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Abstract

This study brings together Plaatje’ s politica and literary visons, arguing thet the one informs the other.
Paatj€e's literary work is used as a starting point for the discussion, and the first chapter explores the
relationship of his politica and artistic visons.

Mhudi is his definitive romancetext, and it isargued that Plagtje' s romancevisoninthistext isreflected
in his paliticd thinking, and in turn reflected by it. His romance work was part of aliterary romance
tradition which Plaatje both drew upon and transformed, and thus the basic features of romance are
explored in Chapter Two. Plaatje swork issituated between two influential romance models, therefore
Chapter Two aso discussesthe romances of Shakespeare, whom Pl aatje read asreflectinganon-racia
humanism that was trandatable into the African context, in terms of political vison and of literary text.

His other modds were the colonia romances of Haggard. It is argued that, while Plaetje could glean
many e ementsfromHaggard that suited his purposes as an African, specificadly a South African, writer,
he neverthd ess—despite his own pro-British leanings, qudified though they might have been by the
complexities of his colonia context—would not have represented Africaand Africans in terms of the
exatic other intheway Haggard dlearly did. Thus Plagtje, in terms of his romance vison, may have
used many of thethemesand techniques of Haggardianromance, but condstently qudified these colonia
works by using the more classicaly shaped Shakespearean romance structure at the deep leve of his
work. The third chapter examines Haggard's romance, but differentiates between two Haggardian
types, the completed or resolved romance, whichismoreclasscd in its form, and evokes an image of
a completed quest, as wdl as the necessity of the quester entering the world again. Haggard's
“completed” African romance, it isargued, is resolved only in terms of a colonid vison.

Chapter Four, by contrast, examines examples of his unresolved African romance, in which African
idedlsimplode, and show themsalves to beinneed of foreign intervention. It isargued that Haggard's
image of Africawas based onthe unresolved or incompleteromance. Hisvison of Africawassuch that
it could not initsdf providethe materiad for completed romance. Thisvison saw intervention astheonly

option for South Africa



While Plaatje uses dements of Haggard's “incomplete’ romance modes when writing Mhudi, he
handlesboth his narrative and political commentary inthistext interms of his own palitical thought. This
non-racia politica visonisguided by his belief that virtue and vice are not the monopoly of any colour,
anon-racialism he associates with Shakespeare. However, within the context of the South Africa of
hisfictionand of hislife, this non-racia ideal is congtantly under threat. It ispartly threatened by political
forces, but also chdlenged by mora changes within individuas and societies.

In Chapter Fve the examination of Plagtje swork begins withhis Boer War Diary, inwhicharomance
sructure is sought benesth his diurnd observations and political optimismduring atime of warfare and
sege. Thediscusson of thistext isfollowed by areading of Native Life in South Africa in which it
isargued that Plaatje looks, in the midst of persona and socid suffering, for that which can trandate a
tragic Stuation into romance resolution. “Trandation” is used inabroad sense, echoing Plagtje s view

of the importance of trandation for cross-cultural understanding and harmony.

The arguments of Chapter Fve are extended into Chapter Sx, where a reading of Mhudi places
emphasis on the possihbilities of change implied in romance. Plaatje s non-racia humanism recognizes
the great potentia for injustice and human suffering within the context of South African racism, but
condantly seeks to trandate such suffering into the triumph of romance. Whilethe narrative of Mhudi
concludeson aromance peak, tensons between the tragic and romance possibilitiesaert the reader to
the sense that, despite its romance resolution, something hasbeenlost inthe trandation of the potentia

tragedy into romance.
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Preface

A South African academic told me, as | was beginning with this study, that “quite enough has been
written about Plaatje dready”. For a while this comment stopped me in my tracks, just as Masizi
Kunene's comments about Mhudi tend to pull one up rather abruptly. The advantage of this sort of
discouragement is that it forces one to seek the vaue of the work, and to find judtification for doing it.
Fortunatdly, with Plaatje as a subject, one does not need to be dispirited for long. That there is ill
muchto write about Plaatjeisevident, and thiswas made clear by thetimely publication of hisSelected
Writings in 1996, which added grist to the mill.

Plagtje has been fortunate in his critics and biographer. All scholars of Plaatje will be indebted to the
work of Brian Willan, Tim Couzens, Stephen Gray and John Comaroff. Another source of inspiration
to me was Laura Chrisman, who was kind enough to send me a copy of her thesis Empire and

Opposition, for which | am very grateful.

| have been encouraged, aso, by my colleagues at the University of Fort Hare, particularly Dan
|zevbaye, Norman Morrissey, Cathal Lagan and Lokangaka Losambe, while other colleaguesin the
Department of EnglishStudiesand Comparative Literature have dways been supportive. But aspecid
word mugt be said for the students of Fort Hare, where | have taught Mhudi. Ther interest inliterature
in generd, but specificaly in African and South African literature, has been infectious. | fed | owethis
work to the Fort Hare context inwhichit waswritten, and initid work was sponsored by the Fort Hare
Research Committee. Further afiddd, Tony Voss, then a the University of Natd, was greetly
encouraging in the early stages of this study, while my supervisor, Mavern vanWyk Smith of Rhodes
Universty, hasbeenapleasureto work with. Hisinterest, enthusiasm, wisdom and courtesy have been

exemplary.

My grestest debt isto my family. My mother and late father, to whom this work is dedicated, have
aways been inspirationa. The biggest sacrifice, however, has been made by my wife, Cheryl, and my
children, lan, Michad and Dylan, who—while working through school projects of their own—have
done their best to accommodeate their father’s “project”.



Chapter One

Plaatje’' s Romance Models. Shakespeare and Haggard

Plaatje s works have usudly been evauated from fairly narrow perspectives, frequently historica or
politica. However, even literary approaches have often failed to reved the depth and integrity of his
vison. The present study offersareading of Plaatje’ s works, with afocus on Mhudi?, from within the
context of romance conventions, arguing that reading Mhudi on its own, without referencetoitsliterary
traditions or models, places a burden on both novel and reader. Without its literary context the novel

spesksinto avoid, in astrange voice, and this has given rise to much misunderstanding.

While Plaatje had many romance models to work from, the most evident influences are Shakespearean
romance? and the Zulu works of H. Rider Haggard. The work of each of thesewritersis discussed as
forming two digtinct, though overlapping, romance models which influenced both Plaatj€e s postioning
of hisown romance mode of thought and his unique use of the mode in Mhudi. This reading, however,
treats his works not only as literature that responds to definable literary conventions, but dso as
literature produced from within influentid higtorica and political contexts,

which included the changing relaions betweenimperid and colonid structures, and the definitive 1910

Union of South Africa

IMhudi, ed. and introduced by A.E. Voss (Johannesburg: Ad. Donker, 1989). Unless otherwise noted,
thisisthe version of Mhudi cited henceforth.

°References to Shakespeare’ s works, unless otherwise noted, are to The Complete Works of William
Shakespeare, ed. John Dover Wilson (London: Octopus, 1980).
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Emphasis on Plaatj€ s higtorica importance as the first South African black noveligt, significant asthis
is, needs to be balanced by the fact that Mhudi is aso part of a broader tradition of South African
literature: in fact, like dl sgnificant works, it is part of a tradition, and also part of the force which
smultaneoudy changes that traditiont. More work needs to be done on Plaatj€e’ slinking role between
white colonia romance, and the black South African texts he has influenced: most directly Peter
Abraham’s Wild Conquest, but aso the works of Dhlomo, and later, Mphahlele and Head?. Asis
typicd of Plaatje, heisaforerunner in the establishment of a non-racid, South Africanliteraturewhich
merges traditiona African and colonia forms. However, while the mode and structure of Mhudi is
influenced by Englishromance modes and the ultimate romance vision of the Bible®, Plaatje’ s centre of

gravity remains African.

Writing soon after the 1910 Union, Plaatje is arguably one of the mogt inclusive and representative
South Africanwritersof histime, and aso—in a broader context—one of the early voiceswriting back
to the empire’. Pladtje wrote within an imperia and colonia context that was dynamic: his Boer War
Diary® wasproduced during the South AfricanWar of 1899-1902, and demonstratesafervour towards

the British Empire typicd of black subjects who fought for equality before the law within the imperid

1See T.S. Eliot, “Tradition and the Individual Talent”, in English Critical Texts, ed. D.J. Enright and Ernst
de Chickera (Oxford: Clarendon, 1962) 294-95. Plaatje had played asimilar rolein entering and redefining the
field of the South African newspaper editor.

2Vivan argues foraninfluence on Abrahams and Head, as well as on ChinuaA chebe: “ Sol Plaatje’ s Mhudi:

History as Fiction” iN Crisis and Conflict: Essays on Southern African Literature: proceedingsof the 11th
Annual Conference on Commonwealth Literature and Language Studies in German-Speaking Countries,
Aachen-Liege, 1988 (Essen: Die Blaue Eule, 1990) 56.

3 The Authorized Version, ed. C.I. Scofield (Oxford: Oxford University Press, 1967) is used throughout.

4Salman Rushdie’s phrase lent itself to thetitle of Ashcroft, Griffithsand Tiffin’s book The Empire Writes
Back: Theory and Practice in Post-Colonial Literatures (Routledge: London, 1989).

5The Boer War Diary of Sol T. Plaatje: An African at Mafeking, ed. John L. Comaroff, (Johannesburg:
Macmillan, 1972).
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context. Writing about South African Indian involvement in the same war, M. K. Gandhi says.

Our existencein South Africaisonly inour capacity as British subjects. In every memorid we
have presented, we have asserted our rightsassuch.. . .. Itistruethat we are helots in the
Empire, but so far we have tried to better our condition, continuing the while to remain in the
Empire. ... Andif we desreto win our freedomand achieve our welfare as members of the
British Empire, here is a golden opportunity for us to do so by hdping the British by dl the
means at our disposd. 1t must largely be conceded that justice is on the Sde of the
Boers....!
While Plagtje would have disagreed with the fina sentence?, his willingness to work for equdity of
citizenship within the structures of the Empire a the time was smilar. However, after the 1910 South
African Union and the South African Nationa Native Congress s unsuccessful gppealsto Britain, the
political landscape was changing, with Britain tending to withdraw fromthe South Africanpolitical arena,
whichwasincreasingly being controlled by RepublicanBoers. Chenndllsarguesthat the South African
Union marked achangein Pladtje' sviews®. However, the change in both the political landscape and
in Plaatje's atitude was most dearly symbolized by the 1913 Land Act which Plaatje vigoroudy
opposed, notably in Native Life in South Africa®. Most of Plaatje’'s work was written in this
weskening imperia context, as power was dowly being passed on to colonia and Republican Boer
Structures even more opposed to black interests than the imperia British—structures which ultimately

led to the 1948 dectionvictory of the Nationa Party, whichbeganto implement amuchstricter control

over black people in the framework of its gpartheid policy.

satyagraha in South Africa, translated from the Gujarati by V.G. Desai (Madras: S. Ganesan, 1928) 114.
2See Boer War Diary, 11.

SAnthony Chennells, “Plotting South African History: Narrative in Sol Plaatje’'s Mhudi”, English in
Africa, 24.1, (1997), 57, note 8.

4Johanesburg: Ravan, 1982.



Paetje swork thus fdls naturdly into the field of interest of postcolonia critics. This study, however,
does not look back at Plaatje through this modern theoretica lens. This is not because the theory is
considered inappropriateto Plaatje swork, but rather because this study seeksto follow hiswork from
its roots in his earlier texts to its full-blown meaning as revedled in Mhudi. In order to do this as
sympatheticaly as possible, the literature that influenced Pl aatje has been approached without the vaue
judgementsthat postcolonialismassumes. According to postcolonid theory, humanistic thought, which
could categorize Plaatje' s own world view, focuses on the innocent and objective “human subject
capable of knowing, acting uponand changing redlity”*. Accordingly, humanidtic literary studies“have
long been resstant to the ideathat literature (or at least good literature) has anything to do with palitics,
on the grounds that the former is too subjective, individud and persona or else too universal and
transcendent to be thus tainted™.  And works can thus—naively according to postcolonialism—be

categorized by humanigts as having “ideologica and palitical innocence’.

However, “poalitica innocence’ in the postcolonia sense does not capture the mora framework within
whichPlaatjeworked. Plagtj€e sview was essentidly humanistic, and hisliterary creedsand modesare
in some ways closer to Sidney, Spenser and Shakespeare than they are to more modern, sdif-
conscioudy postcolonia novels. Rather than categorizing Shakespeare asacolonid icon, inthe manner
of postcolonia theorists, Plagtje regarded him as a literary and humanigtic icon, almost as an idea
standard. For Plagtje, Shakespeare had “akeen grasp of human character” which was not restricted

by time, nor by modern technological advances. “we of the present age have not yet equdled his

!Loomba, Ania. Colonialism/Postcolonialism (London and New Y ork: Routledge, 1998) 66.

2L oomba, 69.



acumen’?. For Plagtje, Shakespeare' sworksfurthermore* show that nobility and vaour, like depravity
and cowardice, are not the monopoly of any colour”, and thus he and his work could symbolize non-

raciam.

For the postcolonia theorist Shakespeare is intrindcaly problematic, even though this may bein a

complex way:

Literary texts are crucia to the formation of colonia discourses precisay because they work
imaginatively upon people as individuals. But literary texts do not Smply reflect dominant
ideologies, they dso militate againgt them. Such complexity is not necessarily a matter of
authorid intention. Plays such as Othello and The Tempest thus evoke contemporary ideas
about the begtidity or incivility of non-Europeans. But we can differ about whether they do so
inorder to endorse dominant attitudes to ‘race’ and cultureor to questionthem. DoesOthello
serve asawarning againd inter-racia love, or anindictment of the society whichdoes not alow
it? Does The Tempest endorse Prospero’s view of Caliban as a bestial savage, or does it
depict the dehumanisation of colonid rule? It is difficult to establish Shakespeare s intentions,
but we can certainly see how these plays have been read differently by people over time, and
in different places. The Tempest, for example, has been staged, interpreted and appropriated
asaromancethat has nothing to do with coloniaism, as an imperid fable depicting the victory
of the white man’s knowledge over both nature and the savage, and as an anti-colonia text that
depicts the struggle of the endaved Cdibar?.

Plaatje’ s understanding of Shakespeare is not complex in the same way. Plaatje could argue that
Shakespeare presented universa, evennon-racid, truths®, and both Shakespeare and Plagtje could be
said to be humanists. Loombaistypicaly far in noting the complexity in the plays: she amilarly notes

complexity inthe “ syncretic nature of literary texts’ (75), in the production of colonia knowledge (66-

1. Gollancz (ed.), A Book of Homage to Shakespeare (Oxford: Oxford UP, 1916): Plaatje’s contribution
isreprinted in Sol Plaatje: Selected Writings, ed. Brian Willan (Johannesburg: Witwatersrand University
Press, 1996) 210-212.

2L oomba, 74.

SUniversalismhas, since Plaatje wrote, been severely critiqued by postcolonial theorists. See The Empire
Writes Back, 149, 157, for example.
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67), and S0 on. Thus, she argues, “specific texts are not dways smply pro- or anti-colonia, but can

be both at the same time’ (81).

Thisvdid ingstence on complexity, however, makes postcolonidity difficult to goply in asudy of this
sort. Asatheoretica tool it is extremely sharp in certain decisve, but generd, indances. However, it
can be smultaneoudy blunt in needing much qudlification in specific geographicd, historicad or literary
areas. Loomba, quoting Jolly, notes for instance that South Africaisa“bizarre” settler country in that
nationdist Afrikaners “continued to see themsdves as vidims of English colonisation and . . . the
imagined continuation of this victimization was used to justify the maintenance of apartheid™.
Furthermore, postcolonia theory is, initsdf, not necessarily “innocent” initsown terms: Kwame Appiah

notesthe “role of the colonid (and, aas, the postcolonia) school inthereproductionof Westerncultura

hegemony™2.

These problems and complexities suggest that adopting the terms of postcolonidity is, pre-emptively,
to enter into the debates of its discourse in order to understand the shifting South African politica
Stuation before tackling the literature. Taking the precedent of Henry Louis Gates, Jr., thisstudy aims,

rather, to place texts within a tradition, and to work inductively from atextud basis®.

1L oomba, 10, citing R. Jolly “ Contemporary Postcolonial Discourse and the New South Africa”, PMLA 110
(1), January 1995, 22.

2Kwame Anthony Appiah,“Out of Africa: Topologies of Nativism”, in The Bounds of Race: Perspectives
on Hegemony and Resistance, ed. Dominick LaCapra (Ithacaand London: Cornell University Press, 1991)
138.

%The Master’ s Pieces: On Canon Formation and the Afro-American Tradition” in The Bounds of Race:
Perspectives on Hegemony and Resistance, ed. Dominick LaCapra (Ithacaand London: Cornell University
Press, 1991). Gates' argument about the importance of the literary traditions in which works are written is
pertinent to this study. While he argues for the validity of both thelarger American and the more immediate
Afro-Americantraditions, hefocuses on thelatter. Thisstudy similarly arguesfor thevalidity of bothalarger
South African tradition and a more immediate tradition of black South African writing. The focus in this
study upon the formerof thesetwo does not seek to imply avaluejudgement:it is understood that a reading
of awork from within the context of either tradition may help inform readings from within the context of the
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Writing of the need to read an Afro-American work from within aliterary tradition, Gates says.

Just as we can and mug cite it within the larger American tradition, we can and mud cite it
within its own tradition, a tradition not defined by a pseudoscience of racial biology, or a
mythicaly shared essence called blackness, but by the repetitionand revisonof shared themes,
topoi, and tropes, a process that binds the sgnd texts of the black tradition into a canon just
asaurely as separate linksbind together into achain. It isno more, or less, essentidist to make
this daim than it is to dam the existence of French, English, German, Russan, or American
literature—as long as we proceed inductively, from the texts to the theory?.

Furthermore, if the mora world of the postcoloniaigt turns around palitical innocence or guilt, Plaatje' s
was dill a mord world based on Chrigtian concepts of good and evil and human choice, and he
extended these vaues into his politica vissor?. Plaatje emphasizes the vaue of literature (and other
discourse) in influencing individud choice. In order to explicate Plagtje swork, then, the starting point
in this study is an attempt to understand Shakespearean and Haggardian romance, and therefore
Paatje' s own romance vision, fromapoint of view close to his own. The attempt hereisto provide a
reading of Plaatje fromthe perspective of theliterary conventions he was usng, areading outwards from
hiswork. While postcolonid theory is not takenas a garting point, and while the scope of this study
does not extend to a postcolonid evauation of itsfindings, it is nevertheless assumed that such theory
could fruitfully dialogue with the readings provided. Theory, in S0 far asit is used in this study, is
restricted to a discussion of the literary conventions of romance, the purpose of which isto enable a

reading of the texts.

other tradition.
“The Master’s Pieces: On Canon Formation and the Afro-American Tradition”, 35.

2As Voss notes, “Christianity is Plaatje’'s acknowledgement of universal humanity”. A.E. Voss, “Sol
Plaatje, the Eighteenth Century, and South African Cultural Memory”, English in Africa, 21.1 and 2, (1994),
69.
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However, Plagtj€e s place within the postcolonid debate helps to reinforcethe point that, while he may
be seenas* South African” inabroad non-racial sense of the definition, his being ablack South African,
specificaly a member of the Barolong, was nevertheless an essentid part of his consciousness and
mission, and this aspect of his life and work should not be underplayed. His newspaper carried the
congtant reminder to himsdlf and his readers, “akind of persond motto” as Willan points out, and one
which, for Plagtje, linked the black struggle with the universa Chrigtian belief in human freedom:

| am black, but comely, O ye daughters of Jerusalem, as the tents of Kedar, and the

curtains of Solomon.

Look not upon me because | am black for the sun hath looked down upon me; my
mother’s children were angry withme; they made me the keeper of the vineyards; but
my own vineyard have | not kept™.

The congtant echo of thesewords, whichare symbalicaly used inMhudi whenUmnandi isintroduced,
as wdl as at the head of Chapter 1 in Native Life in South Africa?, are apersstent reminder that
Plaatje’ s higoricd, palitica and socid bdiefs were dl intertwined with his Chrigtian understanding of
sdvation. The romance structure of this belief, in the sense of humanity needing to work through the
tragic fdl of Edento the reunion and socio-palitica resurrection in the New Jerusalem, informed much
of Plaatje’' s thinking. As Voss notes, quoting Northrop Frye: “ Characteristic writers of this period®

‘knew that the proper study of mankind isfallen man, and that the manwho does not see himsdf in this

perspective does not see himself at al’”.

IBrian Willan, Sol Plaatje: A Biography (Johannesburg: Ravan, 1984) 110.
2Mhudi, 96, and Native Life in South Africa, 21.

Edward Y oung, Goldsmith and Cowper’s era of “the reactionto the Age of Reason” ,which Vossidentifies
as “ Sol Plaatje’ s eighteenth century”:V oss, “ Sol Plaatje, theEighteenthCentury”, 62, quoting Northrop Frye,
Fearful Symmetry (Boston: Beacon, 1962), 168.

-8-



In Plaatje’s time, many South African politicians and artists, from diverse perspectives, drew on
Chrigian dlegory which evoked a new and redemptive future. Stanley Ridge argues that “the
V oortrekkers used and were influenced by the mythof the Chosen People, . . . and the English Settlers
used and were influenced by the Romantic mythof Paradise’. Similarly, in the late nineteenth century,

many black South Africans gathered around Africanized Chrigtian ideals. As Govan Mbeki notes:

The growth and spread of the Ethiopian Movement took place at the same time that Africans

were forming independent politicd movements.  Although these rdigious and political

movements grew aongsde each other, individuas within them did not find it difficult to be

members of both. It wasin this setting that African nationaism had its origins?.
Buchanusesthis combination of rdigious and palitica visons, personified inthe Reverend John Laputa,
to symboalize evil pridein his South African romance, Prester John, firg published in 1910, the year of
the South African Union:

At ful moonwhenthe black cock was blooded, the Reverend John forgot his Chridtianity. He

was back four centuries among the Mazimba sweeping down on the Zambes. Hetold them,
and they believed him, that he was the Umkulunkulu, the incarnated spirit of Prester John®.

Thus the basic romance paradigm was much used in religious and political thought in the South Africa
of Plaatje’ sday. Plaatje himsdlf, who was accused of Ethiopianism by the conservative press?, drew

onthe imagery of Exodus and the promised land to make political points’. With thisuse of the romance

IStanley G.M. Ridge, “Chosen People or Heirs of Paradise: Trekkers, Settlers, and Some Implications of
Myth”,in Raceand Literature / Rasen Literatuur, ed. CharlesMalan (Pinetown: Owen Burgess, 1987), 103.

2Govan Mbeki, The Struggle for Liberation in South Africa: A Short History (Cape Town: David Philip,
1992) 7. Seealso T.R.H. Davenport, South Africa: AModern History (Johannesburg: Macmillan, 1987) 231-2.

3John Buchan, Prester John (London: Thomas Nelson, 1957).
“Selected Writings, 102.

5See Native Life in South Africa, 84, for example.
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paradigm inmind, the present study will attempt to place Mhudi and other writings by Plagtje within the
context of both Shakespearean and Haggardian romance models, with the intentionthat these models
should help to provide asuggestivereading of Plaatje swork. Shakespeare’ sand Haggard' sromances
are of the same broad genre, but are nevertheless vastly different. However, both were read and
absorbed by Plaatje, who places his work within an area of tension created by their smilarities and

differences.

Plaatje clearly saw Mhudi as part of aliterary tradition, as he indicates in its Preface: “ South African
literature has hitherto been amost exclusively European”. Theuseof “hitherto” implies, however, that
he saw the status quo of South African literature changing with the publication of hisnovd. He adds
that Mhudi presents “to the reading public, one phase of ‘the back of the Native mind’”. Plagtje
suggests here that he brings a new perspective to South African letters, and—as this readership was

largely English—he presents himsdlf as an interpreter between cultures.

Focusing on his conscious role asinterpreter is perhapsthe best way to understand Plaatje swork, both
in its intention and form. The “native press’, in Plaatje's view, functioned both to express “native
opinion”, and to act as “interpreters of European thought and trandators of Government policy”?. By
the time he wrote Mhudi he had been a court interpreter, a newspaper editor and trandator of
Shakespeare, dl in thar own ways acts of trandating or interpreting. Plaatje knew that the most
effective way of trandating wasinto anidiomunderstood by the receiver®. He comments, for instance,

on alengthy vernacular renditionof “pithy officid” English: “A literd trandation of it will be beyond the

Mhudi, 11.
2willan, Plaatje: A Biography, 297, quoting Plaatje inthe Diamond Fields Advertiser, 22 January, 1924.

%The Essential Interpreter” in Selected Writings, 58.
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reachof theintelect of a person of mediocreintdligence, so | found the following renditionrather round-
about but more satisfactory because better understood . . . . Plaatj€’ s use of Shakespeare and the
much-read, popular Haggard become ways of trandating “ one phase of ‘ the back of the Native mind'”
into the vernacular of thereading public, of interpreting into a conventionthat was understood, the topoi

of which were given.

Paatje comments about the writing of Mhudi in aletter to Silas Molemain 1920:

| am 4l busy writing two books. One is a novel—alove story after the manner of romances,
but based on historicd facts. The smash-up of the Barolongs at Kunana by Mzilikazi, the
coming of the Boers and the war of revenge which smashed up the Matabele at Coenyane by
the Allies, Barolong, Boers, and GriquaswhenHaley’ s Comet appeared in 1835—with plenty
of love, superdtition, and imaginations worked in between the wars. Just likethe Syle of Rider
Haggard when he writes about the Zulus®.

As Mhudi is the particular artigtic focus of this study, this reveding description of the work deserves
careful consderation. Plagtjecdls Mhudi anove, but dsoreferstoit as“alove sory after the manner
of romances’, and further addsthat it is “based on historical facts’. Mhudi isclearly aneclectic work,
drawing onanumber of genres and traditions, and it defies sSmple classfication—a point illustrated by

the number of labes givento it?. In deding with Mhudi critics have often selected one of its many

IMolema/ Plaatje Papers, Da62, Plaatje to Molema, 25 August, 1920. Quoted in Selected Writings, 254.

°Lenta, for instance, says“Itisfair, though inadequate, to call Mhudi an historical romance: it isfiction
set a century earlierthanthewriter’sown day”, Margaret Lenta, “ The Need for aFeminism: Black Township
Writing”, Journal of Literary Studies, 4 (1), March, 1988, 54. Stephen Gray says “Although Mhudi is
basically atwentieth century historical novel, it is somewhat of an oddity in that it is conceived in terms of
Elizabethan theatre”, “Sources of the FirstBlack South African Novel in English: Solomon Plaatje’ s Use of
Shakespeare and Bunyanin Mhudi” (Munger AfricanaLibrary Notes, No. 37. Pasadena: Munger Africana
Library, California Institute of Technology, 1976) 8. Helater callsMhudi a“*problem’ novel”,10. Chennells,
in“Plotting South African History” , notes that“ Mhudi can beread at several different | evel s, most obviously
as an historical novel”, 37, but argues that the text has a “dialectical narrative”, 56, with clear tensions
between comic and satirical structures, 47.
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modes and dedlt with it in terms of that Sngle mode, which ether limits an interpretation, or makes the

text seem confused or confusing.

Reading Mhudi strictly as a novel—which, Watt argues', implies formd redism as its basic mode of
presentation—ignores the romance features central to an understanding of the work. Romance
is—despite the term’s porous nature—a forma genre which implies a pecific mode of seeing and
representing the world. Deding with Mhudi as pure romance, however, would be to ignore its
indgstence upon dedling with “higorica fact”. Thus “romance’, in the letter quoted above, is carefully

quaified by the word “but”.

And yet, the issue is made more complex by Mhudi’s being called, in its sub-title, “an epic’, which
raisesvariousissues. Inthemore classicd sense“epic” evokesthe “heroic, culturad-rdigious practices
of apeople’?; inamore modernsenseit may imply a nationdistic sub-text. Homer’ sOdyssey® hasboth
romance and epic dements: theheroreturning to his homeand emphasi zesthe epic, the husband fighting
mythical monsters to get back to his wife, the romantic. Thus, while romance leans towards the
persond, including sexud and spiritua or mythica relationships, the epic leans towardsthe narrative of

apeople, the heroic higtorical.

While the Odyssey indicates that these forms can be merged, as indeed they appear to be in Mhudi,
romance features characterigticaly lean away from the higtoricd, the factud. As Coleridge saysin a

discusson of The Tempest:

llan Watt, The Rise of the Novel (Harmondsworth: Penguin, 1972) 34-35.
Cloete, T.T. (ed.) Literére Terme en Teorieg, (Pretoria: Haum-Literér, 1992), 98 (own translation).

3Translated by E.V. Rieu, revised by D.C.H. Rieu and P.V. Jones (Harmondsworth: Penguin, 1991).

-12-



The Tempest, | repeat, hasbeen sel ected as a specimen of the romantic drama; i.e., of adrama
the interests of whichare independent of dl historica facts and associations, and arisefromtheir
fitnessto that faculty of our nature, the imagination! mean, whichowns no adlegianceto time and
place—aspecies of drama, therefore, inwhich errorsin chronology and geography, no morta
sinsin any species, are venid, or count for nothing.

At one extreme, then, romance does not depend on historical accuracy and may be seen as
“independent of dl higtorica facts and associations’. While Mhudi has been described as “akind of
winter’'s tde of loss and regeneration” in recognition of the features it shares with Shakespearean
romance?, other models for Mhudi, such as epic?, have a more historica leaning, while the works of

Haggard find a more recent historical basein the use of South African incident and landscape®.

Thus when Plaatje merges romance with* higtorica facts’, followingHaggard’ sromances suchas Nada
the Lily® and the other Zuluworks, he blends genres which at their extremes may seem contradictory,
but which have conventiondly —using the Odyssey as a model—been brought together in such epic
romances as the Aeneid®, the Divine Comedy’ and The Faerie Queene®. In Mhudi the blend,

especidly where the higtory is recent or pardles politica events of Plaatje’'s own time, introduces

IColeridge on Shakespeare, ed. Terence Hawkes (Harmondsworth: Penguin, 1969) 224.

2Tim Couzens, Introduction to Mhudi (London: Heinemann, 1978) 9.

3Vivan, in “Sol Plaatje’s Mhudi: History as Fiction”, parallels the destruction of KunanainMhudi with
that of Troy in the Aeneid, 45.

“The relationship of Mhudi to Haggardian romance, specifically Nada the Lily has been discussed by
Laura Chrisman in Imperialism and Opposition: Literature of South Africa (unpublished PhD thesis,
University of Oxford, 1992) 7 and 145.

*Nada the Lily (London: Hodder and Stoughton, 1914).
8Virgil, trans. W.F. Jackson Knight (Harmondsworth: Penguin, 1959).
"Dante, trans. Dorothy L. Sayers, in three volumes (Harmondsworth: Penguin, 1955).

8Edmund Spenser, The Faerie Queene,ed. A.C. Hamilton (London: Longman, 1980). All citations are from
this edition.
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vibrant tenson into the text which alows for diverse perspectives, adding to the didogic nature of the

text?.

When Plaatje says his work is*Jugt like the style of Rider Haggard when he writes about the Zulus’,
he does not refer directly to Rider Haggard as author, or specificaly to hiswork: herefersto his“gyle’,
as earlier in the passage he says “after the manner of the romances’.? Furthermore, he refers to
Haggard's syle “when he writes about the Zulus’. That is, herefers to only a portion of Haggard's
works. Not al are set in Africa and, of these, only a selection deal with Zulu people in great depth.
Plaatj€ s reference to Haggard, then, is carefully qudified by hisphrasing: his“style. . . when he writes

about the Zulus’.

Plaatje, however, was not content to use merely the syle of Rider Haggard: he wasready to use many
moretypicaly romantic e ements. Plagtje wasaliterary eclectic, using for his purposes whatever suited
him—Haggard, Shakespeare, African ord tradition, Chrigtianity, African rdigion, the English judicid
system, as wdl as African judiciad systems, for instance®. He takes what is useful, the language of
romance, the language of the reading public whom he wishes to address, but forges these into a new

language that articulates his own thoughts and vison. Thus, while the influence of Haggard on Mhudi

IChrisman calls Plaatje’ s aesthetic “ pluralist and hybrid”, Empire and Opposition 8.
2The emphasis in this, and the next, quotation is mine.

3Chennells regards the different narrative perspectives that result from such eclecticismas combining
creatively into an “unstable text” which “refuses containment in a single polemic”, “Plotting South African
History”, 38. Vossarguesthat Plaatje’ s liberal use of “documentary fashion” quotations from diverse oral
and written sources “impregnates his text with a humanitarian, sometimes nostal gic, spirit and energy” : “ Sol
Plaatje, the Eighteenth Century”, 63.

-14-



is clear and acknowledged by the author, this influence is carefully qualified by Plaatje’ s own sense of

art and humanity, and by his vision, more Shakespearean' than Haggardian.

Haggard spent most of hissojournin AfricainNatal and Zululand and felt he knew the Zulu better than
he did other indigenous South African peoples, writing a politica work entitled Cetywayo and his
White Neighbours? about hisimpressions of the state of the Zulu nation. Haggard' sfiction that dedl's
withZulu characters had, then, at least some link with higtorical fact: he oftenworked historica incident
into his romances, and dams in his Preface to Nada the Lily that “[m]ost, indeed nearly dl, of the
historical incidents here recorded are true in substance™, dthough his phrasing does alow for an

unspecified latitude,

Haggard' s Africa, despite occasiond locdized scenes and landscapes, was typically a romantic or
gathicinvention, whereas Pl aatje sought to establish South Africaas familiar and recognizable. Although
his mode was a version of colonia romance, Plagtje characterigticaly avoided imagery and incident
which suggested that blacks were by nature evil, immord, savage, incgpable of humane behaviour,
socidly or intdlectudly inferior, or in need of white patronage. Plaatje would, therefore, have rejected

the bdittling imperiaism which permestes Haggard' s romances.

He might, however, have been attracted to Haggard because of his popul arity (whichwould have made

him a useful “idiom” into which to trandate), his South African focus and his use of recognizable

1 Shakespearean” is used herein the sense of Plaatje’s understanding of his “veracity”, but it will also
be argued that the Shakespearean influence on Mhudi goes deeper than this.

2AMS, New York, 1982, originally published by Triibner, London, 1882.

3Nada the Lily, 12. Similarly, in the Introduction to Finished (London: Ward, Lock, 1917), he says
“Although, of course, much is added for the purposes of romance, the main facts of history have been
adhered to with some faithfulness”, 9.
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historical backdrops, characters and landscapes. Other possibilitiesthat Haggard textshold aretheuse
of narrators from the oral tradition, the broad epic sweep of higory, the intertwined movement and
development of peoples, and the tension between group and individud interests.  Further tension is
generated by local South African materid placed againgt old, well-established romance traditions.

Haggard' s texts combine fact and fiction, the historica with the romance.

The South African political context would adso have added to both Plaatj€e’ s interest in Haggard, and
hisuse of him asamode. In Native Life in South Africa Plaatj€ s rhetorica and politicd intentions
are dearly amed at urging the imperia metropole to intervene and temper the growing strength of
combined Republican Boer and English colonia interests. Voss contragts the “idedisation of
imperidiam” typica of Plagtje, tempered as it is by “Romanticism and evangdicaism”, with “the
condition of davery, which is held out as ether the actud or the potentia condition of the ‘natives of
South Africa™. Noting Plaatje’ s dlegorica use of Goldsmith's The Deserted Village to lament “The
Passing of Cape ldeds’, V ossarguesthat the question of whether Britain could prevent davery in South
Africa“enables us to see that Plaatje has beenmoved fromthe dominion of one Imperiadism to that of

another”?.

Haggard is interestingly placed inthis debate, withhisimperidigt fervour (dbeit limited and patronizing),
reflected in early works such as Cetywayo and his White Neighbours and Nada the Lily, being

quaified by hislater despair at colonid treatment of the Zulu people:

Voss, “ Sol Plaatje, the Eighteenth Century”, 62-4.

230l Plaatje, the Eighteenth Century”, 71.
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... gncefirg | knew the Zulu in 1875 about two-thirds of their territory asit was at that time,
induding many of the best lands, have on one occasion and another, and one pretext and
another, by force, by so-called treaty, and by fraud, passed from them into the hands of white
men, Boers and English together. Inaddition, those of themwho wish or are forced to live on
farms held by white men, developed or undeveloped, are in future, under the Native Land Act
of 1913, ligble to be dlowed to do so only on condition that they labour for the owner, the
payment of rent and the hiring of land, or its purchase being henceforthforbiddento them. Such
is the state of the people of Zululand to-day with reference to the country which their fathers
occupied.
Since the year 1879 the history of the Zulus has been one long tale of misfortune®.

For Plaatje, then, Haggard’ s works occupy the same terrain of debate as Mhudi.

Making use, then, of the Haggardianeementsthat suited hisown artistic and politica discourse, Plagtje
writesin Mhudi the counter-novel of the colonia romancetradition that Stephen Gray once suggested
was never writter?. He uses romance to reflect on, not only the “historical facts’ of Barolong history,
and upon the way Africans have been portrayed in colonid South African literature, but dso upon the

politica future as seen from histime.

Mhudi did not receive, upon publication, the attention it deserved, and certainly was not recognised as
a sgnificant counter-novel. Published in 1930, about ten years after it was written, the hiatus thus
created in a rapidly changing world® distanced it from its models. 1t appeared when the work of

modernistslike T.S. Eliot, D.H. Lawrence and James Joyce had dready been published, rather than

!Diary of an African Journey: The Return of Rider Haggard, ed. Stephen Coan, (Pietermaritzburg:
University of Natal Press, 2000), 292. Haggard is often ambivalent, however. In hisdiary he also wonders
where the colonial population will come from “to occupy all this enormous land [the then Rhodesia]”, 151,
and notes that South Africa“so sadly needs” a“British population”, 234.

2 stephen Gray, South African Literature: An Introduction, (Cape Town: David Philip, 1979), 111: “No
South African work of hunting and adventure has received its 17reverse image, as Ballantyne’sThe Coral
Island did in Golding'sLord of the Fliesin 1954".

3This change is the focus of Chapter 13 of Willan’s biography, “The 1920s: A Leader without a People”:
see especially 295, which talks of Plaatje’ s “displacement” owing to changes while Plaatje had been out of
South Africa.
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amongst the romances of Rider Haggard and John Buchan, to which it is genericaly more closely

related.

The example of acounter-nove givenby Gray isthe idyllic idand world of Balantyne countered by the
harsh redism of Lord of the Flies': redismcountersthe romantic. But, in this case, Haggard' s gothic
romance of determined inhumanity and hints at cannibalism are countered by Plagtje who presents, in
his more gentle romance, an ordinary world in which people suffer and hope, a world which has
treachery, but recognises the possibilities of an accommodating humanism. Haggard's exotic African

wildness is countered by aworld of naturd humanity.

Mhudi’ s use of a classicd romance form, rather than the more popular form of Haggard' s colonid-
gothic romance, may have made it seem quaint, already old fashioned, to readers at the time of its
publication. Furthermore, the work places a humanigtic view above a narrow racism. It emphasizes
racial equivaence above the “sngle, overwhemingly racist imperiadism” that colonia romance dmost
conventionaly displays®. At the time of its publication these essentia qualities of the work, if indeed
they had been recognized, would not generdly have been taken serioudy. Black aspirationsto socia
and politicd equdity were, a the time, not given much credit by white commentators. Plaatje’'s own

wedding party was publicly described in the following terms:

*William Golding, Lord of the Flies (London: Faber and Faber, 1962).

2The phrase is Malvern van Wyk Smith’s, although he has argued in “Romancing the East Cape Frontier:
Preludeto the South African High Romance of Empire”, English in Africa, 24. 2, November 1997, 5, that this
“racistimperialism” represents the hard surface of colonial romance, and that, particularly in the Eastern Cape
whence he draws his examples, the“inside of thediscourse. . . remained remarkably porous and malleable”.
If, as he argues, the East Caperomances represent “the undergrowth of the high romance” which ultimately
mounts a disturbing critique of empire, Plaatje isinterestingly placed in the genealogy he constructs, 12.
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Last evening a couple of ‘swagger’ looking natives resplendent in bell toppers, morning coats,
white waistcoats, light pants, and patent leathers, with a number of females in holiday attire,
were the centre of anadmiring group inthe Kimberley Railway Station. The rumour had gone
forththat they were a couple of Lobengula s sons and certain of hiswives. ... Shortly before
the train left, the police sergeant on duty at the station ‘spotted’ one of the ‘princes as an
interpreter a a court down colony, while his companion was discovered to be a telegraph
messenger. It transpired that the former had come up to the Diamond Fields for the purpose
of getting married, and the buxom dusky lady who had been put down as one of the sharers of
the late Matabili monarch’sjoys and sorrows was in redity a daughter of the people and the
bride of the ‘got up regardless interpreter’.

This satire, which touches on the comic convention of downs being dressed beyond their estate,
neglects the human fedings and respect the people thus described might actudly have had about the
wedding ceremony.  Some notion of the other point of view might berecaptured in an entry in Plagtje’s
Boer War Diary:

To think that thisis the second Christmasof my wedded lifeand | have to spend it, like the firgt

one, so very very far away from the one | love above dl: it is becoming too big and | wish |
could drive the thought from my mind?.

Thus, black people expressng humanfedings, whether inavil life or in literature, were oftennot treated
with human underdanding in Plaatje's time. Reviews of Mhudi, Willan notes, though generdly
favourable, and in some cases sympathetic to Plaatje' s lot as a black South African, were often “not
very penetrating” and “rather patronizing—as in the comment that ‘the style is wonderfully good for a
native "3, Willan adds that “Mhudi wasnot agreat ded noted in more literary circlesin South Africa,

for it amply fell outsde any recognised literary tradition.”

IDiamond Fields Advertiser, 26 January, 1898: quoted by Willan, Plaatje: A Biography 50-51.
2Boer War Diary, 49: 4th December, 1899.

SWillan, Plaatje: A Biography 361-62.
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Soon after the Nationa Party’ selectionwinin 1948 had introduced a new erain South African palitics,

Mhudi was mentioned in Snyman’s study of the South African nove in English:

Although Mhudi would seem to be authentic, it lacks the spontaneity of Mitford's Untliswa
sies. . . it seemsasif Plagtje is unable to span the gap and live in the period about which he

iswriting?.

Mosgtert, inanunpublished MA thesi's, quotes Snyman’ sstudy, pecificaly the point that the publication
of Mhudi is“thefirst indication that the African is reaping the fruits of European education”? (despite
Plaatje’ sformad school educati on having ended with Standard Threg).  Describing him as a“ Coloured

author”, Mostert suggests that Mhudi isa“precursory nove” inwhich

Plaatje digplays dl the glaring inequdities of anovice. . . [he] fals bothto revitdize history and
to conjure up convincing fictitious characters and incidents in the framework of history.
Interesting as each issue on itdHf is, or could have been, they lose in potentia force by the
author’ sinability to present them as forming an integrated unit®.

Parts of the novel, he notes, are “only interesting as passages of socia history” (51). Mostert,
furthermore, regrets that the “advent of the European Trekkers is dso stripped of its momentous
dgnificance . . . .” He adds that “[a]s novelist, Plaatje cannot desist from being pregjudiced in his
presentation”, his sympathies alegedly lying with the Barolong, his own people, athough he says that
the novd’s “mgor imperfection” is its “affected style’ which “betrays the author’'s second-hand

knowledge of English and his desre to impress with words’ (52).

13P.L. Snyman, The South African Novel in English: 1880—1930, (Potchefstroom: University of
Potchefstroom, 1952) 141.

2CorneliusWickaumM ostert, The Nativein the South African Novel in English, unpublished M A thesis,
(Bloemfontein: University of the Orange Free State, 1955) 48.

3The Native in the South African Novel in English, 50.
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Mostert concludesthat the “ artificidity of style, evenmore thanthe unbalanced themes, the flaccid story

and the superficia portraya of character, makesthis novel adismd falure’ (53).

When Mhudi wasre-published in 1975 by Quagga, withasympathetic and informative introduction by
Couzens, and in 1978 in the Heinemann African Writers Series!, it was more enthusiagtically received
by many. However, the palitica context had now become such that to some critics a gentle romance
seemed tame, a compromise, and even unAfrican. Mshengu in a Saffrider review sees Plaatje “as
taking about ‘native life from a position outside of it"2, a remarkable comment about the author of

Native Life in South Africa.

In a1976 review Mazis Kunene seems unconscioudy to echo Mogtert in his criticiam, athough from
a different socio-politica angle (both critics indeed reved their own different notions of what South

African literature should be), and cagtigates those who praise Mhudi in any way:

Mhudi itsdf isa second-rate, badly organized hodge-podge of semihistory, samifiction, shoddy
alegory—a padtiche combining fact and fiction in a mogt illogicd manner. To those
championing Mhudi as a pioneering work, | say: Stop it! Begin now learning about the great
African literary dlassics. Begin now learning®.

Kunene semphasisis on the “true authentic classics of African literature”, and his preferred method is

verbd narration “a la africaine”: thus Mhudi, a written work, in English, drawing from many sources

and traditions, induding European classics and the traditions of African orality, becomes, for him,

The publication history of Mhudi is summarized by A.E. Vossin hisintroduction to Mhudi, 20.
2Mshengu, (noinitials given) quoted in M. Doyle s review in Staffrider, April/May 1979, 53.

3Review of Stephen Gray, “ Sources of the First Black South African Novel in English: Solomon Plaatje’s
Use of Shakespeare and Bunyan in Mhudi”, in Research in African Literatures, 11.2 (1980), 245.
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eclectic and unstructured. He does not take into account the importance of Mhudi’ sinvolvement inthe

debate about the new nation that was formed by the 1910 Uniort.

Itistheobject of this study to argue that, instead of being a“ second-rate, badly organized hodge-podge
.. . of shoddy dlegory”, Mhudi, like Plagtje's other writings, represents an intelligent and sengtive
attempt to find meaning and to seek socia jugtice in an uncertain and congantly changing world. In
Mhudi Plaatje does not drive to be unAfrican. Nor does Mhudi, as Kunene implies, “project the
‘exotica of Africanlife’, or, asMshengu clams, project it fromthe outside. Rather it dedlswith African
life in a changing world, and within the context of the old literary genre of romanceinaway that enables
the reader to view the African character as human, athough somewhat stylized in terms of the genre,
rather than as exotic. And with his congtant dlusion to other literary works, both African ora and
Westernwritten, Plaat]j e establishesa dia ogue within which the African text isin conversation withthe
traditions from which it draws, meking it a complex, dynamic work that articulates the difficulties of
Plaatje stime, but never abandons the humanquest to make sense of the world. Mhudi atesits own
case againg the evidence of previoudy published works of the “ South African literature” that Plaatje

referstoinits Preface.

While Mhudi has many influencesinthe socio-political and literary spheres, this study will identify and
focus on three areas of influence that are likely to have shaped Plaatje' s romance: the historical or
politica Stuation in which he lived; humanistic Shakespearean romance; and colonia romance,

epitomized by Haggard. Comparative readings that couple Mhudi with Native Life in South Africa

IMhudi’s place in the Nationalistic debate has been noted by Michael Green in Novel Histories: Past,
Present,and Futurein South African Fiction (Johannesburg: Witwatersrand University Press, 1997), 37-63.

2See, for a discussion of some sources, Stephen Gray “Plaatje’s Shakespeare”, English in Africa 4.1
(1977): 1-6.
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(Couzens suggests they were written “close to one another™), with Shakespeare’ sromances, or with
Haggard' s“Zulu’ romances, each highlight different aspects of Plagtje’ snovel. Brought together, such

readings reflect the depth and richness of Plaatje s thought.

Stephen Gray points out the profound influence of Shakespeare on Plaatje, and the credtive use the
African author makes of his English model. He notes that in Mhudi Plaatje makes “a number of
assumptions about the shape of history, al of which are derived from Shakespeare’, and that axioms
“ Shakespeare subscribed to reappear in Plagtje unmodified” (1-2). Thisstudy focuses specificaly on
Shakespeare’ s romances, arguing that these assumptions and axioms are largely derived from, or are
most clearly reflected in, the romances. As Couzens saysin hisintroduction: “ . . . Mhudi isakind of

winter’ stale of loss and regeneration . . .” (9).

At the time of Mhudi’ s publication, however, the romances were neither the most popular nor the most
understood of Shakespeare's works. Peterson argues that their philosophica depth and politica or

historical significance only became clear to scholarsin the latter part of the twentieth century?.

Shakespeareanromance, for the purposes of this Sudy, istakento be acomplexnarrative, whichbegins
with the potentia for tragedy. Worked through time, the tragic potential moves towards a resolution
which reunites families, returns people from apparent death, reved s the truth of a Stuation which has

previoudy been confusing, and brings politica and mora stability to a society that has suffered discord.

ICouzens, introduction to Mhudi (Heinemann), 17.

2 Time ,Tide and Tempest: A Study of Shakespeare’s Romances (San Marin: Huntington Library, 1973)
Preface, xi.
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Romance, however, is not seen asasmpligtic or escapist genre, but rather as one that, while drawing
towards the ided of a conclusion in its narrative structure, nevertheless complicates the relationship
between this idea and the real world from which it emerges. The complexity of this rdaionship
between the real world, which is often dlegoricaly presented in romance, and the ided can give

romance a depth which goes beyond its fairly predictable narrative structure,

Conventiona romance closures, in which harmony and reconciliation are unquestioned, might result in
politicaly naive or conservative viewpoints being articulated. Thisisnot dwaysthe case, however, and
the mode can equdly be used to comment upon and criticize such conservatism, or to complicateit, as
isthe caseinMhudi. Criticism of the genreis often blind to these exceptions, aswell asto the potentia

for complexities within romance in generd.

Plaatje considered Shakespeare' s works, in generd, to be of immediate, contemporary importance.
This is clear from his contribution to GollancZ's A Book of Homage to Shakespeare where he

compares certain films he had seen to “ Shakespeare' s dramas’:

| once went to see a cinematograph show of the crudfixion. All the characters in the play,
induding Pilate, the Priests, and Simon of Cyrene, werewhitemen. According to the pictures,
the only black man in the mob was Judas Iscariot. | have since become suspicious of the
veracity of the cinema and acquired ascepticisnwhich is not diminished by the gorgeous onet
now exhibited in Londonwhichshows, sde by sde with the nobility of the white race, ahighly
coloured exaggeration of the depravity of the blacks.

Shakespeare' s dramas, on the other hand, show that nobility and vaour, like depravity and
cowardice, are not the monopoly of any colour?.

Yl dentified by Willan as“ The Birth of a Nation, based on a book called The Clansman, notable . . . forits
glorification of the activities of the Ku Klux Klan in the American south”, Plaatje: A Biography, 193.

2Selected Writings, 212.
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Shakespeare' splays, Plaatje argues, show that moraity has no logica connectionwithrace. He denies
the veracity of art that depicts aracia basis for morality, and questions, in particular, the juxtaposition
of white “nobility” and black “depravity”. He dso chdlengestheracist implication that blacks are by
nature unchrigtian and untrustworthy and that they can therefore be used as naturad symbols of these
vices, as in the example of Judas Iscariot being represented as a black man. He argues that
Shakespeareanart, unlikesuchracist work, hasa“keengrasp of humancharacter”, showing that virtue
and vice are “not the monopoly of any colour” (212). Plaatj€' s thinking here echoes that of his

contemporary, A.C. Bradley’s, published in 1904:

| do not mean that Othdllo’s raceis a matter of no account. It has, as we shall presently see,
itsimportancein the play. It makes a difference to our ideaof him; it makesadifferenceto the
action and catastrophe. But in regard to the essentids of his character it is not

important . . . .2

He adds;

With [ Shakespeare] the differences of period, race, nationdity, and locality have little bearing
ontheinward character, though they sometimes have agood deal onthe total imeginaive effect,
of hisfigures.

For Plagtje virtue and vice occur in various degrees, in any individua of any colour, depending on the
individud and upon circumstance, and not onafixedrule. Heleavesopen asenseof possibility, aspace
for change. Plaatj€ stypicaly careful phrasing about “nobility and valour” clearly defineswhet is not

true, yet he does not limit what is true by attempting to define that. The non-racid vision that Plagtje

Ishakespear ean Tragedy (L ondon: Macmillan,1974) 152 and 172respectively. Many modern criticswould
disagree with these views about Shakespeare, but they are close to Plaatje’ s opinions.
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findsin Shakespeare was anideal whichhe fdt had not been redized in literature and society at thetime
of his own writing: “we of the present age have not yet equaled his acumen®®. The open sense of
possihility in Plaatje s phrasing and his refusd to fix the relationship between race and mordity suggest
apotentid for change and growth within individuas and society.  This open-endedness is essentia to
Plaatje’ s palitica vison, expressed most dearly in Native Life in South Africa, which seeks a
resol utionthrough action designed to bring about change. Thisvison of possibility dso leanshisliterary
work towards the openness of romance, rather than the closedness of tragedy, where the hero’s

redization of his hamartia indluctably comestoo late to prevent disaster.

Plaatje s ability to see virtue or vaue in traditiond enemies or opponents is demonstrated by his
marriage to a Xhosawoman in defiance of family feding, and his sense that the Situation was saved by

the “civilized laws’ of the Cgpe Colony (dmost unthinkable phrasing in postcolonid theory):

My people resented the idea of my marrying a girl who spoke a language which, like the
Hottentot language, had clicksinit; while her people likewise abominated the ideaof giving their
daughter in marriage to a fellow who spoke a language so imperfect as to be without

any clicks. But the civilized laws of Cape Colony saved us from a double tragedy in a
cemetary. . . . 2

Thisdescription, inwhichhe placeshis own life and society within the paradigm of Romeo and Juliet,
aso shows that he is both able to see virtue in atraditiond enemy and vice in his own people: in this
case, the bias againgt another language group. In his Preface to Mhudi Plagtje refersto asmilar bias

againg the traditiona enemies of the Barolong, the Matabee:

Selected Writings, 212.

2Selected Writings, 211.
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. . . we have been taught amost from childhood to fear the Matabele—a fierce nation—so
unreasoning in its ferocity that it will atack any individud or tribe without the dightest
provocation. Their destruction of our people, we were told, had no judtification in fact or in
reason; they were actuated by sheer lust for human blood".

Madtje presents this bias as a common human trait, found in both literary and ord conventions:

Indl the taes of bettle | have ever read, or heard of, the cause of war isinvariably ascribed to
the other sde. Similarly, we have been taught . . . .

Plaatje then goes on to describe how he “incidentaly heard of ‘the day Mzilikaz’ stax collectorswere
killed'”, and how he traced this information further back and “ eicited from old people that the daying
of Bhoya and his companions, about the year 1830, condtituted the casus belli ....” ThusPlaatje
demongtrates abiasamongst his own people, but is careful to show that they share this weaknesswith

other writers and narrators of tales of battle, and that it is a human weakness.

All humans have a capacity for both virtue and vice, then: but Plaatje further suggests that their
indtitutions or conventions share this capacity. So much hasrecently been made of Plagtje€ suse of ora
literatureinMhudi that the assumptionthat Robert Shepherd, at Lovedae Press, wastrying to suppress
oral elements has become amost axiomatic in Pladije criticisT?. The strong implication has been that
ora literature reveds a truth that has deeper roots than much of the written (i.e. colonial) historica
“truths’ that have become current, and oral d ementswerethereforeexcised fromthe first published text.

However, the example that Plaat]e gives above again demonstrateshisopen-mindedness: he recognises

IMhudi, 11. The quotations that follow are from the second and third paragraphs of this Preface.

2The argument can be traced from Couzens and Gray’s “Printers’ and Other Devils: The Texts of Sol
Plaatje’'s Mhudi”, Research in African Literatures, 9.2, (1978) 198-215, through the works of many following
critics.
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that the humean inditution of oral literature carries the same balance of virtue and vice as humans do
themsdves. The ord tradition, as presented by Plagtje, could be used equdly to hide truth (“ Their
destruction of our people, we were told, had no judtification . . .”), or revedl truth (“while collecting
stray scraps of tribal history, later in life, the writer incidentaly heard of ‘the day Mzilikazi's tax

collectors were killed' )2

Plaatje’ s view of human character is important to an understanding of his politics. His trust in a
Shakespearean non-racialismenables Plagtj e to seek virtue even in people or peoples he was opposed
to paliticaly, enabling him to put trust in the politics of gpped and negotiation. Like Shakespeare,
Plaatje saw in humanity the romance ability to change fromviceto virtue, to devel op and to grow, while

at the same time recognizing the tragedy engendered by an inability to change, or by too late a change.

