor peop
ought to form a union, likely (La Guma 1988:54f).

Charlie’s awareness of inequality is crude. What is one to make of Charlie’s assertions
. o | |
e n((;;,}zlriie’s argument has elicited divergent. responses from critics. A;c;rdéni ;3
Maughan-Brown (1991:21), Charlie’s ‘poli‘tical mmghts are alwaySfeco]? —”,arz3 ;rald
generally consist of little more than disjom@d reﬂec‘nons o.f ’the r}c:o eil émitious
Moore (1980:112) also shares this view, adding that [C?arhe s] ra‘t erha v .
appeals to the rooker and his opinions’ weaken La Guma’s attempt .2055 Ew nb
the dawnings of an ideological consciousness’. For Cornwell (1995:15), however,

; i litically in- -
conceptions of class are not second hand; although influenced by the politically

formed labourer, they do not solely derive from him. On tl}c contrary, they arise spon-
taneously and logically from Charlie’s personal obser\{atlon of enormous dlscrepan-
cies in standards of living, an observation which has raised certain political questions
to which Charlie demands political answers.

While 1 share the view that Charlie’s pronouncements are second—,hand, shownﬁg a
heavy reliance on the ‘rooker’s sayings’, 1 doubt that they are ‘always’ so (as Maughan-

Brown suggests), nor do I share Moore’s (1980:112) clgim that t.hi’s weakens La1 ﬁ)um;l st ;
rendering of ‘the dawnings of political consciousness in Charlie’. It could‘we et 1ald :
La Guma felt that ‘these adventitious appeals to the rooker” (Moore 1980:112) wou

minimise the danger of the inflation of the hero’s consciousness and strengthen the

status of his work as an artistic production rather than propaganda. It is thus in keeping

with La Guma’s aesthetic considerations that the ‘political attitudes’ should be ‘im-

plied’ and views expressed ‘unobtrusively’ (La Guma 1984:72). Charlie’s utterances

are. to a certain extent, second-hand—not only does Charlie acknowledge the influ-

ence of the ‘rooker’s’ views on him and consistently appeal to his authority but he also

ivi e dis se of the rooker. The rookes’s
uses phrases that are clearly meant to privilege the discour:

authority derives from his ‘reading of newspapers’ h«;ncel ‘he f(‘itl}? know ;::lslit; ?Cel,\z/iz
i is ‘a sli g’ fellow with a ‘lot of things in a ;

I *because he is ‘a slim burg’, a clever 0 (L
tétﬁ?agl 988:49f,111). Despite his heavy reliance on the authority of the rooker Charlie’s
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political insights are not solely second-hand—from what the rooker told him, he is
able to make appropriate extrapolations, for example, his apposite analogy about Freda’s
employers (La Guma 1988:50). But, does the fact that Charlie ‘speculates briefly about
communism’, a ‘poor people’s union’ and the “redistribution of wealth’ (JanMohamed
1983:242) warrant the categorisation of the novel as socialist realist? A Gorkian model
of realism would commend La Guma for having moved beyond the confines of criti-
cal realism which, according to Gorky (1982:343), “criticizes everything” without af-
firming anything. For one thing, by advocating a ‘socialist humanism’, via the sayings
of the rooker, La Guma’s protagonist establishes a status for himself as a ‘positive
hero’ (especially when compared to Michael Adonis in 4 Walk in the Night 1967b). In

aword, through the sayings of the rooker, as articulated by Charlie, La Guma invests
his protagonist with an

active romanticism which strives to strengthen man’s will to live and raise him up

against the life around him, against the yoke it would impose on him (Gorky 1982:35).

- The problem with this interpretation, however, is that Charlie’s ‘consciousness’ is not

profound enough to provide the novel with a socialist perspective. It would seem,
then, that a Lukécsian model offers a more useful explanation to deal with this prob-
lem in the realism of the novel. In so far as And 4 Threefold Cord (1988) ‘emphasizes
the contradictions of capitalism’ rather than ‘the forces working towards reconcilia-
tion’ (Lukacs 1963:114), it may be seen as employing the ‘indirect method’ (Lukécs
1963:99) of analysis that Lukdcs identifies in the realism of Thomas Mann. La Guma’s
realism differs from that of Mann, however, in that the class struggle in this novel is
not seen ‘from a bourgeois point of view’ (Lukécs 1963:99). Nonetheless, the novel’s
satisfaction of one of the most crucial of Lukécs’s criteria for critical realism, namely,
‘anegative attitude’ towards capitalism and ‘a readiness to respect the perspective of
socialism’ (Lukécs 1963:93), puts this work firmly within this tradition.

‘Spontaneity/Consciousness Dialectic’

A number of critics interested in tracing the progressive development in La Guma’s
oeuvre have noted a remarkable feature in La Guma’s characterization of his heroes.
This is best summed up by Coetzee (1992:356) in the passage below:

The theme of La Guma’s oeuvre clarifies itself ... the growth of resistance from the
aimless revolt of individuals without allies or ideology (anarchy, crime) [in 4 Walk in
the Night] to the fraternal revolt of men who understand and combat oppression, psy-
chological and physical. And A Threefold Cord reflected the dawn of man’s concep-
tion of himself as a political creature; in The Stone Country the first cracks in the
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chaotic, defensive individualism of the oppressed appearc?d and allianc.es began t’o
sprout; In the Fog of the Seasons ' End presents both the political conception of man’s
fate and the fraternal alliance as accomplished facts.

In a similar vein, Piniel Shava (1989:37), whose discussion of La Guma’s work (curi-
ously) omits And A Threefold Cord (1988), confirms this development:

La Guma would like to demonstrate that the acquisition of class consciousness is also
a slow and difficult process. From 4 Walk in the Night through The Stf)ne Country t'o
In the Fog of the Seasons’ End ... he shows how the political consciousness of his

heroes develops in stages.

Takine the cue from both Coetzee and Shava I want to take this ploint further and argue
that att> the heart of the shift in each of La Guma’s novels is Lenin’s thesis on the

changeover from ‘spontaneity’ (stikhiynost) in the worker’s protest. movement to po-
litical awareness and from such an awareness (sozaniye) to revolutionary demonstra-
tion of their dissatisfaction (Freeborn 1982:43).

Katherina Clarke (1981:15) explains how the ‘slaontar}eity./ Consciousne’ss di‘alectxc’ as
a ‘ritualized account of the Marxist-Leninist idea of h~1stor1ca1.progr.es§ wﬁlncl.l\cons?-
tuted the ‘master plot of the Soviet novel’ b.ecame mtegral in socialist 1§.ahlbtf tex es_
Clarke (1981:15f) also provides an illuminatmg explang‘uon Qf }he Flles)rett1ca Tam
work of the application of ‘spontaneity/consciousness dialectic’ 1n fiction:

Tn terms of this dialectical model consciousness is taken to mean actions or polsmcal
activities that are controlled, disciplined and guided by pohtlc.any awarc‘bodxes. é)(;l;
taneity means actions that are not guided by complete pghtxcal a\?vaxcness‘a‘ml e
cither sporadic, uncoordinated, even anarchic (such as wildcat strikes, mass up

ings),

centred actions.

or can be attributed to the workings of vast impersgnﬂ 1ﬁstorical forces‘rather
than to deliberate actions .... In the narrow context of the 1¥1$11V1dual human being, qs
distinct from society at large, ‘consciousness’ means pohtf?al awareness andbco;lw?— ,
plete sclf-control that enables the individual to be guldcd n all his actions by 11fs
awareness, whereas ‘spontaneity’ refers to purely visceral, wilful, anarchic, or self-
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what is happening to [his] people’ (La Guma 1988:89). His concern with the treatment
meted out to his people by the police prompts him not only to defy a policeman who is
annoyed by the presence of the slum dwellers to watch the spectacle but also to give
this policeman a forceful blow on his ‘exposed jawbone’ and take to his heels (La
Guma 1988:91). Although Charlie’s action is not self-centred nor anarchic, resulting
as it does from his concern with his people, to call it ‘revolutionary’ as Cornwell
(1995:6) does is perhaps to read too much into this undeniably politically positive
gesture of defiance. Charlie is certainly ‘losing faith in the permanence of the system
that oppresses [his class]” and beginning ‘to sense the need for collective resistance’
(La Guma 1988:91), but his physical response to the policeman in this episode seems
to be ‘more in the nature of outbursts of desperation and vengeance than that of strug-
gle’ (Lenin 1961:114). In a word, his consciousness is again, in Lenin’s terms, in its
‘embryonic form’ (Lenin 1961:113). Nothin g provides more evidence of the ‘embry-
onic form’ of Charlie’s consciousness than his uncertain and somewhat vague articu-

lation of the ‘rooker’s’ utterances in his attempt to console Freda for losing her chil-
dren.

He said something one time, about people most of the time takes trouble hardest
when they alone. I'don’t know how it fit in here, hey. I don’t understand it real right,
you see. But this burg had a lot of good things in his head (La Guma 1988:11 1).

Unlike Charlie Pauls in 4nd A Threefold Cord (1988), George Adams, La Guma’s
protagonist in The Stone Country (1967a), is a fully-fledged political activist who is
arrested and sent to prison for distributing leaflets of an illegal organisation. In prison,
which is seen as a microcosm of South African society, Adams discovers that social
interaction, not only between the prisoners and the guards but also amongst prisoners
themselves, works according to the law of the Jungle. Adams refuses to be reduced to
that level of animal existence—he not only insists on his rights but also attempts to
instil a sense of solidarity amongst the prisoners as a way of restoring their human
dignity. In the meanwhile other fellow inmates are busy working on a daring bid to
escape from prison which is thwarted when two of the prisoners are caught by the
warders. The novel ends when a young prisoner, Albert March (alias the Casbah Kid),
is being taken downstairs by the guards after being sentenced to death on a murder
charge.

The shift from 4And A Threefold Cord (1988) to The Stone Country (1967a) is

suggestive of what Clarke has identified as the ‘road to consciousness’. Like Charlie
Pauls, George Adams rejects a naturalist, fatalistic and idealistic explanation of hu-

_man fate, as the following interaction between him and the Casbah Kid clearly dem-
_Onstrates:

This framework is useful in contextualising Charlie’s political developmetjt in theu
novel. After a humiliating experience, in which a policeman calls Freda a [b].lgflry
black whore” and questions the respectability of Charlie and Freda (La Guma 1988:87f)

during the course of the raid in the shacks, Charlie decides to go out in order “to see.
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“We all got to die. Hear me, mister, I put a knife in a juba. He w&zn‘f dead. Ij’pélt out,
like. Everybody got his life and death put out, reckon apd think ...". ‘Put out? eo;get
Adams asked. “You reckon so? Man, if our life was la@ out fqr us beforelxa}ld, wha
use would it be for us to work to change things, hey?” ‘Right, mister. Youcan’t charlxg’c
things, mos’. He chewed the cuticle of a thumb. ‘But hear me, chommy. People’s

trying to change the things all the time’ (La Guma 1967a:14).

Unlike Charlie, whose political insights are essentially .se'c.ond—hand, Adams’gf matelr‘x;
alist explanation and his unwavering belief in the possibility of chang§ sten}xl Tom ]]ja
practice—as an activist he is part of the movement th’at see'k‘s to effect.c anﬁe.
Guma provides a brief account of the growth of Adams’s political commitment:

He had gone to meetings and had listened to speeches, had read. a ?ittle, apd hgd co(;pe
to the conclusion that what had been said was right ... There’s limit to being kicked in

the backside ...

Adams’s view of his arrest also reflects his conviction regarding the justness of the
cause. As the narrator puts it:

George Adams had no regrets about his arrest. You did what you decided was the right
thing, and then accepted the consequences (La Guma 1967a:74).

Whereas Charlie’s actions against the police were indica?ive of ‘out’burst.s of
desperation and vengeance’ (Lenin 1961:114), as pom~ted out -earher, Addams tsa gztsl(())r:t
are always suggestive of being acts of ‘struggle’ (Lem_n 1961:1 14).1 A gmé: onds out
amongst his inmates in prison not only becat‘xse }‘16.18 aware of his rlgf t; ol
because he is prepared to insist on them even if this mcludé.:S deﬁan.ce‘o edg are t
While the other prisoners have been conditioned to cower 1n submxsi}on ?r}d aTurllz
the authority of the guards without question, Adams challengés them: }?'SS , the ! t(;
one of Adams’s fellow inmates, sums up the attitude of the prisoners in his respons
Adams’s reference to his rights:

Rights, you reckon you got rights, man? Listen mate, ouly the ... warders got rights.

They tell you what is rights? (1967a:51).

Although Adams acknowledges that Yusuf is correct in his suggestion: “You can do as

you blerry well please, only don’t get in their way’ (La Guma 1967a:52), this dogs not‘;
deter him from fighting for his rights and earning the wrath of the guards (La Guma

1967a:611). As Saratovskya (1988:165) correctly observes:
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The political consciousness, internal organization, and the sense of comradeship help

Adarms to preserve his human dignity, not only in his relations with the prisoners, but
also with the warders.

Adams’s attitude and his treatment of his fellow inmates are indeed suggestive
ofhis political consciousness. The prison, we are informed in a distinctly La Gumaesque
style, is populated by ‘a human salad’ (La Guma 1967a:80) of

Ragged street-corner hoodlums, shivering drunks, thugs in cheap flamboyant clothes
and knowledgeable looks, murderers, robbers, housebreakers, petty criminals, rap-
ists, loiterers and simple permit-offenders ... (La Guma 1967a:19).

We look at this world through the eyes of Adams whose point of view serves an impor-

tant structural function of ‘linking the various parts of a rather disjointed story’ (Rabkin
1973:59):

In the half-world, hemmed in by stone and iron, there was an atmosphere of every-
man-for-himself which George Adams did not like. He had grown up in the slums and
he knew that here were the treacherous and the wily, the cringers and the bootlickers,
the violent and the domineering, the smooth-talkers and the savage, the bewildered
and the helpless; the strong preyed on the weak, and the strong and brutal acknowl-

edged a sort of nebulous alliance among themselves for the terrorization of the under-
lings (La Guma 1967a:37)

 But Adams tries to understand and identify with their plight and thereby affirm the

words of the novel’s epigraph quoted from Eugene Debs: ‘While there is a lower class,
lam in it/While there is a criminal element, I am of it/While there is a soul injail, I am
not free’. This is best exemplified in his guiding philosophy: ‘We all in this .... to-
gether’ (La Guma 1967a:38) which recurs in the novel. Accordingly, Adams’s politi-
 cal mission is to demonstrate his rejection of this atmosphere of every-man-for-him-
self by preaching the need for collective resistance: ‘Prisoners ought to object .... Strike

for better diet, mos” (La Guma 1967a:74). He even goes further in his demonstration
of what Asein (1987:102) calls his

communalistic outlook ... [which is suggestive of] the Marxist affirmation on which
La Guma bases the thesis in this novel

y. sharing what he has with his inmates. In this way he may be seen as having em-

raced the ideal of a ‘socialist humanism’ which Charlie Pauls nascently espouses
nd A Threefold Cord (1988).
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Maughan-Brown (1991:21) has correctly identified Adams’s political activism

dence of La G ’ i

uma’s descriptive prose, b
. . o , but he has now becom C
as ‘notably low-key’. He goes on in a tone of implicit criticism: ome more economical in his

selectio i 1
portrait;lo?; ?i:t;lllsc }‘izizcctou?tﬁflevqtmg mgst of .his descriptions to the creation of
oot L hson charac ei ypes ‘Wthh deplgt their reduction to animal existence. In
the llogorion] mom et atxs style is her.e m9d1ﬁed by symbolism which is in line with
s o vt at he gccords this prison. Or is it that as La Guma firmly estab-
o jOumaliSmcbeginctloorclﬁ\;v;lteer ;:f;c\if}()f the documentary style which is drawn from
minish La Guma’s aesthetic zlzhie\./emeli:girt}tl?: 11.232(?7 s ransiion docs mot di-
Carpent;r (1991:88) argues that in this novel I;a Gum
e L;:eg:s;;; ’1Sn »\;hlc‘h biological aLnd cultural evolution
b o OfI:beerisive focus on theT brut§ in man’ (Ho
B Gumz’g resortltz frrlll);r)l}a/,] :z;;);léd Iu}k thhlm with the naturalism of Jack London
o uma’s 1 . nagery in this case is understandabl l
prise(:)r;; Eﬂ;ﬁi elrntg;g?gnef dsl:]gzvln‘% (:hte plrevale}rllcedof the ‘law of the jungle’ in this
: ' reover, Gec ams s “control over his destiny’ (JanMahomed 1983:
gnd his optimism, which provide the essential ingredients }Iior the n y ‘1%3‘249)
. 1oV 2 ovel’s cri al-
| ;)Sr\‘,1 ;)c:;p;clg‘\: rt(e;; ieqll;z;)d?(alfi mn Fa Guma’s allegorical reference to South Atlirciilz:z: Ia
oo , o . )uxa 1sm and foregro'und the shift in La Guma’s next work. /»
8 of the Seasons’ End (1972), as a pointer to revolutionary political action. 7

he wins respect by the dignity of example, sharing food and cigarettes and insisting
on his rights, rather than by political argument, and the rationale for becoming politi-
cally involved presented by the novel is fairly rudimentary: There’s limit to being
kicked in the backside ... (Maughan-Brown 1991:21).

