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ABSTRACT 

INTRODUCTION 

The main purpose of this study is to investigate critically Mtuze's short stories. It has 

been undertaken because, while the treatment of the genre of the short story is 

popular in that it is written and read in Africa, literary scholars have largely ignored its 

existence. 

The aim of this study is to clarify some of the difficult aspects in interpreting the 

author's int~ntions which lie beneath the various literary theories and aspects such as 

theme, plot, character, language a a "" - r'"'J..r.;:%·- ~c:.v'T . 

u in that it is an attempt on my part 

and also a challenge to other critics ILv ... . ,.,, - ..... iss views on the relegating of the 

Xhosa short story by undertaking a tho• .___.._ ,,._ ..... ,-.... nd systematic study of this genre. 

University of Fort Hare 
To present a complete picture d~ 6sa o~o/f,f«ttize's short stories are chosen 

in addition to Botha, Sotashe and Mtuze's research work. 

All important aspects are defined and investigated with a critical eye because every 

story is unique and important and because good short story writers strive for perfection 

and originality. 

One hopes however, that this study will enable Mtuze's books of short stories to draw 

critical attention to the vibrant genre of the Xhosa short story by highlighting aspects 

of its social aesthetic values. 

CONTENT 

Chapter 1 comprises the introduction where the importance of stories, aims and 

objectives of study, scope of study and method of approach are indicated. A brief 
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overview of the author's life and times is also given in this chapter. 

In Chapter 2 a theoretical discussion on the short story as an independent literary 

genre is presented. This comprises the historical development of the short story, its 

various definitions, its distinctive features and its functions. A comparative study of 

the short story with other literary genres, both longer and short, will be part of this 

discussion. The development of the literary features of the Xhosa short story will be 

inv·estigated and present information on this aspect is used. A debate on the valid 

literary criteria that can be used to evaluate the Xhosa short . story, is part of this 

investigation. 

Chapter 3 deals with structural pa 

discussion of plot includes both th 

possible variations on the general 

identified and discussed. 

. . 

he short stories of Mtuze. The 

;lJ e and the Micro structure. The 

ry as found in Mtuze's work are 

In chapter 4 different me .rm:!!!l~C pl-\""i!,•-m,~ilL 
. Toaether ·n Excellence 

-e use of conflict in its 

different forms to portray characters, are mvesttga ea. 

Chapter 5 comprises the stylistic patterns and language of the writer. This material 

includes Figures of Speech and other modes of linguistic expression which makes the 

author's work peculiar. 

In Chapter 6 a survey of some of the main and important relevant themes evolved by 

Mtuze in his short stories and the in-depth meaning reflected in them through the 

modes of linguistic expression such as symbolism, irony and satire, are explored and 
analysed. 

CONCLUSION 

In Chapter 7, this study comes to certain conclusions regarding the literary merit of 

Mtuze's short stories and his literary contribution to Xhosa literature as a whole. 
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Suggestions on various avenues for future research in the field of Xhosa literature, 

particularly on Mtuze's short stories, are also indicated. 

University of Fort Hare 
Together in Excellence 
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CHAPTER 1 

GENERAL.INTRODUCTION 

1.1 THE IMPORTANCE OF STORIES 

Over the years the narrative has proved itself as a popular literary medium which has 

been enjoyed by readers of different ages and from different backgrounds. Stories 

about people are, in some areas at least, probably the most important group of 

narratives. Such stories are of many different kinds and deal with a variety of topics 

and themes. 

To show this importance Albright 1 
IN VIDE 

LUMINE BIMus 
TUO LUMEN 

From. the da :e some form of . 
short story telli has d the foremost 
place in ~uman ipteresft 

Un1vers1ty o Fort Hare 
Together in Excellence 

This is true because man has an inborn craving to tell stories. As far as is known, 

people have always wanted to enjoy stories of some sort, from the era of the primitive 

myth and folktale, right up to the present day. There has never been a time when 

people of diverse ethnicity and heritage have not had a strong and inexhaustible 

desire to listen to stories, of how other people lead their lives, and to be held in 

suspense as to "what happened next". And these are the features of a story: it gives 

vicarious experiences and it holds our interest by adequately arousing our curiosity 

and satisfying it. This desire is universal (Schreiber, 1965:20). 

From preliterate times, stories were told in the evening_s by the fireside. Their content 

ranged from myths, legends and folktales to true stories on a host of topics and 

incidents. These stories were presented orally to various audiences and according 

to Forster (1954:28) " ... the primitive audience was an audience of shock heads 

gaping around the camp fire ... " To the people of Africa the narration of stories was 

equally important. Okpewho (1992:222) says : 

1 



 

 

... , in the traditional setting storytelling is only one of 
the entertainments provided on an evening of 
relaxation (for instance), and may come only after 
other forms of activity ... 