This ability of humansto develop and changeis centra to Plaatje€ s literary vision, both as ajourndist
and novdig. Both journalism and fiction were used by Plaatje to inform as well as to transform.
Plaatje’ s notion of art is essentidly mordidic: he implies that “nobility and vaour” in the opening
quotation of this chapter are admirable qualities to be striven for, and that “ depravity and cowardice’
are to be avoided. Furthermore, for Plagtje, as earlier for Sidney, art resulted in action. Writing to
condemn the same film mentioned above when it appeared in South Africain 1931, he mentions its
effect in America where a witness reported “that on leaving the hall a young fellow in front of her

exclaimed, ‘Now | fed like smashing the skull of the firgt nigger | meet!’ 2, The arbitrary selection of

Thetwo extracts are fromthe Preface to Mhudi, 11. Theitalics are mine. For abrief discussionwhich aims
to balance the virtues of the oral with written traditions, see “The Oral Versus the Written Tradition”, Kole
Omotoso, Season of Migration to the South: Africa’s Crises Reconsidered (Cape Town: Tafelberg, 1994)
116-121.

2English in Africa, 3.2, (1976), 73-4.
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avictim, indicated in the phrase “the firgt nigger” which suggests the supposed guilt of every black
person, shows that the film had encouraged the stereotype of black evil, drawing a passionate, violent
response upon theinnocent. Art, in Plaatje s view, dicits response, and art lacking veracity canresult

in wrong action.

Thus, if Shakespeare may be seen as an ided for Plaatje, both as artist and as non-racia humanigt,
Sidney may be seen ashismode interms of art and its functions, which are to “teach and ddight” and
to “lead and draw Us to as high a perfection as our degenerate souls. . . can be capable of"*. Even
Plaatj€ slight romance style, stylized, humorous and full of word play, seems occasiondly to echo both

Sidney’ s An Apology for Poetry and his Arcadia?.

Plaatje sown literary works, inwhich he attempted to show “veracity”, sought through teeching to have
an effect in action. As Sidney argues, Xenophon's Cyrus does not only “make a Cyrus’ with “a
particular excdlency, as nature might have done’, but—by setting him up asamode for virtue—ams
to“makemany Cyruses’ (9). Spenser, in hisletter to Raleigh about the* genera intention and meaning”
of The Faerie Queene, indicates that the end of the book is“to fashion a gentleman or noble person
invertuous and gentle discipling’. And he dso mentions Cyrus, indicating that Xenophon, in Cyrusand

the Persans, “fashioned a gouernement such as might best be’, and is thus preferable to Plato, who

ISidney, Philip, An Apology for Poetry, in English Critical Texts: 16th Century to 20th Century, eds. D.J.
Enright and Ernst de Chickera, (London: Oxford University Press, 1962) 9-11.

2The Countess of Pembroke’s Arcadia, ed. Maurice Evans (Harmondsworth: Penguin, 1977). Chrisman
in Empire and Opposition (163) notes that “ Mhudi is as broad a compendium of rhetoric as Sidney’s
Arcadia”. Yet thereis also a similarity of artistic purpose in their end-directed prose, as well as in their
delight in word-play:the playful romance style of both writersis layered over amore serious moral intension.
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“formed a Commune welthasit should be’. Spenser notes, also, that hiswork should be“plausibleand

pleasing, being coloured with anhistorica fiction, the whichthe most part of mendelight toread . . . "

Paetje swriting srategies, both in Mhudi and Native Life in South Africa, have strong afinitieswith
the purposes of these mgjor Elizabethan romance writers. His trestment of the English in these texts,
often criticized as being soft, is perhaps best understood in terms of an intention to please and teach.
Inpre-League of Nationdays, the Englishcrown, the Home government and the Britishpublic werethe
only focuses of appeal once petitionto colonid authoritieshadfailed. Plagtjewasinvolvedin, or familiar
with, petitions by the |leaderships of both the Tswana people in Bechuanaland (now Botswana)? and the
South AfricanNative Nationa Congress. And the gppea could bemadeintypical African praise poem
fashion, with praise where it is due, and criticism aso, as is Plaatje’ s tactic in Native Life in South
Africa. The praise poem usesa similar rhetorica srategy to that of The Faerie Queene: bothforms
comment on poalitica life by highlighting faultsand praisng virtue, dways emphasizing the potentia ideal

of leadership®.

Thus Plagtje tends, in his trestment of the British—who formed the larger part of his readership, and
whom he was mogt trying to influence—to establish for them an ided image of themsdves that they

should live up to. Elizabeth Molteno, the South African poet and afriend of Plaatje' s, usesthe same

1A Letter of the Authors”, in The Faerie Queene, 737.

2Khamal lll, Sebele and Bathoen travelled to Britain to present their people’s case, with some success, “ not
only to the British government but to the British public at large”: Sanders, A.J.G.M. Bechuanaland and the
Law in Politicians’ Hands (Gaborone: Botswana Society, 1992) 17. Delegations of appeal to England by
various interest groups were fairly common at the time.

3See Jeff Opland, Xhosa Oral Poetry: Aspects of a Black South African Tradition (Johannesburg: Ravan,
1983) 50-51.
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techniquesinher 1902 poem*“Miss Hobhouse” which criticizesthe “ Terror” whichthe English” Camps

of Desth” becamefor Boer women and children:

| gand herefor Old England’ s right:
| stand here for Old England’ s fame:
For what to meis England’ s might
Without her old good name?

Thustheided, what “might best be’, canbe evoked inprotest against alessided redity. Theevocation
of such an ided is often Plaatje's rhetorical drategy, for instance when he addresses an  English
audience or readership about the need for ther interventionon behdf of South Africanblacks. Anided
of British socid respongibility and justice was personified for Plagtje in friends such as Harriette
Colenso, “Nkosazana Matotoba ka So-Bantu”, to whom he dedicated Native Life in South Africa
for her “unswerving loydty” and “unsdfish interest in the welfare of the South African Natives’.
However, Haggard refersto “Miss Colenso” as one of “these gentle apologists for daughter”, whose
“philanthropy has a deadening effect on the moral sensg’. He speaks of the negative images presented
of colonid officerswho pass “through Miss Colenso’ smill”2. Harriette Colenso, and her Father Bishop
Colenso, are amongst many of the English subjects Plaatje regarded as personifying the more
enlightened spirit of Britain to which he appedled. Haggard, sgnificantly, takes an opposing view of

these people.

IFrom Breaking the Silence: A Century of South African Women’ sPoetry, ed. Cecily L ockett (Parklands:
Ad. Donker, 1990) 62-3.

2Cetywayo and his White Neighbours, 11-13.
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Plaatj€e strestment of the Boersisdifferent. He often criticizes them for hypocrisy and for alack of the
Chrigtian values that they professt. Yet this is done with acknowledgement of their potentia for

Chrigtian kindness and virtue, personified in his works by afew isolated Boer characters.

Plaatje sworks, then, are not only related to romancein its structure and vision, but aso in intentions.

AsWillan says.

Native Life in South Africa was formulated as a direct and often emotiona apped to the
Britishpublic to right the wrongs being done to the African people of South Africa. . . judtified
. . . upon the fact that his people shared with the British public a common humanity: natural
justiceand Chridtian belief dike demanded ther intervention. Throughout the book Plaatjewas
concerned to demonstrate this common humanity, and to argue that as loyd subjects of the
Britishempire hispeople were entitled to far and decent trestment. He was &l so very conscious
of the difficulties caused by the image which his people had in the eyes of the mgority of the
British public: ‘Thisapped’, he wrote,

is not on behalf of the naked hordes of cannibals who are represented in fantastic
picturesdisplayed inthe shop-windows in Europe, most of them imaginary; but itison

behdf of five millionloya Britishsubjectswho shoulder “the black man’sburden’ every
day, doing so without looking forward to any decoration or thanks.

Plaatj€ sliterary purposeisclear: he cdls for actionand he wishes to “right the wrongs’, aphrasewhich
indicates the mora dimendons of his work, his quest for “naturd justice”, for “fair and decent
trestment”. He wishes, furthermore, to counter the stereotype of “naked hordes of cannibaswho are
represented in fantadtic pictures’, a stereotype which could encourage sdlf-righteous injustice. He

seeks, rather, to demongtrate the common humanity colonized black people in fact share with whites.

YIn Native Lifein South Africa, forinstance, Plaatje says that while they attested “ the Christian character”,
“the average Republican’s treatment of the natives . .. was seldom influenced by religious scruples”, 70,
while Chapter 6 of that text provides notable exceptions to this generalization. In Mhudi, the general
hypocrisy (and bigotry) of “the other Boers at Khing” and Phil Jay’s exceptional kindnessare shown on 197-
8.

%Plaatje: A Biography 196-7, quoting Native Life, 15.
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The danger of the misrepresentation of blacks was clearly apparent to Plaatje who referred to “this
demon of misrepresentation and imbecility, which threatens to turn South Africainto a regular sty
Misrepresentati onimpacted directly uponthe paliticd life of a nationgoverned by awhite minoritywhich

often gave credit to such misrepresentation, or actively encouraged it.

Pl aatje had personal experience of the effect such misrepresentation could have on readersbeyond the
shoresof Africa. Hisown African nativity and identity had been questionedin America, “ o conditioned
were American blacks to anexatic image of Africa’. Plaatje explained to an American audience “you
have read from your childhood literature concerning South Africa and you are told about swarms of
cannibals and gorillas that infest the Africanforests™. The“excticimage’ in literature and other media
could affect attitudes and impact on both socia behaviour and political decisions. In hisownwritingand

life, then, he strove to counter thisimage.

For Haggard, however, the exotic image of Africawas acommonplace, as his Quatermain character
observes: “But after dl Africais aland of queer people, and of queer gods too™. Haggard's Zulu
works, therefore, lack the Shakespearean veracity that Plaatje admired. Haggard's characterisation,
despite his disclaimers that argue a more broad-minded approach, tends towards categorization and

stereotype dong racia or ehnic lines. 1t seems that Plaatje was willing to use the “style of Rider

Selected Writings, 66. He also refers to “the army of misrepresenters”, 84, and “this orgy of
misrepresentation”, 371.

2Willan, Plaatje: A Biography, 268.

3Special Easter Services heldin Liberty Hall”, Negro World, 2 April, 1921: quoted in Willan, Plaatje: A
Biography, 268.

4Allan and the Holy Flower (London: MacDonald, 1954) 26.
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Haggard when he writes about the Zulus’, but certainly not hisracia bias. He preferred, inthisregard,

a Shakespearean mode.

The influence of Shakespeareis evident in Plaatj€ s particular use of the romance mode. As Chrisman
points out, his use of this mode in Mhudi is more classicaly correct than Haggard' sis?, conforming to
a traditiona or, more spedificaly, Elizabethan notion of romance. And this influence dso serves to

counter, in Mhudi, the strong 19th century imperid bias in Haggard' s romances.

Plaatje’' s use of the “syle’ of Haggard, then, is strongly qudified by his understanding of the
“ Shakespearean veracity”. The present reading of Haggard and Plaatje seeksto examine the waysin

which Haggard and Plagtje use romance, each finding his own voice and vision within the mode.

MavernvanWyk Smitharguesthat East Cape frontier romances contain “ srategic narrative positions’
which “thresten to destabilize ether the declared thematic intentions of the authoria persona, or to
contradict the colonid stanceof leading charactersinthe story”, and that this* undergrowth” ledtowards
the “high romance of empire’ represented by Haggard, Conrad and Kipling?. Mhudi is not a “high
romance of empire’, thoughiit clearly sharesfamily resemblances. Plaatje draws on the romance mode,
with its “thematic and structural capaciousness’™, partly because heisin the same debate as Haggard
is, but partly, also, because the debate requires atrandator. Plaatj€ s attempt to trandatethis debate,

“to interpret to the reading public, one phase of ‘the back of the Native mind™”, as he put it, and to

IChrisman, Empire and Opposition, 166.
2yan Wyk Smith, “Romancing the East Cape Frontier”, 9.

3 Romancing the East Cape Frontier”, 12.



locate it within South African literature! was precisaly because he could foresee the dterndive in the

“‘tragedy of race’ that is endemic to our [South African) literature™.

The “higoricd facts’ Plagtjeillugtratesin hisletter to Molema (63, above) seem to relate mainly to the

ariva of the Boersin the South African interior, and to various wars:

The smash-up of the Barolongs at Kunana by Mzlikezi . . . the war of revenge which smashed
up the Matabele at Coenyane by the Allies, Barolong, Boers and Griquas. . .

For an understanding of the dlegorica force of Mhudi it is hepful to see these “higtorical facts’ ina
muchbroader sense, rdaing to issuessuchas palitical dominance, land dispossession, colonid attitudes
and clashes of culture. Mhudi’ salegory isnot the clear one-to-one set of connections of Bunyan'sThe
Pilgrim’'s Progress (dso noted as a possible source for Mhudi®). Rather, the dlegory tends to be
suggestive, evoked by glimpsesof parallel historiesand incidentsand by Plaatje s use of equivadentsand
literary dlusons. Thetext accruesarichnessthat integratesalegory into itstapestry: thealegory ismost
clearly perceived in individua gtitches, perhaps, but best appreciated in relation to a broader, defining

pattern.

The complex relationship between history and romanceisfurther compounded: “Worked in between”
the higtoricd incident is* plenty of love, superdtitionand imegination”. Plagtje is condstent in presenting

the Shakespeareanveracity. Thevirtuesof nobility and vaour and thevices of depravity and cowardice

Preface to Mhudi, 11.
2*Romancing the East Cape Frontier”, 12.

3Stephen Gray, “Sources of the First Black South African Novel in English”, 14.
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are shared amongst the people mentioned in both the sections that ded with*historical fact” and those
that ded with “love, superdtitionand imagination”. These incidents are not arbitrary fillers, but reflect

and expand upon the same world view that informs the more higtorica incidents.

Mhudi is in many ways more humanigtic than directly politicd inits leanings. However, this very
humanity and sense of naturd justice! provides Plagtje with the standpoint from which to protest when
he percelvesinjustice being perpetrated. His politica protest, therefore, is based onabroad vison of
humeanity. Mhudi, which articulates this vison in acomplex way, isnot primarily apolitica work, then,
nor grictly historicd. Rather, it seeks a human truth beyond the political and higtorica vison it dso
aticulates. In this it is of a type with Elizabethan romances and romance epics such as those of
Shakespeare, Sdney and Spenser. And, asin these works, the political and historica points of view
are not superseded by the romance vision, but continualy play on the surface of the work, though re-

examined in the context of the shaping romance structure.

Romance enables an author to focus on individua characters who are smultaneoudy symbolic or
alegoricd representations, as well asonthe immediacy of ahigoricaly based narretive. Y et the author
candill mantainacritica distanceinduced by romance slong view of space and time. The merging of
the higtorical and romance introduces a further complexity on the level of characterisation, however.
Thereis atenson between the depiction of historical personages and the more universa human types
that are conventiona inromance. Romancetypically depictsamora universewith the potentid for both
good and evil, and this divide is often personified in the characters. Romance dso typicdly dlowsthe

possihility of personal and socid change. InMhudi, for instance, acharacter like Umnandi is presented

IQualities mentioned by Willan: 32 above.
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as virtuous, others are vicious, such as her jedous riva; some are subject to mora change, such as
Mzilikazi. The characters in Mhudi, even those modeled on historical figures, conform more

immediately to romance conventions than to “historical facts’.

Plaatje was, however, keenly interested in the history of South Africa, particularly in that of his own
people, the Barolong, and part of his object in writing Mhudi was to unearth logt historical facts, or
balance distorted versons of history. It hasoftenbeen pointed out that in Mhudi he wishesto put the
Great Trek into perspective, as some historians viewed the Trek as awatershed movement in South
African history!. Gerdener, for example, writes: “Die tijd van die Grote Trek mag ongetwijfdd die
heldetijd van onse geskiedenis genoem word”2,  Plaatje's depiction of the Great Trek questions this
unqudified heroism on the part of the Boers, who in fact seek succour from blacks in Mhudi. Thus
Plaatje’ s Shakespearean sense of veracity is brought to bear on hisinterpretationand critique of history

aswdl.

Plaatje did not merely wish to baance white versons of history: he was aso ready to correct
misconceptions, or ddliberate avoidance of fact, inthe history of hisown people. Asnoted above (26),
in Mhudi he proposes to re-establish adetail of ord higtory that did not reflect well on the Barolong

tellers and was being carefully forgotten. Ashe saysin his Preface:

ISee, for instance, Tim Couzens, “ Sol Plaatje's Mhudi” (Journal of Commonwealth Literature, 8.1, (1973)
8: “InMhudi, the Great Trek is put into perspective, and is seen as a mere part of a much greater complexof
events and activity.”

2Thetime of the Great Trek can undoubtedly be called the heroic period of our history” (own translation),
G.B.A.Gerdener, Sarel Cilliers: DieVader vanDingaansdag (Stellenbosch: n.p., printed by Samuel Griffiths,
Cape Town, 1919) 2. The dateshows this book to be more or less contemporary with the writing of Mhudi,
in which Cilliers appears as acharacter. Gerdener’s"onse geskiedenis” (“our history”) refers specifically to
the history of “ons Afrikaanse volk” (“our Afrikaans people”), 1.

-37-



In al thetades of battles | have ever read, or heard of, the cause of war isinvarigbly ascribed
to the other sde. Similarly, we have been taught aimost from childhood, to fear the
M atabele—a fierce nation—s0 unreasoning in its ferocity that it will attack any individua or
tribe, at Sght, without the dightest provocation. Their destruction of our people, weweretold,
had no judtification in fact or in reason; they were actuated by sheer lust for human blood.

By the merest accident, while collecting stray scraps of triba history, later in life, the writer
incdentally heard of ‘the day Mzilikazi’'s tax collectors were killed’. Tracing this bit of
information further back, he dicited from old people that the daying of Bhoya and his

companion, about the year 1830, condtituted the casus belli whichunleashed the war dogs and
precipitated the Barolong nation headlong into the horrors described in these pages'.

Plaatje, then, hasa historiographica maotiveforwritingMhudi: but as the above examples show, he does
not alow himsdf to be limited by partisanship, indicating that various groups characterigtically narrate
their own versons of history. He continualy seeksthe humani stic Shakespearean veracity, showing that
strengths and weaknesses are common human features, and are to be found amongst both Boers and
the Barolong. He smultaneoudy provides a motive for the Matabele attack, thereby avoiding the
concluson that it was “savage’, motivated by “ sheer lugt for human blood’. He moves away from the

group stereotype taught by his own ord tradition towards a more open-minded humanism.

Plaatj€e scharacters, then, are partly historical and partly ingpired by conventiond romance. They exist
within the tension of a findy created artistic space, much as the “Bechuana tribes’ described in his
opening paragraph exist: “Their entireworld lay inthe geography covered by the story in these pages’.
In Mhudi Plaatje smilaly draws both “higorica fact” and historical characters temporarily into the
romance story “in these pages’, whence they emergein lively dlegorica moments, induding pardles

with his contemporary South Africa

Preface to Mhudi, 11.

-38-



For Plagtje, then, history documents the deeds of peoples with a common humanity, and he strivesto
break down historica records that are influenced by imposed stereotypes, congtantly seeking to show
humanity where prejudice might suggest thereis none, or to deflate preconceived notions of superiority.
“Phil Jay, like many other young Boers, could not write” (142), writes the black author, ironicaly, but
non-judgementaly, seeking to counter the sereotype of civilized and heroic Boers bringing

enlightenment to depraved and illiterate blacks.

Inthisvean, Plaatje notesthat Phil Jay was “the one humane Boer . . . among the wild men of his tribe’
(125). While he countersthe stereotype of the Boers as heroes and bringers of civilization, he balances
his criticism by showing the possibility of humane behaviour from the same people. His countering of
the stereotype does not merdly replace it with another. Plaatje typicdly shows a counter-truth that

contains within it the possibility of change and of growth, not of negation.

Ra-Thaga, countering the convention of the savage who has no understanding of finer human fedings,
urges Phil Jay on in his love match, and “during their stay at Khing he relieved Phil Jay of dl cares
regarding the wagons and livestock, while Phil devoted more time to his love affair’” (196). These
imagesindicate that, for Platje, there was no definite divisonbetween* savage” and “cvilized’ asthere
was for Haggard: Plagtje ddiberately blurs, or deconstructs, these concepts. It is this response to
stereotypes that incurs the wrath of Kunene: Plaatje “borrowed literary motifs that to Africans seem
infantile—for instance, the love affar between Rathanga (sic) and Mhudi”. The standard against which
Kunene judgesisthe generdizedresponseof “ Africans’, and unspecified” great Africanliterary classics’

(247): Kunen€e s Africani approachignoresPl aatj€ sdeliberateentryinto, and responseto, the “ amost

1K unene, 246.

-30-



exdusvely European” South Africanliterature mentioned in the Prefaceto Mhudi, and the politica and

cultural debate such literature evokes.

Haggard's deding with race is different from Plaatje’ s—athough he dams an open-minded
outl ook—and typifiesthe attitudesto whichMhudi isaresponse. Inthefictiona “Introduction” toAllan

Quatermain, Quatermain meditates:

| say that asthe savageis, 0 is the whiteman, only the latter is more inventive, and possesses
a faculty of combination; save and except aso that the savage, as| have known him, isto a
large extent free from the greed of money, which eats like a cancer into the heart of the white
man. Itisadepressng conclusion, but in dl essentia sthe savage and the child of civilisation are
identical’.

For those who doubt his conclusions, Quatermain adds:

Asfor you, sr, who aso laugh, let some man come and gtrike you in the face whilst you are
enjoying that marvellous-looking dish, and we shal soon see how much of the savage thereis
inyou.

Savagery, linked by Haggard primarily to blacks and not whites (in whom, he nevertheless suggests,
“savagery” lurksunder apparent “civilization”), is associated by Quatermain withreective violenceand
passion. Commondlity between “savage’ and “civilized”, therefore, while acknowledged, is
“depressing’. Plagtje, however, finds this commondity a stimulating argument for kindness—in the

sense of thisword that relates it to kinship—for humanity, non-racism and universal justice.

IAllan Quatermain (London: Nelson, 1956) 4.
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The divergent views of humankind held by Plaatje and Haggard are bound to produce different
interpretations of South African “higorical facts’, as well as different types of romance. In Mhudi
mordlity is more flud and the characters are more open to change than in Haggard's works, where

characters tend to be fixed mord types.

InMhudi, for instance, change or development incharacter isimplied when Ra-Thaga says that Mhudi
“made mewhat | an’” (171). Chief Massouw, sentencing Ton-Qon, notes a changed sense of judtice
when he says. “1 should blot out Ton-Qon o that his name shdl be remembered no more, but for the
ingructions of the white Missioner Moffat of Coolman” (83). However, the most clear example of
persona morda change is centra to the romance structure of Mhudi: Mzilikazi changes, inthe course of
the gtory, frombeing an arrogant, ambitious, proud tyrant, to a rather more sympatheticaly presented
defeated leader, who finds the cause of his suffering in himsdlf: “I done am to blame” (185). He

findly—mordly reuvenaed by the return of Umnandi—begins anew life.

Plaatj€ s view—cond stent withromance patterning—that individuals and groups canlearnand change,
tends to make his romance partly didactic in intention, providing images of virtue worthy of imitation,
aswdl asimagesthat reflect hisopen-minded, non-partisanthinking. Plaatje’ sromance becomesatype
of quest to find and revea the essence of virtue, as he understandsit. Inthis, hiswork is once again
more Shakespearean, more Elizabethan in spirit than Haggardian. Haggard's quests or alegories
typicaly reved the “heart of darkness’—aphrase used by Haggard in She' and popularized by the title
of Conrad’ s novel—or the essence of evil, gppropriately Stuated, in hisworld view, in Africa, rather

than the African images of virtue that Plaatje seeks.

she (London: Hodder and Stoughton, 1925) 273.
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Plaatje’ s use of Shakespearean modes of thought in Mhudi will be explored in conjunction with his
relatively unexamined use of Haggard. This study will suggest thet, in Haggard, Plaatje found amodel
that encouraged himto use South Africanlandscape and incident and South Africanhigtorica fact inhis
romance, but with the am of presenting another veracity than Haggard's: the common humanity of
peoples. But, it will be argued, Plaatjetook only that whichwas useful fromHaggard, and that Mhudi,
in reflecting Plaatje's vaues, would naturdly have emerged as a counter-novel to that which was
objectionable: “youhave read from your childhood literature concerning South Africaand youaretold

about swarms of cannibals and gorillas that infest the African forests™.

Plaatje, then, mergesthe backdrop and plot of Haggardian South Africanhistorica romanceand amore
Shakespearean romance model. His romance characters, unlike Haggard's, are not presented as
strange others, but as recognisable humanbeings, abeit withinthe conventions of European, specificaly
English, romance. ThusMhudi can be read as the product of two romance traditions, the Elizabethan,
represented in this study by Shakespeare, though Spenser would have served equaly wel, and the
colonid, represented by Haggard. Shakespeare and Haggard have been chosen to represent these

conventions as Plaatje was demongtrably influenced by both. As Gray notes:

To determine the sources and influences Plaatje used (we now fed) to his advantage and which
hesurmounted, theresearcher hasto have recourseto the adventure romance works of popular
literature. .. . In Mhudi Plaatje knowingly reverses a work like King Solomon’s Minesin
many polemica and satirica ways®.

K olawole Ogungbesan, in The Writing of Peter Abrahams (New York: Africana, 1979) 78, notes the
Matabele in Abraham’s Wild Conquest “seem to have been copied from Rider Haggard”, and footnotes a
further connection to the “mission-trained” Plaatje's“Haggardian” portrayal of traditional society, 84.

2Stephen Gray, ‘ Redefining the Canon: The Case for Douglas Blackburn, Stephen Blackand Sol T. Plaatj€’,
(essay dated 1985), in Perspectives on South African English Literature, eds. M. Chapman, C. Gardner and
E.Mphahlele (Parklands:Ad. Donker, 1992) 70. Gray’ srevision of earlier attitudesreflectedin hisparenthetic
“we now feel”, is also reflected in his sense that Plaatje knowingly reverses a work like King Solomon’s
Mines. This can be compared to his earlier statements about counter-novels, noted on 63, above.
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In matters of race Haggard was not the least sympathetic of the colonial romancers, and Plaatje s use
of the Haggardian romance, while offering a corrective, was no doubt based upon Plaatj€ s enjoyment
of his tales, which were extremely popular and widdly read. His use of Haggard as a modd, while

qudified by his own world view, is neither crudly ironic nor stiricdl.

Mhudi, however, naturdly counteracts stereotyped images of exoticaly different blacks that were
prevdent in the Haggard tradition and more generdly in 19th century imperia writing,
“trandating” African characters into humanly recognizable equivaents of characters from the Western

literary tradition, without, however, alowing them to lose their essentia African qudlities.

Plaatje, like Sidney, wishes to create exemplary images of virtue, to stir readers towards a better
understanding of humanity, which would in turn lead to a better politicd and socia dtuation for
oppressed South Africanblacks. Hea sowarnsabout theresult of tyrannica action. Hispurpose, then,
isnot merdy artigtic, but, through establishing a sense of shared humanity and humanvaue, aso mora
and political. However, the palitica message in Mhudi is better understood through an examination of
its artigtic techniques, specificaly an examination of the nature of romance, and the two traditions of

romance that Plagtje was conscioudy using in Mhudi.

Mhudi, then, is to be examined—primarily—as a work of art, as a romance. Shakespeare’s and
Haggard' s use of the romance mode will be compared and, in conclusion, Mhudi will be discussed in

relation to both. Following Couzens suggestiont, Mhudi will also beread inparalld withNativelLife

Y ntroduction, Mhudi, Heinemann, 17.



in South Africa in order to see what light an understanding of romance throws upon the more

journdigtic, politica work.

Shakespeare, who wasfor Plaatje amode of artistic veracity, has recently become amore problematic
figure in South African literary debates and in postcoloniaism generdly. Hisworks are often seen to
represent colonid vaues, and to represent standards againgt which the perceived deficiencies of the
unlettered and the “unEnglish” could be measured. Somewhat implausibly, Kunene even suggests that
Plagtje “was patly cynicd about his role’ when learning about and trandating Shakespeare'.
Shakespeare, nevertheless, could be used in various ways. Olive Schreiner, regarded as a generdly
progressive—abeit often controversa—thinker, uses the following image to illustrate the possibilities

of socid changein Africa

Outside our doors, evenaswe write and think, Sits cowering the little humanape Bushman, and,
whenweturnfromhimto the Kaffir working in our kitchen and the bust of Shakespeare onthe
manteshdf, we do not only hope and believe but we see physcaly before our materid eyesthe
infinite growth of humanity, the unmeasurable power of change and the arriva of entirdly new
traits which is possible in the human creature?.

Schreiner’s hierarchica categories, typicd of socid Darwinist thought of her time, are: the European,
who reads and thinks, hopes and believes; the “Kaffir’ servant, working the domestic areas, and the
“little humanape Bushman” outdoors, cowering. Shakespeare’ s bust on the mantelshelf represents an

idedl, a pesk of socia evolution, sharing study-space with one who writes and thinks.

'Review of Stephen Gray, “ Sources of the First Black South African Novel in English”, 245.

2Thoughts on South Africa, ed. Margaret Lenta (Parklands: Ad. Donker, 1992, [first published in 1923]
312.
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Pladtje expresses very different views of Shakespearein “A South African’s Homage'

Besides being natura story-tellers, the Bechuana are good listeners, and legendary stories
seldomfall to impressthem. Thus, onemorning, | visited the Chief’ scourt at Mafeking and was
asked for the name of ‘the white man who spoke so well’. An educated Chieftain promptly
replied for me; he said: William Tsikinya-Chaka (William Shake-the-Sword) . . . . Tskinya-
Chaka became noted among some of my readers as areliable white oraclet.

He hopes, furthermore, that

withthe maturity of Africanliterature, now dill initsinfancy, writersand trand atorswill consider
the matter of giving to Africans the benefit of some at least of Shakespeare’ sworks. That this
could be done is suggested by the probability that some of the stories on which his dramas are
based find eguivaentsin African folk-lore”.

It might seem that Plagtje is stuck within the now old-fashioned definition of literature asthet which is
written, and when he says African literature is “dill in its infancy” he seems to use “literature” in this
limited sense. Y et, when he spesks of the “ storiesonwhichhisdramas are based” (my emphass), and
“naturd story-tellers’ and “good listeners’ who beginto regard Shakespeare as areliable oracle, when
he seeks “equivdents in African folk-lore’ to Shakespearean sources—implicitly recognizing
Shakespeare' s connectionwithold ora roots—it becomes clear that, for Plaatje, Shakespeare wasno
digant icon: he spoke the voice of common humenity, and was available, if necessary through

trandation, to people outside the studly.

Selected Writings, 211.

2 Selected Writings, 212.
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Although Schreiner’ spoint is the possibility of change, the examples she findsto hand of different stages
of human development are racidly based: sheisin the sudy, the “Kaffir” in the kitchen. Eventhe wdl
intentioned were subject to the lack of “veracity” Plaatje saw inthe filmin London: and inhislife, aswell
as inhisuse of Shakespeare, Plagtje strove to counter that image. A graphic example of this might be
seen in the opening pages of NativeLife in South Africa: aligt of his publications, on the left page, is
fronted by a posed image of Plagtje, handsome, well dressed and groomed, flower in his buttonhole,
gtting & awriting desk, at work. He presentshimsdlf to hisreadersasacredited man of |etters: apoint,

noted above (32), he dso makesin the text:

This apped is not onbehdf of the naked hordes of cannibals who are represented in fantastic
pictures displayed in the shop-windows in Europe, most of them imaginary . . .

Paatje, then, in hislife and writing confoundsthe stereotypes, and makes the exclusive study-space of
Schreiner isown. Andin histrandationsand use of Shakespearein Mhudi and other writings, he does
not necessarily seek to develop his people towards the model provided by the Shakespeareanicon, in
ateeologicd, evolutionary way, but to make Shakespeare available to people with whom he already
shares acommon humeanity, “givingto Africans the benefits’ of ardigble oracle. Andthus whenhisfirg
Sechuana trandation of a Shakespearean work was published, it was presented as the beginning of a
seriesof “The Sayings of William Shakespeare™?, linking imonce morewiththe oral and oracular. The

act of trandation, for Plaatje, was the act of sharing humanity, of seeking justice.

Willan, Plaatje: A Biography, 329.
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Chapter Two

Romance Possibilities

Much has been written over the yearsabout romance, yet, the genre being so broad and varied, there
isno summary of the nature of romance that can be adequate and definitive. The following outline of
some romance features seeks to establish certain of the structural and thematic eementscommonto the
romances of Shakespeare, Haggard and Plaatje. Before areading of the South African romances of
the latter authorsis presented, therefore, this outline is intended to establish some conceptua common

ground as a basis for comparison.

The following outline carries the limitations of brevity. Itislargely restricted to a few works from the
English Renaissance, pedificaly those of Shakespeare, but also with examples from Sidney and
Spenser. This may seem an arbitrary choice of authors. However, Kermode, amongst others, has

argued that Sidney and Spenser provided ingpiration for Shakespeare, noting aso that:

These works belong|[,] as romances, to a tradition stretching back to the Greek nove, but as
epicsthey have purposes relevant to the highest kind of poetry. If one bearsin mind that these
books are highly seriousinther ethica and palitica intentions, it may seem less surprising thet
Shakespeare could blend the improbabilities of romance plots with intentions evidently as
profound?.

1K ermode therefore seeks the reason for the revival of romance in Shakespeare’ stime “in the great heroic
romances of the period, Sidney’ s Arcadia and Spenser’s Faerie Queene”,“ The Final Plays”, in Renaissance
Essays: Shakespear e, Spenser, Donne (London: Collins/Fontana, 1973), 222. Headdsthat Shakespeare knew
The Faerie Queene “perhaps as well as any other book”, 229, and cites direct influence, 227.
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Spenser and Sidney, aswdl as classca romance or epic writers, are referred to in so far asthey inform
the romance outline used bel ow, and—as noted by K ermode above—romance could embrace epic as
wdl. These works, both romance and epic, are those with which an enthusiastic, mission-
educated—but al so sdlf-taught—SouthAfricanreader inthe late nineteenthand early twentieth century,
such as Plaatje, would most likdy have beenfamiliar. However, no daimismadefor adirect influence

on Mhudi.

Plaatje’ s broad reading habits have been noted?, but muchwork would ill need to be done to establish
a fuller sense of the texts he read or even those he aludes to in his writing. He certainly read
Shakespearean romantic comedy and romance amongst other Shakespearean plays, trandaing The
Comedy of Errors, JuliusCaesar, TheMerchant of Venice, Othello and Much Ado About Nothing
into Sechuana?, and referring to Cymbdinein“A South African’ sHomage™. References and dlusions

to various other Shakespearean works are plentiful in his works®.

Smilaritiesbetween aspects of Plaatj€ ssyle and that of Sidney might suggest readings of the Arcadia,
or possibly An Apology for Poetry. Spenser, furthermore, has for many years been the most well-
known romance poet of the English Renaissance. That Plaatje read these authors, or the classical

authors mentioned bel ow, remains uncertain, however.

ISee Willan, Plaatje: A Biography, 21, 39-40 and 276 -7, for instances of his general interest. V oss notes
his depth within a more specific range: “ Sol Plaatje, the Eighteenth Century”.

2Gray, “ Sources of the First Black South African Novel in English” 11-12, and Willan “Sol T. Plaatje and
Tswana Literature” in Literature and Society in South Africa, ed. Landeg White and Tim Couzens
(Pinelands; Maskew Miller Longman, 1984), 85 and 89.

3Selected Writings, 211.

“Hamlet, in Selected Writi ngs, 167 and Mhudi, 118; Lear, in Native Lifein South Africa, 147, for instance.
Some echoes, while not always conclusive, are likely to be allusionsto Shakespeare. Mhudi’s*“ Since this
morning, | have been wishing to dreamagain”, Mhudi, 46, can suggestively be comparedto Caliban’s“when
| waked / | cried to dream again”, The Tempest, I11.ii.144-5.
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Because of its ddiberate fictiondity, romance is often seen to be removed fromthe everyday world of
experience and is therefore considered to be a poor medium for the representation of the true nature
of things. Rich notesthat “redigtic” South African fiction contains much that “ accrues from a set of

metagphors and symbals . . . developed inthe era of popular Britishimperid fiction in the genre of Rider
Haggard and John Buchan”. Heargues, however, that while “redliam tends towards a scientific world
view in its observation of outward and worldly socid forms, romance has aregressve and primordia
tendency . . . ."* He notes, furthermore, the “. . . joint rgjection of romance by both ‘liberal’ and
‘Maxid’ criticsin South Africafor itsfocus upon theirrationd”. He saysthat, “precisely because it

does exist outside reason”, romance

. .. demands the subordination of the female to the mde idea of the romantic, the bland and
passve submisson to masculine concepts of the desirable and beautiful. In its Strictest form,
the romantic ideal can have no place for the autonomy of feminine mind whichhas anambiguous
and ultimately threatening status.

(124)

Rich concludes his essay with an alusion to JM. Coetzee: “. . . romance formulas remain deeply
embedded within the South African literary experience and it may, indeed, take generations of urban

living before the notalgia for the pastora and idyllic isfindly driven from the heart™.

Thisaversionto romance whichtypified much South Africancriticiaminthe latter part of the last century
connected romance to myths of dominance in South Africa, and it was therefore seen as something,

much like Plato’s poetry, to be driven out. However, such critics may be blind to the broader

Paul Rich, “Romance and the Development of the South African Novel”, in Literature and Society in
South Africa, ed. Landeg White and Tim Couzens, 122.

2‘Romance and the Development of the South African Novel” , 135, where Coetzee’s original words are
also quoted.
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implicationsof romance aswdl asto the romance dementswithintheir own philosophies. AsCopleston

notes:

Some Marxigts try indeed to avoid committing themselves to the view that history ismoving
towards agod, aview whichseems to imply teleological presuppositions which fit in far better
with idediism than with materidism. But it can hardly be denied that Marxism in generd has
given ground for the impression thet it is a secularized verson of an origindly religious
eschatologica interpretation of history?.

Thus, while van Wyk Smith points out that the “colon impulse produces the romance, in which the
colonid terrain is dways an exctic dternativeto a‘red’ exisence dsewhere’, and that “the mode is
regressive, atavistic”, he also notes that it can be eegiac, with the “ European world” being presented
“as decadent or condricting’. He further explores the tensions possible within the mode in a later
work, where East Cape romances “ demonstrate the existence of a deeply flawed discourse, riven by

doubts, ambivaences, and dternative voices’.

Thus it can be argued that the vaues of romance depend on particular usage, rather than on vaues
intrindc in the genre.  Uphaus, for instance, suggests that romance can be more far-sighted than
tragedy*, and, as opposed to moreredistic modes, romance may ded with patterns that go beyond the
perception of theimmediate. Rich, indeed, argues that in South Africathe “crigsin redism” evolved

into “a partial restoration of the romance mode through the idiom of literary post-modernism” (133).

IF.C. Copleston, A History of Medieval Philosophy (London: Methuen, 1975) 48, note.

2Malvern van Wyk Smith, Groundsof Contest (Kenwyn: Jutalit, 1990), 9, where he also definescolon as
“the semi-permanent colonial sojourner who never gives up his metropolitan identity, yearnings, and
pretensions”.

3Romancing the East Cape Frontier”, 1997, 12.

“Thisisthethesis of Uphaus, Robert W. Beyond Tragedy: Structure and Experience in Shakespeare’s
Romances (Kentucky: University Press of Kentucky, 1981).
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Hefindsavdidity insuch romance, which parodies what he perceives as the employment of the genre
“in pursuit of white, male and colonid ideds’ (135). About hdf a century before the South African
“literary post-modernism” that Rich describes, however, Plaatje had aready written a romance that

countered the unquestioning use of the mode to further these ideals of dominance.

Rich's article suggests that a reason why Mhudi was often treated with qudified enthusasmin the
eighties and nineties was because many South African critics of the time found romance itself
problematic. Vivan's comment that Plaatje' s “ stylistic invention of higtory . . . to our present taste

assumes a strangely post-modern value™ suggests why this may no longer be the case.

In Mhudi, however, Plaatje was not deding with the tensions between redist and romantic art. His
were the more classica tensons between tragedy and romance. Indeed, both the action and the title
of the opening chapter, “A Tragedy and its Vendetta’, suggest that the image of tragedy remained a

vivid socid potentid for the author.

The present outline focuses on romance in its generd sense, not limiting the mode to “white, mae and
colonid ideds’. The rather idedized abstraction of romance that results serves as a pole of “pure”’
romance, as opposed to the “colonid” Haggardianromance described in the two chapters that follow;
and it was between these two poles that Plaatje positioned himself when writing Mhudi. Furthermore,
this didtillation of English Renaissance romance attempts to articulate some concerns central to the
Shakespearean romance vision which Plaatje may have shared, and which may thus be used as a

conceptua framework from which to gpproach both Mhudi and Plaatj€ s other writings.

S0l Plaatje’ sMhudi: History as Fiction”, 51.
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Tragedy often focuses on the immediacy of the here and now, as the following extracts from the early
scenes of some of Shakespeare' s tragedies suggest: Romeo asks Friar Lawrence, “but this | pray, /
That thou consent to marry ustoday”; Antony saysto Cleopatra, “Hereis my space’, and “Now for
the love of Love and her soft hours, / Let’ snot confound the time with conference harsh.”; and Lear to
Cordelia, “Now, our joy, / Although our last and least . . . what can you say to draw / A third more
opulent thanyour sisters?” and lago remarksrhetoricaly, “ O, youare wdl tuned now! But I'll set down
the pegs that make this music . . . ."! Peterson argues that Romeo “in choosing a course of ‘sudden
haste', withitsemphass onthe present, surrenders himslf to the circumstances and accidents that are

seemingly ruled by Fortune™.

This does not suggest that the suffering in tragedy is either of short duration or confined to the orbit of
the hero: in dl of the above plays socia conflict and suffering are widespread, and endure until the
catastrophe changes the socia order. However, Peterson suggests thet, in the romances, the choices
that the characters have between “naturd or unnaturd love’ are “construed in terms of time’: “To
choose is to choose howto usetime. How Cymbeline and Leontes use the past as well asthe present
determines the shape of futuretime’ (24). And thisis equaly true of the tragedies, except that Lear,
Antony and Romeo, for instance, tragicaly mistake the use of time, especialy as it relates to love,

indggting upon the immediate and measurable.

'Romeo and Juliet, 11.iii.63-4; Antony and Cleopatra, 1.i.34 and 44-5; King Lear, 1.i.82-6 and Othello,
11.i.199-200. My emphases throughout.

2Time, Tide and Tempest, 24.
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Peterson notes ardationship betweentime, trust and love ina perceptive referenceto Sonnet 116: “The
triumph over destructive time that concludes each of the romancesis, findly, effected by love grounded
intrust” (35). Sonnet 116 posits amarriage of true, or faithful, minds. Thusit is not aphysica union,
but a conjunction of unchanging fath, which is not subject to time. Love is the timeess “ever-fixed

mark” that is, symbolicaly, threatened by the tempest early in Othello:

The wind-shaked surge, with high and monstrous mane,
Seems to cast water on the burning Bear,
And quench the guards of th’ ever-fixed pole.

(11.i.13-15)

The tempest is etymologicaly related to time, deriving fromthe Latin for time or season, tempus, and
is often associated with existence in the mutable sublunary world. Peterson arguesthat throughout the
Renaissance “tempests are frequently symbolic of tempordity under both aspects of time, duration and
occasion”, and that “Tempests .. . . become symboalic of time as duration. Timeitsdf istempestuous,
theworld is‘alaging storm’™ (45-6). In the mutable world, love—which is only love if undterable—is

like the stable pole-star that “looks on tempests and is never shaken”.

The beginning of the sestet conventionally moves Sonnet 116 in a tangentia direction. “Love's not
Time sfool, though rosy lips and cheeks / Within his bending sickle' s compass come’ introduces the
measurable time of “his brief hours and weeks’. Yet the closng line of the octave anticipates
measurement in nautical, rather than harvest, imagery: love is the star “[w]hose worth's unknown,
dthough his haght be taken”. Measurement, the divisons into hours and weeks, is no indication of
worth, as Lear finds after he tries to gauge the measurement of, and quantitetively reward, love. The

passage quoted above, “Now, our joy, / Althoughour last and least . . . what can you say to draw / A
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third more opulent than your sisters?’ appears, then, to be both about amisguided, quantified love, as
well as about Lear’s mistaken sense of his ability to control the happiness, not only of the moment, but
dso of hisfuture
‘tisour fast intent
To shake dl cares and business from our age,
Conferring them on younger strengths while we

Unburdened crawl toward death.

(1i.37-41)

Sonnet 116, then, touches on the relationships between love and time, within the tempest that is our
world. But, to returnto the beginning of the sonnet, love isreflected inthe romanceimage of amarriage
of “true minds’. Theemphasisison acognition of faithfulness, or Donne' s Inter-assured of the mind™.
As Peterson (35) says about the end of The Winter’s Tale:

... something beyond art is required to restore Hermione. Paulinaidentifiesit for us. All that

isrequired, she says, to “make the statue move, indeed descend,” is that “you do awake your
fath’.

However, awakening faith, as both Lear and Leontesdiscover, istragicdly difficult, involving the need
to see that another’ s love, which appears to be wanting, isnot so, and that the lack lies within onesdf.
Thiscognitio brings about the re-establishment of the union, the discovery of love behind appearances,
which may invalve forgiving others, as in The Tempest, or redizing that it is onesdf who needs
forgiveness, asin Lear and The Winter’s Tale. Vengeance is not compatible with love, which never

“dterswhen it dteration finds’.

IFrom “ A Valediction: Forbidding Mourning”,John Donne, The Complete English Poems, ed. A.J. Smith
(Harmondsworth: Penguin, 1973) 84.
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Inthe romances, Peterson (16) argues, those who abuse time face retributionfrom Time the Destroyer:

The prudent man, on the other hand—a Prospero, a penitent Leontes, or a Gonzalo—has
learned how to usetime. By cdling upon the resources of the past, inthe formof either history
or persond memory, and by making the right choice at the right time, he converts impending
degtruction into potentia renewd.

The structure of Shakespeare' s romances involves a trandation, through the medium of time, of the
tragic into romance', and ultimately into a more thorough understanding of timeitsalf. Romance, then,
not only usestime asastructura ement, but is aso essentialy about time. 1t reflectsthe Renaissance
merging of Neoplatonic and Chrigtian teleologica thought. The romance vision attempts to reconcile
the tragic possihilities in the contemptus mundi leenings of those Renaissance thinkers who are
pessmidticaly concerned withthe mutability of the materia world, with the romance possibilities of an

idedligtic other world, and the divine control which such aworld implies.

The romance paradigm devel oped bel ow restson a three-tiered time structure, the conclusonof which
incorporates an undergtanding of dl the time-frames.  This cognitio brings about an ability to see
beyond the mistaken appearances that |ead to the initid confusion, to where, with the revelation of true
identities, time’ s purpose, and purposeful nature, isaso reveded. The different time categories work
in terms of a logt pastora past, a confused, tragic present and a budding romance future. The logt
pastoral past sets the tone for the confused, tragic present, which iswhere the larger part of romance
is set. In terms of the rebirth or resurrection motifs of romance, it aso is the seed of the budding
romance future. Thus, the cognitio, where this future is revedled and understood, is also an

understanding that these categories arein fact only gpparent: time includes al, and each time category

IAs argued by Uphaus in Beyond Tragedy.
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may carry the potentia for any of the others, and while romance and harmony are dways potentidly

present, thisis equdly true of confusion and tragedy.

Thusinthetragic present, one candiscern the potentia for romance. In the romance ending, one feds
the congtant presence of the tragic, bothinthe recently resolved past, and in the impending future. Act

Il of Othello shows how aromance, resolved inthe post-tempest reunionon Cyprus, may quickly turn

to tragedy.

The understanding that comes through romanceis, therefore, not the tragic catharsis, but a wisdomthat
looks beyond the present hour of suffering. 1t will, smilarly, look beyond the merely celebratory,
recognizing the congtant potentia for lapsesinto the tragic, and the importance, then, of the humanfaith

that sustains the vison.

The basic metgphor of romance is the seasona changes between spring and summer at a peak that
represents a pastora beginning, autumn and winter ina tragic trough, and a return to a spring at a new
romance peak®. Schematicaly, thethreetime categoriesmay be presented asin the following diagram,

with the peaks representing pastora states of happiness and virtue, and the trough a decline in these:

!Northrop Frye,in Anatomy of Criticism (New York: Atheneum, 1966), complicates this seasonal metaphor
by identifying spring with comedy, summer with romance, autumn with tragedy, and winter with irony and
satire. However, the point he is making is different, and does not negate the basic summer and autumn,
winter, and spring structure of both romantic comedy and romance.
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Pastoral Peak Romance Peak
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—_———— >
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Tragic Trough |
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I

I
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Figure 1

Generdly, the characterigtics of the pastora peak are harmony; unity between the divine and humanity,
reflected dso in family and palitica unity; love; happiness; innocence; the green pastoral world of youth
and life and smplicity. The characterization of this phase by Polixenes descriptionof hisand Leontes

youth & the beginning of The Winter’s Tale, includes the conventiona pastora licence towards love:

We were as twinned lambs, that did frisk i’ th’sun,

And blest the one at th’ other: what we changed was
Innocence for innocence: we knew not

The doctrine of ill-doing, nor dreamed

That any did . . . Had we pursued that life,

And our weak spirits ne€ er been higher reared

With stronger blood, we should have answered heaven
Boldly ‘not guilty’; theimposition cleared,

Hereditary ours.

(1.ii.67-75)
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The pagtord isaworld of happinessand virtue, yet is not—in absolute terms—ided or immutable: sin
and conflict, evenif considered in retrospect to be venid, does exigt, but is not seento have destroyed
the generd tone of happiness. Thispastora peak can befound in versions of the African pastoral, such

asinthefallowing extract from A.C. Dube s “Africa My Native Land”:

How beautiful are thy hillsand daled

I love thy very atmosphere so swest,

Thy trees adorn the landscape rough and steep

No other country in the whole world could with thee compare
It is here where our noble ancestors

Experienced joys of dear ones and of home;

Where grest and glorious kingdoms rose and fell,
Where blood was shed to save thee, thou dearest land ever knownt.

The emphasis is, typicaly, on naturd beauty, and the “joys of dear ones and of home’: any conflict is

sacrificid, and any blood shed, like Chridt’s, isto save Africa

The tragic trough changes dl, bringing death (real or apparent); divison and distance between friends,
lovers, family, or withinthe State; lossinthe state and family; chaos, often symbolized by sormsor socia
conflict; mistakenknowledge, or adependence uponfase appearance; anger, hatred or other passions
(such asrevenge); sorrow and the winter world of tenson and tragedy. In“Africa My Native Land’

the mood after the two stanzas quoted above changes abruptly as the poem declines into this trough:

IFirst published in Ilanga Lase Natal, 31 October, 1913 (the year of the Native Land Act), reprinted in
Voices from Within: Black Poetry from Southern Africa, eds. Michael Chapman and Achmat Dangor
(Parklands: Ad. Donker, 1986) 33.
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But, dad Their effortsweredl invan

For today others clam thee astheir own

No longer can their offspring cherish thee,

No land to call their own—but outcasts in their own country.

A typicd festure of this phase of romance is the dominance of the apparent over the real. The
occurrence whichdestroys the pastora pesk sends truth into hiding. When Leontesdeniesthevaidity
of the oracle that has confirmed Hermione' sinnocence, for instance, she dies (or disappears), and the
true daughter, Perdita, islogt. In The Faerie Queene Book |, Una (who alegoricaly representsthe
bride of Chrigt, the oneness of truth, and the true church) is velled in the falen world, suggesting thet
truth is hidden by the limits of post-lapsarian vison. Masks, disguises, vells, fase names, mistaken
identity and Smilar devicesare dl part of the symbolism of confusion in the tragic trough. Thus, “I love
thy very aimosphere’ in Dube' s poem, changes to “outcasts inther own country”, where the pastora
has gone, thereis“no land to call their own”, relationships are shattered and “our noble ancestors’ are

replaced by a generation of outcasts.

The trough may a so bring separationfromthedivine, especidly for rulerswho have become oppressive,
for in Renai ssance thinking princes should be images of God. InThe Tempest Alonso, king of Naples,
becomes corrupt, as does L eontes, when he denies the oracle. The trough is dso the place where the
virtuous may suffer, and where ther virtue is tried. Suffering—apparent suffering, perhaps,
(remembering Prospero’ s comment that “By foul play . . . wewere heaved thence, / But blessedly holp
hither” (1.ii.62-3)—is endured by Prospero, Mirandaand, later, Ferdinand. In TheWinter’s Taleand
Cymbeline Leontes and Leonates become corrupt leaders, respectively, and Hermione, Perditaand

Imogen become virtuous sufferers.
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The tragic trough is shifted towards resolution by, amongst other typica devices, unveiling, the re-
adoption of correct names and identities, and by loversfinding their own selvesinthe discovery of ther
partners. Tragic despair isthustrandated. Inthefind stanza of “Africa: My Native Land” the future
of freedom is looked upon as God's gift, with the virtuous sufferer sacrificing her blood for the
resolution.  This poem indicates that, while the emphasis of romance might be on love, and time
(expresed in this sanza by incidental words like “will”, “Till” and Shdl”), the palitica is never far off,

which isaso true for Shakespeare' s romances.

Despair of thee | never, never will,

Struggle | must for freedom—God' s greet gift—

Till every drop of blood within my veins

Shall dry upon my troubled bones, oh thou Dearest Native Land.

The romance peak remakes the pastoral order, but aso brings new knowledge and the wisdom gained
by working through the tragic trough. Thereisa recognition of common humanity, of human patterns,
the need to recognize and forgive error and to reach reconciliation. In romance epic the restoration is
often specificdly socio-politicd, invaving the revitdization of a whole community. Asis clear from
Dube's poem, this imagery eedly lendsitsdf to politicd mythologising, and as Ridge has pointed o,
therewere contending versions of the pattern in early South Africa: “ Trekkersfavoured dlusonsto the
Chosen People, and Settlershad regular recourse to the image of paradise™. For thisreason, anongst
others, the romance peak hasabroader visonand frame of reference than the relatively naive pastora
peak. Individud stuationsin the romance pesk are often alegoricdly related to political events. Inthe

romance peek there is—through the characters having experienced the tragic trough—a grester sense

L Chosen People or Heirs of Paradise: Trekkers, Settlers, and Some Implications of Myth”, 109, and see
63, above.
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of the inductable potentia for tragedy than one finds at the pastoral peak, and a correspondingly greater

poignancy within the celebration.

The cognitio isnot merely afinding out of sometruth. Like Oedipus sdf-discovery, it is coupled with
a redlization of what the nature of that truth means, and is a wisdom wrought by suffering. It isa
knowledge that dl timeis, essentidly, the same: the ided is dways present, if hiddenand distorted, the
potentia for tragedy is, smilarly, aways present, if hidden under the guise of celebration. Time (or
degtiny, or God) controls, and humanvisonis extremely limited and mistaken, unlessit comes to know
time through faith, which is dso the ided of an unfailing human love. What was initidly seen as a
confused redlity is no morethanthe result of limited human perception, a distance from virtue, or from

thedivine. Thisconfusion isusudly reflected in asocid or politica lapse into corruption.

Time, as the action of the romance movesfromthe tragic trough upwards to the romance peak, seems
to gain aspecia qudlity: the present becomes richwithboth a sense of the past reveding itsef for what
it was, and the emergence of the budding future. The Tempest, a play which begins at the structura

point of emergence from the tragic trough, reflectsthis. Prospero says:

The hour’s now come,
The very minute bids thee ope thine ear,
Obey, and be attentive . . . . Cangt thou remember
A time before. . .

(1ii.36-9)

and explains.
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... and by my prescience
| find my zenith doth depend upon
A mogt auspicious start, whose influence
If now | court not, but omit, my fortunes
Will ever after droop . . .

(1.ii.180-84)

Prospero’ s present moment, upon which the zenith of his future depends, begins with aremembrance
of the past. Time, in the romances, is not merdly more expangve thaninthe tragedies, wherethe action

isquickly played out and the present moment overrides dl, but is also more holigticaly conceived.

Kermode draws attention to this far-sightedness of romance when he writes of The Winter’s Tale,

findly quoting Spensar’s Mutabilitie Cantos, (vii.58.2-7):

... like Spenser, Shakespeare is preoccupied by Time as destroyer and renewer, that
which ruins the work of men but isthe father of truth. Just as the sea appears to be
amlesdy destructive, tearing gpart father and child, husband and wife, but isinthe end
seen to be “medfu” because it findly brings them together and restores ther
happiness, so Time only seems to change things because it must renew ther truth.