Although La Guma does not explicitly elaborate on the rationale for Adams’s political
involvement he does indicate that Adams decides to be politically involved after lis-
tening to the speeches in political meetings and feeling convinced that ‘what had been
said was right’ (La Guma 1967a:74), but Maughan-Brown does not make reference to
this statement which precedes the one he cites because it would undermine his argu-

ment referred to above. Yet, as Mzamane and Tadi (1986:7) point out: :

a ‘reaches for a nine-
are indistinguishable’. In-
rton 1992:267), especially

teenth-

e since it is con-

.. George Adams stands out as the revolutionary flame that kindles the hearts of the
oppressed, as a morale booster and a conscientizer.

Perhaps more than in the case of Charlie Pauls in the previous novel one is
tempted to argue that Adams is a ‘positive hero’ in the same way as in the Soviet
socialist realist novel, for there is no doubt that he not only ‘exempliffies] moral and.
political virtue’ (Clarke 1981:46) but he also serves a ‘didactic function’ (Clarke.
1981:47) through his ‘extraordinary dedication and self-deprivation’ (Clarke 1981:49).
as seen in his willingness to share everything he has with his inmates. This may not
have been a conscious intention on the author’s part but Adams’s relationship wit
both Yusef the Turk and the Casbah Kid would seem to reinforce this interpretation:
this regard Adams could be seen as a political ‘mentor” who, albeit to a limited exten
conscientises these characters who eventually turn out to be his ‘disciples’. ‘Peop
like you, we got to look after, mos” (La Guma 1967a:70), says Yusef in an attempt
provide a rationale for his protection of George Adams from Butcherboy. In additio
Adams’s political principles gradually earn him the respect of the Casbah Kid whos
initial reluctance to interact with him is likened to ‘prying open the jammed door of
vault’ (La Guma 1967a:12). In spite of these hints though it would be exaggerated
claim that La Guma was making a serious gesture towards socialist realism. ,

The subjects of The Stone Country (1967a), like those of the works discuss
earlier, are also drawn from La Guma’s journalism®. There is in this work still

. ' Department of English
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:hl.s paper was initiallly read as a seminar presentation in the En
niversity of Natal (Pietermaritzburg) on 21 May 1 c
arkhmzen for her meticulous proof-reading of th
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998. I would like to thank Barbara
¢ first draft of this paper.

rk in the novel. | er j isti
) enovel. For another journalistic account of the prison conditions in South African
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6 Sec for example ‘Ten Days in Roeland Street Jail’ (1993) and ‘Law of the Jungle’ (1
Later, La Guma wrote the short story, ‘Tattoo Marks and Nails’ (1967), which is set in p
and whose protagonist, Ahmed the Turk, seems to be an carlier version of the creation of ¥i
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Arthur Nortje and the Unhomely
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Arthur Nortje and the Unhomely'

Dirk Klopper Berth
thoud draws attention to di i i i
noetry, he tha ventor V\t}ot S;sa;s)p(c:)}llntmf:nt 1‘n‘ love as an 1m.por“[ant concern in Nortje’s
sl psy oanalytic path of mquiry into the loss of the pri-
fon.of et of o1 . 1 paranon frqln the object of love, and the sense ofincompl -
| ot (hSi0n 4 JISO ation, to which such separation gives rise, is in fact i
In Nortje’s poetry. Sense of personal loss predates Nortj,e’; actjacltpdh?/(s)inc]z;

ry consciousness in South Africa as an absent presence. His -
cognised in the handful of poems that have circulated among
poetry anthologies, but they present 4 tantalisingly incomplete portrait of the poet.
This article aims at re-examining Nortje’s significance in terms of a wider selection of
poems than is currently available in print. It takes as point of departure Nortje’s
problematisation of the relationship between self and community. Such problematisation
takes the form of an articulation of what Homi Bhabha (1994a:37) calls the ‘third
space’ of difference, a space which, according to Bhabha

Nortje has occupied litera

S . exile. i
force and significance 1sre - One might say that loss of community

cally related. Nortje’s elegies of alien and of self are not causally but dialecti-

; ation articulate wh

as the experi ; . what Bhabha (1994b:11 i

nant butlijnst::ccﬁ Oflthe unhomely, which cannot be traced back t(E any sin l)edg;c Ub?S

e e 1 ad ‘re ates the traumatic ambivalences of a personal c e
wider dlSJUnCtlons of pOlitical existence’ 5 PSYChIC hlStOl’y to

An ‘ . .
early poem to explore the dialectic between the personal and t1

respect of the constitution of ' 1€ political i
nx : the subject as the sit L political in
My Vacant Self’: ] as the site of division and loss 1s the poem

constitutes the discursive conditions of enunciation that ensure that the meaning and. .
My vacant self confronts the window.

Day’s rain slants its wires 4

of sad pathetic silencc.

Above the bowed and huddled houses

manoeuvre the endless veils'af cloud:

tissues that drift and fade but never silrrender

symbols of culture have no primordial unity or fixity.

In Nortje’s poems identity refuses containment and is in a constant state of
change. Although no single attempt at capturing identity suffices, the reiteration itself,
the repeated return to the site of his positing as subject, is what is finally compelling:
A characteristic pose is struck when Nortje avers, ‘1 am alone here now, here living /
with shoals of fragments, a voice hoarse like rubble / shifted by currents’ (‘Hango-
ver’). The image of a voice, an identity, which is like rubble shifted by currents is
noteworthy. It aptly describes the tension that inheres in Nortje’s poetry between an
apprehension of self as a partial and ephemeral configuration and the psychic forcers
that threaten it.

The dominant motif in Nortje’s poetry is that of lack or absence. This motif i
frequently translated into images of the divided and fragmented body or images 0
exile. Often the personal and the political perspectives are linked. Berthoud (1984
draws attention to Nortje’s use of figures that are ‘simultaneously images of environ
ment and notations of inner state’, saying that the effect of such interpenetration of the
private and the public is to indicate that ‘the community and the self are involved
each other at the deepest level’. He relates Nortje’s apprehension of loss to his alie
tion from his natural community, which has been destroyed by the racial typograph

Gutter trickles gain attention

and fresh probes of the glass distort my view
of money traffic, Friday police, black people
The ramd;ﬁops grope and cling but cannot cnt-cr
and where my breath is eager scenes are b]urrcéj

My deepest life when rising to the throat
blow.s hard against dividing surfaces

marring my love of gentle vibrant str,ings
because the cold makes vapour of what’s vital

Drizzle ceascs and the evening wind
walks along windows clearing the drops
the Jast few ones a streetlight diamonds.,

For du_sk has intervened: T draw the curtain
and shift my numb hamped loins across the parquet

1T am grateful to UNISA for permission
quoted here have been sourced back to this materia

notebooks Nortje kept.

to use their archival material on Nortje. All the poem
1. Many exist in unfinished form in varl

Who hears the dark drunk heart affirm the rhythm?
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Nortje’s meditative poems characteristically begin with a desc.:ri.ption‘ of an everydliy
event (a train journey, watching rain through a window, hitchhiking, 51.t11n gina part ),
often it is a depiction of the season or the weather. The event or memory ofan eve‘n 1;
then invested with strong emotion deriving from what turns qut to be some sense 0

dissatisfaction, some apprehension of lack. Nortje reveals his method in the poem

“Teacher’s Final’ when he says:

What started as

the wide bay’s boomerang curve,

a patch of sunlight on the velvet sea,

feapt alive in the blood’s lyric:

some hunger flamed to tell

my meaning here, my going hence

to carn more purpose than this narrow world

affords its children.

The speaker’s need ‘to tell’ derives from a prin}ordiul ‘hl.mger’. Whatéver Tle sfa’ys
derives from this position of lack, is overdetermined l?y th1§ constant presence o.d.a};
absence, this permanent loss of that which would Asatlsfy his hunger? the %rluﬁq }1;1
object, the object of love, which because i.t is lost is relentlessly 'pur.sued.ﬁhnts mhgg
“blood’s lyric’, which through ‘telling’ of this loss,t‘hrough symbohsa‘nono . g whi
is absent, invokes the lost object, albeit as an effect of dl’fference rathex~ Ctl an las a
positive presence. Although the speaker has A‘m(.)re purpose than the quotl ‘1a‘nb nlz.tr—
row world/affords its children’, the purpose is situated in the realm of the s;lzlixll 0 1ct,
the realm of language. Thus there is always a gap bf:tweeln.expectatlon, 'al‘qd fu tx men I
As Nortje says in the poem ‘Planning a Modus Vivendi in February”: I,t is to you
come .../knowing one cannot ask love for love:/demands exceeds gtxpply . t
‘My Vacant Self” begins with a pervasive sense of loss, which has no apparen
cause other than the dreariness of the mizzling weather. In the ﬁrst stanzzt this v??an?l)/
ofthe self is associated with the ‘sad pathetic silence’ of the~ram and the ‘endless veils
of cloud’ above the ‘bowed and huddled houses’. The rain apd the cloudhareI si;n
respectively to impose silence and to conceal sometblpg, but it is not clear \;v at. r;l ﬁ
second and third stanzas attention is drawn to thé dividing surface of the glass, w th 1
allows perception of what lies beyond, but in distorted form. a.nd Wlfh()utfﬂ}}gy ‘aC;: ua_
physical contact. The speaker’s gaze is blurred by the .vap01.1r1's1_ng effe?t o} ; ;Js : 'eego
est life ... rising to the throat’, which ‘blows hard against leldm’g suﬂacest L; };Et N
doing mars his ‘love of gentle vibrant strings’. The ‘deepest life seeksﬁ cont a;:h '
denied it. The cager breath blurs the scenes. In some way, then, the self resists the very

intimacy it desires.

Arthur Nortje and the Unhomely

What is blurred, distorted, is the speaker’s ‘view/of money traffic, Friday po-
lice, black people’. These are the sights outside, in the social world, which are visible
through the window. The three scenes mentioned correspond with the three aspects of
soclal existence that Nortje frequently targets for attack in his poetry. The first aspect
comprises the fetishism of commodities and resultant reification and alienation that
characterise bourgeois capitalism. It was in Canada, in particular, that Nortje expressed
his greatest horror at the ‘money traffic’ that impoverishes life. The second aspect
comprises the militarisation of everyday life, the use of armed force to impose laws
and to control social behaviour. Nortje regarded such use of force as a strategy em-
ployed by the wealthy to maintain their privilege. The third aspect comprises the stigma
ofracial classification, the blood-curse that inflicts inferiority, discrimination and domi-
nation on certain race groups. In South Africa during the mid-1960s, these three as-
pects of social power had combined in such a way as to constitute a formidable system
for the interpolation of subjects in the social formation. The speaker seeks to create
communication and community with the world outside his window, and by a process
of metonymic association, outside himself. Yet there is an ambivalence, a vapourising
of this same world, in as much as what he perceives is essentially hostile to his desire
for contact. He perceives out there a world of division ruled by force.

In the closing stanzas the speaker’s response to his having failed to make con-
tact with the social world is to ‘draw the curtain’ on the outside and to shift his ‘numb
lumped loins across the parquet’, thus moving deeper into the house and into himself.
This inward movement is accompanied by a question with which the poem concludes:
‘Who hears the dark drunk heart affirm the rhythm?” What is discovered within may
‘affirm’ some kind of rhythm, but it also disturbs. The ‘dark drunk heart’ is an inscru-
table god indeed, a Dionysus for whom destruction and creation are ambivalently
related. Does the “dark drunk heart’ not, paradoxically, beat to the rhythm of death?
This would account for the generalised tone of melancholic despair evident in the
poem as a whole. Perhaps what the rain silences and the cloud veils is precisely this

~ apprehension of death, absence, division, loss as the true ground of being, the negativ-

ity in terms of which identity is able to be posited at all.
In the poem, the place of the other, which ensures the very possibility of iden-
tity through separation and division, is occupied by the figures of capitalism, the po-

- lice-state, and the system of apartheid. These are the figures perceived by the self on

the far side of the dividing window. Significantly, they are figures of society, indicat-
ing that it is within the sphere of the social that identity is determined. That the relation

between self and societal others is in crisis is clear from the fact that the figures are

invoked only to be vapourised. Identification is sought and then denied. What remains
is the sterility of the ‘numb lumped loins’ and an uncertain apprehension of the ‘dark
drunk heart’. Death is immanent and there is no vital link, no affinity, with which it
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may be resisted. Society has failed the self. Those who might‘have constx;\}lted a ’cotl}r;
munity of resistance are in prison or ig ex1.le. In the poem The Lpng ;1 ‘erlm?z , he
speaker mourns their absence, linking it with loss of commumca“ug;,}xa; ich 1§1 epnce
cisely a deprivation of that which defines the human commumty: é ong, st
speaks/of deaths and removals. /Restriction‘s, lossc::s/have strangled u’ttelfatx}xlced.vvmon
Nortje frequently uses the image of thé window as m.et?.,\phm. ; N e di son
between self and society. His use of this image is closely associated wit ‘gluse \c/)e e
image of the mirror as metaphor of the entrapment of se}f. T.he' po}em 1st§o rari?rl ,
written at more or less the same time as ‘My Vacant Self’, similarly uses the y

tIn N ats .
weather as point of departure to muse over the self’s alienation:

Misted and arid atmosphere parallels
intricate self-searching cerebral processes:
the dry mind with these wet thoughts driving
vapours over the walls of mirror.

The speaker goes on to say that however oppressive it may be, the ml’rror prison offers
security against the ‘freedom’ of the ‘insubstantial/mirrorless world’:

Passing from this the secure

world to the insubstantial

mirrorless world my life moves

restless as waves in their surge for freedom.

The speaker seems to be suggesting that the self might not want freedom, however

urgently freedom might press upon it, that it might prefer the security of enslavement,

the blank nullity of death. o ‘
In the absence of community, personal love gains in importance as a form of

resistance to death. But as in the case of society, community, or any other elxcluswg
identification, love is alarmingly intimate with death. The relation between love an

death is the focus of a later poem entitled ‘Distinction’:

What troubles the flesh leaves the bope
sorry. Is it heart’s desire, or what? It is
Joneliness, believe me, despite the attachment

Arthur Nortje and the Unhomely

visited sometimes by the sea. To die in the air
is the noble thing, floating weakly to familiar
carth, and when the fire’s put out

salt water can flame the veins no longer.

The eagle’s wishbone on the mantelpiece
stirs in the fraternal wind and parodies

my oblique postures, my fleshly illusions

on the testing sites of the carnal jungle.

Medulla mushrooms on the nerve-stalk that bends
up from the dung-root. The spacecraft of the pelvis
has no nylon rope for your spacewalk,

you are spilled umbilically, cut off from the uterus.

The flesh wails, the numbness at the navel
will never console; the knot or the tumour
never exhibited in the museum of the soul
whose natural history poises the bare brontosaurus.

Let it be thus. The quality of ivory
along the gentle dent of face
this hand must be but poor remembrance to

when love shall dazzle these nerves again,

But violent are the harsh times

upon the headlands of waiting. The interval islands:
in the interior world of self no flowers

grow in the black earth that fills the inkwell,

Retinas, taste buds, nostrils are alcoholic

with hunger for your symmetries, with what has been
the savour and scent of your absence.

What troubles the flesh Ieaves the bone sorry.

The first stanza states the paradox that the ‘heart’s desire’ might be for the ‘lonel

of bone rather than for the ‘attachment’ of flesh. The imagery of bone is developed
further in subsequent stanzas through references to the bones of an eagle displayed on
the mantelpiece. The eagle bones prompt the speaker to declare that his ‘experience-
greedy’ search has been a search, again somewhat paradoxically, for ‘silence’. He
[Imagines the death of the eagle, its floating to ‘familiar earth’, as a ‘noble thing’, and
sserts that the ‘wishbone’ of the eagle ‘parodies’ his own ‘fleshly illusions’. The

of muscles, cling of tautened sinews.