The decision to undertake a study on the short story and the Xhosa short story in 

particular, has been influenced largely by the general importance of the narrative as 
shown above and by the popularity of this particular genre within the African continent. 

1.2 AIMS AND OBJECTIVES OF THE STUDY 

The general aim of this study is to make a critical assessment of the contribution of 

a particular writer towards a specifi ,,JA-__ ,, Id of Xh9sa literature and, in this 
way, to contribute towards the s ud of thic.L-t:~ 0 cific literary genre against the 

background of the African literary 

The ge"!re which is to be studied in thI .___ I0n is the short story because, while 

it is widely written and re • i i ~ ,,;iiiv,nup to now not paid the 

necessary attention to this lit:eotrr£:mso: B3&Sattesirtae studies of Botha (1978), 

Sotashe (1979) and Mtuze (1986) on the Xhosa short story, there are but a few others 

by African literary scholars such as Makwela (Sotho, 1977), Mabuza (Zulu, 1988), 

Strachan (Zulu, 1990) and Sebate (Sotho, 1994) . 

The aim of this study is to make a critical appraisal of Mtuze's short stories. Although 

Mtuze is widely regarded as one of the leading authors in the field of Xhosa literature, 

. no specialised study of his contributions in the field of the short story has thus far 

been made. This study attempts therefore, to define and describe the literary canon 

in terms of which Mtuze's short story art succeeds. Furthermore, this study seeks to 

give an analytic description of the important aspects of literature, such as narrative 

style, plot structure, theme and character which are implicit in Mtuze's short stories. 

These will be critically examined so as to establish the salient characteristics of 

Mtuze's style and to define the aesthetic principles that generally serve as an 
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acceptable criterion for the writing of a short story. 

1.3 SCOPE OF STUDY 

As will be shown in the sections that follow, Mtuze is a niost prolific writer, who has 

produced a large number of short stories in three anthologies. Owing to the limited 

scope of this study, however, not all the st~ries in these anthologies can be dealt with 

on an equal basis. Preference will therefore, be given to the analysis of those stories 

• which reveal the narrative tendencies of Mtuze's work in the most effective and 

representative manner. Delimitation of the study material will, however, not be rigid. 

Reference will, where possible, also be made to Mtuze's other works on a comparative 

basis. The aesthetic principles wh \ "-' ' <ili~".,..~1-Y/ eeks to examine are the basic 
qualities which are essential to lit short story specifically. 

In the remainder of this chapter, a • tch of the writer's life and times, 

which may be vital to the understan • his works, will be presented. His 
contributions towards the tla~~Joi>ffi~l s • rlat+.it~·..;..·""-- specifically the Xhosa 

short story will also receive at~%t§~ift~l1 EarftJlsP.ce 

Chapter Two of this study consists of an account of the historical development of the 

short story genre and a theoretical discussion on the short story as an independent 

literary genre. A variety of definitions of the short story as presented by leading 

literary scholars, will be considered in order to highlight the distinctive features of the 

genre. This will, to a large extent, be done by comparing the short story, as a genre, 

with other related .genres such as the novel, essay, drama and poetry. 

In Chapter Three the structure of the short story will be analysed. The basic narrative 

phases such as Exposition, Rise and Development , Crisis, Climax and End will be 

given attention, and possible variations on the general structure of the short story as 

found in Mtuze's work, will be identified and discussed. 

The role and function of characterisation in the short story is dealt with in Chapter 
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Four. The various methods of character portrayal and the different types of characters 

depicted in Mtuze's short stories will be investigated here. 

The stylistic devices employed by the short story writer in general and by Mtuze in 

particular will be discussed in Chapter Five. This entails a close look at the writers 

conversance with the Xhosa language. The method used by the writer to convey his 

thoughts effectively, the appropriateness of the words used and the ability of the writer 

ta apply different word connotations to call up the desired response will receive 

attention in this chapter. 

The mutual relationship between the concepts of theme, moral and subject matter, as 

found in Mtuze's stories, will be d""'·"'"' "'r'l' "m-•.Lt:/""'-"'~•Mter Six. This entails investigating 
whether Mtuze is more tradition I defensive or socio-

politically orientated in the themati f his stories. 

The final chapter consist _c.i. , .-r,:nnF~1-1---1~10n regarding Mtuze's achievements as 
a Xhosa short story writ . U.Jnr:s::-wrrn U \ c/1 .. lv......,'Y' ~- e findings made in this 

study and by re-interpreting ttf~%k~li mN~¥~f1fext of Xhosa literature. 

1.4 METHOD OF STUDY 

The aim of this study, as stated above, is to examine and evaluate the literary content 

and form of Mtuze's short stories. In order to realise this aim an approach will be used 

which concerns the evaluation of the texts and whatever has been written on them. 