All things steadfastness do hate
And changed be: yet being rightly weighed
They are not changed from therr first estate,
But by their change their being do dilate,
And turning to themsalves & length again,
Do work their own perfection so by fate'.

Romance, according to Mowat, dedsina ddiberate artificidity that emphasizes the fact that the world

aswe see it isaworld of appearances, and the basis of romance isthat appearance is deceptive. She

IFrank Kermode, ed., The Winter's Tale (New York: Signet, 1963) intro. Xxvi-xxvii.
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concludes thet “the world of the Romances . . . is very much our world™. Thus Kermode, in this
extract, emphasizes the apparent: “the sea appears to be amlesdy dedtructive . . . ” and “Time only

seemsto changethings. .. .”

Timeis presented (particularly in The Winter’ s Tale and itssource, Greene' sPandosto: The Triumph
of Time, but implictly in romance generdly) as the “father of truth”, that which reveds the actudity
behind mere appearance. Timeis, then, anintringc part of the romance pattern, which worksin terms
of the gradua revelation of an unfolding future?. Present events are dways quadlified by the impending
sense of future, the working towards a resolution. While the mode of romance may be said to be
futurity, the end of aromance invariably thruststhe reader back into the present withal its potentia for
tragedy®. This forces the reader to deal withthe present both in terms of the past, in which romanceis

often set*, and the future, which is part of the romance mode of presentation.

Referringto Pericles(11.iii.45-47), Uphaus notes that the romantic understanding and experienceoftime
differs from the tragic in the awareness that “time isboth man's‘ parent’ and his‘ grave ™. Spenser, in
hisletter to Raegh, says that hisintentionin The Faerie Queeneisto depict the present interms of both

the past and the future:

'Barbara A.Mowat, The Dramaturgy of Shakespeare’s Romances (Athens: University of Georgia Press,
1976) 64-68.

2See Uphaus, Beyond Tragedy, “. . . the experience of time, not always the possession of it, is a central
feature of romance”, 36.

SFrank Kermode offers a full discussion of the problem of literary fictions, reality, time and endsin The
Sense of an Ending (Oxford: Oxford University Press, 1970). See, for instance, 35, 52, 58-64 and 130.

“Pericles, Cymbeline and The Winter’s Tale are set in the historical past. The Faerie Queene, too,is set
in an historical, mythological past, which has an allegorical relationship with Spenser’s own time, as well as
with the reader’ s time.

Beyond Tragedy, 36.
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For the Methode of a Poet higtoricd is not such, as of an Historiographer. For an
Historiographer discoursethof affayres orderly asthey were donne, accounting as well
the times as the actions, but a Poet thrusteth into the middest, euen where it most
concerneth him, and there recoursing to the thinges forepaste, and diuining of thingsto
come, maketh apleasing Andlysis of all*.

The problem of speaking of what is hgppening in terms of what will happen is complex, however,
especidly whena Chrigtianteleol ogical structure informs the romance. Theending of Christian romance
often prefigures the great resolution at the end of dl time. The achievement of a quest sands in a
typologicd rdationship to thisend. Having witnessed an image of the end of timein the resolution of
the romance, the reader or spectator is returned to the present of his own day, and the fiction isin
danger of being exposed—a resolution set inthe past does not explain the imperfection of the present.
The romance writer often (Spenser and Shakespeare characterigtically) deals with this problem by
leaving threads in the resolution untied—Redcrosse re-enters the world on his quest, Mavalio is left
disstisfied, and Prospero returns without his magic to the world of palitics. In The Faerie Queene
Book VI Cdidore defeats the Blatant Besst:

That neuer more he mote endammeadge wight

With his vile tongue, which many had defamed,

And many causelesse caused to be blamed:

(xii.38.3-6)

Y e, at the moment he creates animeage of this perfect time inwhichevil isinbondage, Spenser destroys
it and givesthe reader a contrasting depictionof the evil that reignsin his owntimes (whichbecomesan

image of the reader’ s present). Stanza 38 continues:

1The Faerie Queene, 738.



So did he eeke long after thisremaine,
Vntill thet, whether wicked fate so framed,
Or fault of men, he broke hisyron chaine,
And got into the world at liberty againe.

(1. 7-9)

The focus of The Faerie Queene Book VI ultimatdy becomes“the world”, aphrase which is repested

in Stanza 40, where the present is also stressed in the repetition of “now”:

So now he raungeth through the world againe,
And rageth sore in each degree and state;
Ne any is, that may him now rediraine,
He growen is S0 great and strong of late. . . .

(II. 1-4)

The end of romance, in the senses both of purpose and of completion, isthe materiad world (dbeit a
materia world imbued with avisonthat goes beyond it) and the fiction serves that end. For medieva
romance writers and their immediate followers, and especidly for Spenser whose sense of the materid
world and its mutability was acute, the problemwas compounded because redity, for them, lay beyond
the materid world. Ther sense of the red was normdly bound up with a sense of reveation in the
resolution (an image of the end of time). The Chrigtian or Platonic truth was revedled in the workings

of Fortune and then faded with the thrust into the present at the end of the text.

The “present” into which the reader is thrugt at the dosing of the fiction reflects the position of the
characters at ther textudly earlier entry into the tragic trough: we live in a present which can only be

explained in terms of past revelations, and wait for a resolution in the future,
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As implied by its three-tiered time structure, and its movement towards romance recognition and
undergtanding, the ability of a character or a society to change underlies dl romance. This change
encompasses both the initia lapse into vice, aswell asthe reverson to virtue. The centra, or questing

character, in aromance is sldom mordly static.

Change is often necessary onthe personal leve, whena character must undergo a change inperception
or attitude. Leontes, for ingtance, moves from anger and envy to human sympathy; Prospero moves

from avengeful desire to have his enemiesin his power, to forgiveness.

Romance isimpossible without the potentia for humanchange. Theinability of a character to undergo
a change of vison is often the bass of tragedy. In Lear, for example, the king refuses the advice of
Cordelia, the Fool and Kent, whilein Romeo and Juliet Romeo ignores the advice of Friar Lawrence

to dow down: “Wisdy and dow. They sumble that run fagt” (11.ii.94).

Personal change is usudly accompanied by—or often is symbolic of—a change within society as a
whole. InThe Comedy of Errorst, for example, the Duke of Ephesus who initidly says to Asgeonthat
“we may pity, though not pardon thee’ (1.i.97) and that “were it not againgt our laws, / Againg my
crown, my oath, my dignity, / Which princes, would they, may not disannul” (1.i.142-44) islater able
to digmiss an offer to redeem his life with ducats. “It shal not need, thy father hath hislife’. A change

of vison, or changes within a character, may result, then, in a change of the law, or socid change.

Translated by Plaatje: see Willan, Plaatje: A Biography, 328.
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Socia change does not aways follow individua conversons, however, and a tenson may be set up
between the romance resolutionand society, asin A Midsummer-Night’s Dreamand The Merchant
of Venice, where the societies that form a backdrop to the main action do not seem to have learned
(in the former) the limitsof anentirely retionda view or (in the latter) a grester humanity. Thus romance
is able to set up anided resolution and smultaneoudy criticdly reflect this resolution againg a socia
sSituationthat does not matchup to it. Romeo and Juliet® provides aninteresting inversionof this pattern
in that its main action istragic, but the social backdrop takes on a romance pattern when the feud is

exchanged for peace.

More typicdly aromance inits structure, The Tempest reflectsachange fromthe politica domination
of Naples over Milan to a reconciliaion that unites the two powers in a new politica arrangement
through the marriage of Ferdinand, Prince of Naples, withMiranda, the daughter of the Duke of Milan,
whichbecomes both the action and symbol of unity. The wedding in Africawhich is the object of the
journey in the play is dso ultimately celebrated by Gonzalo, suggesting a further ideal of reconciliation
between the European powers and the African (which reverses the image of enmity between Italy and
Africasymboalized by the death of Dido in the Aeneid). Thus, inromance, awhole people (or peoples)
may be moved into a new order of being, into anew way of percaving themseaves and otherswho may

ether have been at adistance, or previoudy hdd in enmity.

Romance, furthermore, typicaly brings about a development in the relationship between the changed
charactersand thedivine or spiritud redlms. Bottom’ sdescription of hisvisoninAMidsummer-Night's

Dream (V1.i.205-220), withits confused express on suggesting the inability of humanityto grasp truths

Plaatje had started a translation: see Willan, Plaatje: A Biography, 333.
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that go beyond reason, is more pertinent to the core meaning of the play—being infact acomic verson
of Arthur'sdream in The Faerie Queene (1.ix.13-15)—than Theseus' find and rationdly dismissve
“More grangethantrue’ (V.i.2). In The Winter’s Tale, on the other hand, the more typica romance
pattern has Leontes moving fromthe daimthat “ Thereisno truth at dl i'th’ oracle’ (111.ii.141), echoing
asit does Oedipus and Jocasta' s tragic denia of oracular truths in Oedipus Rex?, to a new awakening

of his awareness of the divine, reflected in the minigtrations of Pauline.

Change, then, is an essentid qudity of romance. It brings, in a reverson to virtue and love, a new
awareness, which often involves a better understanding of time, and results in practical and visble
transformations in the action. Intragedy this awareness is often present—QOedipus, Lear, Hamlet and
Othello dl become self-aware—but it comestoo late for the protagonist to reverse the consequences
of aprior lack of self-knowledge or awareness. In this sense the romance structure implies a change
in perception that leads away from tragic intranggence towards change, and leads to practica
implementation in the socid and palitica reAlms. Where thisis not the case, tension is set up between

the romance resolution and the faulty socia order in which it takes place.

The tenson between tragic and romance possibilities in many of Shakespeare' s playsis pertinent to a
study of Plaatje’ sworksand the world withinwhichhewrote. Shakespeare' s early romantic comedies
do not lean heavily into tragedy, but rather into comic complexity. Neverthdess, intheir structurethey
reflect the basic romance paradigm withinwhichthey generate atension between anidedlized romance

ending and the less than perfect society within which such an ending occurs. Inthisthey anticipate the

Translated by E.F. Watling as King Oedipusin Sophocles, The Theban Plays (Harmondsworth: Penguin,
1947): see 45 and 49 for examples of Jocasta’ s denial of the validity of prophecy and divination.

-68-



ending of Mhudi with its balance between a persond love which represents a socia idea and the

divided society within which such love occurs.

Romance moves “beyond tragedy” not only on a persond, but aso on a socid and politicd leve.
Romance, then, is not necessarily different in nature from tragedy, but moves beyond it, looking for a
new season. King Lear, for instance, was adapted by Shakespeare from the anonymousromanceKing
Leir!, and a submerged romance till lies beneath the tragic surface of Shakespeare's version of the
play: virtue eventudly triumphs over vice, Lear seesthe origind fdly of his ways and is reunited with
Corddiainlove. ButinKing Lear the generd mora movement from the tragic trough is accompanied
by persond auffering, with Lear’s repeated cry of “Never, never, never, never, never!” (V.iv.308)
emphagzing the irretrievable loss which marks the difference between the romance and the tragic
visons. Similarly, despiteits being based on arevenge tragedy structure, which form it problematizes,
Hamlet moves towards a sensethat “ Ther€ sadivinity that shapesour ends’ (V.i.10). Othello, onthe

other hand, has a completed romance structureinitssecond act, but the romanceisis pulled back into

tragedy.

The tension betweentragedy and romance, then, is naturaly aways present and often servesto conceal
thefactthat, despitethar essentia difference, tragedy and romance share generic Smilarities Onemark
of digtinction between these related genresis tragedy’ s emphasis on vengeance (especidly in the case
of revenge tragedies) and the willingness in romance to seek reconciliation and forgiveness. In

Euripides Medea, M edeaiswronged and initidly has the sympathy of the chorus. When her plansfor

1Bullough, Geoffrey, Narrative and Dramatic Sour ces of Shakespeare, Vol VII. (London: Routledge and
Kegan Paul, 1975) 337 ff.
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vengeance become clear, however, that sympathy islost!. Medea, largely through later reworking of
the drama by Seneca, became one of the prototypes of the revenger inthe EnglishRenaissance. Thus,
the revenger may get rid of evil but becomes—through his or her own actions—as much a threat to
society asthe origind villains. At theend of The Revenger’ s Tragedy the revenger, who has been the

focus of audience sympathy, isfindly led off to executior?.

Thus revenge tragedy represents a bloody purge, without new knowledge or wisdom, without
reconciliation or forgiveness, and the revenger is seen to be as great a danger to the new socia order

as any vicious member of the old.

Romance seeksto break the cycle of wrong-doing. In the Odyssey, one of the earliest romancesto be
written down, Odysseus arrives home, isre-united withhiswife, and regains his palitical authority. He
isable to dispensewithhis deceptionand disguise, and reved histrue nature. Y et his revenge upon the
auitorsis bloody and unforgiving. Thisinevitably leadsto acivil conflict which hasthe potentia to begin
another cyde of tragedy. It is only the intervention of the gods that bresks this cycle, fulfilling

Telemachus congtant prayer that he can ded with the suitors without himsdlf invoking blame®.

As suggested by the Odyssey, aswdl as The Winter’ s Tale and The Tempest, one of the functions of

romanceisto sdttle the desirefor revenge, and to move inthe direction of forgivenessand reconciliation.

In Medea and Other Plays, trans. Philip Vellacott (Harmondsworth: Penguin, 1963), the Chorusin Medea
moves from the sympathetic “Medea, poor Medea! / Your grief touches our hearts” (28) to the horrified
“Since you have told us everything, and since | want / To be your friend, and also to uphold the laws / Of
human life—I tell you, you must not do this!” (42).

2Cyril Tourneur, ed. R.A. Foakes (Manchester: Manchester Univerity Press, 1975) V.iii.104-5.

®His prayer isthat Zeus will make a day of reckoning, when he will destroy the suitors without himself
having to “make restitution”, Odyssey, 14 and 21.
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For this reason romance needs both the elements of change, and aso of reconciling difference within
a bond of common humeanity. In The Tempest the wedding between Alonso’s daughter and “an
African” iscriticized by the villainous Sebagtian (11.1.125-138), to which Gonzal o responds:

My lord Sebastian,

The truth you spesk doth lack some gentleness,

And timeto spek it in.

(138-140)

Y et, by the end of the play the same wedding is celebrated by Gonzalo:

O, regjoice
Beyond a common joy, and st it down
With gold on lagting pillars ‘In one voyage
Did Claribe her husband found & Tunis. . .

(V.i.207-210)

As pointed out by numerous recent critics, The Tempest has many eements that can be read as a
reflection of agerminating colonid attitude in an archetypal colonia Stuation, but the wedding, which
is the beginning of the quest journey, becomes apoint of celebrationat itsend. Theimperfect world of
difference is acknowledged within the same visonthat reconcilesdl inacommon humanity. The same
tensionof meanings may be found in Prospero’ s relationship withCaliban. He notes Caliban’ s descent
from Sycorax, a witch who had been expdled from Argier?, for “mischiefs manifold, and sourceries
terrible’, yet ultimatdy says “. . .thisthing of darkness| / Acknowledge mine” (1.ii.264 and V.i.277-8).

Dependingonthewaythedlegoryisread (and with master-servant, id ander-col oniser, human-monger,

11t should be noted that the Africans who banished her, in a human act of clemency pertinent to images
of Africanjusticein a study of Mhudi, did not, in return for one act of kindness, have herkilled:1.ii.263-267.
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magi-witch child, virtuous-vicious reationships only some of the many possibilities), this comment is
ether a paterndidtic reflection of animperfect world, or ahuman’s recognition of another aspect of his

own nature, and the ultimate oneness of humanity.

Romance harmony may be inclusive, and uniting, or it mayin fact reflect the tensions between a group
that is unified and others excluded because of difference. While Shakespeare’ sromancetendstowards
the inclusive, while noting difference, Spenser’ s tends to draw strong mord, class or rdigious divides
between groups. The potentia inromanceto lean either towards inclusivity or exclusion is of extreme
importance when such a medium is trangported to a colonia Situation like South Africain the decades

that preceded and followed the 1910 Union congtitution.
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Chapter Three

Stela: the White Woman who Dies and Shines

Nada the Lily is aromance text in which Haggard “writes about the Zulus™, and as such will be read
asthetypeof text Plaatje had in mind when writing Mhudi. However, Nada the Lily itsdf ought to be

placed in the context of Haggard' s own romance vision, as manifested in his other works.

In Haggard' s African works two romance structuresmay be discerned. Thefirgt of these is the more
conventiona, completed romance, which affirms love, harmony and life, aswell asfathinanided and
inmora vaues. Like Spenser beforehim, Haggard' sown imperia vision adds Chrigtian civilisation and
peaceful progress, enforced by military vigour, to the more traditional romance virtues. Haggard's
resolved romance reflects pure Chrigian love, ending in an afirmation of its value and influence.
Haggard typicdly portrayed thislove as being between whites, usudly English characters of Anglican

persuasion.

The second romance type, while related to the themes and structures of the first type, is more gothic,
emphasizing a blighted love, perverse values, and resultant death in a world where morality does not
triumph, and where the spiritud wastdland is not naturally opened to progress. In terms of his
imperididic vison, this romance typeindicatesat oncethe need for avilized intervention, and al so—by

itsvery sdlf-destructiveness—clearsthe pathfor this. Such romancewill bereferred to as* unresolved” .

Though, as Peter Berresford Ellis notes in H. Rider Haggard: A Voice fromthe Infinite (London:
Routledge and Kegan Paul, 1978) 201, Haggard’s three romances Marie (1912), Child of Storm (1913) and
Finished (1917) “were to comprisehis trilogy on the fall of the Zulu nation”. Thistrilogy was written closer
in time to Mhudi than Nada the Lily (1892) was.

73



The perverted love of the more gothic, unresolved romance usudly reflects the rdationships of black,

heathen characters such as Nadain Nada the Lily and Mameenain Child of Sorm?.

Theincomplete romanceisin effect a tragic inversion, a best an unfortunate parody, of the complete
romance pattern. 1n romances of thistype Haggard typically depicts black socid life as anincomplete
redisstion of the perfection that is potentid within white—what Haggard would term
“avilized’—society. Smpledassfication likethis, though useful for the argument, inevitably introduces
grey areas and exceptions. Ayesha, for ingance, is a white tragic figure. However, in She she is
inextricably linked to African scenes, landscapes, customs and peoples. The thought of her going to
England makes the narrator, Holly, “absolutely shudder to think what would be the result of her arriva
there’, where she would “assume absolute rule over the Britishdominions’. Thus Ayesha, whiteasshe
is, and descended from a line socidly acceptable to Haggard, is neverthdess a fdse life-force, a

temptress, an African goddess, a danger to English civilisgtion.

Smilaly, the Zu-Vendi inAllan Quatermain are white Africans, primitive but marriageable, and open
to English influence through the characters who settle there. 1n Queen Sheba’s Ring®, moreover, the
narrator, Richard Adams, marries “an Orientd”, a Copt: but she was “a lady of high descent, the
tradition in her family being that they were sprung from one of the Ptolemaic Pharaohs.. . .. Also, she
was a Chrigtian, and well educated in her way”. Oliver, aso keeping to resolved romance patterning,
marries Magueda, described as “this black lady” (28) and a“benighted AfricanJew” (79), but also, on

the former page, as having “a sweet and comely face”. Her extreme beauty is emphasized throughout,

The 1952 edition (London: Macdonald) has been used throughout.
2ghe, ed. Daniel Karlin (Oxford: Oxford University Press, 1991) 256.

3London: Everleigh Nash, 1910.
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and her darkness is qudified by her pedigree, which goes back to the Sheba loved by the Biblica
Solomon, who sets the moral precedent for this attachment: the relationshipsinthe text therefore follow

Biblica type, and Adams lost son, Roderick, is—like his mothe—a Chrigtian.

Haggard dso often used the African world as a primitive fall againgt which to comment, sometimes
negatively, upon the “civilized” world of Europe. The Zu-Vendi people in Allan Quatermain, for
exampleare” upright and generous-hearted people” who have the “ blessng of comparative barbarism’”,
and who live in a primitivistic world unsullied by “greed, drunkenness, new diseases, gunpowder, and
genera demordisationwhich chiefly mark the progress of civilisationamongst unsophi sticated peoples’.
Y et, Curtis, who notesthis, dso wishesto rid the country of the Zu-Vendi priesthood, which he hopes
will put an end to “the disagtrous civil wars whichhave devastated this country for centuries’, and will
“pave the road for the introduction of true rdligion in the place of this sensdess sun worship” (275).
The Zu-Vendi, afictitious people, are thus used to reflect back on English civilisation, and aso on the
respongbility of the English as colonisers, noting both the good and evil that colonisers can bring to
“unsophidticated peoples’. Assuch, the African setting is often used asatype of “wild pastord” against

which the courtly centre can be both praised and criticized.

Haggardianromance, bothcompleteand incomplete, tendsto work towardsthe colonia ided: “ savage”
peoplesdo not prosper; those of superior blood, usudly white and English, do; and the romance pattern

of love interests tends to follow these blood patterns.

Ellis, however, considers that Haggard' s attitude to Mameenain Child of Sorm displays a non-racia

view:
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The English hunter, Allan Quatermain, in Child of Storm, admits of the Zulu girl Mameena:
“This beautiful girl with the *fire in her head’, this woman who was different from &l other
women | had ever known, seemed to have twisted her dender fingersinto my heart strings and
to be drawing me towards her*.

However, Ellisisolates this quotationfrom its place in the romance structure. Like the heroines of the
incomplete romance structure, Mameena is associated with death, rather than life. Dying at the end of
the story, she says. “. . . and since | have now no husband, who take Deathto husband . .. .” Sheis
thus akinto Nada, aso beautiful and deadly. Zikali, furthermore, says* Shewasawonderful witch, was

Mameena; and there isthis comfort for you—that she pulled at other heartsiringsaswel” (232).

ThusHaggard’ sromancestructuredeterminesthat any attractionfor the Africanbeauty isingppropriate,
and remains unfulfilled. A paralld is set up between Quatermain and Saduko, both caught in
Mameena' s net. Saduko is given the choice between following the roads of wisdom or of spears. the
road of wisdom is loveless, that of spearsisthe path of love and blood. Saduko chooses the road of
spears, while Quatermain implicitly chooses the longer path of wisdon?. He is the one “who cannot be
deceived” (237), whose path to death“will belong” (231), whose heart is “white like his kin”, who

“would tell neither more nor less than the truth” (209), and to whom Zikdi says:

1A Voice fromthe Infinite, 9.

2A similarparallel and contrasting figure is provided by John Dunn, whosecharacteris not fully devel oped
inthis romance, merely being presented as “another white man in the country who was much mixed up with
Zulu politics” (180), but who, in Cetywayo and His White Neighbours, is spoken of as“an ambitious man”
who “probably has designs on the throne”. Haggard adds that Dunn “understands the value of money”,
his “popularity and influencewiththe Zulus are overrated, though he has lived amongst themso many years,
and taken so many of their women to wife”. He concludes that “if white men are set over Zulus at all, they
should be gentlemen in the position of government officers, not successful adventurers” (35, Haggard's
emphasis).
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If you had gone, Macumazahn, you would have missed seeing the end of agtrange little story,
and you, who love to sudy the hearts of menand women, would not have been so wiseas you
are today.

(232)

These two roads are a so symbolized by the two stones Zikdi uses for seeing into the future of the two

men: awhite stone for Quatermain, a black for Saduko.

Thus, in the fuller sructure of the romance Haggard indicatesthat Iove between himsdf and Mameena,
atractive though she is, is ingppropriate, and therefore unfulfilled. Indeed, Quatermain responds to

Mameena when she says about their colour difference that snow and soot don’t mix well:

“...snow isgood to look at, and so is soot, but mingled they make an ugly colour. Not that
you are like soot,” | added hadtily, fearing to hurt her fedings. “That isyour hue’—and here
| touched a copper bangle she was wearing . . . .

(68)

The mingled “ugly colour” is personified in the book by Sikauli, or “Scowl”, introduced as “a K&fir of
mixed origin” (18) and later presented as “my servant Scowl, who . . . hailed from the Cape and was
half aHottentot . . .” (48). Heis"“ahumorous-ooking felow, light yellow in hue, for he had astrong
dash of Hottentot in his composition” (21) and is referred to by Saduko as Bastard!, who does not
know who his“father and dl [hig] rlatives’ are (57). Itissaid that his*dash of Hottentot blood made
him cunning and cautious’ (51), but he faithfully uses the Dutch / Afrikaans language and epithet of

obeisance: “Beetje varm, Baas’ (196). Scowl’s effortsto save Quatermain earn him the falowing

The word “Bastard”, according to A Dictionary of South African English, Jean Branford (Cape Town:
Oxford University Press, 1987) 22-3, is “used of any established half-caste or other mixed race. . ..”
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rhetorica question: “Oh, it is the fashionto abuse natives, but fromwhomdo we meet withmorefiddity
and love than from these poor wild Kafirs that so many of ustak of asblack dirt which chances to be
fashioned to the shape of man?’ Despite this fiddlity, Scowl disappears from the narrative, without

further mention, after he hel ps the wounded Quatermain from his horse (201).

Thus, despite Ellis s clams that Haggard' s “tales remain remarkably free from the racid prejudicesto
which many of his contemporaries succumbed” (3), it appears through the romance patterning—or,
rather, the unresolved pattern of the romance—that Haggard congtantly emphasizes an essentia
difference betweenraces. And, dthough thisromanceissetinamythica Zululand, Haggard dso shows
an awareness of how problematic a liaison between the races would be in colonid Nata. Mameena
says that, should she not have “let him go”, “afine story would have been spoiled and | should have
become nothing but a white hunter’s servant, to be thrust away behind the door when the white
Inkosikazi cameto eat hismeat . ...” Saduko, smilarly, asks Quatermain to look after Mameena* .
. . even though it be only as a servant inyour house. ...” (178). Thusthereis no real mariage of
equdity offered, unless Quatermain is to accept the John Dunn path, and stay in Zululand, cut off from

his own, as Mameena invites, perhaps tempts, him to at the beginning of the story:

Take meto wife, Macumazahn, and | swear to youthat intenyears| will make you king of the
Zulus. Forget your pae white women and wed yoursdf to that fire which burnsin
me....

(70)

Quatermain chooses—wisdly, the narrdive ingsts—not to take her, and Mameena later comments,

using the romance' s leitmoatif: “ Go you your road, Macumazahn, and | will go mine asthe wind blows
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me’ (129). There are two reasons suggested inthe story for Quatermain’s choice of his“own road”.
Firstly, Mameenais a passonate, ambitious woman, linked in the text to both Helen of Troy (16-17)
and Cleopatra (75), both beautiful and destructive temptresses. Of Helen and Mameena, Quatermain
says “they both were lovely; moreover, they bothwere faithless, and brought men by hundreds to their
deaths’ (17). She embodiestwo of the temptresses in Spenser’s The Faerie Queene Book 11, the
book of temperance: Philotime, who represents ambition, and Acrasia, the witch, whose sexud
seductions appeal to men's lower natures. She, like Nada, does not participate in the traditiona
woman's work of planting and harvest (67), and has no children: she isthus, like Nada, a symbol of
Serility, representing the opposite of family and domestic values, and the vaues of husbandry, so
important to Haggard. Indeed, she kills a child in order to get rid of a husband (as she hersdf admits,

228-9).

Zikdi cdlsher “the greatest witchindl theland” (226) and sheiscongtantly associated with entrapment
and death. Thus she personifies Zikai’ s road of the spears. as Quatermain says when he refuses her,
“And can | help you, Mameena, to tread a road that at the best mugt be red with blood?” Shelinks
hersdlf to thisroad, saying she is*“destined to tread that road”, and adds dismissively, “What is blood

in Zululand” (71).

But her road aso separates her from Quatermain because she isblack (despite the constant emphasis
on her non-black, copper appearance). As Panda putsit: “Wédl, the White manwalks one road —or
some of them do—and the Black man another. They both end at the same place, and none will know

whichisthe right road till the journey isdone”’ (110). And this sums up the barren, incomplete romance
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of the work: separation, rather thanunion (Quatermain determines not to marry again, 60), and dl ends

in death, rather than the resolved romance s vison of life.

And yet, behind Mameena, as indeed behind much of this romance, induding its narrator, is Zikdil.
Quatermain counters when Zikdi sums up “Mameena s work”: “I believe it was your work, and not
hers’, towhich Zikdi says “| did not makethese forces, Macumazahn; | did but guide them towards
agreatend...” (233). Zikdi hintsthat the English would have reason to thank him for hiswork, which
isaimed at the destruction of the Zulu, the House of Senzangakona. And Zikdi’ smoative, asheexplains
to Quatermain, is revenge (42-44). Thus, asin Nada the Lily, the driving force behind the eventsis

revenge, not—asistypica of the complete romance—Ilove.

And, as Haggard has Zikdi note, the bresking of the military strength and leadership of the Zulu may
play into British hands, for Britain is presented as the red strength in the work as Mameena
acknowledges as she projects her ambitions. “If you wished it even you could sweep out Natal and
make the whitesthere your subjects, too. Or perhapsit would be safer to et them be, lest others should
come across the green water to helpthem . ..” (70). Or, as Mameena puts it when she first sudies
Quaermain: “white—white, one of those who rul€’. Indeed, whiteness is symbolic in the text, with

Zikdi saying that Quatermain’s spirit “is gill awhite spirit” (42), and that he has a“white heart”.

For dl of Haggard' s protestations to the essentid sameness between the civilized and the “ savage’, it

is the sagacious white man who is able to resist the temptation and survive to tdl the story, and the

1Heexplainsto Quatermain:“Well, | tell the story to you, Macumazahn, who have had so much to dowith
the tale of the Zulus since the days of Dingaan, because | wish that someone should know it and perhaps
writeit down when everythingis finished” (42): thelast word playsonthelast titlein Haggard’ s Zulu trilogy.
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British who will be ultimate victors. Thus Ellis sdamthat Haggard shows alack of racid prgudiceis
not well grounded. This becomes even clearer when the two main women characters in the romance,
Mameena and Nandie, are contrasted. Both are supposed to be black, Zulu women. However,
Haggard' s descriptions indicate that Mameena, at least, isnot so. Sheis, in every respect, physicaly
and mentaly, even spiritudly, different by nature fromNandie. She does not ook like aZulu, and—in
the context of the behaviour of other Zuluwomeninthe text—does not behave likeaZulu. Sheismore
akinto the literary figures of Cleopatraand Helen, to Philotime and Acrasia, thanto any fleshand blood

Zulu woman, and is, in short, a symbolic representation.

But, in order to make Quatermain’s attraction for Mameena believable, she cannot be physicdly too
dark, for Haggard seems conscious of Coleridge’s comment on Desdemona and Othdlo—*it would
be something mongtrous . . . [i]t would argue a disproportionateness, awant of balance . . ."*, which
indicates either that Haggard accommodated his contemporaries’ prejudices, or shared them, not that

he rose above them, as Ellisclaims.

Smilaly, in King Solomon’s Mines Quatermain notes the wisdom of avoiding a liaison with black
women in generd, and Foulata in particular, noting that Good “like most sailors, is of a susceptible

nature’? as opposed to his own age and wisdom. After Foulata s desth he comments:

I ambound to say, looking at the thing fromthe point of view of an oldish man of the world, that
| consider her remova was afortunate occurrence, since, otherwise, complications would have
been sure to ensue. The poor creaturewas no ordinary netive girl, but a personof great, | had
amost sad dately beauty, and of congderable refinement of mind. But no amount of beauty

IColeridge on Shakespeare, 188.

2L ondon: Cassel, 1926, 162.
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or refinement could have made an entanglement between Good and herself a desirable

occurrence; for, asshe hersdf put it, “ Canthe sun mate withthe darkness, or the white with the

black?’

(279)

Besides the lack of human sympathy in considering her death a “fortunate occurrence™, Quatermain
makes it clear that Good' s afections are for an extraordinary woman, and therefore should not be
viewed as typicd. Foulata is “no ordinary native girl”, and one who had “dately” beauty, and
“cond derable refinement of mind’. Haggard' sdisingenuous narretivel eger demai n, making Quatermain

note hisown opinion asiif it were Foulata s “ Canthe sun matewiththe darkness’, attemptsto make his

prejudice seem a part of the natural order, acknowledged by the woman herself.

Mameenaisaso “no ordinary ndtive gil”. When Quatermain firs meets her, she isdescribed as having
a“ perfect” figure, “that of a Greek statue indeed”, and, though sheis al but naked, Quatermain focuses

his description on the face, emphasizing non-Zulu festures:

Her features showed no trace of the negro type; on the contrary, they were sngularly well cut,
the nose being Sraight and fine and the pouting mouththat just showed the ivory teeth between
very smal. Then the eyes, large, dark and liquid, like those of abuck, set beneath a smooth,
broad forehead on which the curling, but not woally, har grew low. Thishair, by theway, was
not dressed up in any of the eccentric native fashions, but smply parted in the middle and tied
in abig knot over the nape of the neck, the little ears peeping out through its tresses.

(59)

Hislater descriptionof Nandie should be read, asHaggard' s phrasing suggests, inconjunctionwiththis:

Nandie the Sweet was not a great beauty, as was Mameena, dthough her figurewasfine, and
her stature—like that of al the race of Senzangakona—considerably above the average. To
begin with, she was darker in hue, and her lips were rather thick, aswas her nose . . . . She

INoted by Gray, Southern African Literature: An Introduction, 126.
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wasasmple, honest-natured, kindly, affectionate young woman of high birth, no more; that is,
as these qudlities are understood and expressed among her people.

(122)
Nandie, who represents the faithful, loving, productive wife in this romance, belongs, it is clear from

Haggard' s phrasing, only to the world of the Zulu: her virtuesare to be understood as being so “asthese
qudities are understood and expressed among her people’. She holds no other attraction for
Quatermain. She represents the primitive, the pastoral ided, as Haggard suggests in his use of the
words “smple, honest-natured”. She belongs to the softer, more domestic aspect that Haggard saw
amongst South African blacks, the potential—as depicted in Allan’ s Wife'—that could be guided by

benign white rule, once the warrior spirit had been rooted ot.

Thus, Nandie is attractive in terms of her own culture, “no more’, and her lack of beauty, Haggard
makes clear, islinked to those very traces of the negroid type that Mameenaiis said to lack: “To begin
with, she was darker in hue, and her lips were rather thick, as was her nosg’. In short, her lack of
physica beauty, her lack of Mameena's “quick, sympathetic perception” (121) is because she is

African, and Mameena—alliterary type placed into a quasi-Zulu context—is not?.

Mameena personifieswhat Haggard understandsto be the ambitious, war-mongering aspect of the Zulu,

and in this she is, like Nada, a symbalic representation.  This is the warrior Sde of the Zulu that is

IAllan’s Wife: with Hunter Quatermain’s Story, A Tale of Three Lions, and Long Odds (L ondon:
MacDonald, 1951).

2Haggard typically attributes virtues, skills and beauty found in Africa to non-African origin. His
description of Saduko, who was “a person quite out of the ordinary run of natives”, a person of “breeding
and intellect”, is pertinent: “undoubtedly it was a very fine face, with little or nothing of the negroid type
about it; indeed, he might have been arather dark-coloured Arab, to which stock he probably threw back”
(29).
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attractive and interesting, but, as Haggard sees it, dangerous. it is represented as being sterile, and

deadly.

Haggard' s own interpretation of his “philosophy” gtrives to be more open-minded than the tde itself
suggests. He opens his romance with a generdization: “We white people think we know everything”
(15), and goes on to say that “white’ knowledge, however, leaves out that “which we have forgotten”
(“primitive’ nature, perhaps), or that which “white people’ do not think it “politeto mention” (probably
sexudity). His“white people’ have not studied humannature “in the rough”. This*raw materid”, the
“virgin ore’, is Haggard' s Africa, for he contrasts the two ends of “the ladder”: the “Kafir hut” and the

“golden palace’.

Thus, while Haggard ingsts on the universaity of human nature (“While manisman . . . he will remain
man”), he aso notes the two ends of the ladder, the ape-man and the angd (or rather, as he corrects
himsdf, that “last expression of humanity”). The ladder image is a once the superstructure of
Neoplatonic/Chrigtianthought, evoked by the referenceto “angd”, aswel asthat of a social Darwiniam,
evoked by “gpe-man”. Both these philosophiesinvolve amord aswel as aphysicd structure, withthe
lower rungs of the ladder being both physicaly and mordly inferior to the upper rungs. Schreiner’s
image of the bust of Shakespeare in the study and the Bushmanoutside the door (44, above) isamore
secular imege of the same concept, but without Haggard’s Neoplatonic/Christian mythical content.
Haggard posits, for instance, a“last expression of humanity uponwhich| will not speculate’, and angds

which belong “to a different sphere” (15).



For Haggard, “the savage . . . nakedly and forcibly” expresses the “eterna principleswhichdirect our
human degtiny” (16). Thus, what Haggard cdls “the savage” in humanity, is not fully evolved, and is
lower onthe ladder thanthose he cdls “[w]ewhite peopl€’, who have forgottenthese * savage” aspects

of human nature (15).

The experiences of Quatermain, then, are offered to “interpret this our universd nature’. 1t would seem
that, despite Haggard' s typical insistence that he writes substantially about historical truth', hiswork is
basicdly an dlegory which uses his own interpretation of higtorical events, coupled with much
fictionizing, as a vehide for interpreting “our universal nature’. And Haggard' s opinion of this aspect
of human nature is unflatering. He saystha humanity will dways havethe“same passons’, the“ same
ambitions’, and “he will know the same joy and be oppressed by the same fears’ (15). Thesearethe

“eternd principles’, “nakedly and forcibly expressed”, which direct human degtiny.

However, Haggard' sligis extremey limited: other humanattributes suchaskindness, love, compassion,
wisdom, reason, are omitted from what he considers essential human nature. In Child of Storm
Quatermain, though supposedly unsophigticated in his ways, personifies many of these qudities. His
wisdom is emphasized, and he tries unsuccessfully to protect avictim of execution from death. As a
person of honour (Saduko being hisfail in this repect) he is able to resist feminine temptation. These
characterigtics are not, according to the allegory, part of eterna human nature, and are placed further

up the ladder, withcivilisation, where one also learns to handle the technol ogies of writing and firearms?.

L eaving Mameena and her wiles on one side, thetale of the struggle between the Princes Cetewayo and
Umbelazi for succession to the throneistrue”, vii.

2t should be noted, however, that Haggard does wash agentle irony over his depiction of Quatermain (see
232, for example) “Now, as | did not thinkit worth while to contradict his nonsenseso faras | was concerned
personally . ..” ,where thetale makes evidentitis not nonsense. Herman Charles Bosman exploitsthistype
of irony more fully in his Groot Marico stories, The Collected Works of Herman Charles Bosman (Halfway
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Thus, when Ellis dams that Haggard shows none of the racid prejudice of his contemporaries, we
should be dert that Haggard, at best, is ambiguous in this matter. When he concludes an argument
claming that the Zulu “have asocid system not unlike our own”, Quatermain adds:
Now, let himwho ishighly cultured take up a stone to throw at the poor, untaught Zulu, which
I notice the most dissolute and drunken wretch of awhite man is often ready to do, generdly

because he covets hisland, his labour, or whatever else may be his.

(74)

Haggard's socia commentary is set in the literary framework of the pastora, where the poet uses a
primitive, country perspective to cast acriticd light onthe court or the metropole. Here, Haggard—as
he does in the opening pages of the romance—speaks about the ignorance of “wewhite people’, who
have forgottenprimitive traits. Furthermore, theway of life of his Africansiswithout the decadence that
typifies English society: “they do not get drunk until the white man teaches them soto do” and “thar
towns a night are not disgraced by the Sghtsthat disinguishours’. It isthe dissolute, “ drunken wretch
of awhite man” who throws the stone (metaphoricaly, fromthe proverb, “criticizes’) a the Zulu. The
“highly cultured” person, informed that the Zulu socid system is*not unlike our own”, is not expected

to do so.

Such informed people are mentioned in the Author’s Note: “. . . the late Mr F.B. Fynney . . . with the
exceptionof the late Sir Theophilus Shepstone and the late Sr Melmoth Osborn, perhaps knew more
of that land and people than anyone ese of his period” (vii). Haggard's English sources are al dead,
leaving him done to bear the truth. But, more pertinently, Haggard' s phrasing suggests thet the Zulu

ether did not know as much as these authorities about themsalves, or did not quaify to beincluded in

House: Southern; Cape Town and Pretoria: Human and Rousseau, 1988).
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the phrase“anyone dsg’. Thus, Haggard arguesfor acommon human experiencethat doesnot, infact,

adways manifest itsdf in the tae hetdls.

Child of Storm, then, and Nada the Lily (which will be more fully discussed in the next chapter)
exemplify the incomplete romance. Haggard’s more conventiond, resolved romanceisillustrated by
Allan’ sWife, dthough Allan and the Holy Flower, People of the Mist or Benitat could equaly serve
as examples. This more conventiond, complete romance establishes a norm againg which the
incomplete Africanromances of Nada the Lily and Child of Sorm can beread. The latter both deal

“with the Zulus’, and thus might exemplify the style Plaatje had in mind when writing Mhudi.

Allan’ sWifebegins withtypical Haggardiandams of veracity, its“redism” lyinginthe damto itsbeing
a“manuscript” left by the dead Quatermain. It Starts as a smple description of eventsabout incidents
in the writer’'s youth, athough the cogmic fight between the two “magicians’ establishes the typical
Haggardian potentia for the supernatura. However, the firgt part of the story is mere incident: the
romanceitsdf, or the romantic essence of the story, begins withthe journey across “avast sandywaste”
to the central “great solitary peak” where“the whitemanlives’ (77). Itisherethat thedlegorica core

of the romance begins, and any “meaning” in the gory is condensed into this core.

The “great solitary peak”, later known as Babyan Kap, or Babyan Peak, surrounded by wasteland,
enables Haggard to emphasize the impenetrability of the place of hisadventure. This is typica of his
sttings, and has the advantage for him of at once suggesting the mysteriousness of Africa, and the

difficulty the ordinary reader would find in verifying his story by travel, or recourse to other travel

The People of the Mist (London: MacDonald, 1951), Benita, (London: Cassell, 1906).
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literature. The myth of the undiscovered land, therefore, helps Haggard to ded imaginativey with the
dlegoricd core. Further, it heps Haggard to place this core in the setting of an “inland idand”.
Although located in a desert, the setting of the farm Babyan Kraals, over whichBabyanK ap looms, is
akin to that of idand romances from Acrasid sidand in Spenser’s The Faerie Queene and Cdiban's
in The Tempest, and the Homeric idandsuponwhichthese are based, through to Robinson Crusoe!,

aswell as adventure yarns such as Treasure |and?, and its counter-novel, Lord of the Flies.

Despitethe early attempt to establish the veracity of the text and the redlity of the supposed manuscript,
in the Babyan Kraas episode the narrative moves into symbolic or alegoricad modes, marked by the
end of the journey through the Bad Lands. The travellers fdl into an exhausted deep: “1 remember
thinking thet it was agood placeto diein. Then | remember no more” (79). Quatermain then awakes
(like Prince Arthur and Bottom before him, 67 above) to a sense of blessedness and vision:
I woke withafeding as though the blessed ran werefdling on my face and head. Sowly, and
with greet difficulty, | opened my eyes, then shut them again, having seen avision.

(79)

The visonis, in fact, Stella who is dso cdled the Star. The names reflect her otherworldly, divine
nature, and her ultimate unobtainableness in this life, for Quatermain must seek her in the heredfter. It
aso recallsthe focus of Sidney’s sonnet sequence, Astrophel and Sella. Sheisreferred to as“the

woman of my vison” and “this dream woman” (79). Romance visions of the otherworldly, like those

Daniel Defoe, Robinson Crusoe (Harmondsworth: Penguin, 1965).

°Robert Louis Stevenson, Treasure Island (London: Thomas Nelson, n.d.).
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of Arthur and Bottom, often begin with a deep, and the suggestion of confusion between dream and

redity.

Although Haggard atempts to cover the symbolic with the “rediam” of the firs person narretion, the
adlegory shinesthrough. We glimpse Haggard' s ided: awoman of the wilds who is yet sophisticated,
and who is made by destiny to be his wife. In Africa, Haggard' s idedl is a“white girl, too, and not a
Kaffir woman”, who speaksin“English, the sweetest voicethat | had ever heard” (79). Theimperidist

vison implied here becomes even more manifest later in the romance.

If Quatermain meets a semi-divine, idedigic woman at this flux between redity and dream, he dso
meets her moral counterpart: Hendrika, the Babyan Frou. Asin Spenser her mora nature may be
gauged by her rdationship with beasts (she is hdf human, half baboon), as well as by the related
emphads on passions inher nature, rather thanon control or reason.  Although she is assisted by Stella
and Mr Carson to become more human, more rationa, she eventually loses the battle, becoming mad
and destroying that which she loves. 1n Spenser’ sterms sucha loss of reason would be an equivaent

digancing from the divine, which isin turn sgnified by Stdla

Sheisasnaurdly aservant to Sdla as Calibanisadave inthe Tempest, dthough, amongst the baboon

pack sheis superior, and leads. Sheis granted a cunning intelligence (90 and 108), but her clearest

characterigtic is bestia passion.
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The distance between Stella and the Babyan Frou is not only spiritua or moral, or defined in terms of
magter-servant or human-beast relationships, but aso, as Haggard' s diction makes clear, adistance of

evolution:

The womanwas young, of white blood, very short, with bowed legs and enormous shoulders.
Inface she wasnot bad-looking, but the brow receded, the chin and earswere prominent—in
short, she reminded me of nothing so much as a very handsome monkey. Shemight have been
the missng link.

(79)

She is a hdf human, hdf baboon “misang link” in a classficatory system which dlows Stdla, the
personification of virtue, to say “. . . | believe that the baboons are dmost as human as the
Bushmen” (150)*. But she adso represents areversa of evolution: the characters in the romance guess
that the baboons captured her whenshe was aninfant, and that her regresson towards the bestia isthe
result of her upbringing amongst the baboons. Thet this backdiding is both mora and evolutionary is
implied by the malice involved in the baboons' capture of her (the characters have no evidence for
guessing that she was captured rather than found), as well as her physica appearance: her behaviour,
like her face, is monkey-like (79), and she uses her feet to grip abough (81). 1n appearance sheis not
ahumanbrought up by baboons, she istoo smian: rather, her gpopearance is that of an alegorica figure
representing a link betweenthe baboon and the human, alink that Haggard a so suggestsbelongs to the
“Bushman”, dthough in his scheme the * bushman” would have “risen” to suchalevd, and Hendrika has

“dlipped back” to that leve.

1See Schreiner’s “human ape”, 44 above.
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This sense of “dipping back” is amodernversionof the topos, aready old in Renaissancetimes, of the
foundling raised in the wilds: the wilds could be either hard and rough, with the foundling becoming
beast-like; or oft and pastord, with the foundling becoming a virtuous shepherd-like figure. The fate,
and dlegorica meaning, of the foundling will depend upon the view of nature the author wishes to
present, dthough often the question is vexed and filled with paradox and complexity. In the present
romance, too, there is more than one view of nature: the Bad Lands indicate the harsh, unforgiving
aspect, whichincludesthe e ephants of Chapter 3 of the novel, and the warlike Zulus of Chapters4 and
5, aswell asthe softer image of nature imaged in Babyan Kraals' fetile farm-land, and the peaceful
Basotho (92-4). However, the name of the mountain, “Babyan’s Kap”, which looms over the farm,
symboalicdly suggests acore of earthly evil inthe midst of this pastoral paradise, and topographicaly
sgndsthe tensonbetween earthly evil and the virtues of the divine which humanity has sought sincethe
expulsion from Eden: indeed, expulson from the Babyan Kraals community is compared to this fdl

(101).

A foundling “left to nature’ in this African setting symbolically represents the relationship between
humanity and nature. Conventiondly the foundling is a girl, like Perdita in The Winter’s Tale or
Pagtordlain The Faerie Queene Book V1. Allan’ sWifededs with this situationusing three examples:
Tota, Stellaand Hendrika. Each of theseiswhite, and each cut off, to a greater or lesser degree, from

European metropolitan life, the “court” of the old pastords.

Tota, orphaned by the Zulu attack, is saved fromcertain death by Quatermain, then by Stella, and later

by the people of the Babyan Kraals community in the bettle with the baboons. In this harsh world she
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isvulnerable incongtant need of protection, she imagesthe frailty of young whitewomanhood in Africa,

aleitmotif of early colonia romance.

Sdlaistaken by her father from England: “this civilized world whichisalie’ (16). He initidly intends
to ignore the “civilized world™: “1 think that my father’ sfirgt ideawasto let me run wild atogether, but

he gaveit up’, says Stela

| suppose | must seem very wild and savage to you, but | have had one advantage—a good
education. My father hastaught meeverything, and perhaps| know somethingsthat you don't.
| can read French and German . . . .

(99)

While this explanation begs the questions of what a good education in Africais, and how sheisableto

judge of its qudity in her isolation, Mr Carson’s verson of eventsis given alittle later:

Many yearsago agreat shame and sorrow fdll uponme, so great asorrow that, as| sometimes
think, it affected my brain. At any rate, | determined to do what most men would have
considered the act of a madman, to go far away into the wilderness with my only child, there
to live remote from civilization and its evils. | did so; | found this place, and herewe have lived
for many years, happily enough, and perhaps not without doing good inour generation, but ill
inaway unnatural to our race and status. At firdt | thought that | would let my daughter grow
up inagtate of complete ignorance, that she should be Nature' s child. But astime went on, |
saw the faly and wickedness of my plan. | had no right to degrade her to the levd of the
savages around me, for if the fruit of the tree of knowledge is a bitter fruit, il it teaches good
fromevil . ...

(109-110)

See Gray, Southern African Literature: An Introduction 116, where he generalizes from the specific
example from Frederick Marryat’s The Mission.
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Headds, “. . . | wasdoing her abitter wrong . . . | was separating her from her kind and keeping her
inawildernesswhere she could find neither matenor companion” (110). Mr Carson’s, and Haggard's,
understanding of “her kind” is obvioudy the English gentry: sheisasisolated by atitude as she is by

location.

The pardld of the “isolated” girl taught by her father withthe dramatic situationin The Tempest isclear,
and dso involves an emphasis on book-knowledge, as Stelld s explanation, giveninanswer to Allan’s
question, makes clear:
“Yes” | sad, “but how do youget dl these luxuriesof civilization?” and | pointed to the books,
the crockery, and the knives and forks.
“Very amply. Mog of the books my father brought with him when we firg trekked into the
wilds therewas nearly awaggon|oad of them. But every few yearswe have sent an expedition
of three waggons right down to Port Natal. The waggons are loaded with ivory and other

goods, and come back with al kinds of things that have been sent out fromEngland for us. So
you see, dthough we live in thiswild place, we are not dtogether cut off.

(98-99)

It canbe concluded, then, that “avilization”, for Haggard, was as paradoxical as the opposing concept,
natureor thewilds. Ononehanditis“alie’, on the other asource of knowledge and of courteousways
of living: “ books, the crockery, and the knivesand forks’. Onecanliveinthewilds itisimplied, aslong
asoneisnot “cut off” from the benefits of civilization. Itis, of course, advantageous to be cut off from
itsvices. Like many pagtord idedls, the idedlized wildernessis never entirely cut off from the courtly,

and s, in fact, amixture of the best of both'.

1In the conclusion of Allan Quatermain the English characters are cut off, but wish to re-establish the
Kukuana peoples under new beneficial rule and Christianity in another version of the pastoral.
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The third example of the woman “cut off” from her European civilization is Hendrika, and she has
become amongter, a Cdiban figure. For Haggard and his Englishcharacters she is naturdly a servant,
and dependent upon Stella and Thomas Carson for education, and for her very humanity. Sheisbedtid,
and is, asthe story progresses, overcome by the passion of jea ousy (whichmergesher Calibanmode
with that of Othello). She becomes unreasoning, and murderous: her actions, like Othello's, ultimately
destroy Stella, the romance’ sided. In thisrespect, the brief extract from Othello, referred to above

(53, 93), where the tempest threstens to “quench the guards of th’ever-fixed pol€’, is pertinent.

Symboalicdly, then, if Stella represents the ided in the romance, Hendrika represents the qudlities that
threaten that ided. She represents smultaneoudy the child of nature, uponwhomno lasting dvility can
be impressed, and the backdiding European, who losestouchwithwhat is courtly in thet culture. Thus,
BabyanKraas canbe read asamodern Africanversonof the classcal |ocus amoenus, sumbled onto
by the hero, and destroyed before the end of the story, much like Calidore's vison in The Faerie
QueeneBook VI, canto x. Thedisappearance of the locus amoenus istypica of romance, and serves
a function amilar to that of the dusve Holy Grall, which establishes its visonary presence only to
become the symbaol of the possible, the object of quest. Haggard' s vison crydalizes hisreligious, his

agricultura, imperidigt, race, class and political interests.

Babyan Kradsisatype of earthly paradise. Itisnot entirdly spiritua, as Spenser’ s might have been,
but is presented as a place hard won by vision, care and labour. Haggard's description of the place
doesreved, however, the hand of destiny. The passages dedling with the topography of Babyan Kraas

areworth quoting and discussing at some length:



The gpace of ground, embraced thus in the arms of the mountain, as it were, was laid out, as
though by the cunning hand of man, inthreeterracesthat rose one above the other. Totheright
and |eft of the topmost terrace were chasms in the dliff, and down each chasm fdl awaterfal,
from no great height, indeed, but of considerable volume. The two streams flowed away on
either side of the enclosed space, one towardsthe north, and the other, the course of whichwe
had been following, round the base of the mountain. At each terrace they made a cascade, so
that the traveller approaching had aview of eight waterfalls at once.

(91)

The symmetry of the scene, which makesit appear artificid, removesthe landscape from the ordinary
realms of the natural into an apotheoss of nature. The personification in the phrase “embraced thusin
the arms of the mountain”, and the seemingly man-made terraces “laid out, as though by the cunning
hand of man”, with “cunning” used in its old sense of ilful, or clever, suggest at once the seeming care
of nature and the way in which nature seems to be naturally adapted to man’s skillsin both husbandry
and aesthetics.  The twin waterfdls are grandiose, and their unusua symmetry suggests a divine
orderlinessinthe scene, picked up alittle later, in the human sphere, in the sense of the “orderly” krads
(92), and the sense of harmony is emphasized by the reflection that the sight was beautiful because of

its“combination” of dements.

Besides these aesthetic considerations, water in South Africais generaly scarce, a point emphasized
by Haggard inthe description of the Bad Lands. Thus, the overabundance of water in the two streams,
which “made a cascade, so that the traveller gpproaching had aview of eight waterfdls at once” (91),
evokesasupra-natural placeof plenty, emphasi zedinthe same paragraph by the “ extraordinary richness
and depth of the soil”. The orange trees—unexpected in that part of South Africa—provide another
link to classcal nations of paradise; oranges trees were associ ated withthe Garden of Hesperides, and

were used by Batticdli in his Primavera as part of an abundant but ordered image of the garden of
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love, a gardenwith which Haggard' s Babyan Kraas, with its links to Eden (101 and 105), has much
in common®. Regd and divine imagery add to the sense that Babyan Kradls is a blessed locus

amoenus:

Thenover al brooded the peace of evening, and the infinite glory of the sunset that filled heaven
with changing hues of splendour, that wrapped the mountain and dliffsin cloaks of purple and
gold, and lay upon the quiet face of the water like the smile of agod.

(94)

The “crowning wonder of the scene” —words whichsuggest anupward, hierarchica movement, typical
of Spenser’ s description of the paradisaca—are the buildings “built of blocks of hewn white marble”’
(92). These buildings, once again, are a combination of dements, “congructed like an ordinary Zulu
hut” (though “five times the Sze"), but “fitted together with extraordinary knowledge of the principles
and properties of arch building”: sure evidence, in Haggard's vison, of white craftsmanship. Stella
disngenuoudy says that “one white man” could not have built the buildings. It doesn't strike her that
the builders could be anything but a number of whitemen, and this attitude is reflected in the footnoted
reference (93) to Anderson’s Twenty-five YearsinaWaggon (val. ii. 55), which Haggard specifies,

entering his text under the guise of “Editor”.

The combination is of African structure and white ingenuity and craftsmanship, and the edifices
symbolize Haggard' s vison of the imperid, where the African is raised to new heights by the white
colonist. The Sgnificance of the main group of buildings, the living quarters, isemphasized, once again,

by symmetrica structure—the two lesser groups stand behind the main group. The centrd hut in the

1See Ronald Lightbown, Sandro Botticelli: Vol. I, Life and Work (London: Paul Elek, 1978) 73-4.
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central group is the place of books and learning (95). In another group, the centra hut functionsasa
natura chapel (100). Mr Carson says “We live as it were in a hermitage, with nature for our only
friend” (97). The community at Babyan Krads is an apotheoss, not of raw nature, but of the
combinationof nature and nurture, natureand spirit, the natura and the cultivated, the natura inhabitants
and their beneficent colonizers, the naturdl African and the skilful and learned European, natural

fruitfulness and good husbandry.