Experience-greedy, I search contin}lally
(say it is absurd if you have found it so) '
for the bones of silence, the slenderly white
wing-fingers bleached in the rock-hollow
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poem then shifts focus, and invokes the experience of extreme physical deprivation
occasioned by birth. The speaker uses the image of the astronaut who is attached to his
spacecraft with a nylon rope when spacewalking to make the point that the reader,
who has been ‘spilled umbilically, cut off from the uterus’, has no such security at
birth. For the reader, the flesh ‘wails’. Thoughts of separation at birth lead in the final
stanzas to thoughts of separation from a loved one, a paramour, whose absence, like
that of the experience of birth, is intensely felt at the level of physical deprivation. The
poem concludes with a reiteration of the line, “What troubles the flesh leaves the bone
sorry”. This line is now informed by the musings on birth, love and death that have
formed the body of the poem. These musings suggest that the images of flesh and bone
represent opposing forces of the subject, a life force and a death force, eros and thanatos,
and that these forces are dialectically interrelated rather than antithetical.

There are two moments in the poem that are worth exploring in more detail for
the way in which they extend the thematic range of the issues under consideration.
The first moment occurs as an interlude between recollection of the absent beloved,
the ‘quality of ivory/along the gentle dent of face/this hand must be but poor remem-
brance to’, and anticipation of a future reunion. In the penultimate stanza it is stated
that “violence’ characterises the ‘headlands of waiting’ on the ‘interval islands’ of
absence. During this period of limbo, says the speaker, ‘in the interior world of self no
flowers/grow in the black earth that fills the inkwell’. The image of the inkwell filled
with black earth in which flowers fail to grow suggests that a natural fecundity of
words is wanting. The pen that is dipped into the inkwell does not propagate poesy. A
correspondence is suggested, therefore, between writing and generation.

Absence of the beloved is depicted as a condition of general sterility. Yet this
sterility is belied by the existence of the poem. It is in fact absence, which fills the
inkwell with remembrance, that is the impetus for writing. If remembrance is the very
substance of the poem, why does the ‘black earth’ specifically fail to produce flowers?
Perhaps ‘black” has racial overtones. A direct racial reference is made when the speaker
invokes the ‘quality of ivory/along the gentle dent of face’ of the absent beloved.
Assuming ‘black’ also has a racial reference, does the fact that the beloved is white
induce a sense of guilt, a sense of betrayal of the speaker’s blackness, his race, his
mother (country)? Nortje at times feels disgust at what he refers to in the poem ‘Ques-
tions and Answers’ as ‘White trash/coursing through my blood’. Many poems return
to the issue of Nortje’s loyalty to his black countrymen and to the cause of African
liberation. Increasingly, the poems project a strong sense of guilt and betrayal. The
poem ‘From the Way I Live Now’, written shortly before his death, concludes with the

words, ‘O under the broiling sun/convict me for my once burning ideals/my brothers’;

Nortje uses the colour black, and the notion of blackness, in interesting ways.
The poem ‘Sunset Period’ states that ‘Black residue remains when the mind clangs
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shut/ against these autumn visions which disturb’. ‘Black residue’ may be interpreted
as the remainder, in the psychoanalytical sense, between the demand for love and its
partial obtainment, the dream of freedom and the actuality of repression, the yearning
for-wholencss and the discovery of lack. The remainder is the memor;j trace of that
which would satisfy the need. As testified by ‘Poem: South African’, the remainder as
mark of difference is the black word on the white page:

the wind guillotines
your correspondences

but these broken sentences
stumble to heaven on the hill despite
the man with the whip who beats my
emaciated words back

They die but
at Jast
get us all together as a vision
mcontrovertible, take me as evidence.

The only way in which the speaker is able to unite with the absent beloved or with the
k?s‘F community is on the page. The only evidence there is of ‘us all together as a
vision’ is the evidence of the word, the semantic and syntactical coherence of the
assertion itself, a coherence that is attenuated by the way in which the sentences are

disseminated across the page (‘but these broken sentences’). What holds it together—

the vision, the word-—is the work of resistance performed by the poem, and the work

- performed by the poem in overcoming resistance. The poem ‘Asseverations’ describes

the Ial.)our of writing poetry as a nocturnal search for ‘truths in rhythms’ through strug-
gle with “the hardship of thyme’. It describes the death of the liberators ‘whose recipes
are now illegible” and concludes:

Out of such haze, such loss, the luck of birth
must be fashioned never questionably,
strength of seed and courage of decision.
There is never work without resistance.

Resistance in the psychoanalytical sense is a refusal of castration and a concomitant
attachment to imaginary plenitude and disavowal of difference. It is the fetishisation
Qf thg phallic. This notion brings us to the other moment of interest in the poem ‘Dis-
tmction’: the allusion to the penis in the middle stanza. The positioning of this allusion
suggests that this is the fulerum around which the poem revolves, the hinge upon
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which it is articulated. In as much as allusion is a rhetorical figure of erasure, in that
what is alluded to is concealed at the very moment of disclosure, the allusion to the
phallus may be said to constitute the poem’s absent centre. The speaker has just re-
ferred to the way in which the eagle bones on the mantelpiece parody his ‘fleshly
illusions/on the testing sites of the carnal jungle’, when he observes: ‘Medulla mush-
rooms on the nerve-stalk that bends / up from the dung-root’. What he seems to de-
scribe is an erection, seen from the top as a mushrooming of the body’s inner vitality,
its pitch, on a bent nerve-stalk. The speaker thus directs his gaze at his penis, fetishisation
of which occurs in ‘the carnal jungle’. Subsequently he will turn his gaze to his navel
and see himself as ‘spilled umbilically’, disseminated.

Captivation by the penis and/or the navel can be likened to captivation by the
mirror image of the self. This is the perfect symmetry, the exact correspondence, for
which the speaker yearns. He seeks himself in the other, or that which would call back
his self, recall his soul, re-member him, heal the wound of memory. Such mirror imaging
may constitute a necessary initial identification, but the narcissistic circle must be
broken, the umbilical cord must be cut, there must be a forgetfulness, for love to emerge.
As Lacan (1968:26) puts it, ‘the realization of perfect love ... [is] an inter-subjective
accord imposing its harmony on the torn and riven nature which supports it’. It can
only be intersubjective if it follows the logic of the symbolic, of desire, which ac-
knowledges, and operates within, difference. The same applies to the social. The im-
aginary community, the narcissistic community based on self-identifications, must be
placed under erasure for the new community to emerge. Bhabha (1994c¢:163) talks of
the ‘homogenization of experience’ which he sees as a major strategy of ‘containment
and closure in modern bourgeois ideology’. He says that:

Being obliged to forget becomes the basis for remembering the nation, peopling it
anew, imagining the possibility of other contending and liberating forms of cultural

identification (Bhabha 1994c:161).

The imaginary self/community must dic if the new self/community 1$ to emerge.
One of the last poems that Nortje wrote, ‘All Hungers Pass Away’, uses many familiar

images. Like other poems, it contains strong intimations of death. In this poem, how-"

ever, there is little hope of renewal. Sexual hunger leaves the speaker wasted, in no
better condition than the starving farm workers of the Transvaal, whom he has be-

trayed with his acquired bourgeois tastes:

All hungers pass away,

we lose track of their dates:
desires arise like births,

reign for a time like potentates.
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1 lie and listen to the rain

hours before full dawn brings
forward a further day and winter sun
here in a land where rhythm fails.

Warily I shake off sleep,

stare in the mirror with dream-puffed eycs:
drag my shrunken corpulence

among the tables of rich libraries.

Fat hardened in the mouth,
famous viands tasted like ash:
the mornings after a sweet escape
ended over bangers and mash.

I gave those pleasures up,

the sherry circuit, arms of some bland girl.
Drakensberg lies swathed in gloom.
Starvation stalks the farms of the Transvaal.

What consolation comes

drips away as bitterness.

Blithe footfalls pass my doer

as I recover from the wasted years.

The rain abates. Face-down

I lie, thin arms folded, half-aware
of skin that tightens over pelvis.
Pathetic, this, the dark posture.

~ D‘esplte the fact thgt the inquest into Nortje’s death returned an open verdict, Nortje is
E w1.d§ly, z}nd acco?dmg to Hedy Davis (1983) erroneously, believed to have committed
suicide. The fiction of suicide fits the image of the despairing poet and is likely to

persist until further research can bring to light, if at all, the precise events of the last
ew .days of Nortje’s life. It would suit my argument to conclude by saying that if
] ‘ortje did indeed commit suicide, it may have been a last desperate attempt to free
himself from his posturing self, and that his refusal of the social roles and prules de-
ined by the European usurper left him unhomely, vulnerable to the unconscious drives
hose allegiance is to death as much as it is to life. But such closure is denied us

‘ Howe.v&.:r one may wish fo construe Nortje’s death, there is a life that emex.-ges
romit, the living testimony of the poems themselves, which renew the resources of
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language in an endeavour to find love, to establish community, where there is only the
condition of homelessness. As Nortje says in the poem ‘White Xmas’, we have to
‘choose which/transportation it is to be’.

Department of Afrikaans
Rand Afrikaans University

References ‘ S
Berthoud, J 1984, Poetry and Exile: The Case of Arthur Nortje. £nglish in Africa 11,1,
Bhabha, H 1994a. The Commitment to Theory. In The Location of Culture. London & New

York: Routledge. v ‘
Bhabha. H 1994b. Introduction: Locations of Culture. In The Location of Culture. London &

New York: Routledge.
Bhabha. H 1994c. DissemiNation. In The Location of Culture. Londan & New York: Rgutlcdge.
Davis I,{ 1983. The Poctry of Arthur Nortje: A Critical Introduction. Masters Dissertation. Pre-

toria: University of South Africa. ‘ '
Lacan, J 1968. The Language of the Self. Wilden, Anthony (trans). New York: Delta.

176

The Real Substance of Nightmare:
The Struggle of Poetry with History'

Michael Gardiner

History has the cruel reality of a nightmare, and the grandeur of
man consists in his making beautitul and lasting works out of
the real substance of that nightmare. Or, to put it another way, it
consists in transforming that nightmare into vision; in freeing
ourselves from the shapeless horror of reality—if only for an
instant—by means of creation (Paz 1985:95).

1

As an illustrative example of a poet’s encounter with history, Wopko Jensma’s writing
offers opportunity for reflection upon concerns and tensions which characterised the
1960s and which emerged in his poetry in the 1970s. During these two decades Jensma
was in his twenties and thirties, the time when he produced the graphic and poetic
work which gives him his presence as artist and poet in our cultural midst.

Acknowledged by all who have read his work as remarkable for his capacity to
demonstrate South African experience from multiple perspectives, Jensma offers an
insight into his broad inclusiveness when he suggests in his autobiographical poem,
‘Spanner in the What? Works’ (of which only the opening lines are quoted), that to be
a person in anything like a full sense of that term in South Africa requires multiple
births and multiple deaths:

i was born 26 july 1939 in ventersdorp
i found myself in a situation

1 was born 26 july 1939 in sophiatown
i found myself in a situation

1 was born 26 july 1939 in district six
1 found myself in a situation

1 was born 26 july 1939 in welkom
i found myself in a situation (Jensma 1977:6f).

This chapter is an amended version of an article published in New Contrast 72,18,Summer,4
1990).
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If one looks at the three collections of Jensma’s poetry—which is not easy to do as all
are now out of print—one finds a diversity of languages, forms, identities and histo-
ries unequalled in South African literature. Reading through the collection of poetry,
with woodcuts and collages placed among the poems, one is compelled to jump from
language to language and from dialect to dialect, often within a single poem. A further
notable feature is that the poems are dramatic presentations of voices which articulate
their sense of reality. By this means, the speaker’s history is reflected in the speaker’s
condition, for the people of the poetry are what experience and circumstance have
made them. The most common condition is that which has been generated in diverse
forms by relationships between those who are oppressed and those who oppress them.

That in itself says both little and much, but the hideous permutations of such
relationships are key experiences of the 1960s for a sensibility such as Jensma’s.
Whether the voices in the poetry emerge from poverty, complacency, confusion or
guilt (for example), those voices reflect the obsessions, preoccupations and night-
mares generated by an excess of power over the lives of others by some, and by the
absence of power in others to determine their own lives. Thus the forces which im-
pinge upon the lives of those who speak in the poems are often brutal, crude, inflexible
and resonate with felt immutability.

The diversity of the poetry is more than one of content, such as the race or class
position of the speaker, or the physical context in which the speaker is located. Jensma’s
poetry draws on European techniques such as surrealism, dadaism and other
twentieth-century resources to dramatise South African experiences. In addition to the
attempt at reconciling African experience with European avant-garde, Jensma’s po-
etry reflects pervasive presences of European, American and South African musical

forms, especially jazz.
From an historical point of view, Jensma’s poetry, in its movements across
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cial capital. Nowhere does he hint at structures which might provide the succour that
people so desperately need when assailed by that system and, in particular, he posits
no hidden utopia (such as refuge in the countryside) by which that damagé could be
jufi.ged and which thereby might offer some silent alternative. Jensma is only too fa-
miliar with what rural life, especially that upon white-owned farms and in rural towns

has becolme. Jensma makes it clear that the pastoral dream no longer exists and wili
never exist for those who grub in the detritus of the city or whose lives disintegrate in
rural slums. Perhaps most important of all, neither the sensitivity to the other nor to
self, nor the sharp wince of being alive are dependent upon a sense of hope or the
promise of a future. The pressing presence of need and circumstance give the immedi-
ate a pungency and a poignancy in which the stink of life is asserted.

' The temptation to applaud such an achievement must be checked by the price
WhIC.h has been paid for it. In the process of registering with uncanny accuracy a
multitude of South African experiences, Wopko Jensma has lost the ability to write
poetry. By extending himself across the barriers which criss-crossed South African
society, he forfeited his coherence as a writer and, in effect, exploded his poetic centre.

II
The degree to which racial consciousness was forced upon South Africans is evident
everywhere in Jensma’s poetry. The claims for the benefits of racial identity under
: aparltheid are shown to have no existential validity whatever and instead. the disinte-
gration caused by such a system is profound. In the poem ‘I Come’, the, presence of
’ 'blaf:k and white voices in each others’ dreams is dramatised. The dominant voice is
white, whispering down the labyrinths of their Joint history, tightening the nightmare
 of their racial juxtaposition with unnerving inexorability. The result, as Peter Horn has

divisions of race, class, language and culture, is a significant counter-attack upon the
barriers and distinctions which were built into South African society with savage per-
sistence by political, economic and cultural interests during the 1960s. At a time when
repression by systems of grand apartheid were least coherently opposed within the

?ointcd Qut, 1s that ‘the double-bind which ensnares us all’ is a dream-world in which
everything is just lies’ (Horn 1977:118).

country since the resistance of the 1950s, Jensma began writing in ways that caused ICome
uncertainty about his identity and which transcended those categories peculiar to domi- |
nant South African practice. But perhaps the most distinctive achievement of the po- ; . 2

1 am white and brutal you lie hidden

etry is that it goes beyond identification, in its focus of sympathy, with the oppressed.
The speakers in the poems are often both the oppressors and the oppressed, and are
victims who share an essentially common situation. Were Jensma’s analysis to stop
there, he would have gone only as far as a broad humanitarianism, no matter how
finely his poems appear to catch such obvious concern. What he traces is the damage
done to those who participate willingly and helplessly in brutal manifestations of r

i come to you after death

in the corridors of my fear and leave you completely
deserted

smelling of blood

a little tenderncss
a little care
only hardens my heart

i’ve plucked out your eyes
’ve smashed in your tecth
i’ve peeled off your skin
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a gentle bayonet but they don’t believe
a breeze of bullets - everything is just lies
is the voice of my existence but they don’t believe

1 did not hear you that i call you brother
1 wont listen

i did not hear a thing you lie hidden

in the corridors of my fear
1 am white and brutal smelling of blood
i come to you after death

and leave you completely deserted (Jensma 1973a:63f).

In this poem, Jensma brings to the surface one perspective upon age-old
interdependencies within relations of power. The silent black voice is both confirma-
tory and revealing. While the white voice prowls, infests and asserts, the black figure
has to endure invasion, exhortation and, most acutely of all, to being used as justifica-
tion for the white nightmare. The white unconscious now needs the monster it has
made of itself and of the other so as to provide itself with identity, validity and reason
for existence.

Reduced to abstraction, the poem confirms what is rather obvious. Yet the pal-
pability of the poetry presupposes an attentiveness to voices in society by the poet
which goes beyond analysis of the relations between those voices. Both figures sutfer
and that suffering, though different, is recognised and understood. The erotic sugges-
tions in the poem confirm the centrality of the acknowledgements made by the white
voice and imply (in a necessarily perverse form) a shared predicament. And a histori-

cal dilemma is here painfully evident: to what extent are individuals, as inheritors and

bearers of history, responsible for the degree to which their present is so dauntingly
determined? The reduction of people to ‘i am white and brutal’ and to ‘you lie hidden/
in the corridors of my fear/smelling of blood” does not happen within a single lifetime.