The aim is to establish how far Xhosa literature and in particular the Xhosa short story 

has been influenced by the work of Mtuze. Various critiques on the theory of literature 

will be consulted in order to find out how far Mtuze's writings on the short story 

conform with or depart from current views on literature and on the short story in 

particular. 

This evaluation of • Mtuze's work is based mainly upon universally acknowledged 

literary criteria. African literary and social values and in particular Xhosa culture and 
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tradition will, however, also be taken into consideration in this evaluation process (see 

also 2.4.4). 

In this study the extrinsic approach will be applied as far as possible. This entails the 
use of existing sources and critical texts or articles in the examination of Mtuze's work. 

Existing discussions on the Xhosa short story in general will also be taken into 

consideration. This study is based upon a close study of the author's personal 

background and on the manner in which this is reflected in his work. The data 

pertinent to the biographical outline of the writer as presented in 1.5 below has been 

obtained by conducting interviews with the author himself, his family and other 

respondents who know him personal! . With this information a thorough investigation 
of the author's works is made poss o 

As stated above, Mtuze is a most p 

now produced three short story ant 

1) AMATHOL'EENDA , 7) 
2) UMP • • T f Fort Hare 
3) SH-S-SH-A~lllftfJM frf~1ie~cMNTU (1 990) 

Mtuze has, as stated above, included a total of forty-six short stories in these 

anthologies and it will be practically impossible to analyse all of them within the limited 

scope of this study. Only those stories, therefore, that illustrate the main features and 

tendencies in Mtuze's work most effectively and clearly will be selected and studied. 

This does not however, imply that those stories not analysed here are necessarily of 

inferior literary quality. In this study emphasis is rather on the general and unifying 

characteristics of individual stories, which means that the peculiar and individual is 

sacrificed for the general in a blended study. 

In this study the anthologies mentioned above will be referred to by their respective 

titles and years of publication. Individual stories will be referred to by their titles and 

the year of publication of the particular anthology to which the story belongs. 
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1.5 BIOGRAPHICAL OUTLINE OF P. T. MTUZE AND HIS TIMES 

Mtuze is a modern writer who has contributed extensively towards the development 

of Xhosa literature through his creative writings. For the purpose of this study, it is 
important to present a brief overview of Mtuze's personal life and background, 

including environmental factors such as the home, the school and the church in order 
to be able to assess his development as a writer. This approach is supported by 
various leading literary critics. Qangule (1979:32), for instance, claims that in addition 

to the analysis of any writer's works, the analysis of the biographical material 

pertaining to him, if available, generally contributes towards the success of a literary 

study such as the one envisaged here. Mtum.ane (1995:40-41) strongly agrees when 

he writes: 

When we kn 
understand 
see things t 
mak 
writinms;ireE021iI~w;r,,rnu0 
is, o 

writer, we easily 
e have made him 
is life history also 

affected his 
alue; that 

ce tic work. 

Mkonto ( 1992: 14) also comes to the conclusion that the study of the life history of a 

writer affords one an opportunity to examine the writer's practical experience of life. 

The bulk of the information presented here was obtained through a series of personal 
interviews with the author held during the period 1988 to 1990 at Rhodes University 

in Grahamstown, from discussions with · his wife in their home at Zwelitsha and from 

a friend of theirs, a Mr Nqikashe at Fort Hare. His autobiography INDLEL' EBHEK' 

ENKUNDLENI (1976) and the publication UMHLOBO WABAFUNDI BESIXHOSA 

(1995), of which he is a co-author, also provided valuable information on his personal 

background and his contributions. All the information obtained from the latter sources 

will be documented accordingly. 
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1.5.1 The man and his family 

Peter Tshobisa Mtuze was born in the • Karoo region (which provides the setting for 

almost all his books) on Leeuhoek, a farm owned by a Mr Wolfaardt, on 2 November 
1941. The name Tshobisa was given to him because he was born a big baby. His 

parents were Kusi Appolis Mntuze, (a quiet but short-tempered man of the Dlomo 

clan), and Nosajini MaGando Matshini of Lady Frere. Though he liked them both, he 

favoured his mother more because she was a strict disciplinarian. His paternal 

grandparents were Ndleleni Mntuze and Noveki Ndungwana. Mtuze is the youngest 

of five brothers and five sisters. He is married to Nomathemba Ngwatyu of the 

Mawawa clan and they have one son, Dumisani. Dumisani is named after Dumisani 

Tabata, the eldest son of one of ~"-... S..'~J.Flct~r,,./lschool teachers and a well-known 

attorney in the area of King Willi 

"Mntuze". At school however his e ormally refer to him as "Mtuze". 
After a while the author became udA~l=ffl~~~ell J name and decided to change his 

surname formally to "Mtuze" (Mtuze, This is how he is known today. 
Mtuze is a· humorous tJ • • .fl.tl>1trae~ during interviews and 
personal contact with him. Together in Excellence 

1.5.2 Primary School education 

After nine years of moving from one farm to another with his family, and of helping his 

father in the building of dams, he was finally able to attend school for the first time. 