And thus thislocus amoenus isnot a pastoral retreast SO much as a georgic retredt, it is the gpotheosi's
of husbandry. For Haggard, the conditions of this gpotheosis are peace, hard work, discipline and
guidance. And Haggard's cataly4t is the white man and his rdligious vison, which is also the romance

vison of thisdory.

Quatermain’s journey—a modern form of the quest—starts and ends in England, a place that is the
source of the books and of the missionary endeavour, but aso represents the “civilized world which is
ali€’. Itisaso the place of residence of the “lady who was hdf a Spaniard—apapist” (13), asymbol
of faithlessness, who runs away with“that foreign cousin of hers’ (15): “That iswhat comes of marrying

apapist, Carson”, says Quatermain’s father, described as “bigoted” (16)* .

From England the young Quatermain moves to Africa

Thefull description of Quatermain’s fatheris “he was as good and charitable a man as ever lived, but he
was bigoted”. Behind the Quatermain fiction, it is Haggard who provides the praise which the adjective
“bigoted” does not really remove. Inthe contextitisajustified or allowable bigotry, a trait that has been
attributed to Haggard himself. In Montezuma’s Daughter (London: Hodder and Stoughton, 1895) a similar
sentiment is expressed about Spanish blood (15). This seemingly minor point becomes important in this
study—nbigotry |eads to the racistexcesses that Plaatje was wishing to combat in Mhudi, in which he notes
the “bigotry” of the Boersin matters of religion (197).
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In those days civilization had not made any great progressin Southern Africa. My father went
up the country and became amissonary among the Kaffirs, near to where the town of Cradock
now stands.

(18)

Quatermainis saved fromrunning “ absolutely wild insuch surroundings’ by the company of his* gentlest
and most refined” father (18), who dso provides him with the“little education | got”. Quatermain lives
among a “little settlement of whites’, the mogt interesting of whom is “a drunken Scotch blacksmith”,
a typicd example of the capable but backdiding white, areminder that Quatermain could have “run
wild’, inthose“cut off” surroundings. However, Quatermain learns the skills considered necessary for

South African survivd:

... | never had much leaning towards books. . . . | wasdways a keen observer of the ways
of men and nature. By the time | was twenty | could spesk Dutch and three or four Kaffir
didects perfectly, and | doubt if there was anybody in South Africa who understood native
ways of thought and actionmore completely than| did. Alsol wasredly avery good shot and
horseman . ... | could bear any amount of exposure and privation, and | never met the netive
who was my master in fests of endurance.

(18)

After hisfather' s death—one of the many losses in the romance—Quatermain treks north, his most

prominent companion being Indaba-zimbi, who, in romance terms, is the typica guide figure'.

1Examples include the Palmerin The Faerie Queene Book 11 and Virgil in Dante’ s Divine Comedy, both of
whom often explain the spiritual ormoral meaning of thingsto the questing knight or pilgrim. Tension exists
in this conventional relationship in the case of the young Quatermain and Indaba-zimbi. Quatermain does
not always acknowledge the spiritual abilities of the seer, who nevertheless guides him to Babyan Kraals
where he “will find great happiness—yes, and great sorrow” (74). However, this ironic aspect of the
Quatermain figure is never fully developed, in the way Bosman’sironic narrators are, and does not detract
from the seriousness of the description of his travels. Quatermain simply does not let Indaba-zimbi’s
knowledge get the better of his reason:

In hisdivinations| did not believe,yet | came to the conclusion that he was speaking what he knew
to be the truth. It struck me as possible that he might have heard of some white man living like a
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On his “quest” he meets representatives of other South African historical role-players': a Zulu impi,
improbably placed in the northern Cape, but echoing the Matabele movement through that part of the
country; and the Boers, represented, through the figureof Hans Botha, as having “a greet objection to
authority, or, as he expressed it, a‘love of freedom’™” (46). Botha not only fled British“authority” but
left another trek after quarrelling with its leeder. He, and through him the Boers, are afurther example

of the European “cut off”. Hefindly seesthefolly of his*love of freedom”:

Oh, Heer Allan, your father, the Predicant, dways warned me againgt trekking north, and |
never would ligten to him because | thought hima cursed Englishiman; now | seemy fally. Heer
Allan, if you can, try to save my child from those black devils?. . . .

(48)

The implication is that the Boers would be safest under British authority. The fully Africanized
European, the Babyan Vrou, seems to be symbalicdly related, by her Afrikaans name, to the Boersin
generd, governed by passionassheis. Representations of Boersare an important aspect of Haggard' s
South African work, and are pertinent in a reading of Plagtje, who, while attempting to combat

misrepresentation of blacks, gill attempted to balance outrage at Boer behaviour towards blacks with

hermit in the wilds, but preferring to keep up his prophetic character would not say so (74).

He uses the magical to enhance the romance nature of the narrative, but leanson the privilege of being afirst
person narrator to show the ultimate superiority of reason, as well as to suggest that Indaba-zimbiis a clever
trickster and therefore not entirely truthful. However, Indaba-zimbi’'s divination is always proved to have
worked and toreveal thetruth, working ironically against the Quatermain character. The suggestion is that
Africais somehow exotic and different, perhapsevenspiritually irredeemable (31-2). Plaatje, inMhudi, wishes
to refute this notion, emphasizing, instead, the common humanity of al races. Furthermore, |ndaba-zimbi
always remains a servant of Quatermain’s. After breakfasting in the luxury of the Babyan Kraal s residence,
Quatermain finds Indaba-zimbi “sitting outside as fresh as paint” (99). This automatic assumption of a
master-servant relationship is also criticized by Plaatje in Mhudi (197).

!Both NadatheLily and Mhudi similarly deal with the historical meeting of different South African groups.

At is possible that this latter phrase, or onelikeit, stimulates Plaatje’s use of “red devils”, which the
Matabele call the Boers in Mhudi, 106.
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his artigtic ideal of non-racia veracity. Plagtje s depictions of Boer characters echo Haggard' sin their
representations of cruelty towards black people, but are quaified by the potentid for virtue personified

by the lovers.

Haggard' s rather more stereotypical depiction of Boer crudty is vividly portrayed in The Witch's
Head!, where a symbalic fight between the Boer giant Van Zyl and the English hero Jeremy occurs.
In the dlegory the Galiath-like Van Zyl (a personification of “how a Boer deds with a nigger”) is
overcome by British fair play, personified by the David-like Jeremy. Thefight begins when Van 2y,
encouraged by hiswife, crudly beets a“Hottentot boy of smdl sze. . . aservant or dave of the giant”
(162). Van Zyl assures hiswife, who cries“daat die swartsd” (163), that he would “thrash enough to
saisy evenyou, and wedl know that must be very hard whereablack cresture isinquestion”. Jeremy

intervenes on the boy’ s behalf.

The Zulus Quatermain meets are adso sereotypica. When he first sees them they are a rest: “some
were lying down, some were cooking at fires’, but “ otherswere stalking about with spears and shields
inthar hands’ (44). This motiveless aggression is activated when Quatermain is discovered: “From
either Sde a great Zuluwas bearing down onme, thair broad stabbing assegais aoft, and black shields
in their left hands’, and after he shoots one, he finds the “other savage was amost on me”  (45).

Quatermain later says.

This episode from The Witch’s Head (London: Spencer Blackett, n.d., 163-169), taking place at the time
of the British annexation of the Transvaal Republic, isaclear political allegory suggesting both Boer cruelty
and the moral basis for British intervention.

2After being criticized for his depiction of Boers, Haggard defends himself in Diary of an African Journey,
137-8. See also Malvern van Wyk Smith, “Looking Before and After: TheBoers and the Anglo-BoerWarin
the South African Imaginary”, (conference paper read at “The South African War: A Reappraisal”,
Bloemfontein, 11-14 October, 1999) where he explores “a crisis about Boer identity” that emerged “in the
decades before the outbreak of the Anglo-Boer War”.
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Y ears of mercilesswarfare had so hardened these peopl e that they |ooked on death as nothing,
and were, to do themjustice, aswillingto meet it themsdvesasto inflict it onothers. Whenthis
very Impi had been sent out by the Zulu King Dingaan, it consisted of some nine thousand men.
Now it numbered less than three; dl the rest were dead. They, too, would probably soon be
dead. What did it matter? They lived by war to diein blood. It wastheir naturd end. “Kill till
you arekilled.” That isthe motto of the Zulu soldier. It has the merit of Ssmplicity.

(61)

ThisImpi gpparently cannot go home:

... that mugt be the Umtetwa regiment that Dingaan sent againgt the Basutus, but who could
not come at thembecause of the marshes, and so were afraid to return to Zululand, and struck
north to join Modlikatze.

(47)

Given Quatermain’s feding that they would “probably soon be dead’, the Zulu presented in this
romance are awandering war machine, largely motiveless (despite the sense thet they “are very hitter
againg the Boers, because of the bettle at Blood River and the other fights’, 52), merdy fightingtill they
arethemsdlveskilled. Beingamaegrouping, aoneinthewilderness, they arenot saif-generating. They
cook, but being awar-party do not till or cultivate, neither do they sustain domestic skills. They show
no appreciation of the human fedings of love and compassion. Sususa, the chief, for instance, has his
ownwounded brother killed rather than risk encumbering the regiment: “he gave anorder to one of the

indunas, and turned away” (60), an act which Quatermain describes as “cold-blooded crudty”.

The Zulus, as presented here, are athumb-nail sketchof the typicaly Haggardian image of Zulus who
are courageous, disciplined, cruel and warlike. They lack human fedings, domegticlifeand true spiritud

enlightenment. Just as the text suggests that the Boers should have stayed within the pale of British
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authority, it furtherimpliesthat the Zulus, who represent one aspect of Haggard' s Africansociety, would
require redeeming British enlightenment and guidance, becoming otherwise destructive, even sdlf-

destructive.

The Zulus, however, are contrasted withthe Basotho. Therefugeesat Babyan Kraads“belongedtothe

Basutu and peaceful section of the Bantu peoples rather than to the Zulu and warlike’ (94).

Mogt of the Babyan Krads residents, “natives, whose race | have never been able to determine
accurately”, are refugeeswho have turned to Mr Carson“for shelter” (100). Whileit isnot stated what
they are refugees from, the inference is that there is something “out there” in the natural sateof Africa
that they wish to escgpe from. Possibilitiesare the drought of the Bad Lands or the different groups of
people, such as the Boers and the Zulu. The naturd tate of Africais seen to offer no hope, while, by
contrast, Babyan Kraals has been made into a paradise, expulsion from which “must have seemed as

heavy as the decree that drove Adam from the Garden of Eden” (101).

These African people of undetermined race, who are ssemingly leaderless, are thus unrestricted by laws
and customs. They represent the malesble socid materid of Africa, perfectly suited for
Haggard/Carson’s idedl community. Quatermain says that “for natives, the people were most
indudtrious’ (100). The“tribesmen”, who cal themsdavesthe“ Children of Thomas’, and who cal Mr
Carson “‘Baba,’ or father” are able to “accumulate consderable wedth”. Mr Carson, who manages

the community on a co-operative system, is aso their judge and spiritud leader (101).

Thus, in Haggard, the vulnerable naturd African is saved by, and profits greetly from, the intervention

of the British arigtocratic landowner and amateur missonary:
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... he began to believe that he redly wasadergyman. For instance, he dways married those
of his people who would consent to a monogamous existence, and baptized their children.

(100)

Ther physica and spiritud lives are managed by Carson in this isolated Africanparadise. The Situation
becomes Haggard's version of the ideal that Gonzalo, in The Tempest, expresses in his speech
beginning, “Had | plantation of thiside...” (11.i.145-170), with Thomas Carson taking the controlling,
Prosperorole. Haggard's suggestion isthat to turn raw, natura, dangerous Africainto a paradise, the
workers would need to be raceless, or removed from their ethnic context— “tamed” is the word
Haggard uses about the Matabele in another context®. They would need a strong mae overseer, a
beneficent ruler, who would bring a libera contract to the workers. At Babyan Kraals Mr Carson
receives a“tithe of the produce’. As this phrasing suggests, he aso brings Chrigtian rdigion. Heis,

then, the benign secular and spiritua patriarch, they the grateful “ Children of Thomas™.

Quatermain’s quest ends within this locus amoenus where he finds his “Stdla’. He marries her
according to the custom of the place. He agrees, however, to make his permanent home in England,
areturn to the place of departure where Quatermain findly writes the manuscript, “now that | am at
lesurehereinEngland .. .” (12). Y&, intrue romance mode, theided is seen to be achieved, only to
be admost immediady lost again. Stella dies because of her abduction by the Babyan Frou, her mora

and symbolic counterpart. In romance termsthe ided is vulnerable because of the mord frailty of the

1« .. the Kukuanas or, rather, the Matabele, have been tamed by the white man’s bullets . . .”, King
Solomon’ s Mines, (Post Scriptumadded to the 1905 edition).

2In Allan Quater main, Haggard depicts asimilarcommunity. He al so grantsthemthe ability, and the moral
right, to fight againstthe Masai. Themissionary Mackenziesays, “1 would not show any white man the door
for all the Masai intheworld”, 38. The battle takes place in Chapters 5-7.
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matter of which it is moulded: the baboon, the pre-human, the wild African eement, the backdiding

European.

Stdla, the ided, vanishes, and with her the entire community. Quatermain, like a true romance hero,
must enter again the real world of troubles. When, in the chapter called “Fifteen Years Later”,

Quatermain vigits Babyan Krads, it is ruined:

There, overgrown with grass, were the burnt ashes of the kraals, and there among the ashes,
gleaming inthe moonlight, lay the white bones of men. Now it wasclear to me. Thesettlement
had been falen on by some powerful foe, and its inhabitants put to the assegal.

(158)

The enemies of the community destroy it with “the assegal”. In the romance dlegory this act suggests
that the war-like African destroys the ided Afro-European community, and is areflection on the frall
matter upon whichthe community isbuilt. 1n the balance between the “Basutu and peaceful section of
the Bantupeoples’ and the “Zulu and warlike’, onceagan, it isthe moraly deficient, but powerful, that
overthrow. The victory of the virtuous is possble, as evidenced in the early existence of the ided
community, and its successful battle againgt the baboons, but must await another time. Not only does
Indaba-zimbi prophesy that he will meet Quatermain in “a further land’, but it is dso suggested that
Quatermain will meet Stdlathere, and so, with dl its sense of sorrow and loss, the romance endswith

the word “hope’.

Allan’s Wife, then, is a dasscaly complete romance, despite the tragic element, and the revenge
personified in Hendrika, the Babyan Frou. It bears a rdationship to the type of romance written by

Spenser, sharing common dements, logic and structure with his romance, and to a certain extent, a
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amilar purpose. The Faerie Queene, paticularly inthe context of Spenser’ sdutiesinIreland, canadso
be read as a colonial romance. The Tempest, too, can be read as a colonid text, but this play tends
to complicate many of the dements that are found in Spenser, and isfar more ambivaent. Haggard's
“dmplicity”, or unparadoxica romance, echoes Quatermain’s attitude to the Zulu soldiers motto, “It

has the merit of asmplicity” (61).

Allan’s Wife can be read as a resolved romance in the sense that it contains most of the classical
elements: the centrd (femae) figure of virtue who is by name and nature unobtainable; the semi-divine
place, the locus amoenus, blessed and rich, which topographicaly reflects the idedls that govern the
romance, and the hero who seeks this perfection. The ultimate loss of the perfection throws the hero
(and reader) back into the everyday world inwhichthe idedl is no longer present, and existsonly asa

possihility to live towards. Quatermain notes as the narrative closes:

| fdt then, as from year to year | have continued to fed while | wander through the londly
wilderness of life, that | had been preservedtoanend. ... She is lost to me now, but sheis
logt to be found again.

(156)

Thisis expressed in the main narrative threed of The Faerie Queene, by Prince Arthur, who has spent

dream or vision time with the Faerie Queene, asfollows:

When | awoke, and found her place deuoyd,
And nought but pressed gras, where she had lyen,
| sorrowed al so much, asearst | ioyd,
And washed dl her place with watry eyen.
From that day forth | lou’d thet face diuine;
From that day forth | cast in carefull mind,
To seek her out with labour, and long tyne,
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And neuer vow to rest, till her | find,
Nine monethes | seekein vaine yet ni’ll that vow vnbind.

(1ix.15)

Thusthelongview of romance establishesthe ided, usudly described as a dream experience (107) even
if it does not dways survive in the falen world. Haggard's romance, asis typicd of the genre, dso
depicts the counterparts of the ided: the moraly evil dements, personified as wel as exemplified in
certain aspects of character and landscape (Hendrika, the baboons, the Zulu, Babyan K ap and the Bad

Lands), dl of which pose athreet to the hero, and to the ided itsdif.

Selaisthe personification of that idedl: she hasa good education, and is not corrupted by the evils of
either her mother country, or of Africa. She is a pastoral child of nature, combining the best of both
worlds, omitting the worst. Sheisthe spiritud guide of the text (pardleled by the more conventiondly
comic, romantic figure of Indaba-zimbi, the heathen prophet), pointing Quatermain towards an

understanding of love in its Christian, Neoplatonic form. She says of their love:

It is Love who spesks in everything, though till we hear his voice we understand nothing. But
when we hear, then theriddle is answered and the gates of our heart are opened, and, Allan,
we see the way that wends through death to heaven, and is logt in the glory of which our love
is but a shadow.

(106)

The“way” suggests the Chrigtianpilgrim traveling through the falenworld, and “our love’ is a shadow
of the divineinNeoplatonic thinking. Thismoment of reveation, in which theloversfirs cometogether,
is watched by Hendrika, much as lago watches Othdlo and Desdemona, and says “O you are well

tuned now! But I'll set down the pegs that make thismusic . . .” (11.i.199-200).
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The difference between the two women in this scene, Stella and Hendrika, reflects Haggard's
conception of “the scale of humanity” (108), the Neoplatonic, socid Darwinist ladder that moraly
defines humankind, and governs Haggard' s political vison as well, for in Neoplatonic thinking, the top
should govern the bottom, the head the body, reason the passions. Truelove leads one up the ladder,
and, as Hendrikaperceptively saysto Stella, “Without youto love | shdl go mad and become ababyan
agan” (123). Y, “complete happinessis not dlowed in thisworld” (125), and the completed love
pattern of this romance must remain achieved and logt, but logt in order to guide Quatermain through

life:

But certainly our illuson, or the great truth of whichit is the shadow, did survive, asto this day
it survivesin my heart across dl the years of utter separation, and across the unanswering gulf
of gloom.

(125)

And thus, despite dl the deathinthe romance, the completed love pattern has love surviving asaguide,

asapromise, and thisis personified in the heroine, Stellag, the unattainable but steady Star.
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Chapter Four

Haggard' s Romance of Irresolution

Allan’ sWife, a“resolved” romance, isthe paradigm whichliesbehind much of Haggard' sother African
romance. Thedlegorica meaning of Nada the Lily, an* unresolved” romance, may therefore be sought

in its reationship with the completed modd.

One of the firg issues confronted when turning to Nada the Lily is the role of the narrator in the
romance:; the Dedication, undersgned by Haggard, iswrittenfor Theophilus Shepstone, “for many years
Secretary for Native Affairs in Natal’” and ends with praise inimbongi fashion. In Nada the Lily
Haggard dso comments on historica incidents, establishing his own politica sandpoint. He speaks of
“how firg you [ Shepstone] mastered this peopl e of the Zulu” (7), and how “Her mgesty and you done’
are entitled to the Zulu royd sdute. But if Haggard establishes himsdlf as a living personage in this
Dedication, one who “mug leave the ways of action that | love and bury mysdf in books’, he also
establishes alink with his romance by adapting the stylized voice of his Mopo narrator, heard in such
phrasesas. “ If you knew not Chaka. ..”,“ .. .asong hasbeen sunginmy ears. . .”, “Isit not true,
my father . . .”, “Many years have gone by since then, and now youare old, my father.” These phrases

connect the Dedication, writtenby the Haggard persona, with the story, where Mopo, the narrator of

the Zulu events, pesksin agmilar voice: “There are great names in the story, my father” (22).

ICetywayo and his White Neighbours, 56.

-108-



In the Dedication Haggard takes upon himsdf the voice, and the knowledge, of Mopo, the only
character inthe story who knows each detail of the power struggles and intrigues, and the moral bases
for them. Mopo is, furthermore, both kingmaker and king-breaker, manipulating events throughout.
By adopting Mopo's “voice’ in the Dedication Haggard implies that he tels the full Zulu tale with the

narraive authority and wisdom of Mopo®.

These clams of authority and veracity are repeated, in another guise, in the Preface where Haggard's
intentions, artistic and otherwise, are set out. Haggard fed sthe book dedlswith acompleted cycle, the
rise and fdl of the Zulu nation, whose rise was brought about by Chaka: “when he appeared, at the
commencement of this century, it wasastheruler of asngleamdl tribe. ...” (11). Mopo’scomments
on Chaka s prophecies (26) indicatethat the Zulu nation and power came into being with Chaka, and
ended with the fulfilment of his dying prophecy. In the Preface Haggard says

Then the Zulus were ill anation; now that nation has been destroyed, and the am of itswhite
rulersisto root out the warlike spirit for which it was remarkable, and to replace it by a spirit

of peaceful progress.

(11)

The completeness of the subjugation is implied by “its white rulers’ and legitimized in the romance's
Dedication. The “warlike spirit” of the Zulu nation is opposed to the “peaceful progress’ brought by

whites, the agents of beneficia change, the Zulu being the passve recipients. “theam . . . isto root out

1In Diary of an African Journey Haggard renders his address to a Zuluindaba in the same style, telling
the chiefs that he “had heard all their history from the lips of those Great Ones [ Shepstone and Osborn] and
had learned to love them [the Zulu] with alove, that although since those days | had wandered far across
theblack seas and up and down the earth, | had never forgotten through thefallingyears” (199). Here, al so,
the romance style and imagery is coupled with aclaim to have heard “all” their history. On the same page
Haggard notes the position of the grave of Sigananda, “this old,old Zulu, the chief who fought in Chaka’'s
battles and was present at the massacre of Retief” ,who had declared “ that much of what | wrote in Nada the
Lily was quite true”.
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thewarlike spirit . . . and to replaceit . . ..” Any change, itisimplied, is necessarily forceful, requiring
anationto be “destroyed” and the conquerors to “root out” their spirit. Thereislittle sensethat change
is a natura aspect of human life, or that a change for the better could come from within: a superior
teaching agent from outside is needed to conduct this violent lesson. Haggard's attitude is echoed in
Cetywayo and his White Neighbours where he argues that in Natal “we’, the English, “mugt civilise

firgt and Chrigtianise afterwards’:

To do thisthereis but one way. Abolish naive cusomsand laws, especidly polygamy, and
bring our Zulu subjects within the pale of our own law. Deprivethem of their troops of servants
in the shape of wives, and thus force them to betake themselves to honest |abour like the rest
of mankind.

(54)

The relationship between the races is only superficidly amicable, he argues, for “at heart neither loves

the other”:

Thetwo racesare so totaly digtinct that it is quite impossible for themto have much community
of feding; they can never mingle; ther ideas are different, their objectsaredifferent,and inNatal
ther very law is different.

(57)

In Haggard' s view, then, Zulu people differ in nature from their white teechers:

Savagesthey are, and savagesthey will remain, and inthe sruggle betweenthemand civilisation
it is possible that they may be conquered, but | do not believe they will be converted. The Zulu
Kafir isincompetible with civilisation.

(58)
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The character of the Zulu people, Haggard impliesinthe Preface to Nada the Lily, can be read in the
figureof Chaka, whom he identifieswiththe Zulu: they did not exist as anationbefore Chaka, and faded
soonafterwards. Thus, heimplies, by understanding Chaka, and hisreflectionsin hisson Umdopogaas

and in his brother, we understand the Zulu:

Anattempt has been made inthese pagesto set out the true character of this colossal genius and
most evil man,—aNapoleonand a Tiberius inone—and aso that of his brother and successor,
Dingaan . . .

(Preface: 11-12)

For Haggard these key figures epitomise the Zulu spirit as depicted intheromance, and our getting close
to them as readers, falowing the life and story of Mopo, becomes the romance quest into the “true

character” of Zulu or African nature. ThusHaggard’ sromance characters become dlegorica figures.

Despite Haggard' s numerous claims of veracity, it is apparent from the outset that we are deding with
romance, myth-making and alegory!. However, the dlaims of veracity are themsdvesinteresting. The
direct sources he mentions arenot Zulu, but aMr Ledie, Mr F.B. Finney, aformer Zulu border agent,
and Mr John Bird, former treasurer to the Government of Natd (it is clear el sewhere that Haggard did
have direct contact with Zulu sources. however he acknowledges these names in his Preface).
Haggard’ s sources, then, offer a colonid pergpective which is, in turn, tempered by his own politica
vison and artigtic needs. “The fate of the two loversat the mouthof the cave isatrue Zulu tale, which

has been considerably varied to slit the purposes of thisromance’, he says, adding that “Mogt, indeed

IDan Wylie notes the myth elements evident in much white writing about Shaka, “ Shaka and the Myths
of Paradise,” English in Africa 22.1 (1995), 19-47.
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nearly al, of the historical incidents here recorded are true in substance” (12, my emphases), and,

sgnificantly:

Asfor the wilder and moreromantic incidents of this story, such asthe hunting of Umd opogaas
and Gdazi with the wolves, or rather with the hyasas—for there are no true wolves in
Zululand,—the author can only say that they seem to him to be of a sort that might well have
been mythicaly connected with the names of those heroes. Smilar beliefs and traditions are
common in the records of primitive peoples, asin the Vdlsunga Saga.

(13)

The “wilder and more romantic” eements of the romance show, firgly, that, despite daims of veracity,
Haggard is ready to move into the rather more undefined areas of the mythic. He characterigticaly
introduces a sense of the numinous, a gothic sense of truth beyond understanding, into his romances.
Mysterious objects are typically described as “alegorica”?. Y et thismovement into “wilder and more
romantic incidents’, into the dlegoricd, is not a deviation from his more “factual” mode. Read in
conjunction, we find that the one comments upon the other. The story of Umsd opogaas, Chaka' s son
and blood?, should be read as an alegorica rendition of the true nature of Chaka and the Zulu people
as Haggard depicts them, withtypica emphasis on masculinity, brotherhood, bloodthirgtiness, strength
and martid qualities. The episode is part of Haggard's “attempt . . . to set out the true nature of this

colossal genius and most evil man” (11-12).

1See, for example, Benita, 21 and 251, and She, 233, where Ayesha sings a “strange and most thrilling
allegorical chant”, and 264, where the statue of Truth isthe “grandest allegorical work of Art”.

2In Haggard blood often carries the characteristics of theraceor family. See Gareth Cornwell, “ The Early
South African Novel of Race”, Perspectives on South African English Literature, ed. M. Chapman, C.
Gardner, and E. Mphahlele (Parklands: Ad. Donker, 1992) 77, and his reference to J.M. Coetzee’s ‘Blood,
Flaw, Taint: the Case of Sarah Gertrude Millan’, English Studies in Africa, Johannesburg, 23.1 (1980).
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Many of Haggard' s romances have English heroes, men following the “ways of actionthet | love’ (9),
who quest into African darkness and find out its very nature and its secrets, often changing the course
of eventsin the culture of the peoplesthey encounter. InNada the Lily Haggard minimizes this device
of anintrusive quest, and the white character becomes a scribe. Instead, the story is narrated by one
who was present and who, like most Haggardian adventurers, sgnificantly influencesevents. Likelago
in Othello, Mopo manipulates much of the action in the romance. He is therefore the only character

who can piece the story together, and it is this authority that Haggard appropriates in the Preface.

Y et, as Edward Boyd has pointed out, Mopo is himself “controlled” by his scribe:

... the character who givesthe book morethanamerdly narrative sgnificanceis periphera and
does not evenhave aname. Heis the anonymous white man of the prologue and epilogue, the
man through whom the whole story is interpreted and relayed, the unobtrusve narrator and
audience, the manwho isoccasondly referred toand dways inpaternal terms. Heisasymboal,
the white colonist who is there symboalicaly at the beginning of it dl and who is il there, with
an even more meaningful symbolism perhaps, when it is al over with the great Zulu nation
destroyed, shattered and dispersed. Nada the Lily is redly about that white man. The book
isanamogt perfect projection of the nineteenth century colonia mind, withal itsconflicting and
coexistent attitudes.

There is a tengon, then, in the way the narrative is presented in Nada the Lily that does not exigt in
gther Allan’s Wife or the later Mhudi: the narrator who speaks throughout the story is not the find
narrator, and “passes on” the narrative to the white man so that he can write it down for prosperity.
This is another indication of the defeat of the Zulu nation, which aso becomes a defest of the oral

tradition: “Perhaps | have lived to tdl you thistae, my father, that you may repest it to the white men

YIntroduction, Nada the Lily (London: Macdonald, 1968) 14.
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if youwill” (23). Thusit isthe white man who becomes the find narrator, manipulated by the author

Haggard.

But, despite this passing on of the story, and the important role of the white narrator, as the story
progresses it is the narrative force of Maopo that is foregrounded. By contrast, the narrative figure in
Allan’ s Wifeis Allan Quatermain. Hisjourneyisapilgrimage, aquest towards anideal whichvanishes
once found, ultimately leaving him in quest of the place where he will find Stdla again. Thus, whenin
Nada the Lily Haggard dropsthe central narrator figurewho isa so the quester, he also dispenses with
the notion of the individua quest. He replaces the quester with arevenger, asMopo’ s prime mative is
vengeance. In thisway the “New Testament” sense of reconciliation and the search for the ided, is

replaced in Nada the Lily by the “Old Testament” sense of vengeance.

Despitethe strong sense Haggard gives at the opening of the romancethat he is degling withpast times
and acompleted cyde of higtory, the romance pattern itself remains incomplete and unresolved. While
Allan’ sWifeegstablishesthe ided of love and virtue aswell asthe paterndigtic social ideal of European-
led racid harmony, Nada the Lily establishesaworld of serile love, intrigue, socia destructivenessthat
turns the landscape into awastdland.  This negativity inNada the Lily is personified by the Grey Witch
of the mountain who holds deathinthe cave that represents her genitd region. And love isreplaced by
a spirit of vengeance, which harkens back, not so much to Elizabethan romance, but to the revenge

tragedies of that era.

The revenger in revenge tragedy typicaly manipulates events. This is aso true of Mopo, who is by
nature opposed to the ideds of Allan’s Wife, so that images of the ided arelargdly absent inNada the

Lily. Indeed, the ided is only imaged negetively, through the horror of its aosence. Nada the Lily
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focuses on those e ements of the romance structure which depict the evil or mordly deficient side, and
omits, to a large extent, the mora idedls imaged in Allan’s Wife by Stdla and aso by the locus

amoenus, Babyan Kraals, and the community that lived there.

Nada the Lily, rather, focuses onthe equivaents of the Babyan-frau, the war-like Zulu, and the gerile
“Bad Lands’ dementsof Allan’sWife These, in Nada the Lily, emerge asthe motif of destroyed
kradls, the Witch Mountain, the cave of death, the “ place of dead men”, situated in the natura centre
of generation in “the lap of the Grey Witch” (phrasing from 125, and 136). They areaso depictedin
the gterile love of Nada and Umd opogaas, aswell as in the wolf people who are spirits of menwho ate
human flesh and | eft the bones of their victims between the breasts of the Grey Witch (127 and 129),
another image of death in a valey of fetility. And Nada, who is cdled the Star of Death by Gdazi

(244), isthe antithesis of Stellg, the Star in Allan’ s Wife

Asaromance, then, Nada the Lily deds thoroughly with only haf of the traditiona romance eements,
those of death, whileimages of love, life and reconciliation, normaly symbolized by the heroine and
marriage, are omitted, and the romance ends unresolved. The romance focuses upon those dements
that tend to undermine the ided that romance normaly establishesin its resolution. We enter into the
“true character of this colossal genius and mogt evil man”, Chaka, and the Zulu people he founded, in
order to discover what is lacking, what condtitutes their moral deficiencies and how the “white rulers’
can“root out the warlike spirit” and “replace it by a spirit of peaceful progress’ (11). Thus,Nadathe
Lily describes Haggard' s view of African socia potentia, and suggeststhat whichneedsto be “ rooted
out” in order to establish hisideds of peace and of progress. Theromance structure of Nada the Lily

sarves Haggard' simperidigtic palitica vison.
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Although Nada the Lily isnot truly a quest, it does follow the same sort of alegorica patterning: the
story leadsthe reader into the very “heart of darkness™, and reveds the “true character” of Chaka, the
“mogt evil man” who founded a people witha“warlike spirit”. Thisfigure, that blendsthe historicd and
the dlegorica, opposesthe “peaceful progress’ that isHaggard'sidea. And thus the dlegory leads
towardsthe paliticd, and towards Haggard' s imperidigtic solution: the incompleteness of the romance,
the lack of a harmonious resolution of love, leaves work to be done by British military forces,

missionaries and sattler farmers?.

The romance, an dlegory of the Zulu people who are personified in Chaka, as well asin hisrdatives,

isaso Mopo's story of vengeance. His story begins on the pastora pesk:

Our tribelived ina beautiful open country; the Boers whom we called the amaboona, are there
now, they tdl me. My father, Makedama, was chief of the tribe, and hiskraa was built on the
crest of a hill, but | was not the son of his head wife. One evening, when | was dill little,
ganding as high as a man’'s elbow only, | went out with my mother to see the cows driven in.
My mother was very fond of these cows, and there was one withawhitefacethat would follow
her about. She carried my little Sster Balekariding on her hip; Baleka was a baby then. We
walked till we met the lads driving in the cows. My mother caled the white-faced cow and
gave it medlie leaves, which she had brought with her. Then the boys went on with the cattle,
but the white-faced cow stopped by my mother. She said that she would bring it to the kraal
whenshe came home. My mother sat down on the grass and nursed her baby, while | played
round her, and the cow grazed.

(23)

1See the discussion of this phrase on 67, above.

2Haggard notes in Diary of an African Journey that “through reading my romances” people had cometo
South Africa, concluding that he “must have had some hand in providing South Africawithwhat it so sadly
needs, British population” and that his romantic work “ appears to have some practical influencein theworld”
(234: see also 150).
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This idyllic scene immediately precedes the firg entry of Chaka into the story, and is linked to him
becauseit reflectsthe pastoral vaueswhichChakadestroys. Thedescriptioninitidly establishesasense
of place, ownership and authority: it is “beautiful open country”, where the chief’ s “kraa was built on
the crest of ahill” (dthough the destruction of thisis suggested inthe present possession by the Boers).
But more important is the domesticity of the scene and the child’ s relationship with his mother, for the

scene emphasizes both the materna and the domestic.

The sting is pastora or perhaps georgic, focusing on the rhythms of country life “One evening” the
mother and two children went “to see the cows drivenin”. The main emphasisis on the mother, “my
mother” being the most repeated phrase in the extract, and her fedlings of fondnessfor the white-faced
cow, and her peaceful presence: “My mother sat down onthe grass and nursed her baby, while | played
round her and the cow grazed”. His rdaionship with his chiefly father is not as strong, asheisnot a
principa child. Thisrdationship, like Edgar’sinLear, islater destroyed by another’ sdeceit: “| learned,
moreover, that my father had ordered out dl the men of the tribe to hunt for me on the morrow and to

kill me wherever they found me’ (35).

Descriptions of deceit and divisiondominate over those of love, care, family relationships, domedticity,
pastoral peace and ordered husbandry, which are rare in the romance. Inthe opening pastoral scene,
the peaceful world isimmediately shattered by the entry of Chaka and his mother, whose request for
hospitality is turned down on the grounds of animosity based on differences of “tribe’.  This incident,
and the unlikely anger of Mopo's mother, bring about the destruction of the peace and the family unit,
and eventudly of the entire “tribe of the Langeni”. But, besi desthe death of the many people involved,

Haggard emphasizes throughout the romance that it is also a destruction of a way of life. Chaka
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destroys families!, family values, hedthy connections with women (mother and sister in this case),
pastoral and georgic settings, and the rhythms of husbandry: in short, Chaka s “warlike spirit” destroys
the spirit of “peaceful progress’. As Mopo notes at the beginning of his story, with telling tension
between the Biblical symbols of garden and wilderness:
If the woman Unandi and her child [Chaka] had died that day on the veld the gardens of my
people would not now be awilderness, and their bones would not lie inthe great gulley that is

near U’ Cetywayo's kradl.

(25)

In Allan’ s Wife Haggard notesthe difference he perceives between the Basotho, the “ peaceful section
of the Bantupeoples’, and the “Zulu and warlike™. Y et even these peaceful peoples need, according
to Haggard, the guidance of aMr Carson, and Quatermain commentsthat “for natives, the people were
most industrious™. The warrior ways of the Zulu, Haggard suggestsin both Allan’s Wife and Nada
the Lily, are opposed to a more settled and progressive existence, and both romances imply that
colonization can change the African wilderness into a place of peace, love and justice, the garden. In
Nadathe Lily Chaka' skraal, Duguza, findly becomes “a place of the whitemen—it iscalled Stanger”:
here“the whiteman gives out jugtice’, where before * Justice never walked”, the “white man holds the
land” and “ goes about his business of peace’. Here*young men woo the maidens’, where Zulu maids

have “kissed the assegai” (178).

IChrisman notes “ Shaka' s murderousness towards the family unit” in Empire and Opposition, 135.
2Allan’ s Wife, 94.

SAllan’ s Wife, 100.

-118-



Thissensethat traditiona African ways of life sood in the way of progress and needed to be changed
by European guidance was often articulated during the colonid period. Shillington, writing about the

Southern Tswana says.

Inspired by Robert Moffat of Kuruman, the LM S missionariesbelieved that the first prerequisite
for conversion to Chrigtianity was to develop among the menthe industria habit of agricultural
cultivation, through the important innovations of the plough and irrigation. Bascaly they hoped
to change the Southern Tswana pastoral society into communities of smal-scae individual
farmers, independent of * hesthen’ chiefly control . . . . In order to be assured of candidatesfor
conversion, therefore, they had to persuadethar ‘flocks to adopt this settled, agriculturd way
of life'.

J.S. Moffat, ex-missionary and magistrate, considered the chiefs authority inthe Taung district in 1895
and the ‘tribal system’ generdly werea“bar to dl progress™. Thus conversion to Chrigtianity involved
meking people independent of chiefs, breaking down indigenous authority structures, and changing a
mobile, bascaly pastoral world into amore settled, georgic world. ‘Pagtord’ is not used in the literary

sense, here, but in the factua sense that the people referred to wereindeed pastoralists. AsShillington

sys.

Before the nineteenth-century introduction of irrigation techniques and ploughs, however, the
products of cultivetion were sparse and undependable, and seldom marketable. Arable
production, therefore, was of secondary importance within the Southern Tswana economy of

K evin Shillington, The Colonisation of the Southern Tswana: 1870-1900 (Braamfontein: Ravan, 1985)
17.

2Cape Parliamentary Papers, G5-'96, Blue Book of Native Affairs, 51-2, quoted in Shillington, 207. The
Southern Tswanawere Plaatje’s people, and the quotations should be read against the opening pastoral
pages of Mhudi. By the end of the romance, this pastoral world has disappeared, and has ambiguously been
replaced by the progressiveimageof the couple in an ox-wagon. Here Ra-Thagais still faithful to his chief,
despite J.S. Moffat’s concerns about their negative influence.
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the early 1800s and hoe cultivation was dlocated to thewomen . . . . Cattle-keeping was a
more productive and dependable occupation in the early nineteenth century . . . .

©)

In this sense cattle-keeping or other pastord activities might have meant more freedom to wander and
more independence, whereas agriculture would have meant lessfreedomand more dependence upon
weather, tillage and infrastructure, both social and physicd. Ultimately, agricultura practice would have
meant greater dependence upon integration into a market economy. Adapting a more “ settled,
agricultural way of life’ meant that an areawould need to be developed and maintained, and not smply

migrated from if conditions became poor.

For Haggard, the warlike spirit destroys the potentia for peace, and with it the resultant progression
from a wandering pastord life to the more settled and acceptable georgic. That Haggard felt strongly
about the georgic impulse and attached symbolic importance to it can be shown from a few lines he

givesto Quaterman in She:

After breakfast wewent for another walk, and watched some of the Amahagger sowing a plot
of ground inscriptural fashion—amanwithabag made of goat’ s hidefastened around hiswaist
sriding up and down the plot and scattering seed ashewent. It wasapostiverelief to seeone
of these dreadful people do anything so homely and pleasant as sow afidld, perhaps because
it seemed to link them with the rest of humanity?.

1She, 201.
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Elsawherein She Haggard makes clear that the Amahagger are cannibast. The fact that it is unusua
for the Amahagger to sow is, for Haggard, a facet of their mord deficiency: they fdl into the warlike

category, and are cannibals, and are but tenuoudy linked to the “rest of humanity”2.

Haggard sees sowing as “homdy and pleasant”. The word “homely” associates the activity with a
stled date, a sense of community, domesticity, and peace. And thisis the type of domestic, homey

peace that Chakaand his mother enter upon, and ultimately destroy, at the beginning of Nada the Lily.

Haggard attaches moral vauesto certainlandscapesand settings, and to certain rurd activities. Heal so,
of course, attaches other mora vaues to the opposite qudities of landscape and activity. And the
alegory becomesclear: Chaka, who personifiesthe warlike spirit of the Zulu, isthe antithesis of the Soirit
of domedticity, of peace, homdiness, pleasantness, and the things tha “link them with the rest of

humanity”.

Haggard's undoubted admiration for the Zulu, then, is tempered by his sense tha they remain

“savages’®. InCetywayo and hisWhite Neighbours he describes the English Resident in Zululand as

1See, for instance, 84-5, 89, 99.

2Haggard’ s use of “link” in this context captures some of the debates regarding evolution current at the
time. Gentleman’s Magazine, 1879, CCXL, 298 iscited in the Oxford English Dictionery (Compact Edition,
1971): “The early critics of the hypotheses of evolution were not slow to fix upon ‘missing links’ and their
nature”.

3While the argument of this study suggests that such blatant racist attitudes are also embedded in the
deep structure of Haggard' s romances, it should neverthel ess be bornein mindthat Haggard’ s feelingswere
perhaps a little more complex. Most of the texts quoted were written when Haggard was a young man,
including Cetywayo and his White Neighbours, and Haggard notes in his later Diary of an African Journey
that “wegenerally modified the hard and sharp views of youth aswe grew older” (130, where he also notes,
perhaps paradoxically, that “Cetywayo and his White Neighboursisatrue history”). His admiration and
concern for the Zulu speaking people is expressed in chapters seven and eight of Diary of an African
Journey, which describe a journey through Zululand and his meeting with John Dube, the first president of
the South African Native National Congress. Here Haggard records Dube’ s objectionto the 1913 Land Act
(226), and his own apprehension about it (230). Haggard’s undoubted concerns, as well as his objection to
colonial attitudes towardsthe Zulu-speaking people, are perhaps most poignantly expressed on page 231 of
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living“inthe midst of thousands of restless and scheming savages’ (36). Thelr political system, founded
by Chaka who “reigned like a visble Desath, the presiding genius of a saturnalia of daughter” (3),
removed settled, domestic humansenshilities, “ subordinating al the tiesand duties of avil lifeto military

ends’ (18). Haggard argues that Chaka enforced this way of life because

... itwasfound that menwithout home tieswere moreferocious and made better soldiers, and
the result of these harsh rules was that the Zuluwarrior, livingas he did under the shadow of a
savage discipline, for any breach of whichtherewas but one punishment, degth, can hardly be
sad to have led a life of domestic comfort, such as men of dl times and nations have thought
thelr common right.

(18)

As the imagery in Nada the Lily indicates, with its congtant killing of children, families, and the
destruction of homesteads', the Zulu character, as understood by Haggard, has no root in settled
domedticity and love, the very ideds depicted in the Babyan Kraals of Allan’s Wife Theaffectionsof

this people have been transferred to warfare:

But evenaZulumust have some object in life, some shrine a which to worship, some mistress
of his affections. Home he had none, religion he had none, mistress he had none, but in their
stead he had his career as awarrior, and his hope of honour and riches to be gained by the
assegal. His home wason the war-track with his regiment, his religion the fierce denunciation
of theisanug, and his affections werefixed onthe suddenrush of battle, the red daughter, and
the spoils of the dain.

(18-19)

his diary. Y et these sympathies are, in acomplex way, laced through with patronizing, imperialistic attitudes.
Haggard thought that “repudiating the British connection is a madness” that would never be popular
again—where he quotes Henry Cloete (75) in whose views he “rejoiced” (see also 318).

10ne of many instances is on 314: “... | reached the town, and |lo! It was blackness and a desol ation.
‘Hereisthe footmark of Dingaan,’ | said to myself, and walked to and fro, groaning heavily.”
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Haggard metaphoricaly mergesthe warrior and lover: “ his affections were fixed on the sudden rush of
battle’. In Nada the Lily the same thoughts lie in the deep structure of the romance. Chaka's son,
Umdopogaas, loves Nada, but sheis symbolicaly opposed to the settled domesticity of work, and is
constantly associated with death: “. . . Nada brought desth upon the robbers as on al others’ (276).
She hersdf notes that “[l]ittle luck has come to those who have but sought to ook on me’ (278), and
Gdazi spesks of her arrival in terms of this association with desth: “ So the Star of Degth has risen on

the People of the Axe” (279), adding that “ Death walks ever with [Nada]” (284).

Umdopogaas, then, who marries Nada for love, nevertheless marries death. And Nada, who “hoped
to give [Umd opogaas] children” (311), dies childless, a symbolicaly barren beauty. Her fedings and
desiresof love are frugtrated, and the romance resolution that unites her and Umd opogaasinmarriage
is perverted in their symbolic separation by a rock as sheliesin the cave of death, whichis also the

womb of the Grey Witch.

While her last speeches pick up echoes of aromance resolutionin“ Speak not of vengeance, hushand”
(312), thisresolution is frudtrated, as the title of the following chapter, “The Vengeance of Mopo and
his Fogterling”, indicates. Nada swordsexpressing her lovefor Umd opogaasforeshadow Ra-Thaga s
closing words of Mhudi: she wants“love, and love only, in my heart, and your name, and yours only,
onmylips’ (312). Yet Nada sare dying words, selfish in their focus on one person, asistypicd of her
love, which is never community-spirited. Ra-Thaga's, by contrast, are a renouncement of vengeance,

anew commitment to life and love, and include obedience to his chief and, by extension, his people?.

Theending of the Lovedal e edition (see V 0ss, 200) is differently renderedin the “manuscript” Heinemann
edition (188) in which reference to the chief is dropped.
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Haggard' s purpose in Nada the Lily is to show, through the action, the characters and the romance
sructure, the nature of the Zulu people and of Chaka, their founder. The wolf (or hyaana) people on
the mountain of the Grey Witch are “mythicaly connected” with Umdopogaas and Gdazi, and are

symbalic of the Zulu spirit: Chakaisthe “hyasnaman” (227), who laughs like awolf (64).

The Grey Witch hersdf isan image of femininity perverted in the core of fruitfulness, and is another of
Haggard' s commentsonthe Zulu nationd character. The witch is a personified haunted mountain: the
place of the canniba’ s bones lies between her breasts; and the cave of death, where Nadadiesand is

buried with the misogynist warrior Galazi, is beyond her Igp in her very seet of generation.

Even the Zulu “mysticiam, magic, and superdtition”, to which Haggard draws attention in the Preface
(14), is not honoured by the name rdigion, dthough he points out that the Umkulunkulu, whose
character “seemsto vary” depending onthe individua, may be consdered as the equivaent of God in
the mind of an “able and highly intelligent person”. However, Inkosazana-ye-Zulu appearsinthe text
as a divine sairit of vengeance, legitimizing Mopo's vendetta.  Thus, admirable and impressive as
Haggard found the Zulu people, he neverthel ess depi ctsthem as sanding againgt “civilised vaues’, and
destroying the things that “link themwiththe rest of humanity”, and in need, ultimately, of the “business
of peace” that the Britishpursue. Mopo'sown peopledo not sustain theidyllic world described above.
Itissuggested that the community pullsitsdf apart, that thereis aninnate self-destructiveness within that
leadsto the annihilation of the family and the georgic ideal. Chakastrikes M opo’ s mother, symboalicaly

depicted as the centre of the pastoral scene, on the head, and she dies:

preface, 13. Haggard also notes here that “there are no true wolves in Zululand”, and that the hunting
would be “with the hyaenas”, despite the fact that his descriptions of the beasts and their behaviour are
clearly applicable to wolves rather than to hyeaenas.
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W, they buried my mother, and she was soonforgotten. | only remembered her, nobody ese
did—not evenBaleka, for she wastoo little—and asfor my father, he took another young wife,
and was content. After that | was unhappy, for my brothers did not love me because | was
much cleverer than they, and had greater kill with the assegal, and was swifter in running; o
they poisoned the mind of my father againgt me and he treated me badly.

(28)

But he and hissster Balekaloved each other: “she dungto melikea creeper to the only treein aplain”
(28). Thesetwo, who love each other, are isolated from their own people, who eventudly hunt them
down, led initidly by the witch-doctor, Noma: “Oh! he was evil'—he was cunning as a jacka, and
fiercelikealion” (31). Later the search istakenup by hisownfather: “we saw a party of my father's

men pass searching for us’ (39).

Thus love itsdf, represented by the loving brother and sister, dl that remains of the little family unit, is
under pressure within Mopo’s own people, his own extended family. In the pursuit that follows it
becomes clear, fromthe evidence of akraal destroyed by Chaka, that the fugitivesare fleeing one form
of destruction only to embrace ancther: “Degth is behind us and before us—we are in the middle of
death”, says Badeka, whose name sgnificantly means “run”, when they see Chaka skrad (44). This
image of the woman fleeing, and the find entrapment by desth, lies a the heart of thisromance. Inthe
various communitiesof Nada the Lily love, family vaues, the ided, are dl fugitivesfromthe destructive

force unleashed and personified by Chaka.

The evidence of the destroyed kraal is Smply an elaboration of the earlier destruction of theided. If
Mopo's people are crud, and chase love from their village (much as Lear, in expdling Corddlia,

symboalicdly drives true love from his court), they meet an even greater version of this propendty in
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Chaka, afact symbalicaly presented when the pursuing warriors are confronted by Chaka outside his

krad. A laughing Chaka appears with a group taking a prisoner to execution. He explains:

Y esterday akraa of wizards yonder was eaten up by my order—perhaps you two saw it as
youtravelled. Thisman and three others attacked asoldier of that krad who defended hiswife
and children. The man fought well—he dew three of my people. Then this dog was afraid to
meet him face to face. He killed him with athrowing assegai, and afterwards he stabbed the
woman. That is nothing; but he should have fought the husband hand to hand.

(48)

The ethics of bravery and warfare are more vauable to Chaka than a kraal that was “eaten up” and a
manwho “ defended hiswife and children”. The description of this carnage emphasizesthat the georgic

idedl, as depicted in Allan’ s Wife, is under attack:

On the third evening we reached some medie gardens, and saw that they had been trampled
down. Among the broken medies we found the body of a very old man, as full of assega
wounds as a porcupine with quills. We wondered at this, and went on a little way. Then we
saw that the kradl to which the gardens bel onged was burned down.

(39)

And, on the same page:

All about lay the bodies of dead people, scores of them—old men, young men, women,
children, little babies at the breast—there they lay among the burnt huts, pierced with assegai
wounds. Red was the earth with their blood, and red they looked in the red light of the setting
aun. It was asthough al the land had been smeared with the bloody hand of the Great Spirit
of Umkulunkulu.
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Thereis awoman survivor?, alittle way from whom “lay a man dead”, her husband, and: “In front of

the womanwere the bodies of three children; another, alittle one, lay onher body” (40). Shedescribes

the attack:
“It was an impi of Chaka, Chief of the Zulus, thet ate usup,” she answered. “They burst upon
us a dawn this morning, while we were adegp in our huts. Yes, | woke up to hear the sound
of killing. | wasdeegping by my husband, withhimwho lies there, and the children. We dl ran
out. My husband had a spear and ashield. He was a brave man. Seel hedied bravely: he
killed three of the Zulu devils before he himsdlf wasdead. Then they caught me, and killed my
children, and stabbed me till they thought | was dead. Afterwards they went away. | don't
know why they came, but | think it was because our chief would not send men to help Chaka
agans Zweste'.

(40)

It is clear from his defence of them that the man loved his family, and from her pride that the woman
loved him: the destruction of the family isalso adestructionof family vaues, of domesticity, and is once
agan described as an attack upon the ided, in the sense that the medlie gardens themselves are
“trampled down”. Thewholekraal is destroyed because of arefusd of its people to embrace warfare.

The peaceful, the agricultura, the homely, once again, succumb to Chaka s warlike nature.

Chaka, the Marsfigure, is described leading his troops into bettle against Zwide, usngfor the firg time
the “short stabbing spear”, dthough the Zulu use of this assegal is anticipated in the text by the firgt
description of Chaka, who as aboy carries “a short stick” (25) with which he kills Mopo’ s mother.
Other characterigtics in the young boy that prefigure the man are his Size, hisreadinessto prophesy, to
react to perceived inault (“whenhe scowled his eyes were like the sky before a thunderstorm”, 24), to
attack and kill, and his disdainful trestment of his mother: he drinks from the gourd without offering
her—*I think that he would have drunk it dl had not his thirst been daked” (25), Mopo observes. The

implicationisthat Chaka scharacter wasformed at birth, itisinnate. AsChaka smother, Unandi, says.

1A model, perhaps, of Plaatje’s woman survivor in Mhudi, who also narrates events, 38.
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“As a babe he bit my breast and tore my hair; as the man is, so was the babe’ (57). Heisnot a
developing character, but a stock Mars figure Any development in his character is merdy an
accumulation of horror, like Marlowe's characterization of Tamburlaine. Haggard, then, in his
characterization and plot, does not give Chaka, and by extension the Zulu people, the chance to be
different from what they arein hiswork. They are st, sock characters, unlike Mzlikazi in Mhudi, a

Zulu tyrant who, as Plaatje s story progresses, learns and changes.

Baeka, the fugitive, damsto exig in the middle of death, and so do Chaka swarriors. However, they
dismiss desth, exchanging the bride, the heroine of romance, for the bride of degth, thus perverting the

romanceided:

What was death? Wasit not well to diefor theking? Death wasthe arms of Victory. Victory
should be their bride that night, and oh! her breast isfair.

(51-52)

While Haggard expresses admiration for the loydty and sdflessness of the Zulu warriors, he makesiit
clear that they ultimately run counter to the socid ided. In the above extract a brida imegeisused for
Victory, for her ams are victorious death. The romance marriage is thus inverted, and becomes a
marriage with death for the victory of the Mars figure. This description is followed by a war-song,

which isafurther inverson of the pastord ided:

We arethe king’ s kine, bred to be butchered,
You, too, are one of us!

We are the Zulu, children of the Lion,

What! did you tremble?

(52)
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This song is described as the “Ingomo, the music of which has the power to drive menmad’, and it is
“thrown aong from regiment to regiment—arolling bal of sound’. This image of collective madness

isfollowed, on the same page, by a description of Chaka “ staking through the ranks’:

He walked dong like a great buck; death wasin his eyes, and like a buck he sniffed the air,
scenting the ar of daughter.

Thus, asinAllan’ sWife, the mordly deficient are linked to madness, the bestia, and daughter. Mopo
summarizes the early Zulu battles, beginning with the daughter of two thousand Zulu warriors who had

retreated in battle. He continues:

That fight was but one war out of many. With every moon a fresh impi started to wash its
spears, and came back few and thin, but withvictory and countlesscattle. Tribe after tribewent
down before us. Those of them who escaped the assegal were enrolled into fresh regiments,
and thus, though men died by thousands every month, yet the army grew. Soon therewereno
other chiefsleft . ... Then we poured into this land of Natal. When we entered, its people
could not be numbered. When we |€ft, here and there aman might be found hidden in ahole
in the earth—that wasdl. Men, women, and children, we wiped them out: the land was clean
of them.