To the solitary but joint dreaming of ‘I Come’ must be added the effects of
‘resettlement” upon the vast numbers of people who had been relocated in the creation
of ‘homelands’ (disintegrating themselves as apartheid’s structures decayed) as re-
flected in the minimalist poem ‘Limehill Aftermath’:

cos’s bloat belly
‘f only mealie meal

cos’s dark stare
‘n a comers

cos ‘e only fears
‘n pines away
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cos ‘e can’t shout
we toss side to side

cos ‘¢ lift ‘s fists
we wan’ ‘e’v’n here *n now (Jensma 1973b:18).

Like their language, the human figures blur into clots, fragments and semi-random
clusters, and they mouth contortedly their anguish, which eventually collapses into a
demand for a hopeless ideal. Here Jensma presents an instance of what 0CCurs to peo-
ple when the intermediate is removed. These people had been uprooted from places of
generational continuity and were dumped in a location in which the old and the very
young died off almost immediately (thus destroying the past and the future) and are in
this way. These people were translated from a community into a decaying collective of
spasmodic gestures.

Inpoems such as ‘1 Come’ (Jensma 19732:63f) and ‘Limehil] Aftermath’ (Jensma
1973b:18), it is possible to experience the linked effects of enforced division and

collectivity. The deepest and most sustaining elements of community (read in all pos-

sible senses) have been destroyed. History has triumphed utterly.

A The issue raised earlier about the historical dilemma created by inherited situ-
ations is given special point when dependency upon the reality of others becomes a
political, personal and psychological absolute, and when escape from such depend-

ency is prevented by the manifold agencies of state repression, as we find in ‘Ja Baas’:

1
‘n renoster is ’n nors vent. mencer hjer—
rye skedels, gekatalogiseer, op rakke (spykers in
my keel)
laat ons jou geheue, in alle redelikheid
oophark
nou, luister mooi hoe ek die bordjie sop opslurp
luister na die sirene
probeer nou deur jou gewete loop
probeer voel hoe die visse jou vleis vreet
van renosters gepraat: is jy "n suid-AFRIKANER?

2

16 desember en "n skottel bloed op tafel

die karkas van afrika hang in-tempel
hallelujas onder koepelblou

'n skermutseling iewers

ek trommel my vingers Op my propvol maag
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3

ek ig vredevors hier
ck wik en beskik
ek beshuit wie vrek

julle koppe rol rose van ranke
julle eet klippe vir brood

ek is vredevors hier
¢k ken harde kontant
lek my gat (Jensma 1973a:9).

ided tour by and of a perfect specimen of an Oppressor, Southl Aafr;-
delicate as a meat-cleaver, he displays his kppw e g1 )
his power. Notice the silence anlii thi pdSSgl\;lSt}}/l :g (t) :S:
‘ s 1 7 internal observation. Lumbering as
o fO_r eve}l:‘bsiiyliiles l‘ggzkgfjv&flz i‘;‘ ]trlie listener with the eager deftliless.of an
Fh"OUgh o e‘)i 1t o;s jou geheue, in alle redelikheid/oophark’), gmd.mg hlS. prisoner
l(l‘lltegti:%amlru(istii prjobeer .. probeer’) along the path of disintegration. Mixed with
i

. -
S 18 ]e 0O 1 c !) S[()]late a“dl st Wh() m Opelm)g U[) a Spe(,lll]f:]l (lemallds
[ co h as y 5 )
van IenOStGIS gepla 'dt, 1S ]y n bLlld'AFRIE(ANhR? (Jc]lS]lla

This poem is a gu
can variety. With language as
his trophies, his obsessions and

conformity to type:

]9733:?}\5 world of the ‘baas’ is a closed one, as section 2 of the poem suggests.

. S . . nd a
Ritual, icon, thanksgiving, justificatory violence (trivial to this c‘onsgxousnc,tss\i ;tl; L
full st:)macl’l complete this complacent pantheon. As overlgrd ( Z{rz e:/hof)svér o
ironic reference to peacekeeping) this figure has powers of life and deal

i ive ‘ons’ i ocess of -
Notice too the modulation from the inclusive ‘ons’ when he begins the pr

al domi-
dissection, to ‘julle’ when he dismisses the mass of the powerless, and the final
nation of the absolute pronoun ‘ek’ in the final section.

; 3 3 N . QY9
What else can be said in response to this tirade but ‘Ja Baas (Jensma 1973a:9)7

i speaker. It
But the contempt which this self-exposure reveals is not confined to the speake

smears off onto the |

s is clearly the kind of universe from which he recoiled into an altema-

o dentification with those who have had to en-

tive reality based upon a much greates 1

such savage tyranny. o ’ .
e That re(igoﬂ has been finely observed by Mafika Gwala (1988:801):

‘ . F . . . .
Wopl(\?ci(i:g‘;mjdgcilr against his self-withdrawal, T could only think of one thing: hi
one , s

istener and reaches beyond the brutality which drenches §ve§y l
thought and act. This is not the only view of Afrikaners which Jensma reflects m his
0 .

a long time T thought he was a black ... So when I met Wopko
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white world was killing him, as if out to destroy him. Perhaps he had refused for too

long to be the white he was expected to be. Another hurting thought flushed my mind.
1t was the gnawing feeling that with such cruel rea
with worse to come—it was futile to engage in exis
ture of oppression.

lity as we have in this country—-
tentialist resistance against a cul-

A culture of oppression is never without its countervailin
- many that culture can be inaccessible, especially under conditions of fierce racial and
class division. Both cultures have their triumphal and their neurotic elements. The
tension between these aspects has been explored with amazing sensitivity by Mongane
Serote, particularly in his poetry but also in his novel. Jensma, too, is al
swirling ambivalences which roil between apparent extremes
of such ambiguities in the poem ‘Fear Freedom’:

g culture of freedom, but for

ive to such
and he catches aspects

after freedom struck my country
after the thousands dead

i am the only one left

the only one to know

the only one guilty

the only one to resist death

before my people’s bones

before flowers of freedom country

before my people knew no nothing

before flowers were fresh

i am the only one

the only one with no gun

the only one no one suspected

the only one

after my eyes were burnt out

after remains of whitewashed bones (Jensina 1974:8).

 Jensma is obviously writing here about that deeply anticipated need which has occu-
pied the minds and dreams of South Africans for so long now. The 1960s was the
decade when black African countries achieved freedom from political colonialism.
 Written out of the obverse experience of oppression in South Africa, this poem trans-
 lates the desired and longed-for into the nightmare of one who anticipates the horrors
of not so much a violent as an unrecognisable world with which there seems to be no
_tonnection. Anticipating a cataclysmic confrontation between the opposing forces at

he extremes of the great South A frican divide, the speaker suffers acutely in the mind.
ncapable of imagining a process of change, the speaker has to live in a new world
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which consists of a projection of old and familiar horrors. There is no irony in the term
‘freedom’ as it is used here: it is an event, a thing which has ‘struck’. The irony exists
in a situation in which the notion of ‘freedom’ is in fact unimaginable.

Movement from the past to the future in this poem is a wild lurch from one
extreme position to another, as suggested by the swings from ‘after’ to “before’ and to
‘after’. The lines of the poem are linked to each other by spasmodic association and
every line is a tentative and an incomplete probe into what is for the speaker a hostile
and searing environment. Since the moral is a condition of Jensma’s poetry rather than
its purpose, we need to notice the gentleness with which this condition of the speaker
is understood. By establishing a connection between the past and the future, the poem
accords to the speaker the worst of all worlds in which guilt, doubt, irrational and
rational fears, suspicion and, most corrosive of all, acute self-consciousness now have
inexhaustible space in which to ebb and flow. Against the resulting and inevitable
catatonia, the self attempts mutilated gestures in the direction of coherence.

111
Against the disintegrative forces of oppression, Jensma, as poet, has one majof

counterforce, and that is form. Without form, all art is impossible. In the case of Jensma,
the meaningful line, poetic and graphic, stands between him and utter helplessness. In.
his poetry, variety of form is closely allied to the necessity to speak with a wide range
of voices. In a context which turns essentially upon racial identity and upon restric-
tion, the assertion of a counter kind of coherence, in this instance poetic form, is nec- .
essary to keep at bay the essential chaos of rigid, mechanical, dichotomous and
two-dimensional forms of reality which characterised the apartheid state. '

The struggle of form against that chaos is evident in the six-part poem, “Lop-

sided Cycle’:

i

we’re all underground now, bud

conspiracy against the state, you say?

one by one

explosions

go off neawhe e sitsone by one

e hammer'm

bulgin pop’n declare misjin  co’ plete, race
relation’s

betta than eva. o numb son, what up now? t'many
explosions
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now. 'n den

't blew ma arshole to
smithereen

1juss crack some joke, you say

}e‘t’s g0 paint heavensgate: whites only
1 juss crack some joke, you say

let’s go paint heavensgate: whites only

2

today we will be singing a sad song, son:
a song of our hunger

we will defy you, yessa boss

we will crucify the nearest christ

we will all be living aloud

you know why son, eh?

we carty the carcass of hunger gravewards

3
Jor billy the kid zambi
you breeze from far, spokes
still
your kwela
rocks in me
your wail’s
aech pa
our joke
the ol PIDE
hidin in ma
cona till a
end a fight
then
brandishing
the cosh, eh
pa, whea’s a
hooligans now
€p
drink up ol
son an feel
the jazz brecze blowin fez

~ch pa: I say (coll. Portuguese);
PIDE : police (in Mozambique)
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4 ' .
our cutlassregime hollers praise for the wh}p
our cutlassregime hollers praise for the whip
dumbfounde d prisoners a scratchin a prison walls
drips  outa’

their nails

a log chain ‘

ama leg, ohne verending pit a  agony
set me free

Lod, i hea’t

yours  iGoli .

leaves the gap for poor souls fo die forever

_iGoli: Golden City (Johannesburg)

5

minha m~o estd suja [my hand is dirty]
-carlos drummond de andrade

i got a gash in my head
blood spurts from it
i must cut my head off
i must hide myself
no one must see me do it
cause the blood is my guilt
i can’t stop the blood
a force behind the blood
tears all bandages off
i tried it many times
in the dark of my room
i am very weak now
due to loss of blood
i only have my agony now
i must cut my head off
and replace it with
a shining conscience

6

we dram our fingers on our potbelly
and feel at ease with the world

we brood around

innumerable slotmachines

the prize will be
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a body plus its labour

what a comfort!

a petty pass law gets us slaves:

right to use a gun (Jensma 1973a:10-15).

The most obvious lopsidedness evident here is the manner in which Part 6 distorts the
cyclical movement of the poem and, in its extrusive smallness, decentres the circular
movement as an eccentric gear does. The bloated complacency of the speaker in Part
6 (with echoes of ‘Ja Baas”) both contrasts with and is the source of the agitated con-
dition of those in the other five parts. Significantly enough, Part 2 is the most lucid of

- the other parts of the poem as it shows an awareness of time, of action and offers
explanation. As such, it is the opposing centre of force to the lopsided influence of Part
6. The cycle then turns around two pivots, poverty and excess, in tension with each
other, producing the eccentric motion of South African life,

The typographical forms of Jensma’s poetry would say much to careful atten-
tion. It is perhaps sufficient to note here that the differences and relations apparent to
the eye establish a community of linked and diverse concerns. The part which speaks

_ most desperately in the struggle against disintegration is Part 5 in which the repeated
line “i must cut my head off’, with its ambiguous imperative, reflects acutely the pre-
dicament of the poet/speaker/thinker. When awareness and the need to articulate it
have become a wound (‘gash’), then the damage is heavy indeed. To the drumming of
fingers in Part 6 we listen, as in a song cycle, to the explosions at the beginning, to the
singing, the music, the breathing (read the ‘a’ in Part 4 stertorously) and to the sounds
of Part 5 (gash’, ‘spurts’ and so on, including the sinister sibilants in the lines ‘and
-~ replace it with a shining conscience’) as a chorus of efforts to express what Cronin
.~ (1983:58), more contemporaneously and a good deal more optimistically refers to as
_ ‘the voices of the land’.
" Appropriate form is what Jensma seeks in his poetry, form sensitive to his
awareness of the manifold suffering of which he is part and to his understanding of the
sources of that pain.
By exploding himself existentially and poetically into the multitude of perso-
nae and voices which utter in his poems, Jensma appears to have transcended the
testrictions of racial, class and linguistic inheritance. In other words, he has defied the
single and the either-or by becoming the many. The protean and the multiform in poets
tothing new, but in the instance of Jensma, the matter goes alarmingly further, to the
point of creative collapse.
. Such collapse is not attributable to severance from one’s community, group
d society, which opposition to apartheid meant for many whites, especially from
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Afrikaans-speaking communities. That can be bad enough, as tbose whites who_toqk
firm stands against apartheid experienced. Isolation from family gnd copnmumty‘ 18
severe and it needs to be understood that society tends not to remain passive tgwqxds
those who make such a break. Mere withering in the wilderpess by the outcast is often
insufficient to it, and society is therefore capable of secking out such a person and
destroying him or her. Assassination takes very many fonns: Hence the\ commpn} by
Gwala, quoted earlier: ‘His white world was killing him, as if out to delstroy him’. )
The question must be asked: When one .su<.;h as Jensma broke with tl}@ ;;re.vzu(—l
ing attitudes of whites in South Africa of the sixties, where could he take shelter an
eive s i and support?
reccwe\;mogocial fOTIl)T}latiOIlS had the resources to sustain' such a p¢son? Jensmg
tried many jobs inside and outside South Africa but §ould pelther sustain thenil» no.r}}ll}s
troubled marriage. The majority of writers at the time either sought support WlF in
institutions, established sustaining groups around them, or e'lse Ieft the couptry. thtée
space for creativity and unorthodoxy was to be found outside (})f the official ?ndt e
commercial, and repression was dire enough in the late 1960’s and early 1970s to
3 individually immutable. .
o m/ih;/;i?el\gyolfnzl?e names of people active in music, literature, the plastic arts,
drama and other cultural activities in Pretoria and Johannesburg (places where Jensma

seemed to work best) at that time suggests a relatively rich weave of creativity. Bu(;
artists. writers and musicians worked either mside or outside township ghettoes, and .

opportunities for easy mixing of class and race within a supportive env.iromlner%t Yvere
rare. Lionel Abrahams’ The Purple Renoster, and his writing group, Bill Ainslie’s art
workshops, the poetry magazine Ophir edited by Walter Saunders and Peter Hom,

Esrom Legae’s art classes at Dorkay House and Bammey Simon’s drama groups grﬁ
noteworthy exceptions. The dangers inherent in political involvement combined with

a sense of isolation within the country as well as being cut off from the rest of the
world led many academics and cultural activists to go mtg in exile. . .
It would be a grim irony indeed if the act of remarking upon the achievement o

Wopko Jensma in speaking as the other were to imeyAthat the admission of the re;htz ;,
of other beings into the self were an excepﬁopal qughty. Tg do so Wpuld be to re1 x;}cl ;
the notion of identity to quantifiable units, It is precisely this redu;twenes; whl‘c} 1e
poetry challenges and through that challenge reveals the horror of that which actively

prevents exploration of the possibilities of the self.

Wopko Jensma reached beyond the limits that those from his race and class felt’ ‘;
in those two decades to be almost absolute. In doing 80, he sought one of the rrilosth
intimate associations with the other that is possible. His poetry speaks with voices

from within worlds that are ordinarily unreachable from without. Anq the radical na
ture of this poetic act is underscored when it is understood that he did not do so on
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behalf of the other but as the other.

Jacques Alvarez-Pereyre (1984:106f) describes Jensma’s ‘method’ as such:

In fact, in order to show a South Africa sickened by apartheid, Jensma has chosen to
speak in the first person, as both hero-victim and the hero-murderer, But it is always
the same “I’: it is the same person who suffers, the man who has been stricken by what
he has himself conceived or done in a moment of aberration or madness. An inner
universe takes shape, like the cross-section of a sick mind: it reveals the terrible schizo-
phrenia of living all the time by two codes of conduct, one for one’s family and (white)
neighbour, the other for the sub-human black man cast in the role of servant. Thus the
hero-victim dies a thousand times over, bleedi ng from a thousand wounds, while the
hero-murderer constantly proclaims a brotherhood which is contradicted by the mul-
titude of crimes committed against the flesh and the spirit of these ‘unlike likes’.