Although his parents preferred that he should help them at home, Mtuze decided that 

it was time for him to go to school. During the period 1950-1953 he completed his 

lower primary education at the St Simons farm school at Katkop. After having been • 

promoted, Mtuze attended Conway farm school in 1954 -1955, where he completed 

Standards Three and Four under the headship of Mr H M Siko. It was in this school 

that he first showed signs of brilliance when he proved himself right in a mathematical 

problem, proving his maths teacher wrong. It was also in this school that Mtuze wrote 

his first article for WAMBA (n.d.) also entitled UMHLOBO WABANTWANA. This was 

taken as a great achievement as it was the first of its kind ever published by a black 
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pupil. His teacher encouraged him to write more articles. 

In 1956 Mtuze went to Cradock to do Standard Five as that level of education could 

not be offered by farm schools. His class teacher at the St. James Primary School 
was Mr J N Mbayise. It was at this school under the headship of Mr Majeke Mali that 

his second article, which was written in English, won a prize in the "Dettol" 
competition. According to him (Mtuze, 1976:22) it was this achievement which gave 

him the ambition to write a book one day. He completed Standard Six in 1957 with a 

first-class pass. It was then that he again proved his brilliance by occupying the first 

position in the Grahamstown Circuit, which at that time was the largest in the area with 

about 400 candidates. 

1.5.3 Secondary School Educatio 
~i......------v---:-:---....~.......1 

In 1958 Mtuze enrolled at Cradock S ol, where he studied Form I under 
a Mr Zambodla, a Ghanaian principal, wno--w-t'lr-s soon succeeded by Mr J Hlekani. At 
the end of the year he pa~~,.. 1tli"lr nll!I"' u ng his teachers was a 

Mrs Tabata, with whom he sta'f g f6Ps6rffe lfiMEr sf moving to the home of his 

aunt, a Mrs Mose. 

It was also during the same year in this school that he encountered financial problems 

because he did not qualify for a bursary as he was a "farm boy". He was helped by 

the Congress Choir (which, for political_ reasons, later became known as the 
"Modernaires") under Canon Calata. In his autobiography ( Mtuze, 1976:25) he 
interestingly reveals the financial problems he encountered and which had a negative 

impact on his progress in education. There is good reason to believe that Mtuze was 

inspired to present this experience in the form of a short story entitled lnjombe ( 1977) 

(see 4.3.2.2.1 ). 

In 1959 Mtuze completed Form II at the same school with financial help from Miss M 

Joubert of Cradock. He excelled in debates and was also good in poetry in which he 

still excels in, even today. He had a good memory and also excelled in gymnastics. 
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When the Cradock Secondary School was destroyed by fire as a result of political 

unrest in 1959, some pupils were asked to attend the Lwana Primary School in the 

neighbourhood. It was during this period · that Mtuze showed a strong sense of 
responsibility and leadership by offering to teach during the absence of teachers and 

to conduct the morning prayers on a daily basis under difficult circumstances. He was 

also given the responsibility of orientating new members of the Modernaires Choir. 

By that time Mtuze was also a member of the African National Congress (Mtuze, 

1995:107). 

During those years the Andrew Smith Bursary was offered annually to Cradock pupils 

but unfortunately Mtuze did not qualify, as he was a "farm boy". This had a negative 

impact on his studies, the standa Q 

difficult times Mtuze was loyally s p 

ually deteriorated. During these 

losest and brilliant friends. 

In 1960, while doing Form 111, Mtuz ore jovial personality. Wherever 
he was, -pupils were always laughing. 1".0-.... ·nTices during interviews that he has not . 
changed much over the .Vi,Y1l;\,"'-C::,•.,,,aSJt101:re:~Pr1'eG ~iteJwith intellectual matters 

than with cultural activities. Hl~~8t~~~1l~fn' li,~{~H8~ages. At the end of that year 

he was one of three friends who passed Form Ill (with a first class pass) after being 

helped by Principal Hlekani and his teachers. 

Owing to severe financial problems, Mtuze was unable to enrol for Matriculation the 

following year. He was forced to enrol priv~tely and it took him almost ten years before 

he could register for and pass his matriculation. Ironically, his first novel, 

UDINGEZWENI (1966), was one of the prescribed books for Xhosa (First Language) 

during that year. He obtained his matriculation certificate in 1971. 