(54)

Haggard couplesthe palitica expansonismof Chakawiththe destructionof the ided, the family: “Men,
women, and children, wewiped themout”. Also, “thisland of Natd” is, in terms of human population,
turned into awasteland. Besides being part of the “empty land” justificationfor colonization, thisland
which “was dean” of humans suggests a wantonness in destruction. The land is not colonized for
settlement, there is no peaceful progress that results from these wars. The only progressisin the fact
that “the army grew”: the war-like Zulu grow onwarfare, not through a domestic, settled fertility in the
family.
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Chaka, who epitomises the Zulu spirit, even destroys the very core of his own domegtic life. He calls
hiswiveshis“sgers’ (55), thereby denying amarriage bond based on love. Furthermore, “hewould
have no children though he had many wives’. Every child bornto him by his“sgers’ is “put away a
once’. He suspects a child would kill him: “when | join the spirits of my fathers let the strongest take
my power and my place!” Thus the natural affections of parenthood are denied, replaced by the
warrior’ ssense of “the strongest”. He dso urgesMopo to kill his children: “. . . kill thy children as| kill

mine, lest they live to worry thee. Thewheps of lions are best drowned” (62).

Thosewho digplay love amongstthe Zulu, are immediately under threat. When Baekaand Unandi plan
to save the baby Chaka hasfathered on Baeka, Unandi isinitidly reluctant, but is won over by Baeka
who appedls to her motherly indtinct: “Think, thou hast no grandson to comfort thee in thy age].] Wilt

thou, then, see dl thy stock wither?’, and referring to Chaka' s other relatives:

“They are not of thy flesh, mother. What? thou dost not harken! Then as woman to woman
| plead with thee. Save my child or day me with my child!”

Now the heart of Unandi grew gentle, and she was moved to tears.

(57)

Therr reward for this display of maternd feding, for affection and protection of their domedtic life, is
deeth. Baekaiskilled by Chaka who reminds her of the time she spoke secretly to Mopo “when a

child was born to thee” (172, Haggard' s emphasis).

Baleka sresponse is both a demand for vengeance, with an echo of the older Hamlet' s ghost, and a

reminder of the destroyed pastord vaues of childhood:
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“ ... Swear to me that you will live on and that this same hand of yours shdl take vengeance
for me.”

“I sweer it, my Sgter.”

“Swear to methat whenthe vengeanceis done youwill seek out my son Umd opogaas
if hedill lives, and bless him in my name”

“I swesar it, my Sgter.”

“Fareyouwd|, Mopo! We have dways loved each other much, and now dl fades, and
it s;ems to me that once morewe are little childrenplaying about the kradls of the Langeni. So
may we play again in another land! . . . ”

(173)

She aso re-afirms her maternd love for Umdopogaas, and her love for her brother. Sheis killed,
ultimately, for sanding againgt the moras of Chaka, and in this she is consistent withthe firs imege we
have of her and Mopo, evoked in the passage by her memory of “little children playing’, then fleaing

from forces opposed to love and care.

Smilaly, Unandi meetsher fate when Chaka discoversthat Umd opogaas, his child, isa changding, and

dive.

“Thou wouldgt give me ason to day me and rule in my place; now, in turn, 1, thy son, will rob
me of amother. Die, Unandi!—die at the hand thoudidst bring forth!” And he lifted the little
assegal and smote it through her.

(94)

This murder gtrikes at the notion of the family in two ways—it is the murder of awoman who refused

to murder her son: “Thou wouldst givemeason . .. | ... will rob me of amother.”

It is clear from the above that Haggard’ s romance structure—as presented in Allan’s Wife, with the

depictionof theided, and of the forces that threeten it—govern Nada the Lily, too. The stereotyped,
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undeveloped characterization and the divison of characters into easily discernible mora camps
emphasize this structure. The women characters are often more sympathetically presented, as natura
holders of the domegtic idedl, but the mde characters seem to be too engrossed in warfare to worry

about domestic activity, the pasture, and agriculture.  If they want cattle, asgn of wedlth, they plunder.

Moapo is the one character whose role is ambiguous. he sometimes identifies himsdf with the Zulu, as
when he uses the firgt person plurd: “ Such were our bettles in the days of Chakal” (54), and “Thét is
how we dedlt with cowards in those days of Chaka, my father.” And, typica of the polygamousZulus,

he does not understand monogamous love:

... the Saughterer loved her, and her alone, and that isa strange sickness to come uponaman.

(284)

He aso identifies himsdlf with the attitudes to women that Haggard presents as typicaly Zulu:

It was a boon granted me asinyanga of medicine, saying it waswel that a doctor should know
the scknesses of women and learn how to cure their evil tempers. Asthough, my father, that
were possible!

(55)

Y et heis opposed to Chaka and hisways. Heisnot generdly opposed to thewarfaring ways Haggard
attributes to the Zulu, but has apersonal grievance, and works hisvengeancefromthat basis. Likethe
revenger from Elizabethan revenge tragedies, he must participate in the corrupt court, and be part of its

blood, becoming guilty by associationbut aways kegping hiseye onvengeance. And, like the revenge
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tragedy heroes, Mopo occupies an ambiguous moral position, opposing the corrupt, and becoming

corrupt himsdf.

Thus, while Nada the Lily canberead as an “ unresolved” romance, inthe sensethat the romance cycle
isnot completed in the story, it o bears some relationship to the revenge tragedies. Conventiondly
in these works a tyrant!, steeped in blood, iskilled in order to restore a disrupted world of love and
order. Although clearly different in spirit and mode of presentation, the patterning of revenge tragedy
is not entirdly incompatible with romance. While the forces of evil are not reconciled with those of
virtue, they wear themsalves out in blood and revenge, and virtue stands in the wings, ready to take

over.

Thereare dementsof revenge tragediesin Nada the Lily. Baeka scal for revenge echoesthat of the
older Hamlet's, and M opo’ sstrategies in deding with evil are Smilar to those of the revengers of these
plays. Y et thereare a so, as demongtrated above, many e ementswhich evoke astory with ascomplete
a romance structure as Allan’s Wife. The merging of an “unresolved” romance with eements of
revenge tragedy suggests that in Haggard' s view the “court” (here Chaka' s court) is out of control, at
the expense of the pastora virtue evoked in the “ complete’ romance dements. The “Old Testament”
edict of vengeance threatens the pastoral, or romance, “New Testament” vaues of love, harmony and
forgiveness. In Nada the Lily the romance ultimately remains unresolved and the intriguing revenger
isvictorious. The answer Haggard seems to suggest is, in dramatic terms, a deus ex machina, like

Athene who at the end of the Odyssey? smply orders that the cyde of revenge is replaced by

IChaka knows heis called atyrant, 55.

2 Odysseus. .. hold yourhand! Stop fighting your countrymen, in case you incur the wrath of Zeus the
Thunderer.” / Odysseus obeyed her . . .. Then Pallas Athene. .. established peace between the two sides”,
370.
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forgiveness and socid harmony. In politica terms, the British play this role: they come, heimplies, to

bring justice and peace, and to establish a better society.

And yet, despite the emphasis on killing and the destruction of the domestic ided, thereisagesture, in
Nada the Lily, towards a love ory, towards the development of the love ideal (also noted on 123,
above). The romantic sub-plot turnsto tragedy: it has al the e ements of romance but, as it bears an
dlegoricd rdaionship to the main story of Chaka, and Mopo’s revenge, it tends towards the same
tragic conclusion. The story of Umdopogaas isin some ways a mythic repetition of the larger politica
story of Chaka and Dingaan, and Nada represents a flawed domegticity, a woman of deeth, like the
Grey Witch. Thusther love itsef is flawed, or frudtrated: it reaches towards an establishment of the

idedl, but falls short.

The ancestry of both Umdopogaas and Nadais of symbolic importance. In romance, asin Spenser’s
The Faerie Queene, ancestry often determines characterigtics, not only because blood is passed on,
but aso because, in establishing the symbolic nature of a character, ancestry helps the author to typify

certain qualitiesor values. Thus, in The Faerie Queene Book |, canto vii, Spenser describes a giant:

An hideous Geant, horrible and hye
That with his tallnesse seemed to threat the skye;
The ground eke groned under him for dreed:

(8.4-6)

The greatest Earth his uncouth mother was,
And blustring Aolus his boasted syre;
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(9.1-2)

The giant’ shaight threatens the sky, or the heavens, and suppresses the ground, presumably causing the
suffering of people. His ancestry revedsthat he is associated withthe Earth, whichinthe Neoplatonic
scheme is composed of gnful matter, whereas the wind which sires him refers to his boastful, vain
nature, and also revedls the weakness of the substance whereof heis made. Thus when heiskilled, he

deflates;

But, soone as breath out of his brest did pas,
That huge great body, which the Gyaunt bore,
Was vanisht quite; and of the monstrous mas
Was nothing left, but like an emptie blader was.

(1.viii.24.6-9)

Thus the giant’s ancestry becomes his nature, and Spenser usesthis ancestry as away of defining him,

asaway of making him an image of the earthly failing of human pride.

In Nada the Lily, amilaly, the lovers Umdopogaas and Nada are children, symbolically, of their
ancestry. Umdopogaasisthe child of Chakathewarrior and Baekathe fugitive of love, and he merges
the nature of both in the dudity of hisown nature. Heispartly warlike, partly alover. Nada, too, has

an ancestry that renders her different from the other women in the romance:

... | believe that her blood was not dl Zulu, though this | cannot say for certain. At least her
eyes were softer and larger thanthose of our people, her har longer and less tightly curled, and
her skin was lighter—more of the colour of pure copper. Thesethings she had from her mother,
Macropha; though she was fairer than Macropha—fairer, indeed, than any woman of my
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people whom | have seen. Her mother, Macropha, my wife, was of Swazi blood, and was
brought to the king's kraal with other captives after a raid, and given to me asawife by the
king. It wassaid that shewasthe daughter of a Swazi headman of thetribe of the Halakazi, and
that she was born of hiswife istrue, but whether he were her father | do not know; for | have
heard from the lips of Macropha hersdf, that before she was born there was a white man
daying at her father’ skraal. Hewas aPortuguese from the coast, ahandsome man, and skilled
in the working of iron.

(65)

Nada is not fully Zulu. Her only Zulu blood is from her father, Mopo who, like Baeka, is placed
symboalicdly againg Chaka. Her other blood-lines are Swazi and apparently Portuguese. In Nadathe
Lily the Swazi are presented in an ambiguous light, as enemies of the Zulu, but with some mora
deficiencies of their own. Gadazi, for instance, has a grievance againgt them, and they are attacked by

the forces of Umdopogaas and Gaazi.

While the Portuguese man, the other part of Nada' s blood line, isavery minor figure, about whom we
know only that he was a* handsome man, and skilled in the working of iron” (65), we have evidence
from other Haggard texts that suggest that his being Portuguese, coupled with his fathering a child

adulteroudy, make him morally ambiguous, aminiature of the backdiding white figure.

Thereisasymbolic tenson, then, in Nada s mora character: she looks amost white, and “the beauty
of Nadawas rather asisthe beauty of the white people than of ours’ (65). The power of her beauty

over people isimmense, but she is not fully devel oped as the romance heroine: sheisflawed, corrupted

In Montezuma’ s Daughter Thomas Wingfield is half Spanish, and his father tells him: “Keep your heart
English, Thomas . . . Hate all Spaniards except your mother, and be watchful lest her blood should master
mine within you” (15). The unfaithful Mrs Carson, in Allan’s Wife, is “half a Spaniard—apapist” (13). The
slave-driversin The Peopleofthe Mist are described inracial terms:* One, their |leader, appeared to be apure-
bred Portugee, some of the others were Bastardsand therest Arabs” ( 75). The Yellow Devil, whose name
links him both with hisinfernal nature and the wickedness of gold, is Portuguese, and “believed in his day
to be the very worst man in Africa” (98).
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by her blood. Her beauty, instead of leading towards virtue intrue Neoplatonic fashion, leads towards
death. And ultimately her whiteness tends to be associated with death and Serility, rather than with the

fruitfulness of Babyan Krads, and the heavenly figure of Stella.

Her serility is associated withthe fact that she does not work in the fields as the other women do. This
makes the women hitter, and one comments, referring to alily she carried: “. . . she mus bear flowers
aso. Surely they arefitter to her hands than the handle of ahoe’ (280). This bitterness among the

women causes drife, and it culminates in an argument about work in the fields:

... Nada came fromher husband’ s hut whenthe sun was dready high, and went down through
therock gully to the river to bathe. On the right of the path to the river lay the medlie-fields of
the chief, and in them laboured Zinita and the other women of Umsd opogaas, weeding the
mesdlie-plants. They looked up and saw Nada pass, then worked on sullenly. After awhilethey
saw her come again freshfromthe bath, very far to see, and having flowers twined among her
hair, and as she walked she sang a song of love. Now Zinita cast down her hoe,

(284-285)

When the women challenge her to work she argues that men had dway's kept her from work, and that

Umdopogaas had expresdy forbidden it.

There is tengon, a this point in the romance, between two aspects of theideal. Both love and the
pastoral or georgic ideds of agriculture seem to be corrupted. At the end of the above interchange
Zinitd s “face grew evil”, and she eventually betrays Umdopogaas and Nada to Dingaan, working
againg her own domedtic order. And Nada's love, too, is tainted, corrupting Umsopogaas, and
bringing into his own family circle the thregt of divison and death, and not the “peace and love’ she

wishes him upon their marriage (283).
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Thus, Nada's beauty and love remove her from the georgic, and the working wives destroy

Umdopogaas and Nada, and their own community. Theided, corrupted as it is, implodes.

Haggard suggests that the reason for this corruption is the materid fromwhichtheided of love, peace
and harmony is condtituted. Firdly, it is African, and not Chrigtian. In Allan’s Wife Haggard implied
that Africadid not provide a good bas's from which to congtruct the idedl, or that it needed something
addedtoit. By itsdlf the African could not formanided. Similarly, thelove of Umdopogaas and Nada
would seem to have an innate sdf-destructiveness about it, as evidenced by the typica romance salit,
or separation of the lovers, which ultimately remains unresolved. This separation is brought about by
Umdopogaas swanting to bring alioncub to Nada as alove token. The gestureisasrash asthetoken
isinappropriate, and Umdopogaasis carried off by the adult lionand isthought to be dead. Thedevice

istypica of romance.

Their love, furthermore, seems to have aqudity of the incestuous about it. Although the reader knows
that Umdopgaasis not Nada' s brother, the characters do not know it, and their love grows despitethis,
While love that grows despite hiddenidentity is conventiond inromance, particularly romantic comedy,
their love has anundercurrent of incestuousnesswhich makesit akin to that of revenge tragedies such
as’'Tis PityShe'saWhore!. Another threat to their love comes about when they are married, and is
related to the jealousy of the other wives. Thus the polygamous African way of life aso contributesto

the vulnerability of the idedl.

LJohn Ford, ed. Brian Morris (London: Ernest Benn, 1978).
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The nature of the love, absolute and self-centred asit is, also contributes to the collgpse. Nada and
Umdopogaas become idle, less than themsdlves. They become neglectful of things that are important
to thar surviva and the survivd of ther community. Ther love is Smilar in type to that of Dido for
Aeneas, which causes Dido to neglect her establishing the city of Carthage, and Aeness to forget his

duties towards the establishment of Rome?.

However, their characters, too, play alarge part in the destructiveness of their love. Nadaislanguid,
inactive and uncreative. With the exception of her love for Umdopogaas, sheis self centred. Maopo

himsdf suspects her of deviousness, and her beauty often causes deeth.

Umdopogaasis aherofigure. Boyd says. “Heisthe complete archetypal figure of the popular hero™,
and is “the greatest neo-mythica figure’. Y, like Macheth, he is a flawed hero. A reflection of his
father Chaka, he dso engagesin conquering peoples and expanding his empire through warfare. His
attributes as atypica HaggardianZuuwarrior are emphasized by his connection with Chaka's blood,
but his love for Nada has the effect of making him neglect his warrior nature (until he fights his find

battle, for her).

The symboalic meaning of Umdopogaas's character, however, cannot be fully understood without
referenceto his period as one of the wolf brethren. His relationship with the wolves may be compared
to that of another human leader of animds, the Babyan-frau in Allan’s Wife. Hendrika s relationship
with the baboonsis part of the dlegorica structureof Allan’s Wife It reveas her mora position, and

inthisis related to her beastlike qualities and her madness. Hendrikaand her baboonsform onemora

IAeneid, 99 and 105 respectively.

2 Nada the Lily (London: Macdonald, 1968) Introduction, 16.
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pole inthe story, and areopposed by Stdlla: the contrast is between Hendrika—the earthly, the corrupt,
the insane, the bestid, the degraded, the inarticulate and the immora; and Stella—the divine, the pure,
the rationd, the fully redlized human, educated and articulate, the mord. The tension is between the
fdlenand corrupt, and the idedl. The human leader of the baboons, then, hasanimportant role to play
inthe romance scheme of Allan’ sWife. Thehuman leader of theanimasin Nada the Lily hasasmilar

symboalic function.

In Allan’ s Wife the symbolic importance of the baboons is that they are semi-human beasts, and
Hendrika is merdly another manifestation of this duality. Haggard mentions the closeness between
baboons and humans by referring to “bushmen”, whom he also considers to be man-beast in nature,
Thus the baboons are symbalic, and are dearly placed uponthe Neoplatonic chain of being, both in an
evolutionary and amord sense. In Nada the Lily the connectionwiththe beast iswiththe walf, which
has a different symbolic value. Thewoalf isan old symbol of destructiveness and ferocity, asde Vries
notesinhis Dictionary of Symbolsand Imagery. Heligsthewolf asrepresenting “generd evil asthe
chaotic, destructive element in the universe and man”, dso linking wolves with cruety, murder and the
devouring of corpses. They are ridden by the Vakyrie in North European mythology, and are the
symbol for the profession of warriors. He notesthat the tradition of the werewolf has the human being
changing into aferocious animd. Thewolf symbolizes the bloodthirsty, ghoulish Sde of man's nature.
Asthewolvesin Nadathe Lily are dso ghogts, they help to establish a connection with the more evil
sideof thespiritud world. But Haggard' swolves are specifically the ghosts of the eaters of human flesh,

and thus provide a symboalic link with cannibaism.

IA. de Vries (Amsterdam: North-Holland, 1976) 505-6.
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Haggard' s purpose in writing of “the hunting of Umdopogaas and Gaazi with thewolves’ is sated in
his Preface: the incidents are “ mythically connected with those heroes’ (13). Haggard describes the
sorts of incidents that would explain the nature of his heroes in aromance context. His earlier stated
purposewasto “ set out the true character of this colossal genius and most evil man”, that is Chaka, and
his brother, Dingaan (Preface, 11-12). It becomes clear that the mythical materia isbengusedin an
alegoricd way to “ set out the true character” of hisheroes. Just asthe baboonsat Babyan Kap are part
of an dlegory, thewolvesin Nada the Lily are an adlegorica representation of certain aspects of the
heroes and thus reved the African character. In Allan’s Wife, through the romance structure and
adlegory, it was suggested that the African materia was flawed. Smilarly, through the dlegory of the
wolves, suggestions are made of a gerile manly world of hunting and warfare, a haunted world that has
its roots in cannibaism and the bestid. When Gadazi and Umdopogaas don their wolf hides, their

natures change:

Gdazi stood there awhile, and the moonlight fell upon him, and Umd opagaas saw that hisface
grew wild and beedtlike, that his eyes shone, and his teeth grinned beneeth his curling lips. He
lifted his head and howled out uponthe night. Thrice Gaazi lifted his head and thrice he howled
loudly, and yet more loud.

(135)

And then Umdopogaas aso howls:

Umdopogasas, looking into their red eyes, felt his heart become as the heart of awolf, and he,
too, lifted up his head and howled, and the she wolves howled in answer.
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This reversion to base nature, and the closeness of man to beast, is part of the reason that the love
between Umdopogaas and Nada, so potentidly pastoral, does not work out and becomes self
destructive. Umdopogaasis chief of the “she wolves’, which suggests a mae-femde rdaionship on
a bedtial levd. Gaazi, the leader of the male wolves, disdains contact with women, and seesit asa

destructive sign of weakness.

If the episodes of hunting with the wolves symboalically or mythically represent some aspect of the
characters of the two men involved, the place upon which it occurs is a so symbalicaly important. The
locus amoenus in Allan’ s Wifesymbolicaly representsthe ideal inthat work, but is surrounded by the
peaks called Babyan Kap, a place associated with the baboons whichare dso dlegoricaly important.

Smilarly the Witch Mountain symbolizes the gothic dimension of the charactersin Nada the Lily.

The feminine aspect of the mountainisimportant, asit counterba ances the masculinity of the two men
who hunt upon it. Also, in some respects, it captures the essence of the tory in that Nada finds her
resting place within the cave Stuated upon the witch's lap, and symbolicaly finds her home or her
meaning in that cave. Nada is often associated with death, her beauty often leads to death, and her
symbolic homeisin the cave of deeth where sheisburied withGaazi, the womanhater. Symbalicdly,
then, Nada is eterndly separated from her husband in the cave, eterndly divorced from love, in an

ending that inverts the traditiona union and reconciliation of romance.

The Witch Mountain, in fact, symbolizes the very opposite of the romance spirit. Its main focus, inits
femininity, isits association with degth. Thisis graphicaly portrayed in Galazi’s description of hisfirgt
ascent of the mountain. He passes the forest which brings him to the “legs of the old stone Witchwho

Sts up doft there for ever waiting for the world to die” (121). He then climbsthe “legs’:

-142-



So | climbed up the steep rock, where little bushes grow like hair on the arms of aman, till a
last | cameto the knees of the stone Witch, which are the space before the cave. | lifted my
head over the brink of the rock and looked, and | tdl you Ums opogaas, my blood rancold and
my heart turned to water, for there, before the cave, rolled wolves, many and great. Somedept
and growled intheir deep, some gnawed at the skulls of dead game, some sat up like dogs, and
their tongues hung from their grinning jaws'.

Beyond the “knees’ of the one Witchisacave, and beforeit are wolves, imagesof death. Thus, when
confronting the essence of womanhood inthe genitd-like cave, instead of finding fertility, birthand love,
Gdazi findsdeath. Thistopographica representation of women might be contrasted with Spenser’ suse
of smilar topography in his Garden of Adonis, where Spenser wishes to associate the woman’ s body

with love and fruitfulness. Heinitidly establishes the garden as an earthly paradise:

But wereit not that Timether troubler is,
All thet in this ddightfull Gardin growes
Should happy bee, and have immortd blis:
For here dl plenty and al pleasure flowes:
And sweete love gentle fitts emongst them throwes,
Without fell rancor or fond gedosy.
Franckly each Paramor his leman knowes,
Each bird his mate; ne any does envy
Their goodly meriment and gay fdicity.

Thereis continual Spring, and harvest there
Continual, both mesting in one tyme:
For both the boughes doe laughing blossoms beare,
And with fresh colours decke the wanton Pryme.

(111.vi.41 and 42.1-4)

A parallelincident of similar construction might emphasize the symbolismof this moment. In Allan’s Wife,
44, Quatermain is hunting a“blesbock” when he stumbles upon some peopl e:

| reached the ridge, which was strewn with stones, |ooked over it, and saw—a Zulu Impi!
I rubbed my eyes and looked again. Yes, there was no doubt of it. They were halted about a
thousand yardsaway, by the water; some were lying down, some were cooking at fires, others were

stalking about with spears and shields in their hands; there might have been two thousand or more
of themin all.
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Having associated the ideal of love with the earthly paradise in alocus amoenus of fruitfulness and

plenty, Spenser turns to the topography:

Right in the middest of that Paradise
There stood a stately Mount, on whose round top
A gloomy grove of mirtle trees did rise,
Whose shady boughes sharp steele did never lop,
Nor wicked beastes their tender buds did crop,
But like a girlond compassed the hight;
And from their fruitfull sydes sweet gum did drop,
That dl the ground, with pretious deaw bedight,
Threw forth most dainty odours and most sweet ddlight.

And in the thickest covert of that shade
There was a pleasant Arber, not by art
But of the trees owne inclination made,

Which knitting their rancke braunshes, part to part,
With wanton yvie entrayld athwart . . .

The Mons Venusdescribed by Spenser coyly hidesthe pleasant “ Arber” whichisthe very place of love
and pleasure. The mount aso suggests areclining woman, adopting the position of love. In Haggard
the topography suggeststhe frigidity of a sitting woman, and the cave, exposed asit isto hisgaze ashe

crests the hill of her knees, is surrounded by images of deeth.

The contrast between the two descriptions is the difference between holy ground and damned ground,
or wastdand. Gaazi eventualy entersthe cave, or entersthe very place of womanhood, love and life.
The symbolism is made clear by the light of the sinking sun: “its darkness was made red with light”
(122). The stting sun evokes the passage of time, and death, the red colour suggests both the blood
of death and the physical symbol of the femade body that the cave represents. Haggard emphasizes

these associations by repesting them two pages later:

-144-



Now al the place was filled with groans and choking howls, the wolves rolled over and over
beneath im who sat above, and in the blood-red light of the dying sun the dght and sounds
were S0 horrid that | trembled like achild.

(124)

Thefigure of “him who sat aove’ isthe image of death that Gaazi finds within the cave. The seated
dead manis mere skinand bones, atarget for the wolveswho jump up to devour him, scraping the back
of the cave smooth in their efforts to reach him. The images of death are made more ominous when
coupled with the fact of their being found within the anatomical seet of love, and the congtant rubbing
of the cave’ swalls, till the “rock is smooth and shines’ (123), is a horrid image of an inverted love,

driven by a hunger for bones, within the place of degth.

Nada the Lily, then, like Child of Sorm, deds specificaly with the Zulu people, placing them fixedly
withinthe round of acompleted cycle of history, a history which ended, according to Haggard, withthe
Zulu defeat by the British. Child of Storm isthe second part of the Zulu trilogy which ends with the
symboalicdly titled third volume, Finished. Both Nada the Lily and Child of Storm focus on desth,
whichis associated withabeautiful and destructive woman (who is, inbothcases however, not typicaly
Zulu in appearance and behaviour). Both aso end with frustrated love, sterility and the sense that

vengeful manipulators of events have made sure of the destruction of their enemies.

Thereis no senseof the idedl created in either book, but rather images of the breakdown of societies,

depicted against the backdrop of Zulu and colonid higtory. Without English characters and their true

love, Haggard implies, there is no resolved romance in Africa.
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Chapter Five

Romance, Equivalents and Trandation

InHaggard’ sromancesAfricaistypicaly portrayed as acounter-European centre of death and despair.
Itispresented asaplace of socid and spiritud difference, and of irrationd forces (magica and human)

that reflect awild world of unmastered potentid.

Unlike Haggard' s romances, Plaatje's Africa-centred romance view typicaly seeks life, rather than
death, hope ingtead of despair; and, instead of difference, he seeks equivdent linguistic and socid

sructures that reflect common humanity; acommondity that aims a understanding and harmony.

Paatj€e spoalitica and social objectives coincide withhisliterary romance objectives. Hisromanceams
a a recognition of the human vaues of others, legd and politicd equdity, and a sense of common
humanity expressed inhisnotionof “equivadents’. For Plaatje” equivdents’ arelinguistic Structuresthat
are essentidly the same in various cultures, even if expressed differently.  An undergtanding of these
equivaentswould hdp bring peoplesto agreater understanding of each other, and totheromancevison
of socid harmony. Themeaning of “equivaents’, taken from thetitle of hisbook, Sechuana Proverbs
with Literal Trandations and their European Equivalents', is expanded here to takein socid, as
wel as linguidic, behaviour. However, this extenson immediately prods trandation into the politica

arena

1L ondon: Kegan Paul, Trench, Trubner, 1916.
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Dan Izevbaye sums up some of the problems associated with trandation in the colonia context.
Whereas trandation “is generdly considered important as an activity that enables cultures to
communicate through the medium of texts’, he notes that “a the beginning of the colonial era. . .
trandationbecame a ddiberate instrument for cultura change’, and that the “ culturd exchange involved

in the trandation of texts was an unequa on€’:

The effect of trandation activities in colonia times has been more culturaly disruptive than
consarvative. It heped to establish the sStructure of new intercultura relations whose beginning
wasthe initid margindizationof the hogt cultures and languages. The theory that the trand ated
concept loses much of its initid meaning needs to be modified in light of the African colonid
experience. The trandated European concept is an invader. It overwhdmsits hogt language
by forcing through as much of its origind meening as the receptor language can tolerate:
equivaents are often only verba subgtitutes for aien concepts, and the invasion is ultimatdy
epistemic.

The tone and phrasing might sound far from Plaatjeand hisided of trandation. Yet |zevbayeistaking
about a type of trandation, atrandation that is parasitic upon a“host language’, thet is invasve. As

Ridge has pointed out,

The compelling power of a discourse and the vauations inscribed init are not normaly carried
intact across cultural boundaries. In fact, the closer a discourse is to being hegemonic for a
culturd community, the less likdly it isthat itsva uations will have the same unquestioned status
for others’.

He gives a concrete example in tracing Colenso’s involvement in the “Langdibade affair” in Natd,

where the “colonia and imperia governments were dramaticaly a one againg the ‘ black threat,” and,

2 Elesin’s Homecoming: The Translation of The King’s Horseman”, in Research in African Literatures,
28 (2), 1997, 154.

2sStanley G.M.Ridge,“A Sifting Process: The Truth, L anguage and Bishop Colenso”, Journal of Theology
for Southern Africa, 88, 1994, 24.
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armed withanew legitimating discourse, could make it unacceptable and virtualy impossible to hear any
other Sde’!. Ridge notes Bishop Colenso’'s opposition to the miscarriage of justice in the tria of
Langdibade (1873-5), chief of the Hlubi, noting that at root it was a problemof language. Herecords
that Colenso chdlenged the “offidd trandation” as misrepresenting evidence presented in Zulu, and

notes how Colenso worked to reveal the “colonia or imperid bias of the trandator™.

Pagtje s emphasis on interpreting and trandation throughout his career aso stressesthe importance of
good, accurate, far and sympathetic representati on of the voice being trandated. Hismovingfrom court
trandation, through journaism to literary work suggests how his comments on court interpreting can
smilarly be extended into politica comment and literary work: “1 think 1 have shownthat it isimpossible
for the South African courts to mete out substantia justice without the aid of good interpreters™.
Careful and meticulous interpretation is a condition for justice, he argues, and “there hangs in the

balance the liberty of aman”#:

The law guarantees protection to the man with a black skin as much asit doesto the manwith
awhiteskin, and until youget black interpretersto trandate for black prisoners, that guarantee
exigtsin theory only and not in practice’.

A Sifting Process: The Truth, Language and Bishop Colenso”, 32. See also Davenport, South Africa:
A Modern History, 113-4.

2 A Sifting Process: The Truth, Language and Bishop Colenso”, 9-10.
%The Essential Interpreter”, in Selected Writings, 59.
“Selected Writings, 54 and 52.

5Selected Writi ngs, 53-54. Plaatje makesit clear, however, that he is not as concerned with race as with
attitude and aptitude, 53 and 60.
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Nadine Gordimer’s use of the phrase “black interpreters’ in the title of her book on African writing!
shows the natura extension of Plaatje s point from the court-room to the world of literature. Plagtje,
as Willan notes, “saw himsdlf as the inheritor of two different sets of literary traditions’ and “believed

passionately in the importance of interpreting the one to the other™2. Yet for Pladtje, Willan argues:

the act of trandation was not so much adavish and meaninglessimitation of an dien cultura
form, but a demondration . . . of the cagpacity of the Tswana language to comprehend and
express Shakespeare’ s meaning. At the same time it served as a clam to vindicate the vaue
of the Tswana language more generdly: if Shakespeare could be successfully trandated into
Tswana, Plagtje bdieved, then Tswana's dam as a language and culture that deserved
recognition and preservation was immeasurably enhanced®.

And, in aphrase dready quoted from the Preface to Mhudi, Plagtje saw hisrole as cregtive writer as

interpreting “to the reading public, one phase of ‘the back of the Native mind "4,

Thus, as Izevbaye concludes, “This colonia use of trandation is being reversed in postcolonia African
writing. Trandationisbecoming aninstrument for therecovery of identity, of tradition, even of anelusve
cultura essence. The reversal began as a practica means of transforming the colonia word without

abandoning it™. Or, as Ridge arguesin another context:

Fromitsfoundationin 1912 [in which Plaatje was involved] and through muchof itsexistence,
the oldest of the black palitical movementsin South Africa, the African Nationa Congress, has

The book, The Black Interpreters: Notes on African Writing (Johannesburg: Spro-cas/Ravan, 1973),
unfortunately does not discuss Plaatje.

250l T. Plaatje and Tswana Literature”, 98.
%S0l T. Plaatje and Tswana Literature”, 88.

“Mhudi, Preface, 11, and 10, 34, above.

SElesin's Homecoming: The Translation of The King’s Horseman”, 154-5. |zevbaye, however, seesthe
“earliest form of this reversal” in the works of Achebe and Soyinka, “just before Nigerian Independence”.
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depended on acommon language, not only to crass ethnic boundaries, but to participate and

stake aclam to participation in awider, inclusive, nationd life'.
Sympathetic undergtanding of language and the ability to trandate sengtively across cultura and socid
differencesare prerequisitesfor the social harmony aimed at by romanceinitsmost indusveforms. An
ided of socia undergtanding and harmony implies that one culture does not dominate the other
linguidicdly, culturdly, or paliticaly. If the necessary socid or linguistic skills to negotiate between
cultures are absent, a trandator or an interpreter becomes essential to achieve this harmony by
trandating human actions that may otherwise appear strange or “exotic”, and become the mark of
“difference’. There is a digtinction between Haggard' s central narrator figure—who emphasizes the
otherness, the strange and different, the African gothic quaities of his story, and Plagtje€’s

narrator—who, as trandator or interpreter—explains and humanizes African stuations.

Pagtje typicaly casts hiswritingsin aromance mould, in which present difficulties are highlighted and
potentia solutions are congtantly sought, even if by implication. The discussion of Plaatj€ stextsinthis
chapter will focus on the inter-rel atedness of the romance paradigm, the notion of “equivdents’ and the
role of the trandator or interpreter, who—if not personified in the narrator, as in Mhudi—may be

implidit in the text itsdlf.

The more traditiond (basicaly Shakespearean) romance paradigm, which here has been cdled the
resolved romance, formed part of Plaatje soutlook. Thisromance pattern presents athree-tiered time
sructure: alost past, aconfused present and aresolutionwhichimagesor |ookstowards a better future,

based both on new socid relaionships as well as a re-establishment of previoudy logt vaues. While

“Mixed Motives: Ideological Elementsin the Support for English in South Africa”, inldeology, Politics
and Language Policies: Focus on English, ed. Tom Ricento (Philadelphia: John Benjamins, 2000) 159.
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it celebrates the victory of harmony, the resolution itsdf, time-bound as it is, is dways in a state of
tensionwiththe forces which opposeit. The cameo romance resolution in Act Two of Othello, when
the united Desdemona and Othdllo are threatened by an lago who wishesto untune the harmony of their
union, illustrates how tenuous a romance resolution is within amutable world. Theseand other typica
elements will be sought in the budding romance vision which can be found in the works Plagtje wrote

besides Mhudi.

The Boer War Diary of Sol T. Plaatje' was never prepared by the author for publication and for
literary scrutiny, yet the text reveal smuchabout the specific Situation Plaatje wasin, the politica Situation
of the day, and also Plaatje' s weltanschauung?. Thus, while neither in fact nor inintentionaromance,
in the literary sense, the diary nevertheess reflects Plaatje’ s romance vision within the context of a
specific historica situation. While he lives through and records the trauma of the Mafeking® siege, he
congtantly seeks the romance ideal, and the diary itsdf thus becomes atype of quest. The Boer War
Diary is a sdf-conscious text, the writing of a diary being by nature salf-reflective®. It has been
peculated that Plaatje’ s use of the diary form, and of the medium of English, was imitated from the

English diarigts for whom he typed during the siege®. Contact with the work of a least three diarists

IA revised Centenary Editionwas published in 1999, entitled The Mafeking Diary of Sol T. Plaatje, edited
by John Comaroff and Brian Willan, with Solomon Molema and Andrew Reed (Cape Town: David Philip,
Oxford: James Currey). Where notes are substantially different thisedition may be cited. Textual references
throughout are, however, to the first, 1972 edition.

2Comaroff, Introduction to Boer War Diary, xxv.

%Mafeking” is an English corruption of the Tswana “Mafikeng”, meaning “place of stones”. Whilethe
town isnow called by its original Tswananame, “Mafeking” is used in this study both to avoid confusion
andtoreflectthe usage in Plaatje’ s time (although the Tswanais used in quotations where Plaatje does use
it).

4Comaroff suggests that Plaatje’s journal was more reflective than those kept by his British counterparts,

however. He describes these as“long on events, short on analysis and even shorter onrichly textured self-
reflection”, Preface to The Mafeking Diary, 4.

SComaroff, Introduction, xviii.
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would have given Plaatje gimulation, afdlow feding, a purpose and abroader sense of the possibilities

of the genre, including subject matter and style. He writes:

| have started keeping an officid diary from today, dl of the doings in connection with Native
Affars. Thisissomewhat bothersome as besdesthisone | am typing Mr. Bdll's, Dr. Hayes
and Capt. Greener’ s Smultaneoudy.

(82)

So much keeping of diaries within the context of a specific, time-limited Situation such as the siege
suggests that the authors were aware of the unusua qudity of that Situation, the specid sense of
higtoricity and the importance of the time being lived through. Ultimately, the diary form emphasizes

a sdf-conscious awareness of time in generd, even when entries reflect alack of activity:

Asquiet aslast Saturday. ‘Sanna only sent in two shells (7am.) which fell short of the town.
The day was uneventful.

(Monday, 19th February; 97)

The sege took place within the wider context of land conflicts between the Barolong and Boers. The
British, who had their own interestsin the Transvad, offered some protectionto the Tswana fromBoer
expansionismt.  Thus the conflict offered the Tswana the possibility of a new political dispensation

should Britain defeat the Boers?.

IA brief historical summary of the interaction between thesegroups before 1900 can be found in Maylam,
Paul, A History of the African Peopl e of South Africa: fromthe Early Iron Age to the 1970s(L ondon: Croom
Helm, Cape Town: David Philip, 1986) 119-27.

2Maylam notes: “ During thewar many Africanshad identified with the British causein the expectation that
a British victory would bring political and economic advancement for blacks”, 138.
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Since the medium of siege tactics is time, those involved would have had a heightened sense of
tempordity. Thus, even seemingly dull day-to-day survivd itsdf could becomepaliticaly, spiritudly and
mordly charged, and away, utimatdy, of thwarting the Boers. As noted in Chapter Two (55), an
indusve awareness of time, inwhich“ expectation” for thefutureis balanced by “historica awareness'?,

but where resolution is nevertheless continudly sought, is an intrinsic part of Shakespearean and

Spenserian romance.

The entire text of the diary can thus be read as operating within the typica romance three-tiered time
sructure. Thethreetierswould reflect the times before, during and after the Sege, withthe diary itsdf
beginning (and truncatedly ending) in medias res, in the trough of confuson. While the diary form
typicaly concentrates on the present, there are reflections on the past, or “higtoricd awareness’, and

the future, or “expectations’, in the text.

The present isaninconvenience that will pass withtime, inthe sameway—for instance—that Viola says

in Shakespeare' s Twel fth Night, aromantic comedy:

O Timel Thou must untangle this, not [;
It istoo hard aknot for met’ untie.

(I1.ii.40-41)

In the case of Plagtje' s Mafeking the issue, amilarly, wasto survive the passage of timetill relief was

brought by the troops from England, who were moving up from the Cape. The whereabouts of these

The tension between “expectation” and “historical awareness” is briefly discussed by Kole Omotoso,
Season of Migration to the South, 141.
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troops and the timing of their arrival was a matter for congtant conjecture. This imperid relief was

coupled in Plagtje' s mind with a strong sense of divine justice, and the defeat of the Boers.

InPlaatje sdiary ahappier past isreflected ondifferent levels—in Barolong history, remembered socid
liberties, and memories of his domestic Stuation . Plaatje saw the Barolong past as a time of liberty,
politica power and independence. Describing the physicd siteof Mafeking, whichwas origindly chosen
for strategic reasons, he says.
The Stadt had such an advantage over the Stuation that it was quite impregnable amongst the
trees in the Molopo—while the surroundings are a wide, wide plan which one can examine
fromthe rocks without being observed. That is one reason why Montsoa held out against the

Boersfor so many years.

(31st October; 5)

Later he adds:

. . . Mdikeng has since its creation never been cursed by being a Boer Laager, despite
srenuous endeavours to make it such. It gill bears the name given it by Tau's band of
Barolong, who came from Lake Ngami in about 1750. They were a peaceful ot of men, yet
they plundered everybody who dared interferewiththeir migration, and earned for themsdlves
theftitle of ‘Baga Rungoanale Bogde€ .

(10th December; 38-39)

Comaroff’s note indicates that the latter praise expression can be rendered literdly as “they who are

uplifted and fierce”, which could imply supernaturd inspiration'.

1Comaroff, (ed.) Boer War Diary, 151, note 42.
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Despite Plaatje’ s continued confidence, the Sege threatened this higtoricd liberty, just asit currently
denied the personal liberty of the inhabitants. On arare morning of slence from the Boer guns (owing
to a British attack), Plaatje enjoys a sense of the now lost freedom:
The Dutch snipers being conspicuous withther silence, one walks with the privileged liberty of
afdlow in Jones Street, Kimberley.

(29th November; 18)

Kimberley, being part of the pre-Union Cape Colony, was often seen to be comparatively liberd inits
racia attitudes, and Plaatje hoped that the Colony laws would spread to the rest of Southern Africa,
ingtead of the threstening Boer Republic laws. Thus Plagtje's “privileged liberty” in the streets of
Kimberley reflects what Plagtje took to be his right, at this moment denied. A smilar sentiment is
expressed in the entry for 3rd January 1900 “and we walked about as fredy as if we were in Cape

Town” (65).

At the time of writing Pl aatje was recently married, with ayoung son, and dthough the family’ s life had

been characterized by separation, the memories of his family are described in terms of pastora and

religious peace:

Sill, | remember last year when | spent three lengthy, solitary days in old Ma-Diamond's
beautiful garden and she fed me with the firgt issues of her fructirous grove in fruits and
greeneries. | told her how happy we would both beif my kind little wife, whom she very much
longed to see, waswithus, wewere consoled, however, by the knowledge that she was on that
day presenting my first-bornto his Saviour under a magnificent Christmas Tree somewhere, and
that she would sooner or later bring us our darling litle boy who would postively be the
happiness of our hearts next Christmas (today), inthe same garden, the cultivation of our aged
lady friend.

(24th December; 49)
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These images from the past, whether of earlier Barolong glory, a remembered persond liberty or a
family pagtord, are now interrupted by changing political conditions. War is declared and the Boers
surround the previoudy undefested Mafeking, denying persond libertiesand enforcing continued family
separation. Plagtje, describing Chrismas time, evokes an Easter image in which heis“nalled to asick
bed withvery poor attention—worst of dl, surrounded by Boers® (24th December, 49). The Siege can
thus be seenas amanifestationof the present, of the tragic trough of confusion, sited within the broader

time-frame of alost past and a future imagined to be better.

Faatje sfocusin the diary is naturaly on the present, but just as his views of the past can be gleaned
from his entries, the future, too, isimplicit in hiswriting. A typica entry, “ . . . future operations against
the Transvad, when the Troops cross the border” (26th December 1899, 51) indicates that Plagtje
shared the generd fedling that a British victory was ultimately inevitable, and that reinforcements from
Britain would turn the tide of the war. Indeed, the Boer leader, Genera de Wet, aso expressed this
opinion: “We knew, | need scarcely say, that humanly spesking ultimate victory for us was out of the

question—that had been clear from the very beginning™*.

Plaatje and other blacksin the Siege expected their lost freedom to be restored, even expanded, by
Britishvictory. He spesks of a*“miscellaneous collection of Natives from Johannesburg who expected
the war to last amonth or less’, “. . . after which they would return to the revolutionized Rand” (64).
He notes on 24th February of the same year: “We will get Transvad” (100). These references by

Paatje to the lifting of the Sege and ultimate British victory imply that the expansionist, Republican

IChristiaan Rudolf de Wet, Three Years War, no translator acknowledged (Westminster: Archibald
Constable, 1902) 79.
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Boers, often referred to in the text as the “enemy”, would no longer threaten the lives and liberties of
blacks. For Plaatje"enemy” was not merdly amilitary term, but implied a mord or spiritud enemy as
wdl. His confidence of a future victory that would re-etablish, in a changed form, lost vaues and

liberties from the past was also areflection of his belief in Providence'.

Direct references to the future in the text are limited, but aways implicit, though at times tempered by
the increasing horror of the Sege and afrustrated despair. Entriesat the beginning of the diary aremore
optimidic than later, when the redity of along sSege and trying conditionshad set in. As early as 6th
November 1899 (7) Plaatje notesthat the Boers had moved “ Au Sannd’, the Sege cannon: “ They must
have got a scent about the arrival of the Troops and are temporarily sationing her there, preparatory
to her departure’. (Thisoptimism, though typica, istempered in the next part of the entry, which notes

that she was firing from her new position). Ten days later Plagtje notes:

Heavy ransfdl during the night . . . . Bechuandand grass, after arain like this, takes a very
short time to grow and by this day next week we will have the country as green as a garden.
This, and the undoubted nearing arrival of the Troops, will render Rantho’ akgale' s> dream of
garving us out an impossibility.

(16th November; 12)

The merging of pastoral imagery and the Troops arrivad is continued in the next day’ s entry:

"His faith in “Providential Protection” is expressed in entries from Thursday 7th December, 1899 to the
Saturday of that week (33-36).

2 Rantho’ akgale” was the name given to the Boer General Piet Cronje. Comaroff’ snotethat the name may
betranslated as “an old sore”, suggesting a long-time enemy (The Mafeking Diary, 176) is strangely at odds
with Willan’s note that the name means “a person of great knowledge and wisdom, commanding respect”.
However, itistypical of Plaatje’s humanity and careful phrasing that in 1932 heis able to describe Cronje,
listed as amongst Chief Montsioa’ s Transvaal friends,as “aformeradversary [of the chief] and the noblest
Minister of Native Affairsthat ever sat in a Kruger cabinet”. After this qualified compliment, Plaatje notes
that Cronje “spoke the Barolong tongue almost like a Native and answered to the Native sobriquet of ‘Ra-
Ntho’akgale’”, Selected Writings, 419 (where Willan’s note is also found).
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What a pleasant morning. One often wishes that it could be mutualy agreed that both sides
should lay aside their guns and go out picnicking, and not resume operations until Monday
morning, January 1, when the Troops will be in the country for certain.

(13)

Plaatje s sense of well-being at this time is reflected at the end of this entry. His healthy pony and
income generated by extrawork, both enable him to “keep pace with the hard times’, and hefeds he
has good reason to “sing the twenty-third psalm”. This pastord psalm, reflecting both on the present
and the future, contrasts suffering with providentid care, openingwith“The Lord is my shepherd, | shdl

not want”.

In times of increased despair Plaatje expresses his faith negatively, as in the entry for 18th February
(97): “1 am wondering if the heavens, like the Imperid Government, have also shut their ears to our
prayers’. Thisentry interestingly unitesthe arrival of the Troops, and the defeat of the Boers, with the
will of the heavens. Thefollowing frustrated entry aso expresses adespair through which an underlying

faith shows

Another shdl burgt in the south; we wonder how long this is going to last. Instead of getting
brighter, the prospect in front of us is darkening itsalf. | am inclined to believe thet the Boers
have fully judtified their bragging, for weare citizens of atown of subjects of the richest and the
strongest empire on earth and the Burghers of a small state have successfully besieged us for
three months—and we are not even able to tell how far off our rdief is.

(3rd January; 66)

Padtje dill seestherdief of Mafeking as a certainty, asis evident in the find phrase, “how far off our
reliefis’, and thus as a matter of time. His claim to, and ultimate expectation of, liberty isexpressed in

“we are dtizens of a town of subjects of the richest and strongest empire on earth”, whichis dso a
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politica dlaim of equdity withthe whitecitizens. The common identity expressed in“weare” indicates,
that—for Plaatje—the dege community had one politica purpose and a common politica right,
expressed in the words “ditizens” and “subjects’, and common expectations from “the richest and
strongest empire’. The frustration of the moment, expressed in this entry, reveals what Plaatj€ s usud

expectations—indeed, demands as a citizen—were.

Any expectations for a better future were, however, for the present frustrated by the sege. Plagtje
notes the sgnificant date that marked the dawn of the twentieth century, which for many had become

asymbol of hope for anew world order:

The firg day of the firs week of the firg month in 1900. Not at dl alovdy morning. The
distant pop of the Mauser distinctly shows that thereis no holiday for poor beleaguered us

And, in the same entry (dthough this seems to have been written later in the day):

In the afternoon David stood watching a train of merry girls, amidst whom were Meko's
sgersinlaw in the best of millineries, celebrating the New Y ear with severd jolly games. All
of a sudden *Sanna came round and spoiled the whole thing. Mr. Briscoe's garden is an
intolerably near spot for 94 pounds of mortar to burgt while atrain of giggling girls are enjoying
thefirgt day in thefirst year of the twentieth century near Bokone. . . .

(63)

Paatje's sense of the sgnificance of time, the dawn of the twentieth century, symbolized by the
attempted celebrationof the “merry maidens’ (1. 27), and by the pastoral imege of Mr Briscoe' sgarden,
are in tenson with the redity of “Not at dl a lovdy morning”, “no holiday”, “poor beleaguered us’,

“*Sanna [the Boer sege gun]”, “spoiled the whole thing” and “94 pounds of mortar”.
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In terms of the romance scheme, the shattering of a pleasant past and of pastoral peace ushers in the
tragic trough of confuson, suffering, pain, separation and death. However, there is the constant
optimigtic attempt to find the ided, to gppreciate life amidst the congtant threat of death: 1 have never
before redized so keenly that | am walking on the brink of the grave’, reads one entry, while another

says that “one fairly concdludes that life is really worth living, even during asege™.

Asinthetragic trough of romance, the passage of time isthe medium of resolution, asmay be seenfrom
the entry for Saturday, 18th November, 1899, where it is aso evident that the besieged had expected

to be relieved wdl before the turn of the century:

We have just got definiteinformationthat the Troops|anded at Cape Town onthe 4th Instant
and that they are given 6 days rest prior to proceeding north. There is a generd dismay in
Fool's Paradise where thar movements were not being studied before telegraphic
communications were cut between this and the civilized world. Bets were fredly entered that
they would be here on the 30th Ultimo, then the Sunday after, etc., etc.; and bets are still
pending that they will be here day after tomorrow. | havethe honour of not sharing thisdismay
for, having expected them to reach here on the 20th, | prolonged my period to the middle of
December when October went past and we had heard nothing of their whereabouts.

(13)

While the congtantly expected arriva of the troops is linked to a sense of futurity, of animpending better
life, of both physical and paliticd liberty, and of a mora victory over vice, the “Fool’s Paradise”
mentioned in this entry reflects a typica romance sate of present confusion in the Sege community
(Plaatje s“middle of December”, it transpires, is also mistaken). Thetruth of the Stuation istypicaly

not clear to participantsinthe action: inShakespeareanromancethisconfusionis symbolized by disguise

1 7th December; 32 and 14th November; 11, respectively.
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and mistaken identity, and, as argued by Petersont, a misunderstanding of the nature of time by the

characters themsalves.

Confusonand asearchfor truthare, indeed, part of the human condition: Spenser’ simage of the veiled
Unain The Faerie Queene (1.i.4.4) suggests that truth will be veiled from the start of post-lapsarian
humanity to the Biblica end of time. However, the Mafeking Sege Stuation tended to emphasize this
confusion. Because of alack of news, people resorted to interpreting visua and audible Sgns, guessing

at time, trying to find what the redlity was, and what the future would reved.

Thus, framed between brief entriesthat reflect either alonged-for pastoral past or a potentidly romance
future, the main body of the diary concentrates on the confusion and inconvenience of the “now”.
However, the notionof the present iscomplexinadiary, whichtypicaly reflectsthe mundane everyday,
on one leve, but might also ded with a broader summary of recent events, aswedl aswithwider issues
raised by suchevents, or withmore genera issues of the epoch. Thefollowing entry conveniently shows

these digtinctions;

Werosein high spirits preparing for aheavy day’ sshelling. Wewonder whether yesterday’ s
rapid outburst was because they received afresh supply of anmunition or that Philjune told
them that they had just begun to do damage; but they only hit harder. During the day only an
occasional Mauser and about sx bangs from their thinner artillery kept us cognizant of the fact
that we are beleaguered. What a contrast to unfortunate yesterday .

Asarulethe ‘Native Question’ has, | believe, sncethe abolition of davery, dwaysbeenthe
gravest questionof itsday. The present Siege has not been an exception to thisrulefor Natives
have dways figured pre-eminently in its chief correspondence.

(8th December; 33)

Time, Tide, and Tempest, 16.
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Here the diarist writes of firdly, the day’s events, within, secondly, the context of the fairly immediate
past. Thirdly, hediscussesthe morehistorica present (“ The present Siege’) within, fourthly, the context

of the issues of the epoch (“the gravest question of its day”).

Besides being hepful for defining different time frames within the present, this extract also serves to
underlinethat, for Plaatje, race (“the Native Question”) isthe most serious issue of the present age. This
gives us both a sense of Plaatje' s congant underlying theme, the keynote of his writing, as wedl asa
ussful andlytica toal. Itisingructiveto read theindividud entriesof the diary within the broader context

of therace issue.

In terms of race Plaatj€ s philosophy as reflected in the diary is quite clear: he notes and objects to
racism. Yet Plagtje does not dip into reactionary “pro-black and anti-white’ racism: rather he judges
on merit, showing already the seeds of the philosophy he articulated later: “nobility and vaour, like

depravity and cowardice, are not the monopoly of any colour . .. ™.

While the sege diary focuses on the present, tendons underlying the entries are reminders that, for
Plaatje, the above non-racia philosophy isthe ideal congtantly strived for, and that he interpretsthe war
asabattleto achieve thisided. The Boersinthe diary represent expansionist Republican racism, and
the British are presented as opposing this. Plaatje typicaly cadts this battle within the context of a
Providentidly governed universe, and he hasastrong sense of the mora orders of good and evil. The

battle, then, isat root amord bettle, the desired outcome of which is non-racia socia harmony.

1Selected Writings, 212.
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However, the war represents one leve of the present: the everyday life within the line of invesment
represents another leve of struggle. Plagtje s ided of human equdlity is clearly absent amongst the

separated communities within the besieged town:

P.S. The following shows that thereisavery greeat difference between white and black evenin
abesieged town: “Fresh mest rations to be reduced to 3/4 Ibs. From Monday inclusve” Itis
anotice by Capt. Ryan, D.A.A.G., to the townites.

(13th January, 74)

Thewhite “townites’ were muchbetter off thantheir black fellow ditizensinthe Stadt®. Plaatje’ s phrase
“even inabes eged town” emphasi zesthe ingppropriateness of this Stuationinacommunity that should
ideally have been drawn together by the Sege, expressed by “we are citizens of atown of subjects of
the richest and the strongest empire on earth” (3rd January, 1900, 66). However, in an earlier entry
Plaatje notes that the Mafeking Mail “regards the netive as a mere creature” (14th December; 45).
Thus, dthough Plaatje’ s ided may have been racial equality and harmony, he was not blind to its

absence in the everyday life of the Sege community.

However Plaatje, for whom falibility “was not the monopoly of any colour”, did not exdusively blame
the Englishfor lack of harmony. In a description of a meeting betweenthe Civil Commissioner and the
Barolong, Plagtje speaks disparagingly of the Barolong chief Wessdls, who “threw a different
complexion on the otherwise excdlent harmony which characterized the commencement of the

proceedings’. Plaatje, the trandator at this meeting, comments:

1See Comaroff’s note 42, Boer War Diary, 157, where he observes that rationing in the stadt “was much
tighter than in town”. The difference in the rationing of food for whites and blacks in Mafeking, and the
resultant black suffering, is discussed by Thomas Pakenham, The Boer War (London: Abacus, 1992) 405-
410.
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It isan excelent thing that the C.C. is so patient or e se things could happen that would cause
gredt joy in the Boer laager when they became known there.

(21t January; 78)

This extract depicts Plaatje’s politicad and romance vison in cameo: his ided is “excdlent harmony”
between the races, facilitated by the leaders of British and Barolong with the aid of the “essential
interpreter”. The setting in this extract isameeting, where negotiations are conducted with atrandator,
on the home ground of the Barolong. This implies effort on the part of the Civil Commissoner to
implement participative governance, onthe Africanmodel of the kgotla. Disruption of thisby Wessds,
who undermined Plagtj € seffortsas trand ator as he “misconstrued and misinterpreted everything sad”,
poses the threat of a Babelish chaos which would benefit the more threstening, more racist enemy

outs de the town.

Harmonious relationships, then, between British and Barolong, help keep the threatening Boers at bay,
and in this tableau Plagtje indicates his romance leanings towards the preference for a harmony which
will lead to peace, a harmony in which misunderstandings are absent. Y et, Plagtje notes with concern
the ever-present potential for defeet, for chaos, for tragedy, in the image of the Boersrgjoicing in thelr
laager. Generdly, hisdescriptionsof confusion aretelling: “ The Game Treefiasco gppearsto have been

a heart-rending burlesque” (29th December, 1899, 55).