There is an implication here that to acknowledge and admit the other under apartheid
is fo be a schizophrenic. In addition, apartheid generates states of schizophrenia, espe-
cially in those drawn from the dominant minority. Seen from this perspective, Jensma’s
poetry is an analysis of that state in South African society of the 1960s and 1970s.
Thus the further autobiographical detail from ‘Spanner in the What? Works’, ‘I suffer
from schizophrenia/(they tell me)’ (Jensma 1977:6f), has an important significance to
it: both he and his society share the same affliction.

Understanding that does not lead to simplistic connections between the experi-
ence of South Africa and schizophrenia. Instead, if we accept Berthoud’s (1989:9)
aphorism: ‘If the activist makes history, and the intellectual defines it, the poet experi-

‘ences it-that is, makes it real to himself’~then it is to poets that we need to look for

accounts of experience which are not to be found anywhere else, and which are ex-

plored with a complexity peculiar to the nature of poetry itself.

This discussion needs to go one step further and conclude with a focus upon
Wopko Jensma himself, as one of us, who opened himself to the effects of South

Alfrican history. A dimension of his disablement is finely caught in this account by
Baudrillard (1985:132f):

It hysteria was the pathology of the exacerbated staging of the subject, a pathology of
expression, of the body’s theatrical and operatic conversion; and if paranoia was the
pathology of organization, of the structuration of a rigid and jealous world; then with
communication and information, with the immanent promiscuity of all these networks,
with their continual connections, we are now in a new form of schizophrenia. No
maore hysteria, no more projective paranoia, properly speaking, but this state of terror
proper to the schizophrenic: too great a proximity of everything, the unclean promis-
cuity of everything which touches, invests and penetrates without resistance, with no
halo of private protection, not even his own body, to protect him anymore.
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The schizo is bereft of every scene, open to everything in spite of himself, living References
in the greatest confusion. He is himself obscene, the obscene prey of the world’s
obscenity. What characterizes him is less the loss of the real, the light years of es-
trangement from the real, the pathos of distance and radical separation, as is com-
monly said: but, very much to the contrary, the absolute proximity, the total instanta-
neity of things, the feeling of no defence, no retreat. It is the end of interfority and
intimacy, the overexposure and transparence of the world which traverses him with-
out obstacle. He can no longer produce the limits of his own being, can no longer play '
nor stage himself, can no longer produce himself as mirror. He is now only a pure

screen, a switching centre for all the networks of influence.

/B\lvafélz]-Pzriy;e, 11984. The Poetry of Commitment in South Africa. London: Heinemann
audriliard, J 1985. The Ecstasy of Communication. In Foster, H : ' ‘ :
e o 1 er, Hal (ed): Post-modern Culture.
Berthoud, J 1989. Poetry and Exile. The Case of Arthur Norfje. English in Africa 11 May,1.

Cl}])apn;{an, M 1984. South African English Poetry: A Modern Perspective. Johannesburg: Ad
onker »

Cronin, J 1983. Inside. Johannesburg: Ravan.

Gir.dm(;r, M 1985. Funking the Jive: The Poctry of Wopko Jensma. The English Academy Re-

iew 3. 7

Gardiner, M 1987. Self and Circumstance: A note ’ i
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There is much more than an individual, idiosyncratic instance in the case of Wopko
Jensma. Aside from the sheer pain which being ‘only a pure screen, a switching centre
for all the networks of influence” must be for the person so afflicted, the effects upon
a poet are obviously devastating. Jensma’s struggle with form thus has a poignancy
which is acute. And the bitter irony must be that in transcending with such tender
understanding the barriers of race, class, culture and condition, Wopko Jensma now
suffers the indignity of being unable to control or regulate the obscene flow of experi-
ence and sensation through himself. In seeking a fuller, more complete identity than
the system of apartheid decreed, Wopko Jensma has lost his creative identity. He can
no longer paint or write. The analyses that his poetry makes of the agonies of southern
Africa are now applicable to himself.

Wopko Jensma disappeared from his place of shelter in 1993 and has not been
heard of since. The shelter was gutted by fire in 1996. ‘

I began with the quotation from Octavio Paz because it expresses an optimistic
sense of the achievement of human beings despite the nightmare of history. But reflec
tion upon the poetry and the predicament of Wopko Jensma makes the words of Paz—
‘making beautiful and lasting works out of the real substance of that nightmare’—
difficult to endorse. Yes, Jensma’s poetic and graphic works are beautiful and the
will last. But they speak so powerfully of the damage and suffering which are thei
genesis and their nature that it asks for embarrassing fortitude to be able to acknowk:
edge their beauty. One has to forget the subjects of the poetry so as to see and feel them
again. And that is, perhaps, an old irony of art. Though the pressure of history’s night
mare is unremitting, the struggle for form continues, a struggle which only the unusu
ally ordinary are able to undertake. '

Jensma, W 1977. T Must Show You my Clippings. Johannesburg: Ravan Press.
Paz, O 1985. The Labyrinth of Solitude. Harmondsworth: Penguin.
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Marginality,
Afrikaans Literature and
‘The Undefined Work of Freedom’

Philip John

Kuns is ons laaste verweer teen chaos
(Aucamp 1996:20).

l I i i re-
Sometimes there are texts—and even moments 1n texts—which seem curiously p

disposed to grabbing the attention of readers. For me, as reader of Afrikaafxg literaﬁgs,
: 1 ing been ‘And our fathers that begat us’ 1n a collec-
such a text has from my first reading : e tony
. [ stories insloo entitled Die hemel help ons (1987)".
tion of short stories by Koos Prins ! ' T In s sony
¢ S {ay before Christmas to his parental home in
a young man returns the day o e naloo 1987:26)
isi i ich, as t the end of the story, he ‘reveals )87:26
visit, during which, as we leam a roveals: (Brinsio
ethi i ithi -ontext formed by the stories in the co
something to his father. Within the con : ' O
this ¢ ion’ erned his sexuality. More specifically itis p
bable that this ‘revelation’ concerne cifically its
E)}::t he used the visit to tell his father that he was homqsexual. This f.E.lCt %s Poxﬁ/tevif
ne(ver stated explicitly in the story, the focus rather falling on a narrghve 1ec(?11ts ruf
i F ives of his ancestors. This reconstruction consists ot a
tion by the young man of the lives o A struction consisis 0 @
Ffreal’ or exts juxtaposed to one another: a photograp ‘
number of ‘real’ or documentary texts jux . . o nsion
’s itting ¢ t shot by his grandfather in Kenia
ing man’s father sitting on an elephan : ! . loo
}llg;ﬁgl 2), an autobiographical sketch by the young man’s grancif;t?; (frmsilotf[)eig i’; 1 ie
Jhotogr [ ’s father (Prinsloo 1987:17-18), two le
14), photographs of the young man's ‘ : 18), two letters by
ozmpg mai’s}gmndparents to his father, signed “J ‘P.‘and E.C. Prms}oo (P;;nsg(e)?
311987'19-20) a newspaper clipping noting the death of the young man’s gran fa A ;
AN Y P.rinsloo’(Prinsloo 1987:21) and finally a letter to the.y.oung 1r]nan ironti Fl; ate e;
ohi i i sburg ten days after his visit to the parentai hom
hich he received in Johannesburg ten T , :
;\JV;;] (Prinsloo 1987:25f) (while he was busy writing part of the story which was to
‘And our fathers that begat us’). , . ‘
become()rinofotie functions which the documents fulfil in the story is to clarlgyEﬂ(l:e
relation between the ancestors of the young man mentioned in the story (J.P. and E.C
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Prinsloo), the ‘young man’ and the writer of the story, Koos Prinsloo. These docu-
ments make it possible to think that the ‘young man’ in the story is actually ‘Koos
Prinsloo’. Such an interpretation is strengthened by other information provided: a bio-
graphical note in the front of the book informs the reader that Koos Prinsloo was born
in Eldoret in Kenia and came to South Africa in 1962, concurring with information in
the story as such (Prinsloo 1987:10), and in the colophon the writer of the book is
given as ‘J.P. Prinsloo’.

The attraction that this story has for me has less to do with these ‘documents’
and with their possible veracity as such than with the narrative by which they are
linked, and by which the story itself is created. The documents however play an im-
portant role in determining the nature of this linking narrative. In this narrative is
described—in painfully exact detail—the visit of the young man/’Koos Prinsloo’ to
his parental home, from his first sighting of the Ingagane power station near Newcas-
tle where his parents reside, through his arrival at the parental home, his walk through

~ the lounge and a passage to his bedroom, a spartan supper to the Christmas lunch he

enjoys with his parents the next day. On this Christmas day he also masturbates, looks
at photo albums and talks with his father about the past of the family, specifically
about his grandfather’s farm on the Uasin Gishu plateau in Kenia.

To illustrate what I mean by this, [ cite the description of his arrival at the

parental home:

Op die toegeboude stoep met die blou afdakkie wag sy ma. (Ma is op 27 Junie 1924
op Gwelo in Suid-Rhodesié gebore—die vyfde van nege kinders. Sy het 'n slap voet,
waarskynlik weens 'n ligte vorm van polio wat sy as kind gehad het, en sy kry soms
asma.) Hy haal sy naweektas uit die kattebak van die motor en stap nader. Die grasperk
is reeds nat van die dou.

Hallo, seun. Sy soen hom. Hoe gaan dit?

Goed.

Haar bors fluit effens. Hy stap agter haar aan, verby die breimasjien onder die
plastiekkleedjie op die stoep en verby die kaggel in die sitkamer waar die wit Kershoom
van plastiek tussen twee kanondoppe en twee ivoortande, wat elk in ’n olifantpoot
gemonteer is, staan (Prinsloo 1987:111).
On the enclosed veranda with the blue awning his mother stands waiting. (Mother
was born on the 27th Junc 1924 in Gwelo in Southern Rhodesia——the fifth of nine
children. She has a lame foot, probably the result of a mild form of polio which she
had as child, and she sometimes suffers from asthma.) He takes his travelling case out
of the boot of the car and walks closcr. The lawn is already wet with dew.

Hello, son. She kisses him. How are you?

‘Well.

Her chest wheezes slightly. He walks after her, past the knitting machine under
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a plastic cover on the veranda and past the hearth in the lounge where the white
plastic Christmas tree stands between two cannon cartridges gnd two tusks, each
mounted in an elephant foot (a.t; see also citation from Wolfiyd in footnote 2).

What is first notable about the description of the young man/’Koos Prjnsl.oo’g’ a’cthns
is the disinterested objectivist tenor thereof, mainly the result of the .objec.tlve .thlrd
person narration. More than a form of objective vigion 1s howevgr discernible m.the
fragment, namely something which can provisionally be called aheqated Qbservatlog.
This alienation is given clear form in the fragment by the parenthesis which makes 1t
clear that the voice of the narrator is split internally, and that there are'actua%ly two
voices, both of which can be related to the author of the story, ‘Koos Prinsloo’. B
[n the parenthesis—as is the case in the rest of tbe pefremh.eses‘ agd the‘ letters as
well—the narrating voice retains a personalised quality, signalling in 1tsellf the pres-
ence of others, and of dialogic and filial links to these others. The personalised nature

of expression in these sections of the story is further signalled by the references to

intense experiences, illness and emotions such as longing, concern and md1gnat10r\'.l
In the ‘objectivist’ narrative sequences, the emphasis falls on a neutral detail-

ing of ordinary actions—standing, looking, walking—and on a focus on domestic

objects. The nearly anomic tenor of these sequences is clearly manifested in the de

scription of the young man taking a Sunday afternoon nap. He lies dowp on a bed and ;
starts masturbating, apparently without much interest. While masturbating he lookg at
two prints of paintings by Tretchikoff hanging on the wall and then falls asleep with-

out achieving an orgasm (Prinsloo 1987:16).

This “split’ in the voice of the narrator is further complicated when the imper:
sonal narrator switches to a first-person address, speaking as the young man ‘Koos

Prinsloo’ to his father (Prinsloo 1987:24). The manner in which the story 18 co.nstructe’
thus emphasises the heterogeneity in the narrating voice, making the upholding of th

usual boundaries between third-person narrator, first-person narrator an_d characte
untenable. At the same time, with the inclusion of ‘documentary’ fact in the story .

‘
enabling one to relate the different voices to the same ‘real’ person (Fhe author ‘Koo
Prinsloo’), an extremely intense sensation of alienation and anomie is created.

- 2

What makes the ‘split” voice of the narrator in this story further remarkables

that by being inserted in a self-reflexive stpry,‘ it implicatgs artistlc‘creatlon.tl{l :113
alienation by which the narrator/author’s voice 15 c.haracte.rlsled. In Qns sense it le

clear form to the process of observation at the basis of artistic crc_}at}Qn, showmgt.no
only the outer world being taken as object for observation and artxs@c represenltla 11?;
as is customary, but the ‘inner” world of the.character/narrator/author a’s we\h.’ :
intensity of the alienation that is represented n the story can be seen as an ac.. ieve
ment of Afrikaans literature at a specific point in its development, as representing a
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important ‘marker” in the aesthetic history of this literature—and in the history of the
community out of which the text comes and which is reflected therein.

The importance of this ‘moment’ is borne out by the fact that a representation
ofa similar intensely alienated observation is found in another self-reflexive Afrikaans
novel published four years later at the other end of the generational spectrum of
Afrikaans literature, namely Wolftyd by Anna M. Louw (1991).

Wolftyd (1991) tells the story of Leonie Obach, a woman in her sixties whose
husband, Luk, dies at the age of seventy-five. While going through documents he left
behind, she discovers that he cheated on her right from the start of their marriage. The
discovery of these infidelities causes her intense pain, more $o as it seems that Luk
purposely left the ‘evidence’ of his betrayal for her to discover. The novel basically
deals with the process Leonie goes through attempting to deal with the pain caused her
by the discovery of her husband’s mfidelity. After the initial shock Leonie develops an
intense resentment towards Luk and starts feeling that he had deprived her of a large
part of her emotional life. The resentment soon changes into a very intense feeling of
aggrievement and simultaneously, anger. It is out of this anger that she will find the
energy to accomplish ‘healing’ (Louw 1991:21,117, 140). This healing Leonie eventu-
ally finds in an upsurge in her creativity, events narrated in Chapter four, ‘Leonie se
storie’ (Leonie’s story) and Chapter five, ‘Winter’ (Winter).

‘ The novel however opens with Chapter one, ‘Op soek na verlore tyd’ (Search-
ing for lost time), after Luk’s death..In this first section of the novel the author pro-
vides the reader with a third-person report of a journey to Berlin, undertaken by a

character identified only as ‘die weduwee’ (the widow). The purpose of this journey
seems to be to trace the tracks of the Obachs, that is of the character Luk who had been
‘married to Leonie. The report of this journey provided in the novel has a curious

quality, mainly because of the appearance of a first-person narrator next to ‘die

‘weduwee’ and the third-person narrator, as in the following extract:

Die weduwee skrik ligdag wakker en luister. Stl. Net die stemme van fietsryers onder
in die binnehof wat na vroeé werkskofie vertrek. Sy het die vorige aand die rygsel
Jielse gesien wat met veiligheidskettings aan die Jetskrip onder vas is. 'n Ruk lank 16
sy nog en luister hoe die verkeer in Grolmanstraat toeneem, terwyl sy haar eerste
bewegings beplan.

Die duvet is met stekelige bokhaarstof gestop en dit ruik na nikotien. Ek slaan
die oortrek terug en ontdek onlangse brandplekke. Iemand het in die bed gelé en rook.
Ek gaan ’n ander duvet aanvra. Dis beslis 'n derderangse pension (Louw 1991:4).

he widow awakes before sunrise and listens. Quiet. Only the voices of cyclists in the court-

td below departing to early work shifts. The previous evening she had seen the string of
cycles chained to the cycle rack. For a while she lies listening to the traffic increasing in
olman Street, whilst planning her first movements.
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This first-person narrator (who appears sporadically in other parts of the novel), apart

from being an extension of the third person narrator, seems to be—like Leonie and:

‘die weduwee’—an older woman (Louw see 1991:163, also 232). This first-person
narrator is also on a journey to Berlin—on the tracks of the Obachs. Her attention—
like that of the third person narrator—is mainly focused on ‘die weduwee’..The ﬁr_st-
person narrator and the widow thus appears to be the same person, sgmethmg which
can be inferred definitively from the fact that they share the same ntimate spaces.
There is however an important difference between the two personae appearing
in the first section, namely the first-person narrator and the widow. The first-person
narrator consistently remains neutral and provides an objective report of her journey.