1.5.4 Tertiary education 

Mtuze had always had a desire to pursue his education since his early childhood years 

(Mtuze, 1976:8;24). With the· help of the then Ciskei government, he was able to 

register at Rhodes University in 1978. In 1980 he was awarded the BA degree (in 
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Translation). Mtuze now devoted himself even more to research and completed both 

his Honours (1984) and Masters (1986) degrees in African Languages at the 

• University of South Africa before completing a Doctoral thesis (1992) at the University 

of Cape Town on Xhosa literature. Besides these formal studies, his skills as a 

researcher are also demonstrated by the fact that he has published numerous articles 

in various academic journals, including the "South African Journal of African 
Languages". He is at present studying towards the Bachelor of Theology degree at 

the University of South Africa. 

1.5~5 His married Life 

It was in the year 1959 whilst doin 
wife, Nomathemba Ngwatyu, who i 

her by Mtuze's brother when they 

doing Standard Five. They met in 

ames School that Mtuze met his 
s Nothandekile (a name given to 

othandekile met Mtuze she was 

d where there were only two 

houses in between their respective horn . • in 1965 whilst Mtuze was . . 
working as a court interpr~~ ... -l!:ll-l~m~it00t . nn:1.Az.1-1" R8\re•r:,proposed marriage and 

his wife claims that she was hfvqgstPcf c~ie ~.£H1fl~te "a seriously ill" Peter and 

was caught by surprise when she was given traditional bridal clothes to wear. They 

were married by a Mr van der Watt (the then magistrate) who also became a witness. 

The newly wedded wife had to return 'to Cradock because she had no permit to stay 

in the Western Cape, but Mtuze made an appeal to the department of Home affairs 
and was eventually given permission to stay with his wife at Nyanga near Cape Town. _ 

In February 1967, after two years of marriage, Nothandekile gave birth to a son, who 

was named Dumisani and who seems to be as talkative as his father. The name 

• Dumisani suggests that Mtuze was very thankful for his son. Mtuze loves his wife 

and son and his family as a whole to such an extent that in ISIGODLO SIKAPHALO 

(Mtuze, 1983) he composed a poem "Kondimthandayo" (to the one I love) where he 

expresses his feelings and love for his wife, praising her and advising her as follows 

on some delicate and important traditional issues: 
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NguNothandekile igama lakhe, 
NguNomathemba ithemba lam. 
Samthanda ngokumthemba thina bakwaDlomo, 
Bamthemba ngomthanda kowabo kwaMawawa. 

(p.70)(My emphasis: BNN) 

(Her name is Nothandekile, 
She is Nomathemba, my hope. 
We love her through certitudes, we of the Dlomo clan, 
They trusted her by infatuation, her Mawawa clan.) 

The repeated use of the word "thanda" (to love) in this stanza illustrates Mtuze's deep 

feeling of affection towards his wife. The name "Nothandekile" (the one who is loved) 

speaks for itself. In fact Mtuze's wife is not only loved by Mtuze himself but by both 

the Dlomo and Mawawa clans. H 

came to stay with the Dlomo clan, s 

who is loved). 

was Nomathemba but when she 

ew name, Nothandekile (the one 

The title of the poem "Kondimthanda ----==--- one I love) suggests that Mtuze is 

dedicating this poem also"@ • ly1--11'"!11~nentions his parents Kusi 

and Nosajini; his grandmother ntts~4~res<:most; his in-laws Nopityo and 

Nkungwana and his only son Dumisani respectively in the following stanzas (Note that 

the footnotes form part of the original text): 

Ulibonil' inyang' uKusi1 likuncumele, 
Umbonil' uNosajini2 egaxel'imixhaka, 
Kodw' inane ndithi akubonanga nto 
Kuba akumbonanga uMaNdungwana3. 

(You have seen the antiquated Kusi smiling at you, 
You have seen Nosajini in ardoned garments, 

1 Uyise wembongi 
(Father of the poet) 

2 Unina 
(his mother) 

3 uninakhulu 
(his grandmother) 

11 



 

 

But you have seen nothing, 
Because you haven't seen MaNdungwana.) 

lqalile k' indlela enyuk' intaba, 
Usakh' umzi ungumntwana nomnye 
Kude lee noNopityo4 ... ndambizal 
lntomb'ebomv' eyayithandwa nguNkungwana5. 

(The ascending pathway to the mountain has begun, 
Erecting a homestead as a progeny and the other 
Far- flung from Nopityo ... I hailed her 
A radiant girl adulated by Nkungwana). 

Dumisani6 yindumiso, babulel' abaThembu 
Yintonga yokuvika ekuphela kwayo tshu. 
UNosajini ndimgcinile, ubawo enguntondo 
Wagcin' uMa at1A§ a - , yana, nank' unyoke. 