The context for these remarks can be established by examining the way the diary refersto the broader

historical bettle of the Anglo-Boer War. Blacks served as labourers, and sometimes fought, on both

IKevin Shillington notes that Tswana men attended the regular kgotla “to discuss and settle the
administrative and judicial affairs of the local ward or village”, The Colonisation of the Southern
Tswana:1870-1900, 10.
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sides during the war, and it is not easy to make sengble generdizations about the attitudes blacks had

towards ether the British or the Boers.

While on the Eastern Frontier of the Cape bitter Wars of Dispossession® were fought between Briton
and Xhosa, in the northern Cape Colony the Tswana appeded to Britain for protection against Boer
expansonian. Furthermore, British interestswere manifold: Britain’ scapitaigtic interests, which played
alarge part in her involvement withthe Transvad, may have been at variance withthe morelibera soirit
of Britainwhich had seen the abalition of davery, and the legd ided of equality beforethelaw. Thus,
Britain could show a different aspect to different people. Plaatje usualy argued that Britain, which
governed the Cape during his youth, protected—against Boer aggresson—the “caivilized laws of Cape
Colony”2, whichallowed for social harmony, equality before the law, and whichoffered alimited African
franchise. This franchise was being used by many blacks, after the Wars of Dispossession, as anon-

violent form of sruggle to regain logt rights. Mbeki says.

The young men who qudified at these [missonary educationd] inditutions in the Cape soon
registered as voters, and entered a new arenato take up the struggle which was drawing to a
close on the fidd of battle. This first-generation product of the misson schools threw
themsalves unreservedly into the task of recruiting and helping those who could fulfil the
conditions for qudifying asvoters. According to the Cape condtitution, the franchise was open
to any man—hlack or white—who occupied property worthat least £25 or earned at least £50
each year. It isnot difficult to see that given the enthusiagtic recruitment, the African voters
would, in the course of time, have returned to parliament a significant number of MPsto play
adecisverolein influencing legidation for the benefit of dl the people of the Colony®.

IMbeki’sterm, from The Struggle for Liberation in South Africa: A Short History, 1.
The phrase is from “ A South African’s Homage”, in Selected Writings, 211.

3The Struggle for Liberation, 2.
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Many black people in the northern Cape, then, were in support of British war efforts. As Peter

Warwick notes about black communities in the area at that time:

The Boer forces . . . were intent . . . upon reshaping socid relations in the interests of the
predominantly Afrikaner farming community, which before the war had been under some
pressure fromthe success of black peasant agricultureand ascarcity of farmlabour. The eager
participation of black peasants and artisans in the British war effort was closely related to
defending their roles as citizens with control over their own skills, produce and labour.

Maetj€ s identification with British interests during the Siege, then, isnot incongstent with his overriding
concerns with the “Native Question” and his search for socid justice: his opposition to the Boers was
amilaly based onthese concerns. Thus Plagtje generdly refersto the British in favourable terms, and
incdludes himsdlf and the entire Sege community in their interests, often expressed by a collective “our”.

British action is often seen as noble and galant, as the diarist saw virtue as being on their Sde:

The English are among the foremost warriors of their day. Here we have only afew soldiers
representing the wisdom of their nation in a most demondgtrative manner. They not only invent
miracles but know how to utilize them at random, under thunder and lightning, through al
circumstances.

(Tuesday, 19th December; 46)

The Boers, conversdly, are depicted as vicious, ddiberately evil, “Woman Sayers’ (8 March 1900,
110) and recigt. Thus, moraly, Plaatje saw the scde of judticetilting in “our” favour:
We spent this day in church. The pulpit was occupied by Mr. Lefanya, who warned his

hearersto be very careful in their prayers, and remember that their God was the enemy’ sGod:
we, however, have the scale inour favour aswe have never raised our little finger inmolestation

1Black People and the South African War: 1899-1902 (Johannesburg: Ravan, 1983) 124.
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of the Transvad Government, or committed anact that could judtify their looting our cattle and
shooting our children in the manner they are doing.

(Sunday, 12th November, 1899; 11)

Plaatje’ sconstant use of contrasting musical and tempest imagery—with the same symbalic forcewith
which both are used in Shakespeare's plays’—encodes this perceived mord and politica divide

betweenthe competing forces. From the opening entry Boer gunfireis described interms of atempest:

Sunday, 29th [ October, 1899]

Divine Services. No Thunder. Hailkonnaterror . . .

But if the Boer firing is associated with destructive thunder and terror, the firing of the British is quite
differently described in the same entry:
... homuscisasthrilling and asimmensdy captivating asto ligten to the firing of the gunson
your own sde. Itislike enjoying supernatural melodies in a paradise to hear one or two shots
fired off the armoured train; but no words can suitably depict the fascination of the music

produced by the action of aMaxim, which to Boer ears, | am sure, is an exasperation which
not only disturbs the ear but aso disorganizes the free circulation of the listener’ s blood.

@

P aatj e then describes how the residents of Kanya mistook, joyfully, the sound of Boer firing for that of

the Britigh:

. .. they have been entertained . . . withthe me odious tones of big guns, sounding the “Grand
Jeu’ of war, like agentle subterranean instrument, some thirty fathoms beneeth their feet . . .
they have ligened to it . . . with cheerful hearts, for they just mistook it for what it is not:

IG. Wilson Knight notes that the “basic symbols of tempest and music in vital opposition unify
Shakespeare’ sworld”, The Shakespearian Tempest (London: Metheun, 1953) xxiii. Much of his argument
in thistext could also inform readings of Haggard and Plaatje.
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undoubtedly the enrgpturing charm of this delectable music will give place to amodt irritating
discord whenthey have discovered that, so far fromit being the actionof the modern Britisher’'s
workmanship going for the Dutch, it isthe “boom” of the State Artillerist giving us thunder and
lightning with his guns.

The use of the words “fathoms’ and “enrapturing charm of this delectable musc” give just a hint of
Arid’s supernatura mudc in The Tempest. The entertaining British guns are “medodious’, “gentle’,
“ddectable’, with “enrgpturing charm”, or, more prosaicaly, they reflect “the modern Britisher’s

workmanship”.

Boer guns, on the other hand, produce “most irritating discord”, they “boom” and give “us thunder and
lightning”. The entry for 7th December aso combines musica and tempest imegery:

| wonder why the Boers are 0 “kwaai” today. During the last few days we seldom had a

“Sanna’ shell during the forenoon, and thenaday’ s complement was only between 2 and 4, but

this morning we had 7 between 7.00 am. and 8.00 am. from “Sannd’ only, besides a heavy

thunder from the smdler artillery and a shower of Mauser which played the accompaniment.

(31)

A musicd smileisusad to describe how the armoured train sllenced Boer firing: “ 1t was like a member
of the Payne family slencing a boisterous crowd with the prelude of a selection sheis going to give on
thevidin” (29 October 1899, 1). The British firing, in this comparison, is likened to a cultured woman
vidinig usng the authority of her musc to ill the audience. Christ’s calming of the scorm, Casso's
depiction of Desdemona having asimilar influence, and Prospero’s storm, “so safely ordered”™, are not
far fromthe symbalic essence of this descriptionof the British guns, while the Boers are the “ boisterous

crowd’, uncultured, unappreciative, in need of slencing.

IMatthew 8, 23-27; Othello 11.i.67-73; The Tempest .ii.29.
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Smilar imagery isreflected in*“ Digant howls inthe Dutch Reformed Church told that they held service
there for the first time today” (Sunday, 26th November, 18) where the “boisterous crowd” takesona
begtial sound. The image aso suggests a corruption of Chrigtianity, a charge Plagtje emphasizes in

Native Life in South Africal.

The tension between the British and the Boersis st up, then, not only in the fact of the war, but dso
symbolicaly in Plaatje' s description of day to day events. The conflict, aswell as the partisan role of

the Barolong, is graphically described in the entry for 9th December (36):

Too little, if anything, hasbeensaid in praise of the part played by that gdlant Britisher—the
Barolong herdboy. Caittle are now grazing on what may be termed ‘disputed’ territory, just
wherethe Dutchand Englishvalleys cross each other; and it is touching to see how piccaninnies
watch their flocks, and how in the bright sunshine aong the wide plain south and west of the
Stadt—especidly when after filling his belly with alunch of black coffee and beef—the Dutch
atillerist would turnhis attention to them, and sate his iniquitous whims by sending ashel right
inthe midst of a group of them. God would guide it flying over therr little heads and it would
kindle amortd fire near them: it is an imposng Sght to see them each running after a fragment
and cdmly picking it up. They would quietly mind their stock or drive them home under a
severe shell fire with the tenacity of the African in dl matters where cattle are concerned?.

(9th December 1899, 36)

The pastoral innocence of the children, spiritualy marked by the nativity hymnimage of shepherdswho
“watch thar flocks’, is disturbed by the “iniquitous whims’ of the Dutch. Having established their
innocence, Plaatje sees the safety of the herdboys as divine protection againg the evil of mortd fire.

Plaatje places the Barolong herdboy, with dl his pastora innocence and bravery, squarely on the side

1See 148, for instance.

2In Plaatje’ s terminology, reflective of his political vision, “British” is used not only to represent Britain
as Empire, and also may be used to represent the Barolong and other African races as loyal members of the
Empire. Another little boy, Phalaetsile, “of only about 7 years old” escaped from the Boers and “made an
earthen plan of the Big Gunfort” by way of news and intelligence for the besieged: “He really has sympathy
for Britain in hislittle heart”, Plaatje notes (8th January 1900, 72).
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of the British, and the Boers are presented asa threst to dl that is pastora and innocent. However, the
innocent Africanpastoral, induding the bravery and tenacity of the boys, and their honour indediing with
catle, is blended with the nation of the “gdlant Britisher”: the herders rolein looking after food while

under fire is seen here as an important part of the war effort.

The eguation of “galant Britisher” and “Barolong herd” implies a unity of purpose, a unity of identity,
even, between members of these groups. Thisided of unity within the Sege community was not,
however, dways evident ineveryday lifewithinthe line of investment. Theequation representsPlagtje’ s

own politica and socid ided of equdity, the broader issue—in his view—of the war, than the day-to-

day redity.

Therewas, in fact, much difference and tenson in the everyday world of the investment, asis evident
fromPlaatje sentries. Thisisgraphicaly illustrated by the physica divide between the Stadt (the origina
Mafikeng) and the white town (the Mafeking of the text) as well as in the different lifestyles which

included, in the Siege, different rations being alocated to each group.

Thus, references to the Sege community interms of unity or oneness of purpose often reflect Plagtje€' s
dogged emphasis onthe ideal whichhe saw as potentidly present insociety, and the realisationof which
he anticipated from the war effort. Tenson is created within the text when this ided is found to be
wanting, and the entries should be read with an awareness that for Plaatje this was a congtant crisis of
hope and disappointment. This dichotomy is reflected in Plaatje’ s use of the second person possessive

plurd below:
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Thebiggunisaway from itsfort. Many people say it hasleft usfor good, but | amindinedto
the belief that they have moved further away asther present positionisvery dangerous [being]
under a continuous shellfire fromour little Nordenfeld . . .

The plenteousness of our pantry since yesterday causes us to keep up a birthday with the
Mahlelebestoday. That Mr. Bdl isgiven haf of one ox is sufficient Sgn thet thisis not yet the
lest of it.

(14th January; 74, my emphasis)

Thefirg “our” refers to the united, common citizenry. The second “our” refersto Plaatje simmediate
socid circle in the Stadt which, in their plenty, isable to supply Plaatje' s white superior, Mr. Bell, with
meat. Plaatje' s terms of reference sway between these two worlds, sometimes comfortably, as the
former entry shows, whenheisable to be alittle patronizing towards his white superior, sometimesless

comfortably, or ironicaly, as when he notes:

We have very great difficulty in feeding the Natives. There are about 7 000 of theminthe Stadt
only, besides those at the location and the servants employed in the town.

(6th February; 87)

Here Plaatje suseof “we” includes imwithin the circle of adminigtrative authority that was dedling with
the Sege Stuation. He notes that, when horses oats were being issued for human consumption, there
was “a general murmur abroad which we hope by energetic surveyance soon to overcome, and to
satisfy the discontented masses’. Thisisfollowed by the entry two dayslater: “ The oats were intended
for horses, but . . . itisbeing thought of as human food. Thereis agenerd grumble al round here

also™. The latter entry, obvioudy referring to residents in the Stadt, makes it clear that the earlier

1 My emphasis. The entries are for 6th February, 87, and 8th February, 89, respectively.
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complaints are from the “townites’, the white* discontented masses’. Plaatje sees himsdlf as part of a

superintending teamwhere the discontented masseswho need to be satisfied are bothwhiteand black.

There is, however, a poignancy in Plaatje s atempting to live up to an ided in a world that militated
againd it, causng himto seemat times distant from “the Natives’, who are referred to as*“them” inthe
above extract. Y et Plaatjefindsthe S ege Stuation a o teaches him about the suffering of ordinary black
folk. He—with ajob backed up with extrawork for others, and with “ European rations’—lived in a

way not typical of the average black person. Thus he observes:

. . . and white people are now going to buy food in rations and be compelled to buy smdl
quantities, the same as blacks. | have often heard the black folk say money is usdess as you
cannot egt it when you fed hungry, and now | have lived it and experienced it.

(24th January; 78)

Paatje—through lived experience—learns the wisdomof what he has often*heard the black folk say”.
Having money is no guarantee of having food, and Plaatjelearns that hisrather privileged positioninthis
regard does not dleviate hunger, and “what the black folk say” about money has a truth never before

redized.

Thus the sense of community, of oneness, of non-racia, common interests brought about by the Sege,
represented inan entry suchasthat for 22nd of January: “ The same hammering of the big gun. [Itisthe]
lot of a beeaguered community and weare awfully tired of it” (78), was often undermined by a sense

of divide, of red differences between communities and their perceptions.
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While Plaatje might seem sometimesto have a shifting, schizophrenic, response to the difficulties of the
Stuation, he neverthdess lives in and seeks to understand the points of view of bothworlds, separated
atificdly asthey were by an over-emphasis onracid difference. In coming to termswith theseworlds,
Plaatje notes differences, but congtantly seeks that which is common. For Plaatje, inided terms, these
worlds were not separate, but were one. Because of his socid standing in both communities, and his
multilingudiam, but especially because of his job asinterpreter, he saw it as his responghility to bring
the separate worlds to a better understanding, not only in his daily life during the Sege, but dso in the

text of the diary: indeed, his entire literary and politica career had this end.

Two factorsthus emerge astypica of Plaatje s literary technique. Oneis hiscongtant effort to explain,
to interpret, and the other is his drawing attention to culturd or linguigic equivaents. Behind these
literary impulses lies the notion that humans of different tongue and culture can communicate and
understand each other: humanity isessentialy the same, and apparent differences can oftenbe explained

in terms of a culturaly equivaent Stuetion.

This sense of a common humanity is reflected in Plaatj€' s typicd use of equivaents, where a white
character might be equated to a black person of smilar nature or appearance (or vice versa). The
word “equivaent” (as noted above, 146) is taken from Plaatje s published Sechuana Proverbs with
Literal Trandations and their European Equivalents Thus an “equivdent” might be a
corresponding, if not exact, smilarity between members of different cultures or of equivadent cultura
utterances. Drawing attentionto“equivaents’ isseen aspart of Plaatje sroleastrand ator and mediator

between different culturd groups. In his Introduction to Sechuana Prover bs he notes:
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The amilarity between dl pastoral netions is such that some passages in the history of the
Jews read uncommonly likeadescriptionof the Bechuana during the nineteenthcentury. Inthe
Psdms the amilarity is so emphasized that it seems difficult a times to persuade onesdf that the
writer was not aMochuana. . . .

(11)

In his Boer War Diary, Plagtje is at pans to note “equivaents’ between people and Stuations.
Describing the Court Martial before which Sgt. Mg or Looney appeared, he evokes sympathy for the

man who was reduced to the ranks and sentenced to serve five years pend servitude:

| fdt so sorry for him—suchapretty young fellow. | understand that he has awife and achild?.
Hisfaceis exactly like Mamasnoke's. Heisawhite Raisa

(22nd February, 1900; 99)

Smilaly, while complaining of the annoyance caused by young officers who do not know about
“Natives and their mode of living”, Plagtje refers to the Civil Commissioner, by contrast, as a“White

Native':

From a Serolong point of view thiswhole jumble is more annoying than comforting. For this
they may be excused, as the arrangement isin the hands of young officerswho know as little
about Natives and thar mode of living as they know about the man on the moon and his mode
of living.

It cameto their notice that some Barolongai were sdlling kaffir beer the other day. They look
upon it as wasting, or if the scale of this luxury wasto continue, they were going to make a case
againg the party and would have, had the Civil Commissioner not been what he is—a White
Native.

They do not know that kaffir beer to acommon Morolong is* mesat vegetablesand ted’ rolled
into one, and they can subss entirdly on it for along time. If ever you wishto seethe sense of
the word economy, observe the kaffir beer by the amount of water poured into the cornto what
isyielded. If prohibited, | wonder what isto become of the bachelor, who isafighting man and
soldier and can therefore not brew it for himsdlf, asit is not sold in any of the three [storeg].

Which was Plaatje’s own family situation.
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(5th January; 68-69)

Thisentry notes an interaction between the English*young officers’ and the Barolong, and the resultant
annoying “jumbl€e’, smilar to the confusions and misunderstandings typical of romance. This*jumble’
sems from alack of understanding on the part of the “young officers’ about “Natives and their mode
of living”. Plaatje sentry istypicd, in that heis able to articulate the point of view of both Sdes, from
his space between the two cultures. Thus, from “a Serolong point of view”, which Plaatje sees as
excusable—if not in accordance with the common purpose brought about by the sege—the incident
isannoying. The officers, however, “look upon it aswasting”. Asnoted earlier inthe entry, “From an
officid’s viewpoint, this restriction is a wise palicy, as it prevents the decrease of our supplies from
passing faster than the days of the Sege’. But the “jumble’ is resolved by the wisdom of the Civil

Commissioner, the “White Native’.

If the Civil Commissioner’ sunderstanding of the “ Native and their mode of living” resolvesthe Stuation,
it is Plaatje who interprets it in this entry. As interpreter/commentator he puts both sides of the
argument. Therationdity of not wanting “our” suppliesto be exhausted is explained, but countered by
“what they do not know”. Plaatje adds: “If ever you wish to see the sense of the word economy”,
where “you” could either be used impersonally (like “one’) or as a direct reference to the reader,

making the entry more of an explanation or interpretation than it is on face vaue.

Plaatje, furthermore, uses the African traditiond brewing of beer to teach the meaning of an English
word, concdluding his argument in favour of the continuation of brewing, concurring with the judgement
of the Civil Commissioner, and showing the inherent wisdomof old African practice as opposed to the
view of the “young officers’.
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Plaatje' s entry, though, is an explanation or a defence not only of traditiond African practice, but,
typicdly, of the rightful role of the Barolong in the Sege. He describes the bachelor (who has no wife
to make hisbeer), asafightingman and asoldier. Therole of blacks in the war, and in the Sege itsdf,
was an issue hotly contested by both British and Boer®. Y et Plaatje’ sview istypicaly clear: bachelors
are herealocated ther traditiona role asfightingmen and soldiers. Thisis not necessarily the way they
would have been perceived by the British. But Plaatje, in his role as interpreter between the two
worlds, makes clear that what could be seen as a young black man illegdly wasting resources could
legitimatdy be interpreted as a soldier patrioticaly mantaining hishedth. He himsdf would seeit inthis

way, and he implies that the “White Native’ does so as well.

The phrase “white Lenkoane’ (27th December, 1899; 52), aso applied to the Civil Commissioner, and
other such congructions imply an essential sameness between people of different races, asdo smilar
equivaents Plaatje uses in his later writings. This recognition of common human nature, and its
expression, istypica of Plaatje sthinking and is congtantly reflected inhiswork. Other examplesinthe
Boer War Diary arethe “black Sherlock Holmes’ (12th November, 1899; 9) and “ Sergt. Abrams, the
White Morolong’, who is “the father of the Barolong snipers’ (27th, March, 1900; 126). This
recognition of samenessis the politica and socid idedl Plaatje seeks, and he sees his role as interpreter

and trandator as facilitating common understanding between peoplesin order to achieve thisidedl.

Likedivison in society, the splitting up of familiesand the distance fromalover are basic features of the
romance paradigm. In Plaatje s casethe spatid divide between himsdf and hisfamily islinked with the

sege gtuation. The relief of Mafeking would solve the inconvenience of confinement, the political

1See Colonel Baden-Powell’ s letterto General Snyman, quoted in the Boer War Diary, 33-35, and al so Peter
Warwick, Black People and the South African War 1899-1902, 19.
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Stuation, as wdl as hisfamily stuation, and would—in true romance fashion—be amord victory: the

triumph of time, virtue and love.

If Plaatje sStuationinthe Sege canbe read asa period of confusoninaset of eventsthat are expected
to unfold within the patterns of romance, his marriage itsdf can be seen as the resol ution of a romance
sory. In the entry for 25th, December, Christmas day, in 1899, Pladtje reflects on both the siege

Stuation and his marriage:

Contented little black faces musing over their giftsreminded me of allittle fdlow far avay, who
enjoys whatever he gets at the expense of the comfort of a bewildered young mother, deserving
aChrisgmasbox fromhisfather but unable to get it. It squeezed out of my eyesabitter tear—its
courseishitter for | have never fdt anything like it Snce the long and awful nightsin 1897 when
my path to the union that brought about his birth was so rocky.

(50)

Thus, on the Christmas day of 1899, Plaatje reflects on the “rocky” path that led to his marriage and
the birthof his son, and their present separation from him. His entry links thet time of suffering withhis
present Stuation: yet the “rocky” path leads to a union, areconciliation. Thus, despite the end of the
entry “ Surely Providence has seldom been so hard on me”, the Christmas context, and the sense that
Providence controls, tendsto put the suffering in the context of the long term reconciliation of romance.

The present separationwill lead to reunion. Inalater text, also reflecting on hismarriage, Plaatje writes.

Whilereading Cymbeline, | met the girl who afterwards became my wife. | was not then as
well acquainted with her language—the Xhosa—as | am now; and athough she had a better
grip of mine—the Sechuana—I was doubtful whether 1 could make her understand my
innermost fedingsinit, so incoming to an understanding we both used the language of educated
people—the language which Shakespeare wrote—which happened to be the only officid
language of our country a thetime. . . .
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It may be depended upon that we both read Romeo and Juliet. My people resented the
idea.of my marrying agirl who spoke alanguage which, likethe Hottentot language, has clicks
in it; while her people likewise abominated the idea of giving their daughter in marriage to a
felow who spoke a language so imperfect as to be without clicks. But the civilized laws of
Cape Colony saved us from a double tragedy in a cemetery, and our erstwhile objecting
relativeshave lived to award their benediction to the growth of our Chuana-M’ Bo family which
ishilingua both in the vernaculars and in European languages'.

This reflection on his courtship and marriage (discussed on 26, above) is clearly set within the tense
space between Shakespearean romance and Shakespearean tragedy. Cymbeline begins with “Y ou
do not meet aman but frowns’, the result of a marriage that caused family problems, but the romance
ends with reconciliation: “The fingers of the powers above do tune/ The harmony of this peece’, “let
/ aRomanand aBritishendgnwave / Friendly together” and “Never was awar did cease, / Ere bloody
handswere washed, withsuchapeace’. In Romeo and Juliet the love ends, as Plaatje pointsout, with
a"“double tragedy in acemetery”. Accordingto him, it isthe “avilized laws of Cape Colony” that bring
reconciliation out of the potentidly tragic Stuation. And those very laws of the Cape were being

defended in Mafeking, againgt the Boers who were “a present in authority”.

The latter phrase is fromPlaatje sdescription of his rolein the departure of a number of black people
from the invesment. Hedgnificantly refers to this departure as an “exodus’, a nationa quest towards
a promised land which is romance in structure and epic in focus. He uses Biblicd equivaents which
frame the incident within an allegorical correlative, and which provide evidence of the way Plagtje

interprets his Situation.

Plaatje s entry for 27th February reads:

Willan, Plaatje: A Biography, 211.
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On horseback al day, gathering people together and arranging for their exodustonight . . . .

The Civil Commissioner, who arrived on the scene half an hour earlier, looked liketheir M oses,
and Private (now sergeant) Abrams C.P., their Aaron .. . . . Itisdoubtful if there ever was an
Exodus so momentous as the one on the day on which Israel came out of Egypt: the house of
Jacob from people of a strange language; when Judah was his Sanctuary and Israel his
dominion. But if brother Moseswasin Mafeking this evening hewould himsdf admit thet these
peopl€ s exodus gave more work or thought, consdering thet they are flying from a common
enemy, sarvation, and they do not expect to travel 3 miles before being fired on by another
enemy—the Boers.

(102)

Thus, Plagtj e establishes both smilarities and differences betweenthe two Stuaions eachisanexodus,
but if the |sraglites were moving towards a promised land, these travellers were fleeing sarvation and

moving towards the other enemy, the Boers. Thusthe promised land isironicaly described:

But this unfortunate 900 we want to get rid of, and that is why we are sending them away to
Canaan where we have ‘milk and honey’, green makatane etc. whichare redly milk and honey
compared with the mule flesh in sore for them . . .

If the promised land canonly offer “makatane’, it is better thanthe horsefleshthat those remaninginthe

investment would have to eat. But the bigger problem was the Boers:

The Isradlites, for instance, when they left Pharaoston . . . were driven out by the enemy with
the approva of everyone in authority . . . but we have not consulted the Boers who are at
present in authority and [who] will surely have things their own way. This disadvantage the
Moses-Aaron crew did not have.

Thus, with the Boers Hill “in authority” the promised land is not a possibility, and the travellers move

fromone enemy to another. The implication isthat there could be no promised land till the Boerswere
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removed from authority: the temporary nature of this Situation is implicit in “the Boers who are at
present in authority”. Theimagery Plagtje uses here (of peoplein bondage, of the need to travel away
from a disadvantageous Situation, of divine control, of Biblicd pardles) is returned to in later works.
Chapter 22 of Mhudi, discussed below, iscdled “ The Exodus’, and in Native Life in South Africa
Paatje recals that God saysto the “Isradlitesin their bondage’:
‘1 have surely seen the effliction of my people which are in Egypt, and have heard their cry by
reason of their taskmasters; for | know their sorrows, and amcome down to bring themout of
the hands of the Egyptians, and to bring themup out of that land unto agood land and alarge,
unto aland flowing with milk and honey.” And He used Moses to carry out the promise He
made to their ancestor Abrahamin Canaan, that ‘ unto thy seed will | givethisland’. Itisto be
hoped that in the Boer churches, entrance to which is barred againgt coloured people during
divine service, they dso read the Pentateuch.

(84)

Ultimately, the relief of Mafeking takes place beyond the scope of Plaatje s unfinished text, as does the
conclusion of the Anglo-Boer war, and the negotiations to establish peace amongst the two Boer
republics and the colonies. In terms of the romance paradigm, these historical devel opments seem to

lead appropriately towardsthe South AfricaAct of 1909, which established the Unionof South Africa

The Sege sory iscompleted in Native Life in South Africa. Theloydty of different groups of black
South Africans (280-6) and the unity forged by a common cause seem to have brought about the
anticipated politica results, following the romance paradigm, when the Barolong are publicly thanked
by the Britishafter the Sege. They receive palitica assurances from Joseph Chamberlain, the Colonid

Secretary:
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You ask inyour address that the conditions secured to you, when you were transferred from
the Imperid Government to the Colonia Government|[,] should remain as they are. | do not
think that Sr Gordon Sprigg [“the Cape Premier of the day”] or anyone who may succeed im
will alter theminany respect, and should anyone attempt to dter these conditions, you will have
your apped to His Mgesty’ s Government.

(292)

After this, and other promises, Plaatjenotesthat the “Barolong fdt that they were redining ona veritable
rock of ages’ (293), and he il fdt certainin 1904 about black politica security in the Cape: “Herethe

Native question is settled . . . "

Thus the Sege narrative, completed in Native Life in South Africa, aludes to the romance resolution
inherent in, and anticipated, by the Boer War Diary. However, this narrative in Native Life in South
Africa isone thread in alarger story inwhichthe politica Stuationis utterly changed, and the romance
possihilities, that seemed to be promised inthe lifting of the Sege and Britishvictory, havergpidly dtered

into tragic redities. The very union, as Plaatje repeatedly pointed out, was flawed:

Theroot of the evil involved in the legidative tendencies of the UnionParliament liesinthe Act
of Union which excluded coloured taxpayers from the exercise of the franchise. Thereaultis
... thelegidature is not obliged to take any notice of their protests’.

Selected Writing, 100.

2Selected Writings, 250-1.
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Plaatje summarized black hope inthe Union, and later dismay, inan addressto the second Pan-African

Congressin Paris, 1921, in his absence read for him by Dr W.E.B. Du Bois.

Up to the end of the last century, we had in South Africa two British colonies (the Cape and
Natal) and two Boer Republics(the Orange Free State and Transvaal). Then we had the South
Africanwar during which the success of British arms‘cleaned up’ the whole subcontinent and
hoigted the British flag dl over. Oneof theobjectsof this‘ cleanup’, it was aleged, wasto free
the coloured races from the Dutchman’s yoke'.

Despite many black people being “intensdy loyd to Queen Victorid’, the 1909 imperid act of
Parliament which united the colonies dlowed Boer republicans to dominate Parliament, and enabled
them to bring in legidation that further limited the rights of blacks. Thus, the English victory seemed
ironicdly to empower the Boers. Instead of bringing Cape laws to the Transvaad and Free State, as
Paatje had hoped it would, Union inexorably brought Republican laws to the Cape. Many English
speaking colonists added to the cdl for more oppressive measures. “ The Native should be madeto fed
that unlessheis a servant in the employ of amaster, he has no place for the hollow of hisfoot™2. As

Plaatje adds in his address to the Pan-African Congress:

From then on the new parliament became notorious for the most barbaric legidation that ever
characterized white man's rule in South Africa; the effect of it being that the South African
Native today finds himsdf an exile and ahelot in the land of his ancestors’.

1Selected Writings, 265.

2Plaatje quotes this as being typical of articles in the English Farmer’s Weekly at the time: Selected
Writings, 243-4.

3Selected Writings, 265.
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The process lead to the promulgation of the 1913 Native Land Act which

... has cut off the very roots of Native life by depriving us of nature’ srichest gift—our ancient
occupation of breeding cattle and cultivating the soil*.

Thus, in the space between the truncated Boer War Diary and Native Life in South Africa, instead
of a new romance beginning of freedom, Plagtje found himsdf at the beginning of another series of
journeys, anew set of more daunting romance quests. And Native Life in South Africa beginswith
areference to a different type of sege, with the black South African on the outside of politica space,

land ownership and other civil rights.

AwakingonFriday morning, June 20, 1913, the South Africannative found himsdlf, not actualy
adave, but apariah in the land of his birth.

(21)

The " South African natives’ areforced by the Act, gazetted the day before, to move continuoudy: “We
frequently met those roving pariahs, withther hungry cattle . . . 7. They rove because, unlikeinaquest,
they are both directionless and legdly unable to stop. They have no degtination, no land, no Canaan.
Extending the Exodus imagery, Plaatje frequently refersto the new times as apardld to those of “the
Pharaohs who knew not Joseph”?, where* pharaohs’ refersto anew breed of whiteswho are ungrateful

for, or ignorant of, earlier black assistance. TheBiblica imagedso carriesmora suggestions, theblacks

Selected Writings, 254. These anti-pastoral effects of the Act are, ironically, exactly what Haggard
suggests are brought about by the life-styles and inherent nature of Africans.

°Selected Writi ngs, 272, 322 and 415-6, for instance.
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having the virtues of Joseph, the whites having the vices of the ignorant and dave-keeping heathen

pharaohs.

If, inthe Mafeking Sege, Plaatjewas able to envisage a community at one withitsdf, those hopeswere
largdy shattered by the time he wrote Native Life in South Africa, and the politica
Stuation—specificdly the effect of the Natives Land Act onrura black people—forms the maintheme
of the text. Related to this are themes of Boer land hunger, and their desire to turn blacks into daves,
or something resembling daves (71, 72 and 84, for example), or to exterminate blacks (19, 90).

Native Life in South Africa immediady places the reader in the tragic trough, with romance
possihilities ssemingly far off: however, Plagtje is not by nature pessmigtic, and his romance vision
pervades even the tragic incidentswhich form the substance of thistext. Part of thisromance visonis
implicit in the function of the text which is described as both a“plea’ and an “apped” (19), written to
support the work of adelegation sent to petition “His Mgesty the King, againg thislaw” (180). The
relationship of text to action is a characterigtic that Plagtje shares with Sidney and other Renaissance
writers of romance (see 29 above). Theromanceimplicit in thistext depends on action outside the text
for resolution, and thisinturn depends on the success of the appeal, and upon capturing the sympethetic

humanity of the reader or ligtener, on being able to interpret the situation:

Mineis but asincere narative of amdancholy stuation, in which, with dl its shortcomings, |
have endeavoured to describe the difficulties of the South Africannatives under a very strange
law, so as most readily to be understood by the sympathetic reader.

(Prologue, 14, my emphasis)
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Thisdisclamer a the beginning of the text isvery different intone from, but united in intention with, the

triumpha note that Plagtje Strikes at the end. Referring again to the oppressive law, he hopes:

... youwill inthe interest of your flag, for the safety of your coloured subjects, the glory of your
Empire, and the purity of your rdigion, grapple withthisdark blot on the Imperid emblem, the
South African anomaly that compromises the justice of British rule and ssems amost to belie
the beatty, the sublimity and the sincerity of Chrigtianity.

(404, my emphasis)

Theword that roundsthe text is“ sincere’, and Plaatje uses the sincerity of his narrative to chdlenge the
sncerity of the Chrigtian belief of his auditors and readers. Plaatje' s use of the word picks up two of
its nuances. onpage 14 it refersto truth, and, inthe latter use, to purity. Plaatje sintentionisto usetruth
to re-establish a palitical purity that has lapsed. Rhetoricaly, this word brackets a work in which the
Chrigtianity of white South Africansis congtantly questioned by their impious actions and crudty. The
tragic core of the text, then, is seen as amovement away from spiritua or mora purity. The romance
impulseisadesre, reflected in this practica attempt, to restore political, socid and mord purity. The
Easter imagery at the end of the text offers the direction, the point of true unification, for the litera

wanderers described in the text, as well as their morally wandering oppressors.

Read againg this romance structure, Native Lifein South Africa looks back on both “ Cape idedls of
toleration” (25) and “primitive native sodidiam” (119) as representing the pastoral peak. The “Cape
ideals’ are described in Native Life in South Africa by Dr Abdurahman. Histone, characterigticaly

more measured than Plaatje' s own, suggests some of the flaws typicaly found at the pastoral pesak:
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Now dthough there never was a time when the white and the black races stood on afooting
of practical equdity—aivilly and politicaly—it is a fact that, under the old Cape condtitution,
theoretical equaity was ensured to dl, irrespective of race or creed. The coloured raceswere,
in this Colony, treated with much consideration, if not with absolute equality.

(154)

And Plaatje notes that the Land Act has destroyed these “Cape Idedls’ (182): “The fact that the
traditiona libera policy of Cape Colony has broken down through thislaw can no longer be disputed”
(177). Refering to the earlier “primitive native socidism” that white rule in generd has destroyed,

Plaatje notes:

There were no mothers of unwanted babies; no orphanages, because there were no stray
children; the absence of extreme wedlth and dire poverty prevented degtitutionand the natives
had little or no insanity; they had no cancer or syphilis, and no venered diseases because they
had no prostitutes.

(119)

Theidedism and rhetoric, in which negatives or absences are used to express a virtuous state, sound
much like Gonzal0's version of the Golden Age mythin The Tempest (11.i.149-159). The “primitive
state’ dso had “ naturd hygienic and moral laws’, and protected the “ native girl” * againgt seductionand
mord ruin”: awoman, “in former times’, was regarded as the cradle of her race, and her person was
“sacred and inviolate under the law” (118). When Plaatjereflects on “the best and happiest days of our
boyhood” onthe “picturesque Vaa River”, however, the imagery mergesthis Golden Age rhetoric with
the language of pastord: “How the. . . happy days. . . came crowding upon our memory!—dayswhen
there were no railways, no bridges, and no system of irrigation” (81). These lacks work to the young
Padtj€e s advantage when wagons accumul ate at the swollen river and he and his peers profitably sdl
milk:
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We recdlled the number of haversacks full of bottles of milk we youngsters often carried to
those wagons, how we returned with empty bottles and with just that number of shillings.
Mother and our elder brothers had leather bags full of gold and did not care for the “boy’s
money” . ...

(81-2)

Plaatje notesthat “we hardly had any use for the money, for al we wanted to est, drink and wear was
at hend in plenty”. The imagery is of an abundance, of brothers, cousins, money, food, clothes,

goodwill, and espedially milk:

... therewas dways such an abundance of the liquid that our shepherd' shunting dog could not
possibly misswhat wetook, for while the flocks were feeding on the luscious buds of the haak-
doorns and the blossoms of the rich mimaosa and other wild vegetation that abounded on the
banks of the Vad River, the cows, smilarly engaged, were gathering more and more milk.

(82)

The past tense here captures not only the past of the author, but enforceshis point that “the gods’ gave
no warning that “Englishmenwould agreewithDutchmento make it unlawful for black mento keep milk
cows of their own on the banks of that river”, and that the age of such liberty and abundance has

passed.

The tragic note of the text is struck, then, againg the counterpoint of the lost pastoral, and this is
captured in the first word of the text “Aweking” (21), which hints a the passing of adream, parale to

Cdiban’swaking to a harsher redity, and weeping to dream again (The Tempest, 111.ii.142-5).

The stuation of South African blacks forms the main thrust of the argument in Native Life in South

Africa. Ther suffering iscaused by the greed and land hunger, the desirefor near-davelabour, and the

-187-



lack of humanity and Chrigtian principles of the Republican Boers. One of the chief vices attributed to
the Boers, however, isthat of ingratitude. Plaatje cites the help rendered by the Barolong to the Boer
trekkers, anincident that forms the background for Mhudi. Usingtheloyalty of blacksto Britain during
the South African War, and numerous other acts of support, the mainthrust of Plaatje€' sargument isthat
Britain should live up to her professed principles, and should avoid the ingratitude that so characterizes
the Boers. Plaatje sdepiction of the situation of South African blacksbaancesthereal, theexperienced

with the rhetorical and the symbolic—foreign deserts become more hospitable than their native land:

We parted sadly fromthese unfortunate nomads of an ungrateful and inhospitable country, after
advising them to trek from the Union into the arid deserts of Bechuanaland.

(91)

Thusthe tragic core of the book is rendered in terms of aninhumaningratitude, and widespread human
auffering. Chapter 9 rather tenuoudly links the sorrow caused by the Land Act with superdtition about
the number thirteen, and 1913 itsdlf, but Plaatje usesthis rhetorical base to enter into a narrative about

the death of his son;

Hefirg saw the light inthe last quarter of 1912, onthe very day we opened and christened our
printing office, so we named him after the great inventor of printing type: he was christened
“Johann Gutenberg”.

(142)

Gutenbergdied early in 1914, an “doquent testimony of the inddible gap l€ft in our domegtic circle as
avigtation of 1913" (145). His eyes, according to Plagtje, were “riveted on the New Jerusalem, the

City of God”, while his cousins who hasdied during 1913 “[€]vidently . . . were beckoning himto leave
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this wicked South Africa and everything in it, and come to eternd glory” (144). The Biblica imagery
contrasts earthly sin in South Africawith Saint Augustine s City of God, which, caled Hierusalem, is
an image used by Spenser asthe divine end of the earthly pilgrim’squest (The Faerie Queene, 1.X.55-
7). Inthisconceit South Africareflects both earthly suffering and aspiritua wasteland, where the “ god
of colour prejudice’ isworshipped, where“truth and goodwill” are opposed by whitevotersand “ther

Afrikander god™.

Thisfamily loss contrasts sharply withthe memories of domestic happiness Plagtje recorded inhis Boer
War Diary. He depictsit as areflection of the politica Stuation, muchas he doeswiththe later |oss of

his daughter, Olive, named after Schreiner. Mhudi is dedicated to his daughter’ s memory:

To the memory

of our beloved Olive

one of the many youthful
victims of asettled system. . . 2

Personal loss, for Plaatje, is seen within the context of his people' s problems generdly. Yet heis not

led by thisinto salf-pity: during the course of Gutenberg's funerd Plaatje recals an earlier death®:

Aswe saw the solemn processionand heard the clank of the horse's hoofs, we were suddenly
reminded of that journey in July 1913, when we met the poor wandering young family of
fugitivesfrom the Natives Land Act. A sharp pang went through us, and caused our heart to
bleed aswe recaled the scene of their night funera, forced on them by the necessity of having
to stedl a grave on the moonless night, when detection would be less easy.

The phrases are from Sel ected Writings, 370-1.

20live’sillness and, and racial incidents she suffered from in the time just prior to her death, are alluded
to in Selected Writings, 261-2, 288 and 341.

3The incident he recalls here is originally described in Native Life in South Africa, 89-90.
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(146)

The recollection brings to Plagtje “a spirit of revalt”, despite the solemnity of his own child' sfunerd,

“againg thisimpious persecution”. Recdling dl that his people have donefor “these colonists’, hecdls

for “something to”:

Strike flat the thick rotundity o the world!
Crack Nature’'smould, al germens spill a once!
That make ungrateful man!

(147)

The quotation from Lear emphasizes unsympathetic human ingratitude and the resultant suffering, and
Plaatje uses it to depict equivaent anguish and fedings of impotence in the South African Stuetion.
Here, the persona and generd tragedy is caused by the “sublime ingratitude of the Union Government”

that Plagtje refersto later in the text (246).

Theimege of the abandoned Lear upon the heath is, however, immediately followed by an equivaent

image from Matthew’ s Gospd of Chrigt’ s abandonment:

The foxes have holes, and the hirds of the air have nests, but the Son of Man hath not where
to lay His head.

(147)

And the latter, withitsscriptural comfort, itsfar-sghted romance anticipation of redemption, over-rides

the tragedy, the desolation of Lear: “How very Christlike was thet funerd intheveld” . . . “it had no
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carriages, no horses, no ordained ministers. . ..” (147). Plaatje here extends the act and the meaning
of trandation into some of its other senses. Moving fromthe norma sense of “to make a version from
one language or form of wordsinto another”, through “to express (one thing) interms of another” which
is reflected in Plagtje s normal practice of noting equivaents, Plaatje heretrand ates in the wider sense
of “tochange form, appearance or substance; to transmute’, whicha so impliessomething of the spiritua

meaning of trandate: “to carry to heaven without death”*.

Plaatje trandates a tragic experience by finding a divine equivaent, which adds an ultimate romance
dimengon to the suffering. The victim of the suffering is smultaneoudy exulted, both moraly and
soiritudly. For Plaatje, tragedy—palitica, socid or persond—is not afina state. Even the degpest
despair istrandated into a romance equivdent. As he confronts this core of tragedy, Plaatje follows
Lear's words regarding “ungratieful man” (147) with a recollection of the Gospel: “When one is
distressed in mind thereis no greater comforter than an appropriate scriptural quotation”. For Plagtje,
the suffering of Chrigt leads to victory, and recdlsthe “ ceestid expression” on the dead Gutenberg's

face, “his deep brown colour” which seemed to say: “Be at ease, | have conquered” (145).

Plaatje’ s mention of the Madonna of the crucifixion (148) has the effect of a pieta, bringing in the
grieving parent as well asthe dead child. Coupled with his earlier reference to Chrigt’s “commeand”,
“Suffer little children to come unto M€’ (143-4), this places the paralel death of the children within a
spiritud framework, withthe clear implicationthat the sinners, the mordly wrong, arethosewho support
the Natives Land Act, specificaly the Boers. “The veld funerd party, likethe funerd party of the Son

of Man, was in morta fear of the representatives of the law” (148).

IDefinitions from the Oxford English Dictionary, (Compact Edition, 1971).
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The trandation of the deaths of innocent victims into a victory has its corollary in a corresponding
emphads on the nature of the evil, trandated in turn into unholy action. Plaatje slinkage of immord
action and tragic consequence is underscored by an dluson to Lady Macbeth when he hopes: “this

gain, which so greatly disfigures the Chrigtian character of the Boers would be removed” (148).

The referenceto Shakespeare' stragedy also, however, typicaly notes the possibility of amora change.
This change—atrandationof the tragic to the romance—forms the essence of Plaatje’ svison and his
argument of appedl. If tragedy is not transmuted to romance, the impulses of which are love and
reconciliation, the opposing impulses of race hatred and revenge threaten to continue to prolong the
tragic. It is apt, therefore, that Plaatje begins the chapter with another reference to Shakespeare' s

works, in this case The Merchant of Venice:

And if you wrong us, shdl we not revenge? If we arelike you in the rest, we will resemble you
in that.

(136)

Shylock’ sthreat of revenge, whichtouches on the mative opposite to the romance resol ution, is echoed

in the chapter when Plagtje recadls the veld funerd:

The solemnity of the funeral procession, of which we formed the mainmast, dmost entirely
disappeared from our mind, to be succeeded by the spirit of revolt againg this impious
persecution asthese things came beforeus. What have our people done to these colonists, we
asked, that is so utterly unforgivable. . .

(146, my emphasis)
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Although the possibility for such reaction againgt oppression is downplayed in Plaatje stext, his* irit
of revolt” (146) indicates its congtant potential. Plagtje s passions are seldom expressed in terms of
anger. His phrasing when discussng the trestment of women links anger to a spiritud state: “the soul
rises up in ‘divine discontent’ againgt a state of affairs no nation should tolerate’ (119). This may
intengfy to images of a retribution both political and divine: “we shdl be the last to laugh when we see
him [the oppressor] swept off like the obdurate Pharaoh in the waves of a political Red Sed™. This
image, aso dluding to the Exodus narrative, aptly merges political anger and power, and spiritual

intervention.

Thus, while Plaatje clearly knowsanger and “the spirit of revolt”, he strategically choosesto emphasize
the loydty of South African blacks, and notes their preference “to seek redress for their grievance
through condtitutiona rather than by violent means’2. Throughout NativeLifein South Africa Plagtje

rhetoricaly playsthis loyaty off againgt Boer rebelliousness, described particularly in Chapter 23.

Plaatje’ s anger, caused by a combination of persona and socia suffering brought about by racial
injudtice, is prefigured in the adapted quotation from The Merchant of Venice that heads Chapter 9,

and which Plaatje uses to make equivaent Stuations, literary and actud, clear:

He hath disgraced me and laughed at my losses, mocked at my gains, scorned my nation,
thwarted my bargains, cooled my friends, hested mine enemies; and what ishisreason? | am
aKeffir.

Hath not a Kaffir eyes? Hath not a Kaffir hands, organs, dimensions, senses, affections,
passions? |Is he not fed with the same food, hurt with the same wegpons, subject to the same
diseases, heded by the same means, warmed and cooled by the same summer and winter as
awhite Afrikander?

!Selected Writings 173: written on 3 January, 1914, this extract from an editorial is closely
contemporaneous with the death of Gutenburg.

°Native Life in South Africa, 203.
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(136)

Plaatje s objection, in his “Homage to Shakespeare”, againgt the black Judas (see 25 above) seems
here to have been smply inverted, with his paraldism between the “ representatives of the law” (148)
in the times of both the crucifixion and the Land Act. However, the depiction of Judasasablack isa
fixed symbol, whichalows no roomfor change or growth: Plaatje' simage of the Boers as beingimpious
inther treetment of blacksisimmediatey qualified by examples of exceptions, aswel asby his opening

up the possihility for a change of heart.

Thus, a chapter which begins, somewhat flippantly perhaps, with reference to superdtitions about the
number thirteen, and unfortunate eventsinthe year 1913, developsinto one of the most tragic sections
inthe text, on personal, socia and spiritud levels. Y et this meditation, which might be seen to form one
of the “dlegorica cores’ of Native Life in South Africa, also seeks a trandation of the tragedy, a
change to amora victory which would benefit al the peoples of the country: the blacks paliticaly and
materidly, and the Boers mordly and soiritudly. Typically, then, Plaatje's sense of tragedy looks
towards redemption: he does not confine “white Afrikanders’ to the role of villain, and suggeststhet the
“gain, which so greetly didfigures the Chrigtian character of the Boers” would be removed if the
predikants “would but tell their congregations thet it was gross libel on the Chritian faith, which they

profess, to treat human beings as they treat those with loathsome disease’ (148).

Plaatje ends the chapter, which—in its images of death added to the generd suffering of people, and
initsecho of Lear’s lementd cry—goes to the heart of the tragic, by giving examples of times when
Boers supported ther leadersin humane behaviour towards blacks. The essenceof hisargument isthat

the Situation is not saticaly polarized. Thereisthe potentid for human change:
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. . . the Dutch throughout South Africa, as did the Dutch of Cape Colony, under the able
leadership of Jan Hendrik Hofmeyr, may pursue a fresh course—the course of political
righteousness.

(150-1)

Plaatje saw “politica righteousness’ as political action guided by moral vaues': “ practica Chrigtianity”
as he later cdls it (265). That Plaatje saw the politicad and ethical spheres as inextricably bound is
evident from his title for Chapter 2: “The Grim Struggle between Right and Wrong, and the Latter
Carriesthe Day”. Thistitle headsachapter dealing with parliamentary debate extracted from the Union
Hansard of 1913 (36) and ending withadivison ligt showing the names of those who voted againgt and

those who voted “in favour of represson” (56).

Plaatje s argument, diced into its basic dementsin thisway, might seem smpligtic, and even weak in
its readiness to find imperid ideds as solutions to African problems. However, the economic and
politica strength of the BritishEmpire, in pre-League of Nation days, meant that the better side of British
vaues was often seen asthe final court of gpped. The attitude towards Britain may be gauged by the
movingof the 1914 South AfricanNative Nationa Congressto “ hospitable and BritishKimberley” after
the Union government’ s reluctance to hold it in Johannesburg (212). Furthermore, Plaatje notes that
Dr J. E Mackenzi€' s “fine speech” had re-assured Congress delegates that “English ideas” were not
“utterly obliterated”: Dr Mackenzi€' s speech indicated his belief that “ nobility was not confined to any
particular race or colour” (214), and thusthese“Englishideas’ are an echo of the Shakespeareanidedl's
that Plaatje articulated in his homage to Shakespeare. Attitudes towards the Empire in South Africa

may a so have beeninfluenced by the fact that the Empirewasthreatened at the time of Plaatje’ swriting,

The current notion of “ political correctness”, by contrast, needs have no ethical dimension.
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not by radical forces of liberation, but by German forces perceived to be evenmore repressive thanthe

British, forces often supported by the Boers.

Plaatje sargument in another part of the text may help to throw some light on his own writing methods.
Plaatje describes Genera Botha, the Union Prime Minigter, addressing his congtituents to judtify the
projected invason of German South West Africa (354). Some remarks he made displeased the
“coloured loydigs’, but, Plagtje says, “Without wishing to defend the Premier, the remark, in our
opinion was judifiable’. He argues that Botha “naturally” had “to apped to the sentiments of his
hearers’, asthis was arecruiting speech, rather thanadeclarationof policy. Nor, adds Plagtje, “ could
Englishmen, having regard to the circumstances, very well take umbrage at another remark of Generd

Botha sin the same speech. It was, we believe, a clever apped to the fedings of backvelders. . .”

Paatje thus alows a certain amount of rhetorica licence, given circumstances and mode of address.
Thiswould not be so muchadeviationfrom the truth, but a presentation of an opinion in away that an
audience would best be able to understand: essentidly, thisis at one with Plaatje’ s understanding of the
rhetoric of trandation, the use of the language (or idiom) of the recelver. This reflects Plaatje’'s
humanidic belief that culture was trandatable, and one of Plaatje' s rhetorical strengths, congtantly

employed in gpped s to the assumed fair-mindedness of his English readers.

The ideds of Cape fairness and proposed fairnessin the Union, moreover, arenot presented as naive
absol utes, dthough Plaatje, for the rhetorical reasons mentioned above, doestend to favour anidedigtic
representation of these. A picture painted of British atrocities on the Eastern Capefrontier, for instance,
would not have served his intentions of appeal to the British public made partly by encouragement and

flattery, and by presenting a picture of loyd, reasonable, eager, progressive, native inhabitants, who
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were not savage, unreasonable, vidous or rebellious. This, of course, was the argument from Plagtje' s
opponents, withtypicd attitudes fromthe South African War of 1899-1902 being carried over intothe

debate about black participation in the Great War of 1914-1918.

In the former war the Natal cabinet argued that “the methods of native warfare are barbarous at dl
times’ and that “if the Natives should inaccordance withtheir methods of warfare mutilate the dead, kill
wounded men, murder women and children” the Government which permitted them to fight would be
held accountable. The cabinet further argued that “ even if ordered by Europeansit would beimpossible
to restrain Natives and keep them under control in accordance with the usages of civilized warfare’.
It was concerned that dlowing “Natives’ to participate in the war would “establish a sense of

independence amongst them” which would “lead to the lessening of the prestige of the white man”2.

Theseargumentswere echoed at the time of the latter war: “. . . it will besurprisng if they do not return
to South Africaspoiled”, and “Did they redlize that the coloured man when he donned uniform, said to

the white man: | am now your equa, the equa of your wives and children”2,

In order to counter this sort of argument Plaatj€ srhetoric in Native Life in South Africa emphasizes
the loydty and rationdity of the black point of view, while engaging the sympathies of an English

readership.

Warwick, Black People and the South African War 1899-1902, 16-17.

2Theseresponses to South African blacks participating in the First World War as labourers, fromthe East
London Daily Dispatch and from the South African Parliament, are quoted in Norman Clothier, Black
Valour:The South African Native Labour Contingent, 1916-1918 and the Sinking of the “ Mendi”
(Pietermaritzburg: University of Natal Press, 1987) 16-17.
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Pl aatj e depi ctsthe suffering caused by the 1913 Land Act withinthe context of an argument whichlooks
towardsitsdleviation. Such aleviation would require achange of attitude and of conditions equivaent
to the ending of romance—the movement fromthe tragic trough of suffering toward a resolution which
would bring about a new order. Thus the values emphasized in Native Life in South Africa are
progress, harmony, understanding between races, development and learning, and a South Africain
which political and legd equdity govern behaviour. Such development could be built on, and should

not undermine, African vaues.

NativeLifein South Africais, likeMhudi—thoughinadifferent way—eclectic interms of genre. One
of its facets is that of reportage, and in this sense too the text is a collage, duplicating sections of
Hansard, quoting storiesfromdifferent newspapers, reprinting the text of lectures givenby Plaatje. As
a reporter of current sSituations, Plaatje was careful not to let events overtake him and the text has a
sense of growing with time: “When the narrative of this book up to Chapter 18 was completed, it was
felt that an account of life in South Africa, without a reference to the war or the rebellionwould be but
astory haf told, and so Chapters 19 to 25 were added™*. The section entitled “ Report of the Lands

Commission: An Anadlysis’ was added yet later, to a second printing of the text?.

NativeLifein South Africa, thus, has three endings, each representing a development of events. The
fird, a the end of Chapter 18, is triumphant. Despite setbacks he had suffered at the hands of
government officiads, he had found awarm welcome inthe Brotherhood, whose* practical Chridianity”

(265) he admired. Chapter 18 ends with the words of the “Brotherhood Song of Liberty”:

Prologue, 18. Plaatje notes on this page that “. . . Chapters 20 to 24, unlike the rest of the book, are not
the result of the writer’s own observations. The writer isindebted for much of the information in these five
chapters to the native press and some Dutch newspapers. . . ."

AWillan, in Selected Writings, 184.
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No! True freedom isto share
All the chains our brothers wear,
And with heart and hand to be
Earnest to make others free.

(270)

Thus, despite setbacks, the notes of liberty mark the initid ending of the text. Thisisfollowed by the
ending of the Epilogue (403 and 404), while the find text closes with a “Report of the Lands

Commisson: An Andlyss’.

The second ending, that of the Epilogue, concludes with a passage reminiscent of the symbolic winter

on the opening page of Bleak House'. Plaatje describes his experience of the English winter.