In contrast in the description of the widow (by the third-person narrator) consistent

reference is made to the emotions she experiences: anger (Louw 1991:1,13), self-pity
(Louw 1991:3), loneliness (Louw 1991:16), depression (Louw 1991:14), hz?te (Loyw
1991:15,21) and sorrow (Louw 1991:21). The effect created by this kind of narration
can be described in two (paradoxically) related ways: on the one hand an extreme
form of alienation is created by the juxtaposition of a third-person and first-person
description of the same person, the widow (which is at the same time both of them),
and on the other hand this kind of narration actually implies the erasure of the custom-
ary barrier between first- and third-person narration. o

The similarity with ‘Out fathers that begat us” which is apparent from the above
discussion is further borne out by other aspects of the narration in Wolftyd (1991)
which lead to a similar disturbance of the barrier(s) between character or art (Leonie
‘die weduwee’; the first-person narrator) and reality (‘the writer/third-person nama-
tor’; Anna M. Louw), such that the process which is narrated ‘in’ the text comes to be
seen as ‘outside’ the text as well. '

The first chapter of Wolftyd (1991) is concluded with a note informing the
reader that the ‘first-person/third-person narrator/writer’ put down her pen .agd provi-
sionally closed her notebook in which she had been making notes of her visit to Get-

many and to the area where the character Luk spent his youth. This act is clearly dated,

‘Oktober 1987°—that is, before the publication of Wolftyd (1991). One of the implica-
tions of this note is that the ‘narrator/writer’—also a ‘widow’ (like Leonie)-—had some
relation to ‘Luk’ (or someone ‘like” him) and experienced a similar personal traurpa'.
The note also implies that when the notebook was taken up again, its elaboration

resulted in the novel, Wolftvd (1991) (of which the notebook forms the first part). If

the note is read in this way it makes a reading of Wolfiyd (1991) possible as not only

The duvet is stuffed with prickly angora wool and smells of nicotine. T fold the cove
back and discover recent burn marks. Someone had been smoking in bed. T am going to ask fo
another duvet, Tt is definitely a third-rate pension (a.t.).
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the story of Leonie but also as the representation of the process of the creation of the
novel, this process taken up into the novel itself.

~ Most importantly however, such a reading makes possible an association be-
tween Wolftyd (1991} as creative text and the process narrated on a thematic level in
the novel itself, namely Leonie’s process of ‘healing’ through artistic creation. This
would make Wolfiyd (1991) a text of ‘healing’—representing this process with refer-
eénce to the author, Auna M. Louw (or at least, someone ‘like” her), and seen (or ex-

_trapolated) sociologically, with reference to the (Afrikaans) reader. Read in this man-

ner, Wolftyd carries the implication that it provides a ‘map’—it advises the reader on
how to—or makes it possible for this reader to see how he or she can—submit his or
her self to a process of transformation through aesthetic expression®.

Wolftyd (1991) and ‘Our fathers that begat us’ thus——curiously—show clear
stmilarities. In both texts the authorial voice is “split’ between a first-person narrator
and a character observed by this narrator with a third-person narrator hovering in the

background, effectively erasing the boundary between narrator and character and si-
ultaneously creating the impression of an acute form of alienation. Both texts pro-
- vide the reader with the means whereby he or she can relate the first-person narrators
_inthe stories to the personag of the actual authors. In both texts the apparently extreme
_ form of alienation represented is simultaneously a representation of the process in-
. volved in artistic creation, with the personae of the actual writers (*Koos Prinsloo’;

‘Anna M. Louw’) implicated in this process. In both cases the representation is part of
aprocess by which someone tries to-deal with a personal trauma and the consequent
alienation by gathering material which is to be (re)casted in the form of art.

Part of the answer to the question why I have always found these two texts arresting
appeared when I came across a discussion in which a similarly peculiarly intense
bbservation figures centrally and in which this observation is connected to aesthetic
expression and the transformation of the self. In an essay entitled ‘What is Enlighten-
ment?’ in which Michel Foucault tries to define, amongst other things, what ‘moder-
nity” might mean he makes reference to an essay by Charles Baudelaire on the artist
Constantin Guys. According to Foucault modernity is defined by Baudelaire firstly

with reference to a kind of observation and secondly with reference to a related orien-
tation towards the self:

*Burger (1995) comes to a compatable conclusion regarding André P. Brink’s novel Inteendeel

f1'993), using Rorty’s idea of an ‘ironist’ creating the values according to which he is to be
ged himself.
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For the attitude of modemity, the high value of the present is indissociable from a
desperate eagerness to imagine it, to imagine it otherwise than it is, and to transform
it not by destroying it but by grasping it in what it is. Baudelairean modernity is an
ention fo what is real is confronted with the practice of a

doin inki - . :
meta%h(})/rsiil]g]gl:;x;ia\;vlggame/ g; c(:)o ;in(:; ;Z Cthmk. I-t 1s not secking to make possible a
. : science; it is seeki i :
exercise in which extreme alt far and wide as possible, to the undefined work of sfrsc;:ikol;]lg(;)oilc\;iIlzelvgézln'iemS’ ®
liberty that simultaneously respects this reality and violates it. ) 46).
However, modemity for Baudelaire is not simply a form of relationship to the
present; it is also a mode of relationship that has to be established with oneself. The
deliberate attitude of modernity is tied to an indispensable asceticism. To be modern
is not to accept oneself as one is in the flux of passing moments; it is o take oneself as

object of a complex and difficult elaboration (Foucault 1984:41; e.a.).

One of th 5 is i
e t;:/ aldv;mAtage.s of this approach to the possibility of freedom is that it does not
pro-e g ely determine what this ‘freedom’ might be, or what the best approach thereto
e aQ « - s - N b :
Soiahst ,C ;15 was the case in lxburalory projects undertaken in the Soviet Union
Lol lm; and eliewhere which resulted in increased repression and oppression,
e cases the ‘work of freedom’ were subsumed und emat .
By moving the loous . subsumed under abstract, systematic schemes.
of freedom away from sys i 1 i
a ystematic rationality to stheti
sphere Foucault’s approach privi i ' se it e rotor
: privileges heterogeneity. It is to thi
ences to Baudelaire and to an ‘aestheti 3 .
2 etic or ¢ 1 (¢ ioni
oo 10 a s of the self” or an attitude of self-fashioning’
- F‘o?t(.:?uét fee;ls Justified in associating the heritage of the Enlightenment with
such an “attitude’ of self-fashioning becaus is 1
¢, he argues, this is actually in i |
- way Kant approached the Enli s s ot of
’ ghtenment. Foucault argues th ’
Cressing the rent o s i gues that Kant’s manner of ad-
§ "an “exit’, a ‘way out’ (Foucault 1984:34:
thus highlights the fact tt 1 1 o telenloniont o et
hat there 1s nothing prescripti y ical i
‘ ptive or teleological in Kant’ :
spective on the concept of the Enli is thi e epland
ghtenment. It is this aspect of Kant’s
on fhe : S ant’'s concept—
?au(:elaue 8 perspective—that enables Foucault to see an open-ended WctiI\)/e a:rd
b - - ) ; X 5> © > N
tiorrllaoentghaggn;m; with the world implied therein. It is also by linking Kant’s medpita
n the Enlightenment in this way to an “attitude’ (F : o
tior S an ‘attitude’ (Foucault 1984:39
_action, that Foucault can justif i A
, Justify speaking about such a ‘ i i
‘ » a personal, non-rational aesthet
engagement with the world, and especi ; ical ralogous
" specially the self, as an ethical inj i
e ‘ ' ¢ : ,as 3 mjunction, analogous
he e;};los'accordmg. to \A./h1ch.the Greek philosophers lived (Foucault 1984'39)g
. et drg(t;n}ent in this article is that the ‘attitude’—an intensified qwarenes.s of
ne present and the self coupled with an aestheti { ’ (
esthetic transformat ereof i
Foucault associates witt i i contimustion ot o
1 the practice of freedom and t tnuati
! i nd the continuat f diti
i ith the . ion of the tradition
mg Fﬁ; Enh%?tin.melnt is clearly present in contemporary Afrikaans literature. Follow
cault, 1t 1s thus possible to show that the iar ki ' ' :
: . § at the peculiar kind of narrat l
A ‘ 1bld ative perspective
dismilskzan; tcxt§ sucil as in “And our fathers that begat us’ and Wolﬁydp(w%}) as
ssed above, 15 a clear indication of the ‘m ity’ e man.
. : , odernity’ of these texts and
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ier1n which an ethical practice is realised by means of ‘elite’ aesthetic expression’
ot exts e C .
s 1118 ttl\:::o {:ftb' analgsgd here can be ad(.ied anumber of other contemporary Afrikaans texts in
o the "m’cr‘s etween art an‘d life are problematised. In Prinsloo’s casé SUCil a
L o /1s;ng tendency started with his Jonkmanskas (1982), and then continued through
) i va,n 7;]) (ms.c(ilb987); .?/agp/aas (1992); to Weifeling (1993). Recent elaborations incluie
sva moord by Antjie Krog (1996); Vreemder as fiksie by Johan de Lange (1 59(3)' and
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The same elements are found in these words of Foucault that were referred to in the
discussion of the two Afrikaans texts above——an ‘extreme altention’ to the present and
simultaneously, a transformative aesthetic relation to the self. In the Afrikaans texts
the ‘extreme attention’ is directed towards the observing and narrating self, this proe-
ess concretised in the “split” voice of the narrator, slipping between and from charac-
ter, third-person narrator and first-person narrator to the autobiographical persona of
the author. The clear resemblance(s) between the Afrikaans texts and the ‘attitude
Foucault’s essay addresses justifies associating Foucault’s pronouncements on this
‘attitude’ with the Afrikaans texts. ,

Foucault’s use and discussion of Baudelaire’s vision is first of all part of an
attempt to define what ‘Enlightenment’ might mean in the last quarter of the twentiet
century. It is however also part of a development in Foucault’s thought which has bee
characterised as a turn towards the problem of cthics®. ¥ oucault’s attempt to deal wit
the problems associated with a conventional approach to the heritage of the Enlighten
ment results in an ethics which emphasises an ‘aesthetics of the self” as the only wa
of continuing the heritage of the Enlightenment.

In his attempt to provide an ‘alternative’ definition of the ethical heritage of th
Enlightenment in the essay “What is Enlightenment?” Foucault first of all distance
himself from the theme of ‘humanism’ (Foucault 1984:43-45). In the process he als
jettisons the conceptual baggage associated with humanism, such as certain ideas ab
history and progress and the accompanying rationalist orientation towards ‘for
structures with universal value’ (Foucault 1984:46). To the humanist perspective
entated towards ‘bettering” our lives in accordance with a projected, ‘rational” m
physical goal, Foucault opposes what he calls ‘the undefined work of freedom’ foun
on a perspective which treats the world as fundamentally historical:

. this critique will be gencalogical in the sense that it will not deduce from the for

we are what it is impossible for us to do and to know; but it will separate

of what
ger be

from the contingency that made us what we are, the possibility of no lon

4 See for ci»;nplc the fol_lﬂo—\:v%g: Harpham (1988); Rajchman (1992); and Jones (1994).-
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il
If the approach followed thus far has seemed to emphasise the elite, universal nature
of contemporary Afrikaanse literature, this does not preclude attention to the question
of ‘marginality’. Attention to the problematic(s) associated with this term s important
because it provides a (further) potent ‘lever” for the discussion and understanding of
contemporary Afrikaans literature.

‘Marginality” has in some form or other figured centrally in Afrikaans litera-
ture throughout its history. Two of the most important levels on which this has hap-
pened are firstly the sociopolitical situation of the literature and secondly on the the-
matic level, or the ‘content’ of the literature. '

Afrikaans literature was historically positioned marginally first of all on a po-
litical level as part of Afrikaans culture’s struggle against British imperialism®, and
secondly on a literary-cultural level with relation to the Buropean tradition. At the
same time, Afrikaans culture functioned as a centre with regard to the other South
African cultures and literatures, as a result of the Afrikaner Nationalist contro! of the
country. The relation between Afrikaans culture and British imperialism on the one
side and African culture on the other was mainly a political one. The dominant cultural
relation was however oriented towards Burope from which Afrikaans literary theorists
derived their conception of Afrikaans literature as a ‘national’ literature.

Afrikaans culture has currently been displaced from the centre, this displace-
ment however not (yet) resulting in a simple reversal—the old centre now becoming
margin, and the old margin becoming the new centre. The new centre is presently
itself unstable and insecure, having only recently been occupied after the ANC elec:
tion victory of 1994. It is still heterogeneous and subject to contradictory (and fre-
quently ill-defined, amorphous) tendencies. Operating with a simplistic margin-cen-
tre-dichotomy in this situation is ill-advised, and is one of the reasons for the
problematisation of the term ‘marginality” which is attempted in this article. ,

On a thematic level a consciousness of marginality has for some time now been
manifesting itself in a particularly intense form and ina variety of forms in Afrikaans
literature. One of the interesting things about this development is that the contemp
rary’ intensification of a consciousness of marginality can be traced back to the start of
the eighties, that is, long before the political changes of the nineties. '

os1 8A ceptral textin this reg'ar.d 18 Die kremetartekspedisie by Wilma Stockenstrom
( ) - This lyrical novel exhibits many of the features which start appearing with
increasing frequency in Afrikaans prose after this date (and by which the tgw t "
analysed in this article, namely ‘And our fathers that begat us’ and Wolftyd (19901)6m
also marked). These features include the following: a metatextual self-reflexive Ie’varle
a narrator—a slave woman-—who belongs to a marginalised social grouping, a o
nounced sense of the narration taking place at a limit, namely on the verpe fg d prt(});
The nove‘l also makes use—through the reference to slavery—of histori gl ol
characteristic of many novels after this date. oricet maierial
‘ One of the clearest indications of a ‘turn’ towards a concern with the space and
questllons of marginality in Afrikaans fiction is the large number of novels Liblé ind
especially since the start of the nineties, in which the central protagonist ar’1§ (usf S
2‘; Itll(l:e sqan}eh time) pgrrator is a bed-ridden geriatric woman dealing with her remiflis}-/
marg?;ma;og?smons which these narrators occupy are all the result of social
' Furt}_xer related forms in which an intensified consciousness of marginality ha
manifested in Afrikaans fiction over the last two decades include the follgow'm}i th .
usage of characters and narrators on the verge of death'®, the usage of ‘dead’ narritorlse

’ Afﬂkf.lans ﬁc?ion - in such unlikely places as the nationalistically-imbued novels of D.F. Malherb,
,’(:specxally wnth regard to his Biblical névels, in which - as early as 1933 with l.)i.e h tﬁl -
Moab - a pe;supistic perspective as to the workability and acceptability ofnationalisnﬁir Vi”
read off. A significant number of carly Afrikaans fiction can in a related manner be ‘mi Zl’]f .
sppprs:ssed expressions of dissidence or a counter-discourse, usually in the form ofnt;imc o
fggntatlor% of the process by which Afrikaans society tended to destroy “softer’ as cctC refptrlf ’
crsonality such as creativity and compassion. Representations of this kind can Ee f(s)uo d in
gures such as Leonora in Die meulenaar by D.F. Matherbe (1926); Hansie in Langs die crro;]l 12
y-C.M. van den Heever (1928); Kosie in Die sprinkaanbeampte van Sluis ti/ Joc(flem f/zn

Bruggen (1933); and in the ‘softer,” more ‘feminine’ vo i
A ung man 7 ¢ ever’
rose as analysed by Coetzee (1995). youne mat in M, van den Heover's

’ [ ped AYI h S n B £ 3 p
1 E
DlC kl emeta’)ly/i;s M lc:0 a. ])ee rat §Ia1(:(l nto £ng lSIl Hl(lc t]l(? tl”c 7 /l(Z E}i edition to Zhe

5 Afrikaners fought - and won - their first “War of Liberation’ (Eerste Vryheidsoorlog) agai
Britain in 1884. They achieved ‘national’ liberation (i.e. decolonisation for whites) in 1960 with
the founding of the Republic of South Africa. Brink (199 1) provides an extensive discussion
the positions taken by Afrikaans culture in the course of South African history.

Examples are: Hierdie lewe b f
” . : / y Karel Schoeman (1993); Juffrou Sophia vi 2
erta Smit (1993); and Sandkastele by André P. Brink (1995). ” P vius vorenioe by

1«9ng:\:?11’)165 mclude the already mentioned Die kremetartekspedisie by Wilma Stockenstrém
);.’n Ander land by Karel Schoeman (1984);  Kroniek uit die doofpot by John Miles

1991); dbjater wat so lag by Wil Stré jerdi
7219 y Wilma Stockenstrom (1991); Hierdie o
993); and Sandkastele by André P. Brink (1995). ( J erdic fewe by Karel Sehoeman

7 A consciousness of marginality is however not something new in Afrikaans literature. A ‘h
tory” of this consciousness will have to include attention to manifestations of this consciousn
- apart from the canonised forms, such as in the concern with the poor-white problem in early
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that is narrators speaking from ‘behind’ death—an extremely marginalised posit}onl‘;,
and texts dealing with life amongst marginalised soci.al groupings suchas poor—w#nteg .
A significant development in Afrikaans prose bring.mg experiences of marginalisation
into the centre of the literature has been the publication of novels by cc.)lou-rel(z and
black people such as Abraham Phillips”, A.H.M. Scholtz', Karel Benjamin and

E.X.M. Dido'®.