(Dumisani is t"'~~,.,comiu ~t e Thembus showed gratitude, 
It is the shrine • k/4- 1.-:1.-1--""i;,,.;;w, ly one. -
I have safegu r N ef~ y father being the last born 
Fostered MaN uo LuM , here is your mother). 

(My emphasis: BNN) 

- Universit of Fort Hare . 
Mtuze is not simply making a eneral atem.ent ere.,,. but is actually refernng to his ogerner zn ./:!..,XCe enl.,e 
own family. This is confirmed by the contents of the footnotes that appear at the 

bottom of the page of the original text. 

1.5.6 His church Life 

When Mtuze was nine years old, his parents moved from Conway farm to Katkop. 

They left Mtuze behind with his two brothers, Siphetho and Phumelele. Mtuze visited 

them at.Fish River and refused to go back, hiding in the mealiefield. He then attended 

4 umkhwekazi 
(his mother-in-law) 
6 uSomfazl 
(his father-in-law) 

6 Dumisani 
(his son) 
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school for the first time at St Simon's School in 1950, where he was taught about the 

church and the word of God and was baptised by an Anglican Church Canon, Rev J 

A Calata. 

The church played a very influential and important role in Mtuze's life, especially at a 

very early age while he was still a secondary school pupil. After his school was burnt 

down in 1959, Mtuze was permitted to conduct morning prayers at Lwana Primary 

School without assistance; and in 1961, whilst he was working at Hofmeyr as a 

translator, he became a lay preacher under Canon Calata. 

In 1971 he attended the opening of the Anglican church building at Dimbaza, where 
he was asked to translate into ..,_.., ,"'11 C!nJ_~'!f,,~f of Reverend Mr Vika's sermon 

nt. He also had to translate other 

i~.~~$a~M>Imme Africans present, thus revealing 

(prepared in Xhosa) for the Whites w 

sections of the sermon from Englis 

his inborn skills in language transla age. 

Bishop Bill Bennett, who l w a~:,.&.UI i lin"1lc!h' JDJ!e~e-ttn-a imbaza church opening 

ceremony, thereafter nominatlc§lfMt62G7idY~cffHhijC&,uncil of the Anglican church. 

One of the main tasks of this council was to find solutions to problems such as racial 

discrimination and to work towards the improvement of race relations. This theme 

forms an important part of the short stories which were later to be written by Mtuze, 

(see 6.4.3). 

Mtuze's close involvement with church matters is clearly reflected in his literature. The 

religious theme for instance is often encountered in his novels, e.g. INDLEL' ECAND' 

INTLANGO (1981). Canon D T Matebese as quoted by Mtuze and Tena (1995:149) 

comments as follows with regard to this particular novel: 

I was impressed by your knowledge of the 
Bible. Congratulations. 

The religious theme is also strongly present in his short stories (see 6.4.1 ). 
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Mtuze's prominent role in church affairs is illustrated inter alia by the fact that, on the 

promotion of Bishop Bill Bennett to Archbishop, he was also elected, as a 

representative of the St John's circuit in King William's Town, to say a word on their 

behalf. His speech was prepared in English and he mentioned in particular how the 

Archbishop as a total Christian, would often go out of his way to encourage good 

relationships between Christians of all races. 

As a person who has lived and worked in the former Ciskei for quite some time, Mtuze 

has always been· very faithful to the church and co-operated very well with Canon J 

P Ncaca at the St John's and St Chad's Church in Zwelitsha. The sermons of Canon 

Ncaca often served as an inspiration for Mtuze in writing some of his stories, e.g. ''Uze 
ungabhekabheki" (1984). (see 6,4. ). ajJi:l)...i.vy::i:p/)(,o firmed by Mtuze whilst he was a 

guest speaker at a farewell functio ~...-----...._ er 1994 at the St. Johns and St. 

Chads Anglican Church in honour 

Rhodes University, befor 1-e-""'"'~·~J-l'r~~:a1l"'e n· 1 ~995 Mtuze spent most 

of his free time at Zwelitsha wftR~1lPnWn~1diGti<mUtW~~here he atten,ded church at 
St John's and St Chad's Church as a lay preacher. Because of his interest in religious 

matters and his leading role in the church he always wanted to be more than just a 

lay preacher. As already stated, he is at present privately registered at UNISA for the 

degree of Bachelor of Theology. At the end of 1994 his wishes were fulfilled as he 

was ordained as a priest of the Anglican Church, which is another great achievement. 

Since 1995 he now spends most of his time in Grahamstown, where he also regularly 

attends the local Anglican Church. 