This has been the most strenuous winter that the writer has ever experienced: a dark, dreary
winter of dmost continuous rains, snowflakes, cold, mud and dush. Reading of the severity of
English winters at adistance, | never could have redized that the life | have lived in England
during the past four months was possble—an existence from which the sun’srays are amost
adways obliterated by the indement weather, by snow and by fog. | cannot describe the
sensations caused by the dismal gloom of the sunlessdays—a most depressing life—especialy
in December, when it would suddenly turn dark, compelling one to work by gadight whenthe
clocksindicated that it was high noon. Not till then did | realize why some people are said to
worship the sun. | find that | have unlearned my acquaintance with the larger planets and
heavenly bodies (a knowledge acquired since boyhood) because thewinter fogand cloudshave
continualy hidden the moon and gtars from view.

1Charles Dickens, Bleak House, eds. George Ford and Sylvére Monod (New Y ork and London: Norton,
1977) 5.
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Pl aatj e notes the difference between reading and experience—a pertinent point in a book about distant
auffering.  Childhood associations and adult experience are used to mark a process of learning.

However, the full symbolic import of this description is only evident in the next paragraph.

But now that the country isthrowing off itswinter cloak and dressingitsdf inits green, gorgeous
array; now that King Day shinesindl hisglory through the mist by day, and the moonand stars
appear in their brilliancy inthe evenings; now that, asif in harmony with the artistic rendering of
Easter anthems by your choirs, the thrush and the blackbird twitter forth the disappearance of
the foggy winter withitssnow, deet and wet; now that the flocks of fleecy sheep, whichfor the
past four months have been in hiding and conspicuous by their absence, come forward again
and spread triumphantly over the greenasif in celebration of the new spring; nowthat the violet
and the daffodil, the marguerite and the hyacinth, the snowdrop and the bluebdll, glorious in
appearance, aso announce, eachinitsown way, the advent of sunny spring, we are encouraged
to hope that, ‘when peace again reigns over Europe’, when white men cease warring againgt
white men, when the warriors put away the torpedoes and the bayonets and take up less
dangerous implements, you will in the interests of your flag, for the safety of your coloured
subjects, the glory of your Empire, and the purity of your rdigion, grapple with this dark blot
onthe Imperiad emblem, the South Africananomaly that compromisesthe justice of Britishrule
and seems dmogt to belie the beauty, the sublimity and the sincerity of Chridtianity.

(404)

This dosng passage of the Epilogue, which is a reproduction of an address Plaatje gave in England,
might seem in danger of being dismissed as sentimenta and cliched: yet it says much about Plaatje’ s

typica mode of expression.

Plaatje presents himsdf, immediatdy before this cosing passage, as witness. “This has been the most
strenuous winter that the writer has ever experienced”’, which leads into the descriptions of the spring
in the paragraph quoted above. But the symbolism of the former paragraph is underplayed, compared
to that in the latter. In the former, a world of previoudy unredized suffering is experienced and

recorded. However, Plagtj€ s role as witness here coa esces with an image he presents of himsdlf:
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| cannot describe the sensations caused by the disma gloom of the sunless days—a most
depressing life—especidly in December, whenit would suddenly turn dark, compelling oneto
work by gadight when the clocksindicated it was high noon.

Plaatje dso presents himself as the worker by gadight, the writer done withhislamp, conscious of his
role: “I cannot describe the sensations . . . .” But the emphasis is on the acquisition of knowledge,
through experience (“this has been the most strenuous winter”), through reading (“Reading of the
severity of English winters at a distance’), through reflection (“Not till then did | realize’), and,
parentheticaly, childhood associations (“a knowledge acquired since boyhood”). Eventhelossof the
associations of childhood is referred to as*unlearning”. Underlying the Smple description istheimage
of amangaining wisdom: who survivesthe strenuous winter, findsthat reading of aforeign Situationfrom
adistance may reflect the unlikdy truth, and discovers how boyhood knowledge is unlearned inthe face
of wider experience. TheAfricanidyllic boyhood of clear nights showing “heavenly bodies’ isreplaced
by the knowledge of a harsher world, and it may be borne in mind thet in much Chridtian alegory, the
hiding of the heavenly by cloudsistaken as a symbol of God's face being hidden by earthly evil*. Thus

Pladtje aswitnessis dso Plaatje the wiser man, the writer in the lamplight of a darker world.

When he turns from this world inthe next paragraph, introduced by the trangtiond “but”, the symbolic
import of the wesather, though underplayed, is il evident. Inromance fashion, the imagery is not that
of anaive pastora world, but of arebirth out of experience. It is Easter time, the time of resurrection
after crucifixion. It isspring, with clear skies after winter gorms “ . . . the moon and stars appear in
their brilliancy intheevenings. ...” Itisaworld of harmony betweenchurchgoers and nature, which

isrepresented by the thrushand blackbirdsthat “twitter forththe disappearance of the foggy winter and

In Spenser’s The Faerie Queene, for example, “loftie trees yclad with sommers pride, / Did spred so broad,
that heauens light did hide” (1.i.7.4-5) symbolically warns that thisis a place of spiritual darkness.
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its snow, deet and wet”. The similaity to Blake's skylark and thrush in “The Ecchoing Green™?, is
pertinent, but marked aso by this difference: Blake' s poem marks the beginning of acycle, the Virgilian
movement frompastoral innocenceto epic; Plagtje' s, moretypicaly romancein structure, movesfrom
acyde of sufferingto anew ending, arebirth. Blake depictsthe pastoral peak while Plaatje depictsthe

re-emerging romance peak.

In this abundance of rebirth, naturdl and, in the Easter time, spiritud, “weare encouraged to hope that
... youwill . .. grapple with this dark blot on the Imperia emblem, the South African anomay that
compromises the justice of British rule and seems dmost to belie the beauty, the sublimity and the

sncerity of Chridianity”.

Plaatje concludes rhetoricadly: “ Shdl we appeal to youinvan? | hope not.” The echo of “we are
encouraged to hope’ by the more personal and emphasized “1 hope not” moves the language from the
relatively innocent pastora imagery to politica rhetoric, from the comfort of description to the urgency
of gpped. Plagtje sromance vison is complicated hereby: it is held together by hope and vision, not
by actudity. The potentid for thefailure of that vison isheld in theironic desperation of the last words,
which throws the piece back on the current state of affairs “thisdark blot . . . that compromises the
justice of Britishrule and seems dmogt to belie the beauty, the sublimityand the sincerity of Chridianity”.
Plaatje’ s romance vision does not lose sight, then, of the uncertainties of the present situation, the

necessities of the then current war, and the potentid for hisvison’slack of fulfilment.

William Blake, Selected Poetry, ed. W.H. Stevenson (Harmondsworth: Penguin, 1988) 21-22.
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Thefind ending of the text is perhaps his most bleak, radicaly qudifying his romance vison, though not
absolutely destroying it. The Report of the Lands Commission, tabled in 1916, represented a fina

betrayd for Plaatje, who argues:

Whenever, on behdf of the natives, the hardships disclosed in this book were mentioned, the
South African authorities invariably replied that these hardships would cease as soon as the
Commission submitsitsreport. This has now been done.

(406)

The report brought no relieffromhardship, but rather promised further suffering. For Plaatje, the report

bears out

... that the main object in view is not segregation, but the reduction of al the black subjects of
the King from their former state of semi-independence to one of complete serfdom.

(408)

And hefedsthe betrayd:

And whenthe burdenloaded on our bent backs becomes absolutely unbearable we are at times
indined to blame ourselves, for when some of us fought hard—and often against British
diplomacy—to extend the sphere of Britishinfluence, it never occurred to us that the spread of
British dominion in South Africa would culminate in conggning us to our present intolerable
position, namely, a helotage under a Boer oligarchy.  But when an officid Commisson asks
Parliament to herd usinto concentration camps. . . .

(435)

From the framework of atragic present, then, Plaatje depictsin thiswork his projected idedl. Y et this

idedl istenuous, threetening tragedy if not fully realized, throwing the reader back into the dangers of the
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red. Plaatje’ s argument for a fair future reflects the recognizable romance paradigm, but unfolding

events cause him to balance romantic and tragic visons of the future:

... the only thing that stands between us and despair is the thought that Heaven has never yet
faled us. We remember how African women have at times shed tears under smilar injustices,
and whenthey have been madeto leave ther fiddswiththar hoes onther shoulders, their tears
on evaporation have drawn fire and brimstone from the skies. But such blind retribution hasa
way of punishing the evil dikewiththe guilty, and it isin the interests of both that we plead for
some outside intervention to assst South Africain recovering her lost senses.

The ready sympathy expressed by those British people among whom| have lived and |aboured
during the past two years inspires the confidence that a consensus of Britishopinionwill, inthe
Union’sinterest, stay the hand of the South Africangovernment, veto thisiniquity and avert the
nemesis that would surdly follow its perpetration.

(436)

The mulitiple rhetorica dements that congtitute this ending demonstrate both Plaatje s varied concerns
and his opinion of them. The passage is both political and spiritud, as the opening reference to
“Heaven” suggests, and the faith that “Heaven has never yet faled us’ is part of Plaatje's romance
optimism. Thus, the opposing “despair” broadens out from the everyday despair of those he has
witnessed suffering from the affects of the Land Act, to the political despair of those leaders trying to
do something about the situation, and to his own personal despair, as Plaatje often uses a rhetorica
plurd inthetext. It dso, however, becomes a spiritua loss of hope, only prevented by the thought of

Heaven's consstent help.

This declaration of potential despair and hopeisfollowed by past injusticesrecd led, but the unspecific
portrayal of theseinjusticesadlows Plaatjeto move fromthe quasi-historical to the symboalic and intothe
mythicd: “under smilar injustices” African women have shed tears and have “ beenmadeto leave thar

fidddswithther hoesonther shoulders’, and their dried tears, the end of their pain, has*drawn fireand
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brimstone from the skies’. Thisretributionhas al the appearances of being divine, except that Plagtje
cdlsit “blind retribution” which punishesbothinnocent and guilty. Whilethe phrase*fireand brimstone”’
recdls Chrigtian retribution, the plurdity of “the skies’ hints at the pagan gods. Plaatje leaves his
meaning Vague enough to be read as a mixture of divine, or poetic, justice, and the earthly justice meted
out by the aggrieved. The responses to the Stuation, the divine and the more human, politica reaction,

merge and threaten to bring about the “nemesis that would surely follow”.

Plaatje simagery placesthe worldly politica within the redims of a divine judtice, where the charge that
South Africahaslost her senses takes on mora overtones. The “outside intervention” could be reed
as both coming from British people and British opinion, as well as from “Heaven”, and thus the hymn
which follows and closes the book appeals to “God's grace” to hold the country “fagt”, “until justice

shdl prevail” (437).

Plaatje’ sromance vison is dill intact but, as the text’s find subheading “Courting Retribution” (433)
suggests, the harmony, unity and love that romance impliesis threatened by “blind retribution”, which
leadsthe way of tragedy. The concluding hymnindicatesthat acountry canimplodethroughinner mora

decay, but the call isfor

...God sgracel Oh may it hold thee fadt,
My country, until justice shdl prevall . . .

(437)

Theword “until” suggests thet, asin the Mafeking sege, the medium of the struggleistime. And, asin

the Golden Age imagery, the lack of justice bringssuffering. Plagtjeretainshisvison, usng hisrhetorica
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powers both to articulate it and to urge intervention. His awareness that his enemies were ill in
authority and increasingly legidating his people into davery, however, makesthe promised land that had

seemed 0 close after the end of the Anglo-Boer war, seem yet farther off.
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Chapter Six

Mhudi: The Black Woman who Lives

The lagt chapter showsthat Plaatje did not merdy write Mhudi “after the manner of romances’, but that
hisentire vison had, in its deep structure, a romance bags which pervaded hisinterpretation of daly

events, aswdl as hishistoricd and politica vison.

Though he described Mhudi asbeing in “the style of Rider Haggard when he writes about the Zulus’,
his use of elements from Haggard would naturdly have beenshaped by his own cast of mind, hisown
undergtanding of history and palitics, and his own understanding of human nature.  Uppermost in his
mind would have been the question he had noted as being the most pressing of the century, the race
issUe (see 162 above): and his understanding of race would have determined the way he presented both

black and white charactersin Mhudi.

It isunlikey thet, inwriting Mhudi, Plagtje ddiberately set out to write areverse image of the colonid
romance. Heimitated the style, and used other dements, that he found in Haggard, but his own writing
was clearly more srongly influenced by his own vison than by the exatic image of Africatypica of

Haggard.
Conddering the rhetorica nature of Plagtje svidon articulated in NativeLifein South Africa, Mhudi

is—onthe surface—aremarkably undidactic story. Itspurposeisunderstated, adding tothecomplexity

of thetext. However, C.S. Lewis clams that writing with a deliberate moral is not the most cregtive
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approach to composition, and argues that “everything in the story should arise from the whole cast of

the author’ smind’:

Let the picturestdl youtheir own mora. For the mora inherent inthemwill risefromwhatever
spiritud roots you have succeeded in striking during the whole course of your life'.

The“pictures’ that Plaatje conjures in the romance “tell their own mora”. Mhudi, without articulating
a clear, didactic mord code, nevertheless reflects its author’ s active and intense mind, as well as his
ethicd, palitica, socia and spiritud beliefs. Certain dementsof Haggard' simage of Africaare naturdly
dill found inPlaatje swork, for he would have discovered dements both useful to him aswell asthose
which conflicted with his understanding of Africa and Africans. Plaatje would aso have kept the
romance vison of Shakespeare—whose titude to race he admired and to whom he often dludesin

Mhudi—dearly in mind as a qudifying literary modd.

Of Haggard' smany romances, Nada the Lily probably had the most direct influence on Plagtje?, and
shares many pardle incidentsand featureswithMhudi. Both arehistorica romances, focusing on black
South Africanhistory, and eachis set at atime whenwarfare between different South Africangroupings
was taking place. Both mark the coming of the Boers in wagons, and both note the presence of other
colonists—missonaries, traders, hunters and farmers—and colonia towns and borders. Each work
notes aninitid defeat of the Boers by black forces, and a so the expedience of a black group combining

forces with the Boersin order to overthrow atyrant .

“0On Three Ways of Writing for Children”, in Of Other Worlds: Essays and Stories, ed. Walter Hooper
(London: Geoffrey Bles, 1966) 33. Lewis did not regard writing for children as an inferior craft and his
comment is not limited to this genre.

2Chrisman, in Empire and Opposition, sees Mhudi as a “direct response to the Haggardian historical
romance of Nada”, 7.

3Mzilikazi inMhudi and Dingaan in Nada the Lily, 316-7.
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Bothromancesare set inthe fairly immediate past, and their stories have supposedly been passed down
by narrators mentioned in the text. In Haggard, Mopo is the protagonist and tells his own gory; in
Plaatje, the narrator is further inthe background, and appears only occasiondly. Asthe narrated past
is ageneration further back in Mhudi than in Nada the Lily, Plagtje€ s narrator does not appear in the
action directly, having been himsdf told of the events within the ord tradition. He is consequently not
as important a figure as Mopo?, who appears in and influences the action. Like other dlegorical
romance charactersin Haggard, Mopo is supernaturally old: necessarily so, in this case, to have done

al that he describes’.

Thetextsa so display asmilarity of structureand incident. Each hasacommonromance patternwhich
is, typicaly, played out intime. Conventionaly important in romance, time inevitably brings about
change, reveds truthand rightswrong, leading through the tragic trough to the romance peak. Although
Nadathe Lilyisnot resolved indl theseways at the end (as showed in Chapter Four), Mopo indicates
that the skeleton of this pattern underlies this text:
Thus, my father, does destiny make fools of us men. We think that we can shape our fate, but
itisfate that shapes us, and nothing befdls except fate shdl will it. All things are a great pattern,
my father, drawn by the hand of the Umkulunkulu upon the cup whence he drinksthe water of
hiswisdom; and our lives, and what we do, and what we do not do, are but alittle bit of the

pattern, which is so big that only the eye of Him who isabove, the Umkulunkulu, canseeit dl.

(197)

1This narrator figure has been at the centre of some controversy. It was strongly felt by Couzens and Gray
in“Printers’ and Other Devils” (see 27, above) that the editing out of this figure was a deliberate suppression
of oral influenceinMhudi. This point should be balanced against the fact that a model for such a narrator
figure could readily have been found in Haggard’' s romances.

2Ancient figures are typically Haggardian: Ayeshain She, Gagool in King Solomon’sMinesand Zikali in
Child of Storm and Finished, for example.
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Mhudi’ s structure is more typica of romance, moving from “A Tragedy and its Vendetta and “Dark
Days’ to the closing chapters, “A Happy Reunion” and “A Contented Homecoming”. Phil Jay points
out this romance pattern of change whenhe notesthat the world spins round likeawagonwhed (198).
Chrisman argues that Mhudi is more classcaly correct in terms of romance structure than Nada the
Lily!, and this reflects the text's ultimate reliance on Plaatje's own romance vison and on the
Shakespearean modd rather than the Haggardian, upon whom he relies for more styligtic or thematic

dements, aswadl asfor South African content.

The common romance theme of love, or the destruction of love, is centra to both Nada the Lily and
Mhudi, and becomes a driving forcein each work. But another driving force, opposed by nature to
love, that each hasincommonisvengeance. Mopo's Sster, Baeka, talks him into becoming “greet to
the great end of vengeance” (107). Vengeance, inthistext, thus becomesan end initself, and reaches
itsapotheosis inMopo’ svisonwhere those killed by Chaka demand judtice from I nkosazana-y-Zulu,
the Queen of the Heavens. Her answer, that she will teach Mopo “to wreak [her] vengeance on the
eath” (105), judtifiesvengeanceby divinedecree. Nothingin Haggard' stext that emanatesfrom Africa
is able to halt or counter the growing cyde of vengeance. Even the more pastora or domestic figures,
such as Mopo’'s mother and Zinita, the chief wife of Umdopogaas, ultimately react with vengeancein
Stuations of confrontation (24 and 286). The only counter to this spirdling cyde of vengeanceisthe
brief evocation of Stanger (178-9), where the British provide the novel’s romance images of love,

forgiveness, peace and justice.

InMhudi, by contrast, Ra-Thaga s desire for vengeance onthe Matabel e is coupled withMhudi’ swish

for the godsto forgive Mzilikazi (180). Vengeance, a the close of thetext, is “satisfied” (200), and

INoted above, 33.
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it does not become an end in itsdf, or part of an unbroken cycle. The defeat of Mzilikazi ultimately
teaches himhiswesknesses and sends Umnandi back to him, dlegoricaly making himwhole again. In
Mhudi the divine sanction for vengeance, which in Nada the Lily forms part of the alegorica core, is
replaced by the image of a multi-culturd gathering of grace-like women—the angd-like Annetje, the
good Umnandi, and Mhudi*—inthe chapter “Mhudi and Umnandi” (176-7), and by Mhudi’ ssensethat
“ perverted might” will be overthrown “ by aforcethat is more powerful thantreachery” (68). In Mhudi,
for ingance, Mzilikazi’ s vengeance upon Boya is not divindy sanctioned: within the morad scheme of

Plaatje’ s romance, by contrast, it precipitates adownfal that leads to salf knowledge and anew life.

Another smilarity isthe use, inboth romances, of prophecy, whichinthe case of Mhudi hasbeenmuch
discussed, probably because, instead of balancing the prophecy againgt the fuller romance pattern,
especidly the grace-like image of the group of women, it has sometimes rather narrowly been seen to
contain the essentid political message of Mhudi. In Nada the Lily prophecy and the supernatura are
integra to both the plot and theme and influence the mystical, gothic tone of the story. With the
novelig’s retrogpection Haggard uses propheciesto predict eventsin fact fulfilled by history. Chaka,
stabbed and dying, prophesies the coming of white men, and the defeat of the Zulu nation by them
(194), and this, by the time the romance ends, is fulfilled. A smilar technique is effectively used by
Pagtje. Mzilikazi’s find prophecy movesthe reader beyond the time of the nove into contemporary
times in a description that echoes the conditions reflected in Native Life in South Africa, lending the

romance much dramatic, existentia and politica force.

!Couzens in “Sol Plaatje’sMhudi”, Journal of Commonwealth Literature, 8.1, 1973, 17-18, notes that
Mhudi “comes to friendship with the women who are symbols of what is virtuous in the other peoples”.
Chrisman, however, says that “instead of the trio of romance pairs representing, as some have suggested,
aset of equally sympathetic and significant representatives,the Boer couple serve as afoil to the othertwo”,
Empire and Opposition, 198. Itispossiblethat the changing patterns of the groupsallowsfor somevalidity
in both views. The “romance pairs” perhaps symbolise the potential for virtue which is not always fully
realised.
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Each story soon has its main protagonists wandering as lone fugitives from groups which have
murderous intent. In Mhudi the Matabele stalk survivors of the destroyed Barolong community, in
Nada the Lily Mopo and Baleka flee murderous members of their own community. Similarly, both

romances have episodes in which characters are lost in the wilderness. Mhudi says:

| continued my stay at this spot for several days. Beginning to fed lessfearful, | used to saunter
out by day, refresh mysdf with a drink of water at the pool, then wander dong the gully to
gather some roots and wood berries about the dope. . .

(41)

The episode ends with her running into the arms of Ra-Thaga, where shefindslove. In Nada the Lily

the wilderness episode is very brief. Nada and Umdopogaas are lost together:

So Nadarose, frightened, and hand inhand they ssumbled through the darkness. But inthe wind
and the night they lost their path, and when at length the dawn came they were in aforest that
was gtrange to them. They rested awhile, and finding berries, ate them, then walked again. All
that day they wandered, till at |ast the night came down, and they plucked branches of trees and
piled the branches over them for warmth, and they were so weary that they fell adeep in each
other'sarms.

(66)

Nada expresses a wish to die, but Umdopogaas, leaving her briefly, finds the way, and gathers, like
Mhudi, “many berries and a root that is good for food”. Umdopogaas, with much pain and sdf
sacrifice, carries Nada home: “and theend of it was that both recovered and |oved each other morethan

ever before’.
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Plaatje' s treetment of the conventiona-love-in-the-wilderness topos differs from Haggard's in the
dightly ironic treetment of Rarthaga, who is both saviour of Mhudi and aso saved by the humble

heroine, whereas Umd opogaas is the characterigtic heroic male rescuing the lost woman.

Other Smilar featuresare the use of songt, and lion episodes. Gray comments upon the latter, seeking
the source for these in Shakespeare, Bunyanand Africanord tradition. Haggard, bothin Nada the Lily
and in hunting episodes involving Allan Quatermain in other works, could equaly be sources for what
is a farly typica feature of romance in generd, but African colonia romance in particular. Thelion
episodesin Mhudi, which follow the romance type by being unredistic—even alittle wooden— have
incommonwith Haggard the wild sort of bravado the presence of lions supposedly induces. Both texts
use smilar descriptions of roaring lions Haggard' s* he roared till the earth shook” from Nada the Lily
(87) isechoed by Mhudi’ s “it gave a startling roar that shook the earthbeneathmy feet” (70). Gray’s
reference to African orature is perhaps more pertinent than his reference to Shakespeare and Bunyan
as sources for the lionepisodesinMhudi. Plaatje slions are, nevertheess, close to Haggard'sin type

and spirit2.

Incidental smilarities such as the above are coupled with amilarities of the typica romance matifs and
sructure found in both works, going back further than Shakespeare’s romances. The splitting of
families, or parting of family members, and apparent deaths of family membersor lovers form the basic
sructure of many romances. Mhudi has instances of both of these, the destruction of the Barolong

community being the clearest example. Othersarethe gpparent death of Baile (or Mhudi, from Baile€'s

INada the Lily, 74; Mhudi, 51 and 72.

2His suggestion (in “ Sources of the First Black South African Novel . ..” 23) that Plaatje allegorically
represents the British lion in these episodes appears fanciful in that thereislittle evidenceinthenovel orin
Plaatje’s works generally to corroborate such areading.
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point of view), of the spies, and of Umnandi. The seemingly miraculous return of such lost people
evokestypicad romanceimages of rebirthor resurrection. Familiesareplitinthe hunting and war-faring
episodes of Ra-Thaga (who promises findly and fittingly to respond to his wife' s voice in future) and

in the pardld separations of Mzilikazi and Umnandi and Phil Jay and Annetje.

Nada the Lily dso hasthe difficulty of maintaining family life as a centrd theme. Throughouit the text
families are olit or destroyed. Here the romance motif isused by Haggard to comment on Chaka, and
by extenson Zulu and African norms and values. Mopo and Baeka flee their community early in life.
Mopo is separated from Nada and his wife Macropha, aswdl as from Umd opogaas whose apparent
death saves him from the likelihood of being hunted down by Chaka. This essentiad romance
characterigtic of the Chaka figure—the destruction of the family, of love, of the domestic—does not

undergo the conventional romance resolution, with reunion and reconciliation at the end of the text.

Each story opens withanevocationof theidyllic past. In each case the pastora scenesareinterrupted
by the arriva of Zulu peoples. Mhudi begins witha descriptionof alifeyle thet is at once adescription
of dally pastoral smplicity and of politica independence. Plaatje describes a historicd period, making
use of literary conventions rather than those of historical writing. He congtantly emphasizes pastoral
content, or the classical otium: “They raised their native corn which satisfied their smple wants” (23),

“These peasants were content . . .” (24).
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However, thisidyllic world is not perfect. Plagtje gives enough hints to indicate that the pastord bliss

was based partly onignorance. He speaksof traditiond lifeasparadoxicaly “humdrumyet interesting”:

. . . the peasants were content to live their monotonous lives, and thought nought of their
overseas kinamen who were making history on the plantations and harbours of Virginia and
Missssppi at that time: nor did they know or care about the relations of the Hottentot and the
Boers at Cape Town nearer home.

(24)

Thus, asis typicd of pastora, the world of contentment and smplicity is contrasted with the more
courtly, more urbanized, and usudly more corrupt metropolitan world. Other examples are “these
ample fak were perfectly happy without money and without siver watches’ (25), and “the smple
womenof the tribes accepted wifehood and transacted their onerous duties with the same satisfaction

and pride as an English artist would the job of conducting an orchestra’ (24).

Theselatter examples contrast pastoral Smplicity and contentment withthe trappings of dvilisation, and
indicate that the pastoral peoples, “ Strange tordlate’, fdt no lack. And Plaatje, the author, the narrator,
and the culturd trand ator not only uses examples his readership would be familiar with, but indicatesthat
he, a descendent of the peoples he describes, is a home with the articles and aesthetics of the

metropole: “the beauty spots of the Cape and the glory of the Slver trees’ (24).

However, the former examples are of a different sort, for pastoral may conventiondly criticize vicious
agpects of the court while praisng its virtues. Haggard's criticism of agpects of the English civilisation

he otherwise vaues is typicd of the convention. In Mhudi the pastoral society is unaware of and
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unconcerned about the issuesof davery and racism: “their overseas kingmen who were making history
on the plantations and harbours’, and “the relaions of the Hottentots and the Boers at Cape Town”.
Plaatje e sewhere notes that the “Native Question” has* sincethe abalitionof davery, dways been the
gravest question of itsday”. Thus, part of this pastora contentment isalack of knowledge about the
issues of davery and race: issues that were about to confront this very society with the arrivd of the
Boers, who firdly attempt to keep “dl the land” (154) won by thedliesinthewar againgt theMatabele,
and who permanently retain some captive Matabele herds as daves (155). They later—according to
Mzilikezi’s prophecy—will use Bechuana youths as “pack-oxen”, turn the “women into beasts of

burden”, and rob “them of their cattle, their children and their lands’ (188).

Plaatje, then, does not depict this pastora world asasocid ided. The people exist out of the stream
of world events, unaware of ther “overseas kinamen who were making history”, uninterested in the
Cape Peninaula and the beauty and glory of “their own sub-continent” (24). They smilarly scorn
experimentd attempts to improve ther stock by cross-breeding, and have no ambition even to see
Monomotapa (24)%. The life described hereis, unlikeMhudi’s, or Plaatje' sown, an unquestioning and

unimaginative exisence.

Furthermore, theirs was a “patriarchd life’, where “woman’s work was never out of season”. The
reference evokes Ovid' s Golden Age, where, by contragt, thereisno work, and no seasons. Lentahas

noted that inMhudi Plaatje vaued the “innovative impulseinwomen”3, and Plaatje was certainly aware

1Boer War Diary, 8 December 1899, 33, and see 161 above.
2By contrast, Mzilikazi wishes to conquer Monomotapa, 184.

SMargaret Lenta, “ The Need for a Feminism: Black Township Writing”, 55.
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of, and admired, Olive Schreiner and her feminist work. He was probably, Willan argues, dso
influenced by his women friends in London, from whom Plaatje “had derived a keen indght into the
pardlds between . . . racid and sexud discrimination” and who had done much “to strengthen his
conviction that women, more than men, possessed the qudities from which a more just and humane
society could emerge™. Lentaseestheisolated, pastora marriageof Mhudi and Ra-Thaga, which takes
place outside of society, asan “end of the tribal separation of the sexes and their functions’, and “the
beginning of a new kind of relationship, whichthe young couple mark inthe name they give their home,

Re-Nos, meaning We-Are-Alon€e’.

Paatje’ s heroine, Mhudi, and her types, Umnandi and Annetje, al establish ther own modes of
behaviour, and do not meekly fit in with patriarchd systems (athough Umnandi perhapstendstowards
feminine obedience): dl have the ability to, or arerequired to, teachtheir husbands. Thisingructiverole
of the women characters, who—likethe heroinesof Shakespearean comedy—I| ead the mde characters
intoanew visonof society, ismuchemphasizedinMhudi. RaThaga, for instance, notesthat “[Mhudi]
made me what | am’, and that Annetje will hdp Phil Jay understand his own people, the Boers,
properly. Similarly, Umnandi must “urge [Mzilikazi] to give up wars’ (179). Plaatje suggests that,
rather thanmerdy reverting to the earlier pastoral world, the peoplesinthe romance have alot to learn,
in order for society to improve: Mzilikazi must be taught humanity (69), Morokawishesto teach that
assault isa crime (113), and Moshueshue teaches through a* megnanimity [which] had no parald inthe

higtory of Native warfare’ (148) that there are new socia possibilities.

Plaatje: A Biography, 360.
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The text indicates that the opening patriarchal pastoral world, while it has certain values that should be
retained, is not the “ Perfect environment in which to live’ or the “nearly perfect society” asclaimed by
Chridieet al.X. Plaatje's pastoral world a the opening istypica of the conventiona pastoral peak of
romance: it isidyllic, like that which opens The Winter’s Tale, yet has weaknesses which need to be
resolved, through tragic action, inthe maturity of time. As noted in Chapter Two, at the pastoral peak,
“the pastoral world is a world of happiness and virtue, yet is not—in absolute terms—idedl or
immutable: Sn and conflict, even if conddered in retrospect to be venid, does exigt, but is not seen to

have destroyed the genera tone of happiness’ (58 above).

Thus, the early pastoral world of Mhudi isimmediady set within contexts which make it a world of
tendon. Referencesto contemporary history in these pages emphasize bothitsfragility, and the fact that
itisof the padt: their implements “today would be pronounced very crude by their semi-westernised
descendants’ (23) and “Kunana, near the present boundary between Cape Colony and Western

Transvad” (24).

InNada the Lily Mopo’ s pastoral childhood is destroyed when Chaka enters withhismother—trouble
is predicted, and much of the later action inthe romance sarings fromthis meeting withthe future chief.

Smilarly, the pagtord world in Mhudi is destroyed by the entrance of a group of Zulu people:

Upon these peaceful regions over one hundred years ago there descended one Mzilikazi, king
of aferocious tribe cdled the Matabele, a powerful usurper of determined character who by
his sword proclaimed himsdlf ruler over al the land.

IS, Christie, G. Hutchingsand D. M aclennan (eds.) Per spectives on South African Fiction (Johannesburg:
AD. Donker, 1980) 76.
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Mzilikezi’ s tribe originally was a branch of the Zulu nation which Chaka once ruled with an
ironrod. Irritated by the stern rule of that monarch, Mzilikazi led out his own people who
thereupon broke away from Chaka s rule and turned their faces westward.

(25)

In the romance paradigm, that which destroys the pastoral world becomes the evil that has to be
overthrown so that a new version of pastora can be re-established. The pastord world needs to be
rebuilt by emphaszingitsvauesand rooting out itsown vices, aswdl asvicesthat enter froman outside
source. Thus Mzilikazi is described here as a “usurper”, who “proclamed himsdf ruler over dl the
land’, as the leader of a*“ferocioustribe’, and not in terms of the sympathetically presented romance

character he later becomes.

Here he is the Haggardian Zulu, “ driving terror into man and beast”, “likeaswarmof locusts’ (25). It
isnat, then, Mzilikazi the manto whom Plaatje objects, but the quaities he represents at this moment:
the usurper, proclaming himsdf ruler, who drives terror into men, who is like the Biblical plague of
locusts. At the end of this romance, its resolution is threatened by a smilar qudity of behaviour,
personified in the Boers. In terms of Couzens's “mode theory”?, with Plaatje's 1830s standing in an
adlegoricd rdaionship to post-1913 South Africa, the mord quality of oppression, not the individud
perpetrators, is the vice which is opposed to the peaceful pastora world. Plaatje’ s Shakespearean

model indicates that virtue and vice are not the monopoly of any race. Thus, asweget to know other

1Couzens, Introduction to Mhudi, Heinemann edition, 17-18.
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Matabele characters, this initid view of the people is baanced by Umnandi and Gubuza, whose

influence gradudly helps Mzilikazi change and establish anew mord platform.

This potentia for change and growth in Mhudi is where, despite the Smilaritiesit shareswithNada the
Lily, its essentid difference from that text is found. In the potentia for growth into a better society
Plaatje departs from the Haggardianmodel, relying more upon the Shakespearean, and upon his own
cast of mind. Plaatje’ sromance characters, likethose of Shakespearean romance, can learn, adapt and
change, and this change can come both from outside influences, as when Chief Massouw isfavourably
influenced by “the white Missoner Moffat” (83), or from internal African influences, like those of

Moshueshue, or Mhudi.

UnlikeHaggard' s, Plagtje sromance characters are not fixed types. Herein lies boththe hopeand the
despair of Mhudi, for as Mzilikazi growsin mord stature, the Boers replace him as villain. Origindly
fugitivesand victims who are sympatheticaly received and helped by the Basotho, the Boerschangeinto
the “wild men™ of a“tribe” (25) and become usurperswho want to havedl theland. And, indeed, the
openingof Native Lifein South Africa reflectsthe coming of the two concerns that the Bechuanatribes
had the pastoral luxury of ignoring at the beginning of Mhudi—the racist relaions between the

Hottentots and the Boers at Cape Town and the davery of the plantations.

Awakening on Friday morning, June 20, 1913, the South African native found himsdlf, not
actudly adave, but apariah in theland of hishirth.

(22)

Theirony of this phraseis enriched by comparisonwith Mopo’s “1 do not understand, who ambut awild
man, nor have | found more knowledge in the hearts of you tamed white people”, Nada the Lily, 227.

-220-



The destruction of the pastoral dream is reflected in Plaatj€ s use of “awakening” and “found himself”,
suggesting perhapsthat more dertnessmay have prevented this entrapment. Thus the BoersinNative
Life in South Africa do to the “South African native’ what Mzilikazi does at the beginning of Mhudi,

and what Mzilikazi predicts at the end of the work.

The ruin of the pastord in Nada the Lily is aso the destruction of the domestic ided, with families
including women and children, killed or scattered, with gardens and homes destroyed. It isongoing
throughout the text, becoming synonymous with Haggard' s depiction of the Zuuway of life. InMhudi
the invason of Bechuana territory by the Matabele disrupts the pastora world, bringing offensve

manners. They demand that tribute be laid “ a the feet of Mzilikazi, ruler of earth and skies’ (27).

Thelatter phrase! pardlels many Elizabethanimagesof Pride, the first of the deadly sins. Examplesfrom
Marlowe and Spenser areinthe Evil Angd’ soffer to Faustus: “Be thou on earth as Jove isinthe sky”?,
and Mammon's “God of the world and worldlings | me cal / Great Mammon, greatest god below the
skye™. This boast typifies Mzilikazi’s human arrogance. In another echo of Faustus, the defeated
Mzilikaz, “like onein ddirium”, “wished that he held the keys to openthe gateways of the elements of
thunder and lightning, so as to command these forces’ to destroy his enemies (186). Mofolo’sChaka

amilaly echoesFaustuswhenhe wishes|sanus to take him*“to the very limitsof [Isanus’ s] wisdomand

strength’™.

Thisphrase is repeated by Nomenti, 101, and alittle more ironically on 183.

2Christopher Marlowe, The Tragical History of Doctor Faustus (1.i.75), in Elizabethan Plays,
ed. Hazelton Spencer, (Boston: D.C. Heath, 1933).

3The Faerie Queene (I1.vii.8.1-2). Spenser’s “below the skye” implies mundane fallibility.

“Thomas Mofolo, Chaka, translated by Daniel P. Kunene (L ondon: Heinemann, 1981) 100. Theseparallels
and echoes are not necessarily deliberate allusions. They are noted, however, because the Elizabethan
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Mzlikaz's proud confidence at the end of Chapter 5, “Reves after Victory”, is maintained despite
Gubuza swarning. He wishesthat “dl the neighbouring nations must be subjugated and broken down
until our law should govern from the desert to the seel’, and until Chaka, fromwhom he had earlier fled,

“himsalf acknowledged our supremacy”.

The charactersinNada the Lily exiginanamora world, or—at most—aworld governed by the divine
decree of vengeance. Mopo hashad alife of suffering, but asavenger heachieveshisaims, and—unlike
thetypical Elizabethanrevenger—heisnot punished for them. Mzilikazi’ shuman and politica arrogance
is that of a despot, and, as comfortable and cheerful as he is depicted to be within the context of his
victory in Chapter 5, literary alusions are reminders that he is placed by Plagtje within amora world,

where the arrogant ruler may expect atragic fdl.

The tenson between an amora and a mora world is emphasized by Plagtje in the debate between
Mhudi and Ra-Thaga, where Ra-Thaga argues that “might is right”, that the world is governed by a
Darwinian notion of “the surviva of the fittest”, which phrase is associated with Ra-Thaga when he
confronts Six lions, and feds “helplessand afraid” (63). He later argues for the validity of vengeance,
and both he and Phil Jay are findly driven by the desire to revenge (116, 122-3). However, Ra-
Thaga s desire for vengeance is not without a sense of parald divine retribution. He feared that the
Matabele “this ferocious nation was super-human, and that nothing in the world would ever punish
them™:

Could it be a fact, he asked himsdlf, that there is absolutely no power to exact judgement in

return for dl the wrongs and crudties of the past, and for the loss of so many of hisrelatives

who died guiltless degths a the hands of the Matabele? The idea was revolting.

(117)

imagery enables areading of the African texts.
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Ra-Thaga leans here towards Mhudi’ sway of seeing things. Moving from the “survivd of the fittest”
argument he previoudy employed, he looksfor a“power” that will exact judgement. Y et his emphads
is dill on vengeance, on exacting judgement. Mhudi, in the meantime, has progressed in her
understanding to where, through interaction with Annetje and Umnandi, she is able to understand that
virtue and vice are not the monopoly of any colour (176-177). This reflects a maturity fromher initid
fedings about other groups, for sheistypicdly suspicious—wisdly S0, it is clear—about dl groups she

encounters, the Matabele, the Qoranna and the Boers. Her attitude towards the Qoranna is typicd:

The ideaof the daughter of aHammersmithmarrying amanwhose language was asfull of clicks
as that of the wild Masarwa, wastoo hard for Mhudi’s conception.  The destruction of her
people and burning of their homes seemed to have no effect onher tribd pride. She knew very
little bout the Qoranna; in dl her life she had never seen more than one; so that a group of
them, nearly dl sounding the Qoranna clicksinturn, was a spectacle so grotesque that she felt
it difficult to believe that they understood one another. ‘What alife,” shethought, ‘to bemarried
to aman whose language agirl could not understand! . . . | have never met anyone who could
magter the clicks and gibberish of the Masarwa .

(74)

Plaatje’ s connection of marriage and a language “full of clicks’ echoes the recollection of his own
marriage in hishomage to Shakespeare: “ My people resented the idea of my marrying agirl who spoke
a language which, like the Hottentot language, had dlicks init™. Thus, a this moment Mhudi is not
represented as her wise sdf, but, like Plaatje’ s own relatives who aso changed, and “lived to award

thair benediction”, Mhudi isayoung womaninthe process of learning. Smilarly, the®tribal pride’ which

1Selected Writings, 211: this piece was publishedin 1916, not long before Mhudi is thought to have been
written.
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dominates the young Mhudi’ s thinking is not reflective of Plaatje' s non-partisan ided. Plaatje had

written in 1913 about the Land Act:

... that act has united the Native races in away which was never dreamt of in the philosophy
of Meintjes Kop [the site of the Union Buildingg. In the far away corners of this Union, the
mutua understanding and fellow fedling of the black and coloured peopleis surprisng. They
have stood up as one man . . . to protest againgt this treatment at the capita of the
empire. ... Amongst the largest contributors towards the fund are Natives who, at the
beginning of this year, would have scorned the idea of contributing towards the fund of the
Congress not wholly composed of members of their tribe. Tribalism and danishnessismdting
away . . . and abond of sympathy and co-operationis being automaticaly weaved amongst the
coloured races of South Africal.

Thus, Mhudi, likethe pastoral scene at the beginning of the romance, is virtuous, but in need of growth.

Her early naivety is reflected in her own early characterization of hersdf:

On that lagt afternoon | had taken a pestle to hurry dong with my cookery duties, when,
suddenly, the watchmen' shorns sounded in different parts of the town. Being preoccupied with
mywork | paid but passing attention to suchmasculine efairs. . .. My mother had told usone
evening that two Matabele had been killed. In our girlish smplicity we hardly enquired for the
reason. Wetook it that these Khonkhobes had no businessin our country, and that it was just
and proper that they should be sent off or put to degth.

(37-8)

Mhudi’ s“just and proper” hereisqudified inher later belief thet “the crime of one chief who murdered

two indunas’ was insufficient “judtification for the massacre of awhole nation” (67, my emphass).

This address and call for unity, “ Along the colour line”, was delivered by Plaatje to the African People’s
Organisation,a” predominantly but not exclusively coloured organisation, of which hewas amember” Willan
in Selected Writings, 163. The extract itself isfrom 167-8. The opening allusion to Hamlet’s “ There are more
thingsinheaven and earth,Horatio,/ Than are dreamt of in your philosophy” (1.v.165-6) is typical of Plaatje’ s
absorbed use of Shakespeare.
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Mhudi’ s development followsatypica romance process. Her early pastora smplicity, which reflects
that of her society, is followed by the gpproach of evil, of death (in her community, and, from their
perspective, her own gpparent degth), isolation and suffering. A pastora rebirth and re-awakening is
followed by a re-union with her people, and a find union with her husband that aso reflects a new

pacific commitmen.

Examples of thistype of romance journey, or quest (dthough it is not, in the case of these heroines,
voluntarily undertaken) are the histories of Perdita, Imogen, Marina and Mirandafrom Shakespeare' s

romances, or Pastordlla, from The Faerie Queene Book V1.

Miranda, fromThe Tempest, isthe model for Sdlain Allan’ s Wife, and the contrasts in the treatment
of the type by Haggard and Plaatjearetelling. Mirandd s early memories are of being tended by four
or five women (1.i.47), and she does’t remember “teen”, or sorrow (I. 64) or the crying (Il. 133-4) in
her early life. Her father, likewise, conjures abrief idyll: he loved his brother, his state was reputed the
prime in dignity, he was the foremost student of the arts (II. 70-74). A usurper destroys this peaceful
domestic and palitical Stuation, and Mirandais (with her father) |ft to the e ements whence she rises,
like Haggard' s Stella, a child who carriesthe best of both her cultureand of nature. Each becomesfully
hersdf, arepresentative of virtue who bears the prosperity and hopes of her people. Stella, of course,
dies, and her community with her: but she neverthdless remains the ideal for both Quatermain and

Haggard.

Both Miranda and Stdlla have a caring father and a library to help with their education. Mhudi’s
patriarchal and oral society do not give these options.  She carries within herself, however, her ord

traditions, and the senghilities of her people. New experiences, which include deeth, isolation and
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communion with nature, her meeting with Ra-Thaga, and their woodland marriage, are dl part of a

romance quest, and aso part of her learning experience.

In romance, which dedls with long passages of time, much of the action occurs “offstage’, and is
narrated by the characters (The Tempest and Allan’s Wife again serve as examples). Mhudi’s

narrative follows this convention, taking her life-story from naive and innocent pastora girlhood:

The flocks had |eft the fold and we separated the kids from their mothersin order to milk the
goatsonther returnfromthe bush next afternoon. The summer shone overhead and the shades
of the camelthorn treeswere cool; so wetook our wooden pestles, sat marily in a circle under
the shady branches busily pounding the corn to prepare porridge for the evening med.

(37)

The pastoral innocence is emphasized by the rhythmic sense of continuity, in the expectant “evening
medl” and “next afternoon”. Mhudi is placed, here, within the circle of her socid life: amaiden, doing
woman'swork. Thissceneisbroken up by thekilling of thetwo Matabel e (who had themsel ves broken

the peace of the previoudy described pastoral cam of the Bechuana).

Vivan has compared the destruction of Kunana by the Matabele with the destruction of Troy as
described in the Aeneid®. The epic nature of the Latin text is built on the romance foundations of the
Odyssey, and Virgil combinesthe two genres. Plagtje, smilarly, subtitleshisromance An Epicof South

African Native Life aHundred Years Ago”, combining his romance with an epic base. The subtitleis

Ytala Vivan, “Sol Plaatje’ sMhudi: History as Fiction”, 45-47.
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amost ananagramof his“Native Lifein South Africa’, takenback ahundred yearst. Vivan'sargument,
whichdepends rather too much on each book beginning with the destruction of acity, and the bucolic
aspects of each?, nevertheless helpsto draw attentionto epic eementsin the deep structure of Mhudi.
Both the Aeneid and Mhudi begin with the destruction of a city and the death of itsinhabitantsand the
necessity of the survivors keeping their cultures (the household gods of the Aeneid) dive so that the
cultures can be reborn in anew, invigorated form. This romance epic pattern underlies Spenser’sThe

Faerie Queene as well, and—though muted—is gill discernible in Shakespeare' s romances.

The romance shape and epic import inthe deep structure of Mhudi ismore clear perhapsfromthe table
of contents than from the love story and adventures of Mhudi and Ra-Thaga: as Vivan notes, the
chapters “become like the cantos in an epic poem”3. The chapters can be grouped: “A Tragedy and
its Vendetta’; “Dark Days’; and “Mhudi’ s Alarming Experience’ give way to more pleasant scenesin
“Rays of Sunshing’; “Reves After Victory”, leads into “The Foret Home’ and “Mhudi and I”. This
new idyll isagainthreatened by “ Strangers’; “A Perilous Adventure’; “ Arriva of the Voortrekkers’; and
“A Timid Man”. In the centre of the storm is the chapter “Queen Umnandi”, which leads into the
confusionof battle: “ Soothsayersand Battles’; “Light and Shade of Memorable Days’; “Withthe Boers
at Maroka sHoek”; “ QueenUmnandi’ sHight”; “The Spies—Their Adventures’; “Haley’ sComet—Its
Influence onthe Native Mind’; culmingtingin“War againg the Matabele”. A new growthisintroduced

by Mhudi’ sbravery and faithin“Mhudi’ sLeapinthe Dark”; “Mhudi and Umnand”; “The Exodus’ (like

INoted by Voss, Introductionto Mhudi, 16-7, who al so notes that the subtitle contains an echo of thetitle
of Plaatje’s pamphlet “ The Mote and the Beam: An Epic on Sex-Relationship’twixt Whiteand Black in British
South Africa” (Selected Writings, 274). Inthispamphlet Plaatje’ sargument isbasically that accusers should
be wary of the beams in their own eyes, areversal of perspective also typical of Mhudi.

2Vivan, 47-48.

3Vivan, 56.
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the version at the end of Paradise Lost?, Plaatje' sexodus is an ambiguous affair, significantly near the
end of the book and not at the opening placeit hasin the Bible); “A Happy Reunion” and thefind “A
Contented Homecoming”. The prophecy of Mzilikazi in Mhudi, like that of Tireseas in the Odyssey,

however, indicates that the homecoming is not the true end of the story.

Vivan's evocation of the Aeneid, dthough possibly not directly helpful in deding with individua pages
of Mhudi, neverthel esshel psto establishthe strong epic sincerity whichunderlies Plaatje stypicdly light
romance presentation. Spenser’s The Faerie Queene, however, isafar more hdpful epic pardld, in
terms of both symbolisnand the poetic structurethat underliesMhudi. Both have palitical and hitorica
concerns that are coupled with mord issues’. The Faerie Queene, furthermore, demands attentionto
dlegory, and Mhudi has dlegoricd levesthat are easily missed by the reader looking for socia regiam.
It ishdpful, for instance, to read the completed romance of Umnandi and Mzlikezi, the image of the
Africanided, asanimage of the betrothd of Unaand the Red Crosse Knight (or, inthe epic paradigm,
the envisaged betrotha of Prince Arthur and the Faerie Queene). Againg this, onanother levd, Mhudi
and Ra-Thaga, likethe Red Crosse Knight at the end of the quest, must re-enter and deal withthe real
world, the world they have been battling through since the early chapters of the romance. Thisisthe
world where evil needsto be fought, it is the world of pilgrimage, where a battle wonisamoral lesson

learned.

LJohn Milton, Paradise Lost, ed. G.H. Cowling (London: Methuen, 1926) Book X |1, 552-649.

2gpenser and Plaatje, both romance writers who also wrote prose political works, are interestingly placed
towards the beginning and the end of British imperial dominance. While both were guided by Christian
values, Spenser’ s Puritanical exclusivity and emphasis on difference (between Unaand Duessa, for example,
or Anglican and Catholic, or English and Irish) and Plaatje’s more communal sense of equivalents mark the
variety of thought that is possible within the romance mode.
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The “Happy Reunion” of Mzlikazi ends on aromantic epic note, with Umnandi’ s son extending “the
awe-ingpiring sway of his government”, with the son wielding “a yet greater power than that of his
renowned father”. Thissuitsthe pattern of Plaatje sromance: yet Plagtjewaswell awvarethat the history
of Lobengula was vadly different, leading to the overthrow of his realm and the establishment of
SouthernRhodesia®. Asisclear from thediscussion of Native Life in South Africa and the Boer War
Diary inthe last chapter, Plaatje was familiar withthe sense that the romance ending is thrust up againgt
the continuation of life and sruggle inthe rea world: it is anideal—more permanent in its guidance than

its redisation—that dways leads into the next phase of the journey?.

Thusthe pastoral world, animege of the idedl, is continualy evoked, then chalenged, in Mhudi. Inthe
opening pages it is chdlenged by the arriva of the Matabele. After the arrival of the Matabele, the
pastoral of Mhudi’ sgirlhood conjured both by hersdf and Ra-Thaga (37) is destroyed after the killing
of Bhoya. In“Rays of Sunshine’ it is both evoked and chdlenged, and in “The Forest Home’ and
“Mhudi and 1” it is strongly evoked but chdlenged by the “ Strangers’ of the next chapter. The text
works through these teng ons towards the establishment of thefind versionof the pastora inthe last two
chapters. Thisisitsdlf chalenged by Mzilikazi’ s prophecy, aswell as by the evocationof NativeLife
in South Africa inthe subtitle of Mhudi, whichreinforcesthe closure of the romance, and the opening

out into a harsher historical redlity.

1See Peter Becker, Path of Blood (Harmondsworth: Penguin, 1979) 280-283and Chennells “Narrative in Sol
Plaatje’'s Mhudi”,55. Chrisman, noting the convergence of the romance and historical modes, however, calls
this closure “real history”, saying that “nowhere else in Mhudi does Plaatje unite the fictive and real in this
way” .

2C.S. Lewis touches on therel ationship between “story” and “real life”: “We grasp at a stateand find only
a succession of eventsin whichthestateis neverquiteembodied. . . but can any such series quite embody
the sheer state of being which was what we wanted?”, Of Other Worlds, 20.

-229-



This petterning, whichreflectsthe pastoral peak, tragic trough and romance peak discussed in Chapter
Two (56, above), isthe structuring paradigm of Mhudi. Plaatje usesit to shapethe story of each major
group in the text, the Barolong, the Matabele and the Boers. The English, who are significantly in the
background inMhudi?, are not givenasimilar pattern to work through. The most perfect version of the
romance patternis played out in the history of Mzilikazi and the Matabele. Againg this pattern, which
isfully resolved inthe text, the Barolong cyde isresolved only in the persona history of Mhudi and Ra:
Thaga, but isleft poignantly incomplete in the light of Mzilikazi’s prophecy. The Boers, on the other
hand, have a romance cycle which seems not only to beincomplete, but in the process of dipping into

the tragic trough, where MZilikazi begins his cyde?.

Thehistory of the Matabel e begins withtypical romance narrative, withthe narrator of Mhudi® indicating
that
Mzilikaz’ stribe originaly was a branch of the Zulu nationwhich Chakaonceruled withaniron
rod. Irritated by the stern rule of that monarch, Mzilikazi led out his own people who thereupon

broke away from Chaka s rule and turned their faces westward®,

(25)

Scattered references to them are found: Missioner Moffat (83), fisheaters (115), Grahamstown, English
congregation, English soldiers (178), Cape Colony (24, 87), English laws, and King George of England (88),
Mr Archbell (90): but they are everywhere implied by the use of their language, and by allusion to English
literature: they are interestingly absent from and present in Mhudi, which has no Quatermain figure to
represent them.

AWalter, Brian, “ The Romance of Protest: Sol Plaatje’sMhudi”, Literature, Nature and the Land: Ethics
and Aesthetics of the Environment, Collected AUETSA Papers 1992, eds. Nigel Bell and Meg Cowper-Lewis,
University of Zululand, Ngoye, 1993, 198.

3t is not certain that the narrator in the opening pages is the same as the Half-a-Crown narrator (whose
styleis entirely different) that Couzensand Gray see as the authoritative oral voicein the Heinemann version,
based on Plaatje’ s typescript: “this Half-a-Crown characteris the narrator of the whole of Mhudi” , they argue
in “Printers’ and Other Devils”, 207 (also see 27, above). It ispossiblethat the consistent persona of the
narrator was not fully realised in the typescript, and was dropped for artistic rather than for the political
reasons suggested by Couzens and Gray.

4Nomenti’s version of the story appears on page 100: “ . . . our tribe was forced to flee from Chaka's
tyranny”.
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At this point in the narrative “ . . . Mzilikazi, king of a ferocious tribe . . . a powerful usurper of
determined character proclaimed himsdf ruler over dl the land”. Like Antonio, the usurper in The
Tempest, or Leontes, who fdls into tyranny in The Winter’s Tale, Mzilikazi destroys both politicd
stability and a pastoral way of life. Asthe Barolong are defeated, Mzilikazi’ s pride and ambition grows,
till he wishes Matabele law to govern from “the desert to the sed’, and for “Chaka himself [to
acknowledge] our supremacy” (59), and he hopes to overthrow Moshueshue, normally taken as an

example of kind and wise African leadership®:

He had for years been cherishing abeautiful ided. He had made preparationsfor overpowering
and annexing adjacent tribesand augmenting his armies withthe fightingforcesof the conquered
peoples, and, having trained and ingpired them with Matabele courage, he had dreamt of
possessing the most invincible army that ever faced an enemy; then, with his power thus
meagnified, he had looked forward to a march on Zululand and the establishment of an idyllic
empire, stretching from the sandy woods of Bechuanaland to the coast of Monomotapa, and
aong the Indian Ocean, through Tonga: and Swaziland, as far Southasthe coast of Pondoland,;
and thenhe should heminand subdue the wily Moshueshue of Basutoland! So much for human
ambition.

(184)

In Shakespeare' s plays the king usudly personifies the date of the nation: if Lear banishes his loving
daughter, and goes mad, this is reflected in civil srife; Leontes anger, smilarly, reflects a gerility and
sadness in the naion, as wdl as enmity with erswhile friends, Prospero’s banishment reflects the
submission of Milan to Naples. Mzilikazi’s ambition is reflected in the generd praise for both himsdf
and Langain “Reves after Victory”: “Oh, Langa, descendant of the Great Matshobani, we are proud

of you! No race with such vaiant princes should be ashamed of itsroyd house’ (53) istypical.

lUsed later by H.l.E. Dhlomo as an image of the ideal African leader in Moshoeshoe, published in
Collected Works, eds. Nick Visser and Tim Couzens (Johannesburg: Ravan, 1985).
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While the Matabele glory in victory, however, a cautionary word is spoken by Gubuza. Gubuza, like
Gonzdoin The Tempest, isavirtuous character who provides not only commentary onthe actions of
others, but displays true mora vaues by his own actions. Like Mhudi, or like Plagtje himsdf, he has

travelled and learned from mixing with other cultures:

Gubuza has sat at the feet of many a wise man; | have been to Zululand, to Swaziland, to
Tongoland and to Basutoland. | know the Northern forests, | know the Western desertsand
I know the Eastern and Southern seas. Wiseacres of different nationalities are agreed that
cheap successes are dways followed by grievous aftermaths. Old people likewisedeclarethat
individuals, especialy nations, should beware the impetuosity of youth'.