1AY . o .
Any attempt to engage meaningfully with the problematic of marginality will have to

take cognisance of the elaborate and extended scholarship‘whi.ch has developed around
the term'’. All that is attempted in this article is to first of gll indicate the relevance of
the problematic for the study of contemporary Afrikaans htergture; gnd secon@ly, asa
humble contribution to the discussion around the term, to brmg'lt nto relfmon with
what is usually placed in opposition to if, namely ‘elite” aesthetic expression. In es-
sence, the texts used above, ‘And our fathers that begat us’ gnd Wo{/tyd (1991), VYhICh
were ilsed to establish the ‘modemity’ of contemporary Afrlkaan§ literature are sm.lul-
taneously used in conjunction with the ‘opposite’ of elite expression, namely marginal
I inority literature. .
Cxpress'}%ne (;;1211?1’1 obje}cltive of this approach is to show that Fhere need not ne;ess.arllAy
be an exclusive tension between marginality and uniyersahty and_ that mqrgxgahty is
actually an indispensable pre-condition for universahlty, An ass.ocmﬁed_ objective will
be to forward the argument that attempts to define a literature simplistically or exclu-

sively with reference to marginality as a minor or minority literature, for mstance as

7 n a number of cases the narration takes place from ‘behind’ death, such as in Die 'eerste lewe
van Adamastor by André P. Brink (1988); Missionaris by Elsa Joubert (1988); Die reuk van
appels by Mark Behr (1993); and Inteendeel by André P. Brink (1993).

12 Examples include Triomf by Marlene van Niekerk (1994); and Droster by Tinus Horn (1995).
13 Die verdwaalde land (1992); and Erfenis van die noodlot (1993).

y ’ ] - is nie (1995); en Langsaan die vuur.:
“ Vatmaar. 'n Lewendagge verhaal van'n tyd wat nie meer is nie ( ); z

Vyf lewensverhale (1996).
15 Staan uit die water uit! 'n Kaapse jeug (1996).

16 Die storie van Monica Peters (1996).

7 Two representative collections are The Nature and Confext of Minority D.iscourse edited by
Abdul JanMohamed & David Lioyd (1990); and Out There: Marginalization and Contempo-

rary Culture edited by Ferguson et al. (1990).
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the expression of a group’s identity, might be a serious distortion, limiting the possible
profundity of expression in the literature.

‘Marginality’ can and has been approached from a variety of perspectives. The
most recent attention given to the term took place within the ambit of a centre-margin-
dichotomy in postcolonial studies (e.g. Seshadri-Crooks 1995). One of the character-
istic forms in which the centre-margin-dichotomy appeared before this time, was how-
ever as overlaid with dichotomies associated with colonial discourse theory, such as
metropole/periphery, coloniser/colonised and oppressor/oppressed. This is to be ex-
pected as postcolonial studies can be seen as an off-shoot or development of colonial
discourse theory. The general ‘climate’ in which colonial discourse theory and
postcolonial studies developed was simultaneously deeply influenced by
poststructuralist theory so that the coloniser/colonised dichotomy was further overlaid
with and sometimes displaced by other frameworks expressive of the concerns of
social groupings characteristically formed and conceived on the basis of categories
associated with race, gender, sexuality and ethnicity. In these frameworks the notions
of agency, subject, identity and subjectivity figured largely. These frameworks char-
acteristically emphasised the silencing, marginalising working of discourse—espe-
cially of Western discourse as seen from the perspective of marginalised subjectivities.
Study in this general terrain seems to have two main objectives, namely first of all the
critical exposure and unmasking of the marginalising workin g of hegemonic discourse
and secondly the reparative advancing of opportunities for expression by marginalised
‘voices’.

An carlier elaboration of marginality took place within the ambit of ‘minority
studies” mainly founded on an anthropological or ethnic base (e.g. Karrer & Lutz
1990:11). This part of the ‘terrain’ was also fundamentally transformed by the fervent
theoretical activity of the past decade or so, as for instance evidenced by the complex-
ity introduced into the field by the placing of the term ‘minor literature’ next to the
more customary ‘minority literature’®.

A significant part of the discourse on marginality as far as it refers to literature
is devoted to exploring the problems associated with the accompanying categories
and frameworks, such as ‘minority literature’, ‘women’s studies’ and ethnic studies. A
number of contributions indicate that the placement of a literature with reference to

- such categories is frequently accompanied by an impoverishment thereof. Such im-
poverishment happens in two main ways, both where the literature is closely associ-
_ated with the interests of a clearly delimited social group. In the most severe and

** Some of the implications of Gilles Deleuze and Felix Guattari’s term ‘minor” literature are

_ explored in Rumboll (1995).
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problematic cases a minority placement limits the literature (and criticism thereof) to
the expression of the authentic ‘soul’ or “being’ of a group of people. In its worst form
this kind of placement relegates the literature to the parochial, exotic and touristic. In
its more positive incarnations, the implications of a minority placement might be less
deleterious, such as where the literature is placed next to and against another, more
dominant discourse, the minority or minor literature fulfilling a counter-discursive
function. The main problem with such a placement is that the literature is inextricably
tied to the more powerful literary discourse, so that it remains dependent and second-
ary, its semantic horizon set by the dominant discourse. This is arguably the case with
most ‘counter-discursive’ postcolonial approaches.

At the same time discussion has indicated that the placement of literature(s) as
minority discourses have unique strengths and can come accompanied by definite
privileges. Two of the more positive perspectives on this side of minority discourse
emphasise first of all the disruptive potential of such discourse, and secondly its pro-
ductive potential. The insistence on particularity which is characteristic of (some)
minority expression can perform a valuable anti-totalising function, problematising
the elaboration of all-inclusive frameworks (see Godard 1995; Wynter 1990:457-462).
Minority discourse can also produce new knowledge when it functions as an ‘exotic
new frontier’ (Seshadri-Crooks 1995:53,59).

That a number of the frameworks mentioned above can in varied ways be brought
into association with the situation of Afrikaans literature, or with facets of this litera-
ture, is clear. The point of this article is however not how to specify which of the
mentioned frameworks can be applied to contemporary Afrikaans literature, but rather
to problematise any such attempt. The question which this article would like to leave
the reader with is thus: what does it mean to on the one hand classify Afrikaans litera-
ture as ‘marginal’ or a ‘minority literature’, and on the other to be aware of the ‘moder-
nity’ of the literature, of how it fits into an ‘universal’ aesthetic expressive regime?"’

I would like to suggest—on the basis of the analysis of the two texts above—
that it is possible to see texts (or a literature)—simultaneously affiliated to “universal’,
‘elite’, ‘modern’ aesthetic expression and to a particularistic, ‘marginal’ expressive
base. Such an argument has important implications, especially in the—heterogene-
ous—South African context. Texts such as those analysed in this article, and the litera-
ture from which they spring, place a special burden on South African society. They

' In an analysis of Marlene van Niekerk’s Triomf, Ina Gribe (1995) approaches the problem
from a slightly different angle, arguing that the ‘aesthetic’ representation of marginality can
fulfill a humanising function.
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make clear that any tendency or policy which is knowingly or unknowingly premised
on emphasising the ‘marginality’ of Afrikaans literature at the expense of the aesthetic
modernity thereof, is limiting the ‘undefined work of freedom’ and striking at an im-
portant emancipatory resource in the South African context.

Department of Afrikaans
University of Transkei
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Afrikaans Theatre:
A Centre Moving?

J.L. Coetser

Critics such as Brydon (1984) have suggested a postcolonial, counter discursive in-
terpretation of William Shakespeare’s play, The Tempest. The existence of three stages
of colonisation is confirmed even by a superficial reading of the text.

During the first stage Sycorax, a witch, is left on an island with child by pass-
ing sailors. Her son, Caliban, ‘[a] freckled whelp hag-born—not honour’d with/[a]
human shape’ (Act 1, Scene 2), is born on the island. An airy spirit called Ariel serves
her but because he refused to obey her repulsive commands she fixed him into a clo-
~.ven pine. The second phase commences after Sycorax had died and Prospero and
Miranda have landed on theisland. Prospero is the rightful Duke of Milan whom his
brother Antonio had replaced and then put to sea to die with his daughter. He reaches
and occupies the island, releases Ariel from Sycorax’s spell and subjugates Caliban as
his slave. During a storm a ship with friends and enemies aboard perishes nearby.
Prospero reveals himself to the shipwrecked persons as the true Duke, after which the
colonisers return to Europe aboard the repaired vessel. Now the third stage commences:
Ariel receives his freedom and Caliban probably remains on the island. ‘We want
Caliban to be left behind in what is, after all, his own place, but’, declares Bloom
(1988:0), “Shakespeare neither indulges nor denies our desires’.

Introduction

This interpretation of The Tempest reveals features relating to the discourse on the
marginalisation and postcolonial situation of plays written in Afrikaans. These include
the consecutive colonising of the southern tip of Africa, first by settler-occupation
followed by military invasion. In 1652 a Dutch trading company, the Generale
Vereenighde Nederlantsche G’octroyeerde Oostindische Compagnie, or V.O.C.,
founded a halfway station to replenish its ships en route to the East. Britain occupied
- parts of Southern Africain 1795, 1806 and in 1902. South Africa officially became the
Union of South Africa in 1910 after British victory in the Anglo Boer War (1899-
1902). Several instances of internal cultural colonisation ensued after the National
Party came to power in 1948 and the African National Congress in 1994,
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Seed Blows Far) by N.P. van Wyk Louw had its first performance at the fifth celebra-
tion of South Africa becoming a republic. (All translations from Afrikaans are by the
author of this article). Prime Minister Hendrik Verwoerd severely criticised the play
because it did not conform to his expectations of an occasional drama. Verwoerd’s
comments released a barrage of public criticism against the playwright and his play.
The general aim of this article is to explain how Afrikaans theatre was sub-
_jected to various processes of postcolonialism. These processes were the result of
occupation, invasion and different types of internal colonisation. Concluding, I shall
attempt provisionally to characterise the uniqueness of Afrikaans theatre and the
marginalisation to which it was subjected at times.

According to Gilbert and Tompkins (1996:260-268) internal colonisation of
minority cultures with limited access to political power commonly occurs. In Malay-
sia, which is the example Gilbert and Tompkins (1996:265) quote, the ruling elite
enshrined the Malay language, culture and Islam to the disadvantage of other cultures.
The resemblances between Malaysia and South Africa in 1948 and 1994 are striking.
However, the South African situation in 1948 differed from the situation in Malaysia.
In 1948 Apartheid caused forms of internal colonisation increasingly preventing or
hampering cultural expression by most South Africans. The ruling elite enshrined the
Afrikaans language in a fashion similar to the entrenchment of the Malay language
Presently it seems as if a reverse process is taking place. In practice it appears as if the
ruling elite is enshrining the English/english language and culture to the disadvantage
of most minority cultures, including persons speaking Afrikaans.

Essential to this observation is an acceptance that postcolonialism in South
Africa represents a continuous process with diverse consequences. According to
Ashcroft e al. (1989:2) this process originated in an act of European imperial aggres
sion:

Occupation
Various forms of colonialism arose from establishing a Dutch V.O.C. halfway station
“at'the Cape in 1652. This occupation led to the spread of Dutch cultural influence to
the interior as a consequence of the migration of stock farmers speaking a variant of
Dutch. Dutch-Afrikaans influence increased at the cost of the cultural heritage and the
-marginalisation of the indigenous Khoikhoi people, who were mercilessly massacred
_ by the colonists. Wade (1995:xix) therefore appropriately asserts that colonisers have
_ been suppressing South Africans since 1652.
Contrasting with the extinetion of the Khoikhoi, the colonists contested the
autocratic rule of the Dutch governor, Willem Adriaan van der Stel. D.J. Opperman
- (1978) depicted this event in his play Vergelegen (1956; meaning, an unattainable
ideal, a remote location) as an example of the rising of Afrikaner nationalism. The
 action in Vergelegen indirectly suggests the playwright’s reaction to the rise of Afrikaner
 hationalism in his own time. In the play Van der Stel and his followers clash with a
group of ‘free settlers’ (Ashcroft et al. 1989:9) led by Adam Tas and Van der Heiden.
The governor denies the settlers the right to trade their farm produce freely, which
‘Inevitably results in the formation of a united group of rebels distancing themselves
_ from colonial Dutch authority. After submitting a petition objecting to Van der Stel’s
nule, the V.O.C. disbands his followers and calls the governor back to answer for his
- misdemeanours.
; Opperman’s play presents two perspectives. The first relates to an actual his-
_ torical event, which he transposed as a ‘subtext’ to the time of writing the play. Ac-
cording to Jameson (1993:81) the historical event is presented in such a way ‘that that
‘subtext” is not immediately present as such ... but rather must itself always be
(re)constructed after the fact’. This perspective culminates in Van der Heiden exclaim-
ing: ‘we are no longer Huguenot or Dutchman/but new persons, stronger, more lonely/
than they are ... Yes, I am an Afrikaner’ (Opperman 1978:91).

We use the term ‘post-colonial’, however, to cover all the culture affected by the.
imperial process from the moment of colonization to the present day. This is because
there is a continuity of preoccupations throughout the historical process initiated by
European imperial aggression.

Postcolonialism therefore refers to the influence of the process of colonisation on.
plays in Afrikaans after the event has taken place, including events relating to.
neocolonialism.

Using a general literary systems approach, it suggests that Afrikaans theatre
was at different times subjected to diverse kinds of cultural subordination. As in in-
stances elsewhere the consequences were severe: ‘Colonisation js insidious’, explain |
Gilbert and Tompkins (1996:2),

it invades far more than political chambers and extends well beyond independence '
celebrations. Its effects shape language, education, religion, artistic sensibilities, and,
increasingly, popular culture.

Due to its public and often subversive nature, postcolonial theatre is frequently casti--
gated. Afrikaans theatre protested against the power exerted by the colonial centre,
and by so doing exposed itself to political intervention. Anticipating political inter-
vention Die verminktes (1960; The Maimed) by Bartho Smit had its premiére in Eng-
lish at the Rovyal Court Theatre, London. Die pluimsaad waai ver (1972; The Plume
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His realisation relates to the second phase of cultural colonisation during Which
the margin writes back to the centre giving preference o its own cultural prodt‘lchons.
van der Heiden realises that a new identity has grown out of ‘Huguenot” and ‘Dutch-
man’, and that the name *Afrikaner’ ties him to a new place, which is not Europe. He
really expresses what Ashcroft et al. (1989:81) call

the special post-colonial crisis of identity ... the concern with the development or
recovery of an effective identifying relationship between self and place.

Simultaneously Van der Heiden’s words suggest the -opposition. bctwecn the
‘Afrikaner’ and an other (‘they’). By transposing the historlcal opp0s1txpp petw?exl
the governor (‘they’) and the free settlers to his own time, Opperman crl.t1c1sedffe§—
tures of society (Kannemeyer 1986:270). Especially relevant is the portlayefl.o the
governor’s group as corrupt representatives of government and church_. In’addxtlorlt e
playwright criticised the division of society in *blacks, broyvns and whites (‘Q_ppexmag
1978:86): “In this country we shall become one great nation/from many nations, an

ake fi ¢ best’. o

ke ﬁo’?;lee ?l?get}'\;aces between the playwright’s representation of postcolonialism an:jl
the importance the historian Davenport accords to ‘the. c:lash between govern{@ent zn
citizen, indicate a number of ideological discontinuities. Davenport (1989:37) dis-

misses the revolt as

part of the pre-history of Afrikaner nationalism, perhaps, but largely deyoid of arti'cu-
late political ideology and lacking in awareness of the Cape as potentially anything

other than an outpost of the V.O.C.

Opperman rejects his claim by emphasising the ‘pre-history of Afrikaner nationalism

and by foregrounding the postcolonial tension between self and other, centre and.mar-
e .

gin. In addition the play criticises the development of the discourse of Apartheid. In

the end Van der Stel concedes that his ideals for the colony were uattainable, includ- -

ing his dream of ‘one great nation/from many nations’ (Oppen.nan 1978:86), }?\}T
ever, instead of regarding the main ideas of the play as a major subversion o ‘t ¢
political power of the developing postcolonial Apgrth&?ld state, one may best view
these as a mild form of criticism directed at corruption in general.