1. 5. 7 His professional life 

After passing the Junior Certificate examinations in 1960, Mtuze went to Middelburg 

to look for work. He looked in vain because he had no lodger's permit. Fortunately 

a lawyer helped him to obtain one and he was hired to sell cosmetics. Because of his 

sound knowledge of Afrikaans and English he was soon appointed as a Court 
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interpreter. In 1961 he was transferred to Somerset West, where he was promoted 

to the position of Deputy Clerk of the Court in 1964, the first bla~k man in South Africa 

to occupy this position. His work gave him the opportunity of becoming acquainted 

with different types of criminal offences and their punishment. 

His devotion to his work is evident from the fact that on one occasion he had to 

interpret in a case involving people of No~h African origin who were not familiar with 

any of the local languages. His brilliancy is also evident from the fact that he could 

interpret for the deaf and dumb. Although he was merely an interpreter he would 

sometimes assist the Magistrate in the evaluation and judgement of some cases 

(Mtuze, 1976:40-41 ). In 1966, he was transferred to Noupoort, where his salary was 

raised because of his good serv c 

promotion upon his transfer to Uite 

first time that Mtuze worked wit 

interpreters as he was used to. 

,11~l-J,UQV~~""jve nment. He was given another 

s Clerk of the Court. This was the 

rpreters and not with individual 

• ~ -----~~-~ An important step in his c rr 'O:llUO.C:>lril s~viMt-tu~~e n hen he took up the post 

of radio announcer at the sl.if.i~fUSif,J m~~I~fa~m•s Town. He worked with 

prominent figures like Zama Gebeda, who is now a professor at the University of 

Transkei. He resigned from his p~st at the SABC in 1971 in order to accept an 

appointment as a book representative at the offices of Via Afrika Publishers ~n King 

William's Town. This gave him the opportunity of visiting most schools in the Border 

Region and of becoming more acquainted_ with the people of this region. 

Mtuze entered the service of the then Ciskei Government as Chief of Protocol in 1976. 

In the same year he was appointed as the General Secretary of the Xhosa Language 

Board and has served in its Executive Committee for several years,sometimes acting 

as Deputy Chairman. After completion of his studies towards the Honours degree, he 

was appointed as a lecturer in the Department of African Languages at the University 

of South Africa in 1985. He was then promoted to Senior Lecturer in 1986 after 

completing his M.A Degree. In 1987 he was employed at the University of Fort Hare 

as Director and Editor in Chief of the Xhosa Dictionary Project, which involves the 

15 



 

 

compilation of the Xhosa/English/Afrikaans Dictionary. He was promoted to Professor 

in 1988, but left Fort Hare at the end of that same year, having completed the third 

volume of the dictionary, to take up the post of Professor and Head of the Department 

of African Languages at Rhodes University. In his autobiography, as already 
mentioned, he emphasises the fact that he wanted very badly to be educated and it 

is therefore not surprising to learn that although he occupied such a high position at 

work he proceeded with his studies and -obtained his Doctoral degree. Mtuze is 

. involved in various bodies whose main aim is to upgrade Xhosa as a language in its 

own right. 

According to Mtumane (1995:44-45) Mtuze was a member of the Xhosa Language 

Board for several years and se e ous capacities such as General 

Secretary, member of the Executi d Deputy Chairman. He is also a 

prominent member of the African L ~~Sll>Oiation of Southern Africa (ALASA). 
He is presently the Editorial Adviser'f~~~~~*.Cr the official quarterly journal of the 

Association in which he has published v::.a"·..,. '"~- :;;a ·tterent aspects of literature. . . 
He has also read paperslat1Jail~t!ufililtl r"""J~Arr-~~ltfl-16>·.,l'"'N!Jsociation at national as 

well as regional level. Together in Excellence 

1.5.8 Mtuze as an author 

Mtuze's status as an author emerged during the youthful stages of his life, when he 

wrote an article for WAMBA (n.d.) and an essay entitled The Battle versus Disease 
for the "Dettol'' competition whilst he was doing Standard Four. Owing to the 

encouragement he received from his teachers under the headship of Mr H M Siko, his 

inspiration to write never diminished, as the paragraphs below will illustrate. 

Mtuze started his literary career in 1966 when he produced his first novel, 

UDINGEZWENI, followed by another novel, UMSINGA, in 1972. After about four 

years he produced works belonging to three different genres - a drama, UMDLANGA; 
an autobiography, INDLEL'EBHEK'ENKUNDLENI and an anthology of poems, 

UGADLA, all in the same year (1976). The following year (1977) Mtuze produced an 
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anthology of essays, INGQAGABA, as well as his debut anthology of short stories, 

AMATHOL' EENDABA, which won him the title of "the writer of the Seventies" (Satyo 
1983:85). A third novel, INDLEL' ECAND' INTLANGO, was produced in 1981, 
followed by an anthology of poems, VINGCAN' AMAZIBUKO, in 1982. This was 

followed by another anthology of poetry, ISIGODLO SIKAPHALO (1983), of which 

Mtuze is the co-author with Opland. Immediately thereafter, a second anthology of 

short stories, UMPHEHLULU, was produced in 1984. An collection of essays, 

UGEME, of which Mtuze is the co-author with Mjamba, was also produced in 1984. 