(54)

Gubuza s willingness to spesk againg the popular voiceisreflected in his dress, where the influence of
other African peoplesis evident:
Although the Matabel e usudly wal ked unshod, Gubuza was distinguished by using sandaslike
those worn by the Barolong. For some reason, the soles of his sandas were invariably made

from the dewlap of an dand, instead of the ordinary cow-hide.

(53)

Gubuza s “unpatriotic views’ are proved by time and events to be correct, and typicad of hisloyalty.
Gubuza's disgpproval of Matabele tyranny is Plaatje' s example that virtue and vice are not the

monopoly of any race. Heisjoined in thisrole by Umnandi?, who isintroduced in the central chapter

!Plaatje uses similar phrasing to describe his extensive knowledge of “the coloured man”:“1 have seen him
right across the country to the thirstland of the Kalahari. | have seen him from the Atlantic shores in the
western provinceto thelndian Oceanintheeast, and clear across the country to the northern Transvaal and
Southern Rhodesia’. Selected Writings, 163-4. See 346 for another example.

2This name, which meansthe sweet one, is used by Haggard for Chaka’ s mother in Nada the Lily and for
“Nandie the Sweet” in Child of Storm, 121.

-232-



of the book. Umnandi, like Corddliat, Miranda, Perdita, Imogen and Maring, is exiled from her due
placeinthe court; and thisisas symbolic adivison asthose of Shakespeare' s heroines. Each of these
heroinesis animage of the Neoplatonic type of beauty whichisareflectionof ther virtues—their virtues
themsdlves being symbolic of the mora potentia within their respective societies. Thus their exile
reflects the degree to which the courts they are removed from are corrupt. Umnandi isintroduced in

Neoplatonic, dmost heradic terms:

Here, we may be permitted to digress and describe the beauty and virtues of one of King
Mazilikaz’ swives—the lily of his harem, by name Umnandi, the sweet one. . . the off-spring of
alineage of brave warriors with many deeds of vaour to their credit.

(96)

Paetje indicates that Umnandi symbolically represents Mzilikazi’ s potentid for virtue, both personaly

and asking:

“That daughter of Mzinyati”, [Mzilikazi] said to himsdf, “was the maingtay of my throne. My
greatness grew with the renown of her beauty, her wisdom and her stately reception of my
guests. She vanished and, with her, the magic talisman of my court. She must have possessed
the wand round which the pomp of Inzwinyani was twined for the rise of my misfortune
synchronised withher disappearance. 'Y et shewas not the only wifein my harem. How came
it about that dl was centred in her? What was the secret of her strength? It is clear that
cdamities will continue to dog my footsteps until that wife is found”.

(185-6)

IKing Lear is atragedy, but contains many romance elements residual from its source play King Leir,
whichwas aromance (see 69, above). Othello is, similarly, atragedy built around a romance structure. The
reunion of Othello and Desdemonaon Cyprus,when thewars are washed away by the storm, reflects thetrue
romance ending.
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The “brightest gar in the socid circlesof the Matabel€” (134), an image which links her with Stdlain

Allan’ s Wife is charitable, sympathetic especidly to other women:

Now Umnandi was agreat favouriteinthe city. Shewasamother to dl the attendantsat Court,
for whenever there was not enough mest to go around, she would aways provide for others at
her own expense. If one evening an old woman ran short of water or firewood, she never
appealedto herinvan. If the daughters of alight-foot mother were heavy-hedled one day, and
pounded not enough corn for the cooking pot, and she wanted alittle to adjust the deficiency,
Umnandi aways had some to spare. These beneficiaries of her bounty literally worshipped
her. ...

(99-100)

Umnandi’ svirtues which, as with dl heroines in the Neoplatonic mould, are evident inher beauty, dso
associate her with the hearth, with the family, with domestic duties (96), which are the very qualities

Haggard' s Africans either lacked or destroyed:

Gazing at the beautiful form of Umnandi, she regarded her beaming countenanceilluminedinthe
glow of the wood-fire onthe hearth, and found it inconceivable that the idol of the court should

be cgpable of any kind of infamy.

(101-2)

She is associated by “the writer” with the “remarkable passage in the Song of Songs’: “I amblack but
comey O ye daughters of Solomon . . ..” This extract served as Plaatje' s persona motto (see 8,
above), and is another ingtance of his use of equivadents, for he equates Umnandi, her beauty and

virtues, with the Biblica speaker.
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Not only does this give Biblica precedent for black beauty, but anticipatesthe situation of black South
Africansinthe sensethat the speaker is*looked upon” for being black, that her “mother’ schildrenwere
angry” with her, that she was made to keep vineyards, without being able to keep her own. The
“writer's’ comment, that when he “changed ‘vineyards' into ‘ cornfields’, he thought he could visudise
her appearance in his mind's eye’?, is subtle. By trandating Biblica vineyards into South African
cornfields, he conjures the gppearance of Umnandi and—associating her with the Biblical Ruth—aso
anticipates the political Stuation of the “ South African Native’, who is “looked upon” for being black,

who works others cornfields, and not her own.

Umnandi, therefore, entersthetext richwith associ ations—she isthe image of Africanbeauty and virtue,
looking back towardsthe cel ebrated Biblicd figure, and forward towards the oppressed South African

womean of the twentieth century.

LikeNada, she incursthe wrath of fellowwives?, but inUmnandi’s case it is a measure of their, and not
her, passion and vice. Thisjedousy at the court, and the resultant intrigues, exemplified by Nomenti’s
murderous scheming (98-101), further symbolizes Mzilikaz’s ethicd state, and that of the Matabele

ingenerd. By thistime Mzilikazi has begun to redlise hismord postion:

... the King knowsit too. He said that the army that went to Kunana years ago, exceeded his
orders. Ingtead of avenging Bhoya's deeth they left the guilty murderers done and dew the
innocent tribesmen and the women, consequently the fate prophesied for us is not unlike that
of the Barolong.

(100)

1An echo, perhaps, of Desdemona’s “1 saw Othello’s visage in his mind”, Othello I.iii.252.

2The chapter called “ The War of the Women” in Nada the Lily is based on similar strife.
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Umnandi’ schildlessstate isaso symbolic. Plagtje earlier makes the point that, amongst the Bechuana,
“childless marriages were as rare as freaks’ (23). This creates problems in her marriage, and is
maicioudy used by the jealous wives, until Umnandi would have “given up her beauty and stately
mien . . . in return for the birth of a baby boy as a present to her husband and his people’ (97). The
fact that the baby would be for Mzilikazi “and his people” indicates the symbolism of such abirtht. It
would be a persona, domestic and politica event, much as the reunion of fathers and daughters, and
any subsequent marriages, in Shakespeare’ s romances, as well asin Spenser’ s more nationa romance

epic, are not only domestic but also political occasions.

As Umnandi is a symbol of the potentia virtues in her people, and in Mzlikazi himsdf, her
disappearance fromcourt comes at adecline of Mzilikazi’ smilitary power, aswell as herdding a further
mora decline. Hisarmy suffered defeet by the Bangwaketse, an event linked by the “magicians’ with
Barolong revenge for the destruction of Kunana (104). The arrival of the Boers, associated by the
Matabele with witchcraft, further hints at the undermining of Matabele strength. In terms of moral
decline, Mzlikazi becomes a tyrant like Haggard' s Chaka, sentencing not only the “wizards’ to degth,
but also his defeated army  (108).  Although there “were but few to deplore the loss of the thirty
witches’ (110), and it was hoped that other “magicians’ would learnfromthis that they were “ subject
tothelaw”, those put to death were executed for speaking the truth about Mzilikazi’ s need to move his
nationnorthwards, away fromthe sphere of the Barolong. Mzilikazi becomes atyrant who “knowsnot
what hedoes’, as Gubuza notes (109). Inthe midst of “ Soothsayersand Béttles’, the chapter inwhich

Mzilikaz isthusafflicted, he hears that Umnandi has di sappeared, and the condemned soldiers pointedly

Its needing to be a boy reflects the patriarchal needs of her society.
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speculate: “Can her mystery have something to do with these death sentences on the doctors and

ourselves?’ (109).

At thismoment of crissinMatabel e fortunes, Gubuza, Umnandi’ swarrior counterpart, appears, saves
the soldiers, and becomes Gubuza-Mkomoz, the Comforter, and the “ hope of the Matabele” (163).
This, however, does not save the king from further decline. In “the open space where the assemblies
are hed and cases were tried”, Mzilikazi has the ears and feet cut off two people remotely connected
with Umnandi’ s disappearance, and then, echoing Goneril?, orders the warders to “Pluck out their
eyesl” Inthe Matabele place of judtice, then, Mzilikazi acts like atyrant of injudtice, likeaHaggardian
Chaka Thisisadl the moresgnificant inthat, in many respects, Mhudi is atext which debates justice,

giving many instances of African court procedure?.

Mzilikezi’s defeat by the Barolong, Boer and Griqua dlies is Smply the culmination of a process of
decline. Hisarmiesflee“inwild disorder” (160), the chaos of whichisthe equivaent to the tempests
commoninromance. Emphasizing thesgnificanceof thisimagery, Mzilikazi asksabout the* cataclysm?”,
“Could not the storm have been averted?’ (185), and the Matabel e are said to be under a“ heavy cloud

of death” (183). Theimagery of chaosis developed into that of the anti-pastoral wasteland.

Thesethoughtstormented Mzilikazi dl the way, until he reached the crest of the last dope, from
which elevated position he could see his people resting among the woods. He heard the bitter
wail of the children who hungrily shrieked aloud for food. He saw anxious mothers pressing
their empty breasts into the mouths of crying babies, but the teats of starving mothersfailed to
dtill the gnawing pangs of hunger and the little ones kept up their weak discordant wall.

(186)

IKing Lear, 11.vii.5.

’The judgements of Massouw (82) and Moroka (132-3), for instance. Plaatje’s experience as a court
interpreter would have alerted him to the important role of wise justice.
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His defeat, his fdl into the tragic trough, leads to the “exodus’ (163)—so sgnificant in Plaatje's

imagery—and hefinaly comesto the tragic redization: “1 done am to blame” (185).

In tragedy, the hero’s growth into a self-aware knowledge of his hamartia comestoo late to prevent
hisfdl. Whilethiscan betrue of romance aswdll, for Leontesin The Winter’ s Tale suffersand causes
uffering, an emphasis onthe passage of time inromance alowsfor redemption, symbolized in that play
by the minigrations of the Biblically named Paulina. The redemption, coupled asit is with reunion, is

persond, but dso domestic and palitical.

In Mzilikazi’ s case his growth into seif-awarenessis areversal of hismord postion as he moves from
tyrant to sympatheticaly presented humanbeing: “ L ooking about him he regarded the sympathetic faces

of his bodyguard, then remembered with atremor that none but Mzilikazi was the culprit” (185).

The actionof Nada the Lily takes placein an amora world. Its gothic horror is directed at the reader,
and the characters themsalves show no mora growth or self-knowledge. Its tyrants, Chaka and
Dingaan, die unrepentant, and the romance resolution becomes impossible. While a timesin Mhudi
Mzilikazi resembles a Haggardian Zulu tyrant, it is dways clear that thisisadecline of his potential and
dignity. Hissubsequent growth of salf awarenessand hischange of mora statusdoesnot typicaly occur

in Haggard's Zulu characters, but is typica of Shakespearean romance.

Willan'suseful reeding of Mhudi is perhagps alittle limited by itsemphass onthe epic at the expense of

romance: “it is as an epic that Mhudi is best defined™. Thus despite his note that “When Umnandi is

Willan, Plaatje: A Biography, 352.
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reunited with her husband at the end of the book, the symbolismis clear: the rebirth of a nation beyond
the reach of Boer and Barolong” (359), he says that the last two chapters “come amost as an anti-
climax, and are devoted mostly to tying up loose ends in the persond relationships developed by the
main characters’ (351). The romance epic modd of Spensar’s The Faerie Queene, or an dertness
to the palitical symbolismof Shakespeare’ sromances, might provide a degper reading of boththe epic
and romance nature of Mhudi. Such areading could shift the interpretive emphasis from an anti-
climactic tying up of persona loose ends, closer to The Sense of an Ending?, where the ending gives

apoint to the entire text.

Mzilikazi does not merdly move out of the sphere of influence of the Boers and Barolong. In fact, his
wife is returned to him, with provison for her safety and with intercessions on her behdf, by the
Bakwena chief Sechele, who becomes“my brother Sechele” (193), and who is rewarded with “ten
snow-whitecows. . . so that the Bakwenamay also rgoice with us’. This marksanend of domination
(noted on 159), and the caring display of Sechel€'s friendship, earlier caled “doubtful” by Mzilikazi
(187), establisheshim a*“ brother”, and marksa new unsubsarvient rdationship betweenthe two. This
isthe equivadent of the new domestic and political arrangement at the end of The Tempest, marked by
the proposed wedding of Ferdinand and Miranda, which establishes Naples and Milan in a union in

which Milan is no longer submissive.

The new Matabeldland isdescribed as*“the land of promisg’, immediately after the chapter caled“The
Exodus’ (190). This “land of plenty” is envisaged by Mzilikazi in pastora terms, as Mzilikazi
symboalicdly indicatesthe road withhis assegai, changing fromwarrior tyrant to “ prosperous’ king, with

“power and influence” and an awe-ingpiring sway of . . . government” (194):

Thetitleis Kermode's: see 63, above.
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... we shdl enter theland of ivory, far, far beyond the reach of killing spirits. . . Our hunters
up in the North have discovered some fertile territories whose rivers abound with endless
schools of sea-cow; whose forests are aive with long-horned families of rhinoceri; whose
junglesare marked by the tracks of dephant and giraffe; where the buffao roam and the dand
browse, where the oryx and the zebraiinvite us to the chase.

(189)

No longer called the ruler of earthand skies, Mzilikazi becomes* M onarch of the woods and glades and
ruler of the hillsand vaes” (191), which reflects the end of his dream of dominating southern Africa
He becomes ruler of a pastora world which re-establishes that which he destroys at the beginning of

the text.

His mord reformis linked to the returnof Umnandi, described as “resurrected” (192). In an echo of
The Tempest where Ferdinand and Miranda each offer love-service to the other (11.i), Umnandi’s
return is an expression of love: she “would gladly be afaggoter and watercarrier for the King's meat
pots’. Her arriva brings “domestic reconciliation” and uplifts the whole people: she symbalicaly
presents the king, firg with her long-carried fertility amulet, and ultimately “a son and heir to the

Matabele Kingdom™ (193).

The description of the reunion not only echoes Shakespearean romance, it trand ates the mode into an
African stting, indicating the commonhumanity shared by dl peoples, and in doing thisit counters the
Haggardian image of the Zulu tyrant, who is past redemption, who will kill urtil he is killed. Plagtje
demongtrates the romance ability of acharacter to develop, to change, and grow mordly. HisMzlikazi
is—despitewhat he has done—nevertheessan“ object of much sympathy” (190), whichisnot true of
Haggard' sZulus. Umd opogaas, whom Haggard presentsasan admirable character, evokesawerather

than human sympethy.
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Umnandi, the former exile, is welcomed as a “nationd heroing’, and takes her rightful place as “the
farest among roya wives’: her rivd, the principa wife, is dead, and the other wives demondtrate a
“hopdessinefficiency” (190). On her officia homecoming she heads a procession of fifty young girls,

and the same number of Singing women:

She was easily recognised by the prominence of her bgewelled costume, rich with beads and
ornaments. Her kirtle of foxes and young leopard skins exposed amazing bangles of ivory and
wridtlets of solid gold while necklaces of rare value added to her barbaric splendour.

(193)

Umnandi has generdly appeared in humble dress and Stuations. Here she isamost likea Haggardian
African queen, or Ayesha, who is described in a amilar syle: “About the waist her white kirtle was
fastened by a double-headed snake of solid gold™ with the kirtle and gold being common to both
descriptions. In Allan Quater mainthetwinqueens of Zu-Vendis eachwear “the usud torques of gold”
(138), and aredescribed as “royd . . . in every way—in form, in grace, and queenly dignity, and inthe

barbaric splendour of their attendant pomp” (139, my emphass).

These Haggardian African queens are white—in the case of Ayesha, of Arabic origin. The Zu-Vendi
are of uncertain origin, with possibilities of their being Egyptian, Assyrian, Jewishor Persian conjectured
inthetext?. Yet the Zu-Vendi are neverthdessracialy divided, in away that suggests mora and class

divisons

1She, 155.

2With “Phoenician” added in afootnote.
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The best-bred people in the country are . . . pure whites with a somewhat southern cast of
countenance; but the common herd are much darker, though they do not show any negro or
other African characteristics.

(147)

The two queens predictably are differentiated by colour, with Nyleptha' s “loving kindness® reflectedin
her “dazzling fairness’ and her hair, “a veritable crown of gold’, and the “tender maesty” of her
“glorious grey” eyes (138). Sorais appearance reveds crudty, coldness, “passion in repose’, like a
cam, powerful sea“indinct with the spirit of the sorm”, and she isdlive incomplexion, withcoal black

hair and dark eyes (139).

Ayesha combines these eements, her physica beauty iswhite: “the kirtle ended on the snowy argent
of her breast” (155), but her “beauty, with dl itsawful lovelinessand purity, wasevil”, and in describing
it Haggard refersto her “ changing eyes of deepest, softest black”, adding that her sublimity “was adark
one—the glorywas not dl of heaven”. Ayesha, like Nada—"the Star of Death” *—is thus the antithesis
of Siella Ayeshalives as an embodiment of dark evil, while Stella, who has a* spiritua 1ook” (159)

dies, smiling “as an angd might smile’, and “pointing to the radiant heavens’ (152-3).

Haggard' s powerful, beautiful women often have this light and dark ambiguity, their beauty being tinged

with evil, their life associated with a corresponding desth.

Umnandi’ s gppearance, when she emerges in romance fashion as her fulfilled sdif, echoes in tone and

vocabulary the Haggardian description of “barbaric splendour”, but the meaning of the symbolized

INada the Lily, 244.
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woman is the opposite of the Haggard type. Umnandi, like Ferdinand in The Tempest, is tested, and
proves her love, returning to Mzlikazi when he is suffering adversity, offering to be his“faggoter”, much
as Ferdinand becomes Miranda s “ patient log-man” (111.i.67). Her regdity islinked with a“domestic
reconciliation” that brings contentment to Mzilikazi aswel as* his brave tribesmen” (191). Sheisthe
centra pillar of both Mzilikazi’ s life (193) and his“house’ (194). Before she can be welcomed she
“should prepareamed . . . by her own hand; likewise none might taste of beer until the deft hands of
his beloved Umnandi had ground moulted grain and prepared for im her familiar and delectable brew”
(192). Her wecome isthus redlized in organic time: the time of the grinding of grain and the preparation
of beer. Umnandi’s domestic duties, and time itsdf, are thus symbolicdly integrated. Umnandi, the
“faithful daughter of Umzinyati” (193), representsthe domestic idedl of Africa, anideal Haggardtypicaly
presented as beingdestroyed by Africans. Sheisafaithful, loving pastord queen, whoisso humbleand
grateful to be welcomed as a“ national heroing’ whenshe returned to her “Monarch of the woods” that

“her fern-draped feet shook with excitement and exultation” (192).

InUmnandi, Plaatje invertsthemoresnister, gothic image of the Africanqueen as depicted by Haggard,
trandating her ingtead into the more familiar—to his anticipated readers—pastord queen of the
Shakespearean romance, an image of faith, virtue, love and beauty: the image, ultimatdy, of a peaceful

domestic and politica settlement.

However, romance does not merdly present an image of theided: it typicaly thrusts the reader back
into the world, where—as the image fades—the quest continues. Umnandi’s resolved romance
edtablishes this idedl in the second last chapter of Mhudi, and that ided fades into a different country

(the later Zimbabwe), outside of “the story in these pages’ (23), and into the future of Umnandi’s
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princdy son. The fina chapter turns homeward from “The Exodus’, towards “A Contented

Homecoming’”.

If the romance of the Matabel e isresolved inthe text, the Sories of the Boers and the Barolong are not:
throughout the find chapter the echo of Mzilikazi’ s parting prophecy soundsinthe words of the Boers,
“who profess Chridianity to the point of bigotry”: “they remonstrated with Phil Jay and held that it was

unnaturd to reward a K&fir for anything he did asliberdly asif he were abaptised Chrigian”  (197).

Mzilikazi isadasscd figurein the Renaissance mould. His hamartia is ambition and pride, his evil is
the subjection of people tolaws, taxesand unfamiliar customs. InMhudi Mzlikaz isinitialy presented
as an African Macheth figure, just as Chakain the Prefaceto Nadathe Lily is called a Napoleon and
aTiberiusin one. However, in the resolution Plagtje counters Haggard' s fedling that the warlike spirit
of the Zulus should be “rooted out” and replaced by imperid intervention. Plaatje dlows Mzlikazi a
romance redemption, alowing savation for the African people—an internd African, not a foreign,

sdvation.

InMhudi, then, Plaatje presentsthe Matabele as a model of the resolved romance, and it isagaing this
modd that the stories of the other groups in the text should beread. Part of Plaatj€’ s purpose in his
writing anarrtive of redemptionfor the Matabel e, traditional enemies of the Barolong, istoindicate that
virtue and vice are not determined by race. After hearing oral stories of Matabele ferocity and reading
Haggard sversonof the Zulu, Plagtje neverthd ess offers a story that indicates that dl humans canerr,
and, through learning, can undergo the sort of mora change that can transform society. This romance

change serves as a modd in Mhudi, indicating what is possible in human society. In this the text is
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amilar to Native Life in South Africa, whichal so depends upon learning and the changing of attitudes

forits“resolution” (dthough thiswould, of course, take place outside the text, thoughimaged withinit).

The story of the Matabele becomes Mhudi’ s paradigm, and Plaatje draws parallels between the Boers
and the Matabele at the beginning of the text (much as, at the end, he draws parallels between the
Matabele and the Barolong). The alegorical relationship between the Matabele and the Boers is

emphasized by Plagtj€ s careful phrasing in his description of the Matabele:

. . . trekking through the heart of the Transvad, they eventudly invaded Bechuandand where
they reduced the Natives to submission.

(26)

The Afrikaans word “trekking”, used here to describe the movement of the Matabele, anticipates the
Great Trek which comeslater in the text; while the quas-officid use of “Natives’ flipsthe time frame
back into the world of oppressive legidationinthe early 20th century. The mord pardle between the
groups is condtantly made clear by such use of language. The pastoral in Africa was chdlenged by
tyrants before the Boers arrived. The Boers, who come to find God, and who see themsalves as
bringers of avilistion, areironicaly pardldled with aZulu tyrant. The pardldlism comments on both

groups, and on both pre- and post-colonia Africa.

Like the Matabele, the Boers enter a land of which they soon want to take ownership. Like the
Matabele, they move away from arule they consder tyrannicd (the Cape’ sliberd government, which
prohibited davery, and which Plaatje uses as the most benign mode of governancein Native Lifein

South Africa). But ther differences are dso marked. Their pride is manifested in rdligious bigotry:
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“Theywere God' s chosen people, so they argued” (197). Consdering themsdlves so, they makeclear
distinctions betweentheraces, kegping Hottentot servantswhomthey treat withcruelty!, showing racial

prejudice when they forbid Ra-Thaga from using their cup.

The God they serveisusudly referred to by Plagtje as “their God” or “the God of the Boers’ (178),
and would seem to be a divinity who, belonging to a specific people, gives rdigious sanction to recid
divison—as Plagtje puts it in Native Life in South Africa, “the God of colour prgudice” (313),
elsewhere“the demon of colour prejudice’™. He makes the point explicit in a description of the 1929
generd dectioninwhich the Nationalist-Labour Pact increased its mgjority: “the ignorant votersof the
platteland have carried the day againgt truth and goodwill for their Afrikander god®, wherean“orgy of

misrepresentation” is accused of “lumping us dl as a barbarian menace to European civilization”.

Thetyranny that the Boers threaten (they do not begin to impose it by the end of the text: the narrative
islogicdly continued in Native Life in South Africa) is of adifferent mora order to that of Mzilikazi.
He had planned, he claims, that he wanted to “incorporate [the Bechuana] with ourselves so that
together we could formone great netion” (187), thusultimately ignoring difference, and looking for unity
amongst peoples. Gubuza, smilarly, hasgained wisdom by travelling, Stting “ at thefeet” of wise people
inZululand, Swaziland, Tongaland and Basutoland (now L esotho): hiswisdomis African, gleaned from

different peoples.

Plaatje’ s description of Boer cruelty (124 and 176) interestingly echo elements of Haggard’ s description
in The Witch’s Head (163-169).

2Selected Writings, 171.

3Selected Writings, 371.
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Thusthe Boersinthe texts are depicted not only as being cruel and land-hungry, but aso conscious of
themselves as a race apart, threatening to become tyrantsof anew type. At theend of thetext they are
in a gmilar position to that which Mzlikazi was in at the beginning. Y et Plagtje, typically, does not
condemn any group utterly. He saysabout Mzilikazi’ sgovernancethat “ Perhapsthe new administration
might have worked well enough; but unfortunately, the conquerors not only imported afreshdiscipline

but they dso introduced manners that were extremely offensve...” (26).

Whilethe romanceis being resolved for the Matabel e, the Boersare just beginning anew cycle, dipping
into the tragic trough, and threaten to bring suffering to their erstwhile alies, the Barolong, and—if

Mzilikazi is taken as a paradigm—suffering to themsdlves as well.

Plaatje' s wel-documented depiction of Boer crudty and racism should, however, be seen in terms of
the romance paradigm of Mhudi, aswell as the romance cast of hisown mind. It should also be read

againg the non-racist Shakespearean standard that was Plaatje sided.

Just as the tyrannicd Matabele had Gubuza and Umnandi to signify the potentia for virtue within an
oppressive people, aswdl asthe posshility that the people might change, the Boers have Mhudi’ s*two
favourites’: Phil Jay, “the only humane Boer at Moroka sHoek” (196), and Annetje, of whom shesays
“The Boersare crud but they sometimesbreed angels . . . and Annetjeisone of them” (176). Annetje
is named Hannetjie in the Heinemann edition, based on Plaatj€ s typescript. Thisis the same name of
the “noble wife’ of the “kind Dutchman” who, in the chapter caled “Our Indebtedness to White
Women”, in Native Life in South Africa, is said to be the “savation of our people’ by Aunt Mietje:

“No, no, Hannetje is not a Boervrou, sheis an angdl™.

INative Life in South Africa, 109.
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The Boers, when they enter the story, are “in search of some unoccupied land to colonise and to
worship God inpeace’ (88), but their searchisaso paliticd: “Weare after freedom. TheEnglishlawvs
of the Cape are not far to us’. From the Barolong perspective, however, which is representative of
Plaatje’'s own opinion of the old “Cape Ideals™, the English rule is just, and follows the Biblica
precedents of David and Solomon. The Cape of Good Hope, as Plaatje expanded on the “Cape
Idedls’ in Native Life in South Africa, was “The one colony whose adminigtration, under its wise
satesmen of the Victorian era, created for it that tremendous prestige that was felt throughout the dark
continent, and that rested largely upon the fact that among its citizens, beforeitsincorporationwiththe
Northern States, it knew no digtinctionof colour, for dl were free to qudify for the exercise of electoral
rights’. Plaatje's sympathetic view of Cape justice was aso based on aperceived equaity before the
law, and a law that sought justice. Whether Plaatje' s description of jugtice in the Cape was merited,
or whether it was an dlegorica space used for rhetorical purposes, the ided of judtice lies behind
Mhudi, as it does behind the Golden Age. The departure of Astrea, the star goddess of Justice,
sgndled thefind end of that earthly paradise. Jugtice in the Golden Ageisnatural, and an absence of
judtice, initsbroadest sense, isthe opposite of the pastoral idedl. The Boers, looking for their God, are
at the same time putting themselves out of the reach of “Cape’ justice, and their world ultimately

becomes “ God-forsaken” (199).

The difference between Boer and Barolong isdramatized inthe Chapter “With the Boers at Moroka' s
Hoek” when Sard Siljay and six otherswereinvitedto take part inatria, whichis presented as typical
of Barolong hospitdity, and their readinessto hear other points of view (130-131). Thetrid iscomplex
and in need of “a Solomonic decision” to avoid violence (131). All, including the Boers, are given a

chance, and precedent isreferred to, inaprevious judgement of King Chosa. Y et Morokaisnot bound

INative Life in South Africa, 188.
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by tradition, and seeks, rather, a laging solution that brings about peace: “The past must be
forgotten. . .” (133). Moroka sjudgement brings about genera satisfaction that “ restored the Sabbath
cadm”. The opinion of the Boers, by contrast, is conservative, and would oblige the parties to forget
about their childhood loves, in much the way that their “stern visaged elders’ regard the young lovers
on page 199. It is heartless, and would ensure conflict.  The suggestion is that the Boers, “arace of
proverbia Bible readers, who profess Chritianity to the point of bigotry” (197) are not able to use
Solomonic wisdomto adapt, but rather imposethe law inaway that would, infact, violate the Sabbath.
Their trek from the “ Solomonic™ laws of the Cape, then, suggests this unwillingness to adapt, for the
idedlized Cape forbids davery, and holds people equd beforethelav. TheBoers interpretation of the

Bibleislimited, as Phil Jay himsdf points out:

“What did Paulus mean”, he asked, “when he said to the Galatians ' Thereis naither Greek nor
Jew, bond nor free, mae nor femae, White nor Black, but dl areonein Christ Jesus ™.

(197)

This question from Mhudi’ s * one humane Boer” expresses Plagtje s belief in the ans of davery, ethnic
and race differentiation, and sexism, al of which the Boers in the text practise to some extent. Thus,
they do not live up to their own Chrigtian standards, their bigotry is also hypocrisy, and, as a people,
they do not come to sdf knowledge and sdif fulfilment within the text: their romance remains—unlike

Mzilikazi' s—unresolved.

!Besides the obvious Biblical reference, this word—already important to Plaatje because of his own
name—would also have been associated by him with the Cape’s Judge Solomon, who, in a judgement
reported in the Mafeking Mail noted that “thelaw does not recogniseadifference between whiteand black”,
and personified Plaatje’ s understanding of the Cape’sjudicial system: Willan, Plaatje: A Biography, 98.
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Plaatje graphicdly representsthisirresolution by usng pardlels to the main romance story. Gubuza and
Umnandi, who personify martid and domestic ideds, have their virtuous counterparts in Phil Jay and
Annetje, whose love is encouraged by Ra-Thaga in a scene which reverses Haggard' s stereotypical
Africancharacters. Ra-Thagaserves asafriend, encouraging Phil Jay’ slove, creating opportunitiesfor
him. Heissengtiveand caring, full of the romanceidedsin away that Haggard' sAfricansarenot. Just

as the Barolong assist the Boersin conflict, through Ra-Thaga they aso assst them in love.

And this love, though redised in the text, is Sgnificantly not consummated. Mhudi’s two favourites
would “one day becom[e] man and wife’ (196), when “the Pastor should have come and done his
work” (199). And Phil Jay’ simpatienceissgnificantly expressedin“ Oh, whenwill the predikant reach

this God-forsaken place?’

The encampment of the Boers is a God-forsaken, spiritua wasteland, despite their wishing to find a
placeto “worship God inpeace’. AsMorokasays of them: “they said they were proceeding in search
of God. Wdll, they havefound the Matabeeinstead” (120). Their search doesnot lead to either peace
or God, but they find ther counterparts, the Matabele, and conflict. Thustheir searchisnot yet ended,
ther romance remains unresolved, and this is reflected in their two virtuous characters, Mhudi’s
favourites, being in love, but unable to resolve their sory in marriage, for the lack of a predikant: their
wedding isin the future. And thus Plagtje, while painting a picture of Boer crudty and bigotry, of their
tyrannica potentia, dso shows the way towards resolution, a better, more Solomonic understanding.
Theinvitation from the Barolong, “the country round about waswide and there was plenty of land for

al” (88), suggests the potentid for Africato unite, rather than divide, peoples.
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Read againgt the romance pattern, the history of the BoersinMhudi protests againgt what, by the time
it was written, had become Boer tyranny or the rule of the “demon of colour prejudice’. Y€, while
protesting, Plaatje typicaly seeks virtue within al peoples. He sees the romance potentid for change,
the need to unify in a wide land of plenty, a political promised land. But he suggeststhat land is yet

God-forsaken.

The Matabele resolve their romance, and the Boers begin to replace theminthe tragic trough. Thecase
of the Barolong, read againgt the romance paradigm, is more complex. Mogtert dams that Plagtje's
bias in favour of his own people, the Barolong, is evident, as is his dleged bias in diminishing the
“momentous arrival of the Boers’ (see 20, above). However, the Barolong are not depi cted inthis text
asthecongant ided. Even Mhudi, who doesbegin to symbolizethat ided, is, like Desdemona, humanly

imperfect, and hasto grow into her role.

Inthe Prefaceto Mhudi Plaatje explains his* reasons for aNative venture’ into South Africanliterature:

Indl thetalesof battle | have ever read, or heard of, the cause of the war isinvariably ascribed
to the other sde. Similarly, we have been taught aimost from childhood, to fear the
M atabele—a fierce nation—so unreasoning in its ferocity that it will attack any individua or
tribe, at Sght, without the dightest provocation. Their destruction of our people, weweretold,
had no judtification in fact or in reason; they were actuated by sheer lust for human blood.

By the merest accident, while collecting stray scraps of triba higtory, later in life, the writer
incidentaly heard of ‘the day Mzlikazi's tax collectors were killed’. Tracing this bit of
information further back, he dicited from old people that the daying of Bhoya and his
companion, about the year 1830, condtituted the casus belli whichunleashed the war dogs and
precipitated the Barolong nation headlong into the horrors described in these pages.

(11)
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These paragraphs posit “the other Sde’, as seen by the tdler of stories: thus the Matabele become
fierce, unreasoning and “ actuated by sheer lugt for human blood”. In stories from the “other Sde” they
areturned into stereotypesinthe Haggardianmode. Andwhilethe*other Sde” istypifiedinthisfashion,
by cordllary, the sde with which the teller is sympathetic becomesthe innocent victim. Thisdivison of
morality does not accord withthe non-racia concept Plaatje attributed to Shakespeare. Hencetheora
tradition which presents the Matabele as unreasoning tyrants is balanced in the next paragraph by
Paetj€ s discovery, dmost hidden withinthe oral traditionitsaf, of the casus belli: “the daying of Boya
and hiscompanions’. That the result was “the horrors described in these pages’ indicates that Plagtje
does not wish to minimize or detract from the suffering. He wishes, rather, to show it in dl its human

complexity, with human falings and virtues on each sde of the conflict.

The Barolong, then, do not have an unblemished history: they are al so subject to the romance movement
from the pastoral peak, through the tragic trough, to the romance peak. Their romance, however,
is—like that of Desdemona and Othdlo—fulfilled early in the text, and anew and complex phase is

entered.

The Barolong fall into the tragic trough comes about through the actions of Tauana

Chief Tauana. . . recaived the visitors with indifference and, without informing his counsdllors
in any way, he commanded some young men to take the two to the ravine and “lose them”,
which is equivaent to a desth sentence.

(27)
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AlthoughMaylamsays of Tswana socio-political structuresthat “ Great authority was vested inthe chief,

who possessed supreme executive, legidative and judicial powers™, Crowder paints another picture:

The central ingtitution of the Tswana state was not the Chief but the kgotla, the assembly which
made dl adminigrative, political and judicid decisions. All adult maes had the right of
participation in discussonsin the kgotla, which was presided over by the Chief at the leve of
the state or by headmen in the wards of the capital city and the outlying villages. Technicaly dl
voicesin the kgotla had equal weight, and the Chief had to listen to anyone who wished to
speak before he cameto adecison. Infact membersof theroya family and headmen had great
influence on decisons, many of which were agreed in advance with the Chief. While a Chief
wasbornto hispostion, asindeed was aheadman, he was aso responsble to the people. The
Tsawana have asaying, ‘A Chief isa Chief by the peopl€e’, which means he has to take account
of their views—for in the old days a Chief who dienated his subjects would be assass nated,
driveninto exile or be deserted by his people, who would vote with their feet by removing
themsdlves from his jurisdiction and etablishing anew date. . . . [the Chief] did in redity have
to respond carefully to public opinionand ensure mgjority support not only among hisheadmen
but aso amnong the people®.

Both these extremes of government are displayed amongst the Barolong in Mhudi. Tauana had the
messengers killed “without informing his counsdllorsinany way”, deding only with *some young men”.
The reaction amongst the chief counsdllors was that amends should be made, and al men of influence
should attend a “triba picho and arrange a sattlement” (27). Their response indicates that they are
aware of the impropriety and danger of Tauana sactions whichinitiate the tragedy and fal indicated in

the chapter title: “A Tragedy and its Vendetta'.

IA History of the African People of South Africa, 47.

2Michael Crowder, The Flogging of Phineas MclIntosh: A Tale of Colonial Folly and Injustice,
Bechuanaland 1933 (New Haven: Yale University Press, 1988, 22-23).
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Plaatje s are the palitics of negotiation, rather than of impetuous action. His depiction of Tauana's
actionsiscautionary, and Gubuza, on “the other side” of the conflict, speakswith Plaatje’ svoicewhen

he questions the revenge attack by the Matabele:

| have heard nothing from previous speakers to indicate that the Prince had asked Tauana for
any reasons, nothing to show that he would not indue course have appeared in Inzwinyani and
explaned hisaction.

(54)

Thus, Plaatjearguesfor reason, negotiation, understanding, rather that the “impetuosity of youth®*. And,
if the Barolong have given way, tragicdly, to impulsive action & the beginning of the romance, which
resultsinthe “ horrors described inthese pages’, Plaatjeshowsthai—after ther destructionand disunity
has been resolved in the gathering a Thaba Ncho—they are equally capable of redlizing the other
extreme of the kgotla ideal. Chief Moroka, in the case of Noko and Poe, hasto ddiver a“ Solomonic

decison’:

Chief Moroka giving judgement said: “Now you have adl heard diverse views on the marriage
tangle before us. Y ou have heard the views of the old men; you have heard the views of the
younger men and the views of the women too; you have heard the views of white men. And
neither side can complain of being ignored. Asachild | remember being told of acase among
the Bangwaketse dmogt like the present one,

(132)

!Plaatje’ s doubts about socialism seem to be partly based on a difference in negotiating techniques, his
own being related to his understanding of traditional African ways. He recordsin Selected Writings, 237:

ThetenTransvaal[socialist]delegates came to Congresswith aconcord and determination that was
perfectly astounding and foreignto our customary Nativedemeanour at conferences. They spoke
almost in unison, in short sentences, nearly every one of which began and ended with the word
“strike’”.
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M oroka, whilegivingjudgement himsdlf, neverthd essligens to both sides, aswdll asthe el ders, women,
younger men, and whitevistors, and aso reviews precedent fromthe past. ThusPlaatje showsthe idedl

of Barolong judtice in the kgotla, but contrasts it with an earlier miscarriage of justice.

The Barolong are therefore not presented in Mhudi asadatic idedl. Like the other groups they have
to grow towards it, they have to undergo change. Mhudi, for instance, initidly approves of Tauana's
actions, thinking “it was just and proper that they should be sent off or put to death” (38) as the
Matabele have “no business in our country”. Similarly, she has her love for the Boers “ shettered as
quickly asit had been formed”, and considers Ra-Thaga sfriend, Phil Jay to be “the one humane Boer

that there was among the wild men of histribe’ (125).

Mhudi’s“triba pride’ (74) isqudified by her later meeting with her two counterpartsfromthe Matabele
and Boer peoples, Umnandi and Annetjeinan alegorica unionof women. The vaues|earned by Mhudi
and Umnandi are articulated, and a cross-cultural bonding occurs, transcending stereotyping and its

resultant conflict.

The symbolic meeting takes place in the chapter caled “Mhudi and Umnandi”, preceded by “Mhudi’s
Lespinthe Dark”. Inthe later chapter Mhudi—like Plaatje himsdf*—suffersfrommaarid fever, and
she dreams, during an feverish attack, that her hushand is in danger. She rises, with “a wonderful
change in her condition” (164) and sets off to find him, soon encountering, with the abruptness of

Spensar’s symbolic torms?, atempest. The“angry dements’ atack her, the“legions of nature” arein

Willan, Plaatje: A Biography, 56, and see Mhudi’s previous attack in Mhudi, 64-66, where sheisin
danger from alion and ends up killing it while Ra-Thaga holds its tail.

2See, for instance, The Faerie Queene (1.i.6.5-9), and the equally symbolic storm in Lear, of which thisis
an echo.
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conflict, the rain from the “dark heavens’ “dduged the earth”. The tempest imagery accords with her
dream of degth, and marks the beginning of her quest for thelife of her husband. The imagery, aswdl
as the nature of her journey, istypica of romance. Thetempest in romanceis, however, sddom given
to smple dlegory. In Othello the tempest at once symbolizes the destructive power of evil, that
threstens even the stable pole star (see 53, 93, above), and is also the agent that washes away dl the
wars. InThe Tempest the stormisequaly ambivaent. In Mhudi the sscormwhichsgnifiesthe beginning
of Mhudi’s journey introduces images of chaos, destruction and death. But coupled with this is the
observationthat the “ unprecedented severity of the sorm” ingpired Mhudi: “According to the belief of
her people, Jupiter Puviusisthe god of Good Fortune, hence she regarded the downpour as his specia

benediction on her journey” (166).

Each of Shakespeare's romances has a classca god impliat in the action and symbolism, such as
Apolloin The Winter’s Tale and Juno in The Tempest. These deitiesdo not dominatethe action, but
rather appear throughout the play implicit in the symbolism and the themes. They appear rather more
cearly inaminiaturealegorica core, suchasthe depiction in The Winter’s Tale of the return from the
oracle, or the masgue in The Tempest. However, ther influence on the action is profound, if not

aways gpparent to the characters involved.

Plaatje' s use of the classical phrase Jupiter Pluviusindicatesthe equivaence he sees between Jupiter
in his manifestaion as a rainbringer and Mhudi’s own religious belief. The authority attributed by
western scholarship to the classica god istransferred to the African “god of Good Fortune’, who thus
becomes|ess otherworldly, and less ominous, thanthe Africandeities presented by Haggard as “ queer
gods’ (33, above). Mhudi’ sfaith isthereby depicted as a natura attribute she shares with humans of

other cultures. Her faithin her equivdent of Jupiter Pluvius marks not only the influence of the godin
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the chapters that follow, but aso the faithful character of the as yet unchristianheroine: the chapter title

“Mhudi’s Legp in the Dark” suggests alegp of faith.

Mhudi’ sfaith is portrayed throughout the text. Their pastoral marriage, which takes place outside of
socid dructures, is “a dmple matter” which, in Plaatje's phrasing, combines both Chrigtian and
Barolong: they take “ each other for good or ill withthe blessing of the * God of Rain’™ (61). In her flight
from Ton-Qon, a prefiguration of her leap in the dark, she finds peace amidst discord:
Crouching down for the night she opened her eyes and looked away into the immense depth
of the skies overhead, reading something there that she had never observed before. This

immensedome, so lofty and yet so brilliant, suggested the power of its Maker, who apparently
aso made the trees and birds, and beasts and men—yes, bruta men!

(77)

Inher“reading” of the divine in nature Plaatje, whose own thinking was degply Chrigian, smultaneoudy
projects an image of the true (from his point of view) godhead, aswell as a powerful suggestion of
religious intuition in a member of a pre-literate society.  He vaidates not only his Chrigtian belief, but
indicates how close it may be to African thought systems. In doing S0, Plaatje follows the same
symbalic representation of the divine as Shakespeare does in his romances. The god or goddess
implied in each of Shakespeare' s romances can be read asarepresentation of ablend of the Chrigtian
God, an embodiment of Neoplatonic philosophy and classicd divinities, and is thus part of a complex
dlegory inwhich acdasscd daity isthe agent embodying the divine spirit. Shakespeare' s reasons for
doing thiswere both artistic and palitical: English dramatists of histime were not alowed to represent

God on the stage, and alegory became a creative way of countering the ban.
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Plaatje sblending of different rdigious traditions in his depictionof the divine isfor different reasons, but
has asmilar dlegorica effect. Hefredy evokesthe Chrigtian God in Mhudi, dluding to the Eden story

repeatedly in Mhudi’ s reflections:

‘Whereisthe God, this Spirit, that made dl these things? Does he not stroll around sometimes
and examine His handiwork, and even me? | wonder how long it took Him to make this
immense universe? |sHe pleased with the Matabele or with Ton-Qon; and if they too are the
creatures of the God of Life, what did He make such people for? Did he also make the
dreadful venomous reptiles that infest the land, | wonder? And if so, why?

(77)

Mhudi’ swonderings evoke the Christian God of creation gralling inthe garden, the Godwho is pleased
with His handiwork (though not withain, for the Matabele and Ton-Qonlead to animege of the serpent
inEden). Mhudi hersdf becomes, humbly, part of “ Hishandiwork”. AndthisisPlaatje spoint: coupled
with the woman who is frightened out of the Faugtian pride of counting the stars by her “native
superdtitions', is awomanwho is God’ s handiwork, who inginctively knows God, and who interprets
her own people s“God of Rain” in away that makes him the God of Life, the alegorica equivaent of
the Chrigtian God. Mhudi’s flight from Ton-Qon does not only bring this reveleion, it dso reveds

something of the cause for conflict:

She wondered if, [the stars], too, were classed into tribes such as the people were on earth.
Can it be that the stars dso engage in fighting sometimes, and if so, did they kill one another’s
wives and children? Could it be that the thunder and lightning and hailstones that accompany
the rain at times were the result of aerid battles?

(78)

plaatje’ s typically alert use of language would suggest that “native” is used here with atension between
the words original meaning and the more colonial usage.
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Besides indicating the symbolic meaning of sorms and other images of chaos in the text, this passage

also suggests that classfication into “tribes’, an earthly practice, leadsto warfare.

This prelude to “Mhudi’s Legp in the Dark” establishes both the symbols Plaatje deds withinthe later
chapter, aswell asthethemes. Theleagp in the dark is not only a legp of fath, but dso an entry into
unknown territory, the consequences of whichare unexpected. Theimagery of astorm that isat once
chaotic and reflective of the blessings of the “God of Rain” is gppropriate to the beginnings of the
symboalic journey. However, the chapter ends with Mhudi travelling with a party of Boers who,
“auffering fromashortage of Native servants’, welcomed Mhudi, God’ s handiwork, as“additiona hep

at the wagons’.

The fallowing chapter changes to a mde perspective, with Ra-Thaga inwardly resenting his wife's
gppearance amongst the war party. The male backdrop of this chapter pushes the four main women
characters into the foreground, where they form the dlegorica core, much like an everyday, prose
verson of the three graces in Spenser’s description of the vison on Acidde in The Faerie Queene
(V1.x.15), withthe shepherdessfigureintheir centre. The Graces are linked, through their association
withVenus, withlove. Furthermore, in Spenser, Pastorella—as her name suggests—embodies pastoral
vauesthat are neverthdess linked with courtesy. The visonof the Gracesand Colin’slove, apersona
of Pastorella, isavisonof reciproca and abundant virtue, a quality opposite to what is represented by
the brigands who destroy the pastoral world. Mhudi’sroleissimilar: sheisa once an earthy, pastord
figure who embodies the qudities of natural courtesy, grace and wisdom. In this scene she personifies

and multiplies the vaues of the other gathered women.
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Mhudi, central inthe group, is chalenged by Ra-Thaga about her attitudeto the Boers, and she tdishim
of the crue treatment meted out to Dancer, the Hottentot leader of a wagon team who wastied to a
wagon whed and flogged, and to Jan, a Hottentot shepherd. However, the incidents throw into relief

an act of human kindness:

“A pretty Boer girl inthewagoninwhich| came remonstrated with her mother for kegping quiet
while Jan was being beaten for no cause whatever. The Boers are crud but they sometimes
breed angdls’, concluded Mhudi, “and Annetje is one of them”.

(176)

Immediately after this—making a symbolic connection—Mhudi introduces to a Sartled Ra-Thaga

Umnandi, the queen of his Matabele enemies.

| met her two days ago, and being on the same quest we quickly fdl in love with each other.
The other oneis a Rolong girl who hasbeen captive among the Matabele since her childhood
when Kunanawas sacked . . . . but so0 attached has she become to this noble Queen, that she
redlisesthe inhumanity of deserting her now in this war-devastated wilderness, After my own
adarming experiences | cannot but encourage the girl in her sympathy for the londy Queen, for
indeed it is a shame that one so dear and so good-hearted should be a Matabele.

(177)

Thus the scene becomes one of cross-cultura loydty and affection, where Mhudi is able to assure
Umnandi thet Ra-Thaga " unlike many men, did not have a heart of sone’.  Thus limitations typicaly
attributed toracia or sexist groups are broken down. Ra-Thaga goes—not, as Umnandi suspects, in
hatred to betray her asaMatabele—but rather to tell hisBoer friend, inlove, that Annetjeis closer than
he expected. Ra-Thagabecomesthe unlikely match maker in the proposed union between Phil Jay and

Annetje, hdping to establishlove betweenthe two figures of virtue anongst the Boers. Plaatje suggests
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that Africans are not necessarily likeHaggard' s African characters who are destroyers of the domestic
idedl, and who do not know, and cannot redlize, love. Ra-Thaga sactions counter theimage of the self-

interested barbaric warrior, or the emotionless follower of orders.

Annetje, Umnandi, Ra-Thaga and the Barolong servant dl, asif under the influence of Mhudi, break out
of the stereotypes into which they are cast by both society and literature. And if Mhudi’ s flight from
Qon-Ton brings her an image of inter-group conflict, that is resolved after her legp in the dark, where
humanity, understanding, sympathy and love briefly triumph over the conflict brought by prejudice.
Mhudi’ s parting words to Umnandi echo the central theme: “when thou hast recovered the logt favour
of thy royd lord, urge him to give up wars and adopt amore happy formof manly sport” (179). Before
she findly encourages Umnandi to “ Urge [Mzilikazi], evenas| would urge dl menof my race, to gather

more sense and cease warring againg their kind”, she says:

Farewell, thou first Matabele with a human heart that ever crossed my way. Mayest thou be
as successtul in thy quest as | have been in mine. May the gods be forgiving to thy lord and
make him deserve thy nohbility, and may the god of rain shower blessngs upon thy reunion.
Good-bye, my Matabele sster; may there be no more war but plenty of rain instead.

(180)

The end of this chapter conjures the romance ideal: Mhudi’s leap in the dark has led to her new
understanding of both Boers and M atabele—they may have cruel people amongst them, but virtue and
vice are not the monopoly of any race. Each group has loving, caring individuas. But her own new
knowledge gives her the authority to sue for peace, for greater human sympathy amongst peoples, and
thus sheis ableto pray for the forgiveness of Mzilikazi. 1n an echo of The Tempest, Mhudi counters

the revenge which motivates Ra-Thaga and the Boers, while at the same time countering Haggard's
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more sniger African revengers such as Mopo and Zikdi. The chapter fittingly concludes with the

evocation of the “god of rain”, who initidly blessed Mhudi’ s journey.

Mhudi’s romance journey is one of change. She moves, not of course of her own valition, from the
comfort of her “triba” innocence into a confrontation with the world, a tension which enables her to
move beyond the narrow congtraints of ethnic and sexist categories into awider humeanity, at one with
the “God of Life’, who isdso the “God of Rain”, the Chrigtian God of forgiveness and of peace. Her

journey is not without tensions, however, and is not as clearly patterned as Mzilikazi’s is.

Thereis aromance pegk, for ingance, when Mhudi, Ra-Thaga, their children and ther sock arrivein
ThabaNcho. But, as Othello and Desdemona sidand reunion is threatened by lago’ s presence, thar

romantic story is aso overwhemed:

For months after, the womennever tired of discussing their romantic story a home, or at work
inthe corn-filds. Men whiled away their evenings spinning yarns about them, or in the daytime
when engaged in braying skins or sewing karosses in the shade. People came long distances
to see them and they brought them many presents. Indeed it seemed that their “resurrection”
was going to be an abiding conversationd topic to the exclusonof dl other questions until it was
eclipsed one fine day by the arriva a Thaba Ncho of a party of white men.

(87)

Ther “romantic story” is not dlowed to end. Redity, or history, intervenes and sets up the tenson
between the ideal romantic that the text seeks and the world of harsh redlity that countersthe idedl.
At the end of the story, smilarly, there isatension in the possible romance conclusion imaged by their

reunionand departure fromthe battle front, and Ra-Thaga s giving up the “cal of war or the chase” for
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the cdlls of his Chief and Mhudi (200). Theend of thetext evokesthe beginning, and itspassing: “ Gone

were the days of their primitive tramping over long distances, with loads on their heads’.

Ingtead, Ra-Thaga could easly kill a“koodoo” with his musket, and carry it home in his wagon. As
Shillingtonpoints out?, a wagon was a prized possession anongst the Barolong, the economic vaue of
which Plaatje would have been well aware. The outrage of “the other Boers at Khing” at the
presentati on of the wagon can guide areading of this symbol. The Boerswere* God' schosenpeople,
s0 they argued, and had never seen a heathen trested with so much consideration” (197). However,
Chenndls's comment that “it seems profitable to recognize the wagon as an ungtable image inviting
different readings’ leaves a sense of possibility open in the end of the text, and does not force the

narrative into definitive closure. Thisis apt, for the end of Mhudi isadso anew beginning.

Coupled withthe calmness, and their “ pleasant thoughts’, isthe “ gathering darkness” into which the till
travelling couple move. Their gppropriation of the symboal of the Great Trek may beread asatriumph,
as cantheir ownership of the wagon, for Mhudi’ s previous journey by wagon was as aservant. Butthe
triumphis darkened by the echo of Mzilikazi’ sprophecy. Their love, their humanity, their ability tolearn
and adapt, their desire for peace, their ultimate forgiveness and understanding of others make theirsa
quiet triumph of love, of African humaniam, and yet the dominant sound is the creaking of their old

wagon whedls.

The Colonisation of the Southern Tswana: 1870-1900, 64, 66 and 123.

2P| otting South African History”, 48.
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Michadl Green' s reading of the ending of Mhudi emphasizes the symbalic wagon, with Ra-Thaga
shouting Mhudi’s name “over the noise the rumbling future’. His noting that, a the end of Mhudi,
“thereisso obvioudy no sense of community”, emphasizesthe importanceof the grace-likeconvergence
of women mentioned above, 63, which symbolizes the possibility for a community based on

understanding and peace.

Chenndlls sees one possible reading of the pair in the wagon as*a synecdoche of the historical destiny
of blacks’, but he does not see such* despairing cynidsm” as characterigtic of Plaatje. Such areading,
he says, would see “ther lives are lived on the margins of the white economy, grateful for whatever
discarded rubbish they are dlowed to appropriate as their own”2.  Any underlying vdidity in this
interpretation ought to be qudified by the spirit of Phil Jay’ s gift, presented to Mhudi for being the only
Rolong woman on the front. The wagonisaccompanied by two oxen, for he saysthat itisin a*“rather
poor state of repair; but two bullocks paid to ablacksmith will turn it into the best wagon in Thaba
Ncho”. Thequdification“in ThabaNcho’ seemsto echo Plaatje s qudification of the friendship of the
two Boer lovers. They show the potentid intheir people, but the resolution, the marriage, the harmony
is not yet reached: the tragedy of the Boer bigotry is not yet trandated to romance. Y et the sound of
the wheds brings to mind Phil Jay’s comment earlier in the fina chapter:

Yes, | dwaystold you that this world was round and you refused to believe me; but now that

you seethat it has spun round like awagon whed a Mzilikazi’ sexpense, youmust believe that

it isindeed round.

(198)

INovel Histories, 59.

2Narrativein Sol Plaatje’sMhudi”, 46.
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Plaatje Africanizes the Medieva and Renaissance whed of fortune, evoking in the image the romance
notionof cyclic, patterned change through the tragic troughs and the morepastoral peaks, change which
swings with agrowth and dedine of virtue, of the “poalitica righteousness’ that brings about the socid
ided. And asMhudi and Ra-Thagamove into the darkness of their future, happy with their dream, the
creaking “wagon whedls on the hard road made a fierce yet not very disagreesble assault upon their
ears’. The human vulnerability of their love and hopesis evident as* An Epic of South African Native
LifeaHundred Years Ago” leads into the necessity of black people to take, rather more hopelesdy,

to theroadsin Native Life in South Africa.
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