Invasion

Except Apartheid few events have surpassed the consequences of the Anglo Boer .War‘
on Afrikaner society, such as the attempts by the British colonial authority under Milner

to anglicise South Africa. Despite internal divisions Afrikaners reacted negatively to
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the colonial centre’s display of authority. Milner’s endeavours had two consequences.
The first was protest in plays against the authority and culture of the coloniser. The
second reaction emanated a few years later, after 1920, and was to be less bold, but no
less intense.

Examples of playwrights and plays depicting struggle, are .H.H. de Waal (Die
spioen en sy handlanger/The Spy and his Minion; 1907), A. Francken (Susanna
Reyniers; 1908), M. Jansen (Afrikaner HartelAfrikaner s Minds; 1914), S P.E Boshoff
(Jannies, Johnnies en Jantjies/Jannies, Johnnies and Jantjies; 1917), Jan F.E. Celliers
(Heldinne van die oorlog/Heroines of War; 191 3) and C.J. Langenhoven (Die Hoop
van Suid-Afrika/Hope of South Africa; 1913), and Die Vrou van Suid-A lfrikal Woman of
South Africa; 1918). None of these plays survived the progress of time. However,
using history on stage proved to be effective opposition to Milner’s anglicisation of
Afrikaner culture. These postcolonial plays simultaneously assisted in shaping a his-
torical discourse which gave rise to a unique form of cultural materialism.

Afrikaner cultural leaders established this materialism by constructing a spe-
cific brand of nationalism. Dekker (1964:96) describes its manifestations in literature
during the first two decades of the century:

an own national form of art ... [should celebrate] ... our history, our heroes, our nature
as part of the fatherland, as an expression and creator of the character of our people
[volkskarakter], the Voortrekker in full attire, the ox wagon, the jukskeifyoke-pin.

In this description Dekker assumed that the notion, the Afrikaner, represents an or-
ganic unity motivated by a single nationalism. Hofmeyr (1993:96) contested the as-
sumption. She pointed out that Afrikaner nationalism related to economic and social
influences predicating on capitalism. Part of these relations concerned the way in which

- cultural leaders managed literary production and consumption.

An example of a postcolonial play embodying the ideas of Afrikaner national-
ism was C.J. Langenhoven’s (1937) Die Hoop van Suid-Afrika (The Hope of South
Africa). The play derives its postcolonialism from the depiction of episodes from his-

_ tory before the Anglo Boer War, as a form of protest against colonial occupation. The

presentation is therefore blatantly propagandistic. In this regard Binge (1969:45) points
out that ‘Afrikaners experienced an upsurge of emotional bondage to a people [volk,
singular; volke, plural]’ and that Langenhoven’s ‘awakening’ to this emotion ‘related
to the ... political movement resulting in South Africa becoming a Union in 1910°.
Die Hoop van Suid-Afrika consists of two acts, each containing three scenes. In
the first act every scene depicts a different time and place: 1650 and Table Bay, 1750

and the Western Province, 1836 near Grahamstown. The second act depicts a scene

near Chief Dingaan’s capital city (kraal) in 1838 and 1839. The six scenes in the play
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therefore present part of South African history from 1650 until 1839. It is, in particu-
lat, a presentation of the way in which time, represented by Father Time, treated alle-
gorical characters such as Hope and Cape of Good Hope seen from the perspective of
Afrikaner nationalism.

In the play the stereotypical portrayal of characters is obvious. Langenhoven
describes Jan van Riebeeck and Dingaan as ‘historical’, and Boer, Savage, Slave and
Woman of South Africa as ‘typical’. The playwright depicts Savage as an example of
the postcolonial other, making no progress in life and without virtue, being unfair and
dishonest (Langenhoven 1937:5-8). Savage is bent on revenge because ‘the white
man took my land’ (Langenhoven 1937:15) and he lusts after ‘the white women of the
white man’ (Langenhoven 1937:30). He brutally replies to the Reverend Charel Cilliers
(1937:50): ‘Look around you, white man. We shall annihilate all your people. The
mountains and valleys are black of my people. Do you see us?’

Langenhoven’s emphasis in Die Hoop van Suid-Afrika on the role of women,
religion and race was part of the postcolonial discourse on the empowerment of
Afrikaners at the beginning of the century. It also provides an indication of the nature
of Afrikaner identity then. Towards the end of the century Deon Opperman (1996)
reversed the nuances of the discourse in his epic play Donkerland (Dark Land). In the
play historical events compel the white man, being the neocolonised subject, to return

the land he has appropriated from the indigenous people. Ironically a black woman, -

Meidjie (a word previously used in Afrikaans to refer to a black servant), becomes the

ancestral mother of the family De Witt (meaning the whites). In his play Langenhoven

had no doubt about the nature of Afrikaner identity. Opperman (1996:157), however;

deconstructs Afrikaner identity metaphorically to ‘a small heap of broken rubble ...

testimony to the existence of a thin line of humanity’.

A similar quest for identity may be found in Herbert Dhlomo’s play The Girl

Who Killed to Save (Nongquase the Liberator) (Visser & Couzens 1985). As with
Opperman’s and Langenhoven’s plays, Dhlomo projected an historical event—the cattle
slaughter and subsequent starvation among the amaXhosa—onto contemporary is-
sues. The Girl Who Killed to Save (first published in 1935) differs in an important
aspect from Langenhoven’s play. In Die Hoop van Suid-Afrika (first performed in
1913; see Visser & Couzens 1985) Langenhoven attempted to legitimise the status
quo represented by Afrikaner nationalism. Dhlomo does not legitimise but questions
the status quo. The Girl Who Killed to Save (Visser & Couzens 1985) appeals against
the portrayal of Savage in Langenhoven’s play and against the occupation of land by

whites. The text depicts whites as the other. The European colonist is a white thief

(Visser & Couzens 1985:12) but, as in Opperman’s Donkerland (1996), he will relin-

quish the land he has occupied. Compare Chief Kreli’s words at the conclusion of the

second scene (Visser & Couzens 1985:15): ‘Kreli will triumph over the European,
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Kreli will rule over all the country’.
. The q.uest' for cultural identity is an important part of postcolonial plays written
i South Africa since the turn of the century. In Afrikaans postcolonial plays Afrikaner

nationalism con?ributed to the estrangement of the Afrikaans subsystem from other
forms (Hauptfleisch 1997:49) of South African theatre.

Postcolonialism after 1920

.I have already referred to Milner’s attempts to anglicise South Africa in the period
1mme-diately following the Anglo Boer War. Previously, during the second British oc-
Cupathn from 1806 onwards, Lord Charles Somerset similarly aimed at an glicising
Fhe region. Their attempts included the compulsory use of English by the judiciary and
in the public service, churches and schools, emphasising the importancé of language
in the postcolonial process. Because speakers use language to control reality, Somer-
sc?t and Milner succeeded in disempowering Afrikaners legally, economicall); and so-
C{ally. British colonial rule reduced Afrikaners to an other by undermining their dig-
nity, perception of belonging and identity. In this process one may distinguish two
phases. :
During the phase succeeding the Anglo Boer War, playwrights vehemently
turned down all forms of British colonial culture. Then followed a phase of appropria-

. tion during which dramatists were directly concerned with the ideology informing the
- process. Consequently the ‘crucial function of language’, i.e. ‘seizing the language of

the centre and re-placing it in a discourse fully adapted to the colonized place’ (Ashcroft

_etal 1989:38), was reversed. Afrikaner leaders realised that an armed struggle against
 colonial rule could not succeed. They had to adapt their strategy to the requirements of
_ acultural battle in a new war zone, the colony. Gustav Preller, for instance, argued that
Afrikaners should reject English influence on the vocabulary or grammar of their lan-

uage.
Historical and ideological considerations evidently influenced postcolonialism

m ear'ly.Afrikaans plays. These considerations included dominance of the economy
and CIV?I service by English-speaking persons, a devastating drought, an economic
depression and South Africa’s participation in World War 1 as a member of the British

mpire. Consequently postcolonialism marginalised the mainly agrarian Afrikaner to

: collective, urban working class surpassing all cultural boundaries. ‘Afrikaners were

iscriminated against’, Kavanagh (1985:13) wrote:

Unskil-led .and newly proletarianized when they arrived in the towns, they found them-
selves in circumstances remarkably similar to those in which the proletarianized black
worker found himself.
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The possibility that the Afrikaner as a group could disappear, caused serious concermn
among their leaders. N o . )
Dramatists responded to the situation by writing plays depxgtmg socxgl rea 1ty.
Realism was, however, ameliorated by compassion. Jan F.E. Celliers descrlbeq this
change in the preface to his play Reg bo reg (1922; Having a Right, quoted by Antonissen

1973:73):

Plays written until now, concerned themselves mainly w.ith historical matvter's. In our
time of early national construction, this is easy t.o explain and defend. Similarly we
may defend art displaying some moral or other 1r}volvelnent .... However, for art o
achieve locally what it should and what it has achlievedi elseyvhere, we §h0111d follow
an holistic approach, by concerning ourselves primarily with .humamty AAAAAA -man, his
character, passions, feelings, developments, struggle, the amusing and sorrowful re-

lations following from diffcrences between persons.

An exception is P.W.S. Schumann’s play Hantie kom huis-toe (1933; Hantie
comes Home), which depicts the existence of poor whites witb g@at realism. Plays
with a similar theme included Die skeidsmuur (1938; The Dividing Wall) by A.J.

Hanekom, Drankwet (1933; Liquor Act) by E.A. Venter or Die stad Sodom (1931; The

City of Sodom) by F.W. Boonzaier. Van Wyk (1995:71-79) points out that Afrikaans

plays depicting poor whites serve as an indication of Afrikaner leaders’ enterprxse‘tq
encourage cultural (Afrikaners versus Jews or English-speaking persons) and racial

(whites versus blacks) distinctions between Afrikaners and non-Afrikaners. Afrikaner

leaders extended the notion of an other by including not only the British coloni.ser buf,
everyone who was not an Afrikaner. The meanings attached to the word *Afrikaner’
increasingly associated skin colour with the language of Afrikaans (Van Wyk 1995:111).

Two playwrights who concerned themselves ‘primarily with humanity’ (Cellier
quoted by Antonissen 1973:73) were JEW. Grosskopf and H.A. Fagan. In his play.
Grosskopf depicts social displacement and poverty ('n Esau/My Brother; 1920; an

As die tuig skawel/When the Harness Chafes; 1926). Fagan is known for his portrayal

of female characters. In Lenie (1924) the title character revolts against he‘f" fat}g,r,?
authority. Ousus (1934; meaning, the eldest daughte'r), Ruwg erts (1934, Qudeh e
and Rooibruin blare (1934; Red-brown Leaves) depict situations representing the re
Sl in societies dominated by men.
pressmr{“}i Vr\xll(;l;]giia:l?sation of women in societies controlled by men.’conﬁr.rns th
interpretation that postcolonial discourse interrogates all forms of 1mp'ermllgd.c;mlina(r:xccu
In plays by Grosskopf and Fagan the postcolomal. processes succeedmg‘ r11 isk o’ :
pation as well as phallocentric authority vested in societal structures, “co og1sel ;
male characters twice. In Ousus (Fagan 1986), for example, Mrs. Venter manipulate
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her daughter by using society’s expectation that the eldest daughter should tend to the
needs of an elderly parent. Her expectations were based on an interpretation of Chris-
tian religious values in which the notion of a relentless God-the-Father dominated.
However, fifty years later the portrayal of the postcolonial situation of women in
Afrikaans theatre has not changed substantially. Although female characters such as
Anna in Pieter Fourie’s play Ek, Anna van Wyk (1986; 1, Anna van Wyk) defy the

patriarchal authority of the centre (represented by Senior) more openly, only the con-
. text of Afrikaans theatre has altered.

Further evidence of postcolonialism appeared in performances of workers’ plays
between 1930 en 1950. The historical background to these plays related to the vulner-
able economic position of Afrikaner workers (O’Meara 1983 passim). Leaders and
_ workers liaised closely and won the general election in 1924, a feat which the National
Party repeated on its own in 1929. Exploitation, meagre wages and poor working
-~ conditions weakened the association between worker and politician until it ceased to
exist. An additional consideration was that A frikaner leaders entered the field of grand
economics. This compelled the capitalist British colonial centre to act more accom-
modating towards the economic power the colonial margin had acquired. Due to the
founding of economic megaconglomerates such as SANTAM and SANLAM in 1918,
the results of resolutions passed by the Economic Congress of the Vo/k in 1939, and
political victory by the National Party in 1948, a noticeable Afrikaner working class
ceased to exist. By 1950 workers2plays in Afrikaans were no longer generally per-
formed. h
Die nuwe wéreld (1947; The New World), a worker’s play by H.A. Fagan (1956),
shows the class divisions which were prevalent in Afrikaner society then. In addition
the text portrays the workers’ struggle against the power of capitalism (Van Wyk 1989).
Die nuwe weéreld (1 947) relates the story of Gerhard, heir to the owner of Van de Leur
imiture Factory, returning after taking part in World War 1. Gerhard tries to change
e way his father manages the plant, but without success. He implores Mr. Van de
ur to ‘reconcile himself with classes and factions’, but his father maintains that ‘one
$ to take people as they are’ (Fagan 1956:43). A strike turns violent as workers set
¢ to the building, but still Van de Leur refuses to share management with his em-

The continuing empowerment of Afrikaner workers during the thirties and for-
s due to the expansion of Apartheid disadvantaged black workers. Plays dealing
th the position of black workers include The Foolish Mistress by Routh and Tau by
huk (Orkin 1991:56f). The Foolish Mistress involves the relationship between a
use wife and a maid, and in this regard it compares with an A frikaans play by Corlia
rie. In Moeders en dogters (1985; Mothers and Daughters) the crisis evolves around
eath of the father, Gert Cilliers-Smit. A political crisis and the fact that Susie, the
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maid, loses her child during the riots simultaneously ensging in So'w’eto, decipen the
family crisis. An important difference between the playsi 1s that Su‘sw. S eﬂxpeu’e‘ncie 18
not part of the main action, which is similar to Kﬂlaart_ue s encounter in Fagan’s p aly,
Ousus. Susie plays a minor character and Klaartjie does not even appear on stage. In

Don Grubane onner die Boere (1994; Don Gxubane among the Afrikaners) by Charles:

Fourie, Gracie plays a black Cinderella.

In summery one may state that postcolonialism in the thirties and forties predi-

cated on the marginalisation of Afrikaner society overall. Specific concerns related to
the position of women, poverty, urbanisation and the fate of the worker. However,

Afrikaans plays become increasingly ‘aesthetic’ in the sense that themes moved away

from the depiction of raw realism. “ Aesthetisisation’ resulted in plays moving ideo

Jogically from the margins of postcolonialism to an own, neocolopiai centre. Polmca; '
transformations resulting in victory for the Afrikaner electorate in 1948, accelerated

these changes. A generation of cultural philosophers extended the cultural involve

ment of the new political centre by reflecting on the role the arts should play in the

new dispensation, including theatre. The emphasis fell on the unbreakable bond be

tween individual and group, between the Afrikaner and his volk. In some way Celliers ,":’

preempted this development in the preface to his Reg bo reg (1922), that the play

ict ¢ ' ions, feeli developments, struggle
wright should depict ‘man, his character, passions, feelings, p 5

the amusing and sorrowful relations following from differences between persons
(quoted by Antonissen 1973:73).

lonialism . o .
iiggﬁdmg to Gilbert and Tompkins (1996:257) the notion neocolonialisn 18 applica

ble to

situations in which the most significant coloniser is not Britain (or one of the forme

European powers) but some other pation or cultural group.

In this regard one should bear in mind that the transition to a neocolomial 51tuat10111l1
the fifties was not smooth and did not take place instantly. Because an internal polit

cal organi

W.A. de Klerk (1971). p
In his play Die jaar van die vuur- 2 ‘ear .
Afrikaner Ox) conflict appears on three levels, that is in the family of the main cha
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 ter, called ‘the General’ (die Generaal), with the English-speaking neighbours staying
on the farm Soris, and with Ngondera who lives on the General’s farm called Okonjenje.
Inside his family the actions of the General’s three sons represent different conse-
- quences of postcolonialism. Alexis’s actions represent rupture. He becomes part of the
 brain drain following the change of government, first by challenging the authority of
the father and then by emigrating. Representing the ‘New Afrikaner’, Martin, a medi-
cal doctor who has earlier returned after practising in Europe during World War 11,
embodies the antithesis of Alexsis’s ideas. The third son, Pieter, is an extremist wish-
_ Ingto perpetuate the old order. The General calls his English neighbour, John Hammond,
a ‘jingo’ (De Klerk 1971:17