In 1986 two literary works were published, viz. a novel, ALITSHONI LINGAPHUMI, 

and an anthology of poetry, UYAVUTH'UMLILO, of which Satyo is co-author. The 

following year (1987) a second drama ITSILI was published, for which Mtuze 
. In 1990 a third anthology of short 

eared, for which he received the 

uld rightly, in Satyo's (1983:85) 

terms, regard him as the best and • er of the Eighties (my emphasis: 

received the Educum Award for Be t ·1~:1·i1 ;,.ca:t¥Ji 

stories, SH-5-SH-H UNGAKHE UX 

award of "best Xhosa short sto 

BNN) because of his outstanding ach1°Hf!l~l"T't1!::llnts. In 1992 an anthology of praise . . 
poems entitled IZIBONG~ll,/,iHllrui.nlt:lff.5ill\J\i.i<J~1 ... =~·rn~-ae~ 

Together in Excellence 

What is impressive about Mtuze is that he has produced a large volume of literary 

works belonging to four different genres including an autobiography. His contribution 

to Xhosa literature has won him not fewer than three titles, viz. "best short story 

writer'', "best literary work" and "writer of the Seventies". Two of these awards are in 

the field of the short story genre. What cannot be left unnoticed is the fact that some 

of his works are also read by blind people as they have been transcribed into Braille 

(Mtuze 1995: 108). 

In addition to his eighteen creative contributions, Mtuze has produced not fewer than 

three works on Xhosa for teaching purposes. These non-creative works are a reader, 

FUNDA UQONDE ISIXHOSA (1986), ISIXHOSA SEZIKHUTHALI IBANGA 5 (1986) 

and ISIXHOSA SEZIKHUTHALI IBANGA 8 (1986). IZWI LABANTU (1994), is a work 

on the development of Xhosa literature, edited by Mtuze and Opland. In 1995 Mtuze 
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together with W M Tena as co-author produced a student companion entitled 

UMHLOBO WABAFUNDI BESIXHOSA, a work which is meant for the upgrading of 

the standard of the Xhosa Language and for its preservation. The last three works 
contain sections on both linguistics as well as literary theory: 

As indicated above, this study will concentrate mainly on his three short story 
anthologies. It is this particular field which will be examined in greater depth in the 

chapters that follow. The contents of these three anthologies will now be dealt with 

briefly in the paragraphs below. 

The stories in AMATHOL' EENDABA (1977) represent Mtuze's first attempt at this 

genre, hence the title, literally mea i 
listed in this anthology are generall 

dealt with here ranges from religiou 

s" or "not big news". The 20 stories 

nd straightforward. The material 

ti nal topics. The religious topic, for 
example, is dealt with in Zinik' iphep~~~m~~bre it is shown how a priest arrives 

at an enclosure where aggressive ostrirn,:s.~3T,e kept. He ignores the warning of the . . 
watchman not to enter th , t ti tlQo: ... , ..... c--i go where he wants to, 

as he is a man of God (implyin~ re GfiYtlift~f<of!eCr!f.ed by God). Commenting on 

the religious nature of these stories, Qaba as quoted by Mtuze and Tena (1995:148) 

declares: 

Sakufeza ukufunda iincwadi ezilolo hlobo 
besimele ukuphelelisa elukholweni 
naseluzukweni IOsenyangweni. 

(After having finished reading books of this 
nature we ought to have ended up in faith 
and glory of the Almighty.) 

Other religious stories are lsilingo (1977) and lmpendulo yeempendulo (1977). Stories 

such as lsivamna (1977) and lqolomba (1977) deal with the topic of tradition in this 

anthology. 

UMPHEHLULU (1984), which literally means "the last drop of milk", represents 
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Mtuze's second attempt at short story writing. This is a collection of twenty short 

stories about a variety of subje~ts. Some are based on common jokes which the 

writer has expanded on (Jafta, 1987:154). It may in general be regarded as a more 
complex work, because the writer himself states clearly that these stories are ·largely 
symbolic and dynamic : 

... apho kuzotywa izinto neziganeko ngamazwi 
ambalwa·kanti kuqulathwe apho intsingiselo 
enzulu. lkakhulu olu hlobo lwebalana 
luyabonisa, luyazoba endaweni yokubalisa. 

(Mtuze 1984 : back cover of the text) 

( ... where thin s and situations that contain 
a deep meani a few simple 
words. More imn•ml":J':!.I" e of a story 
illustrates r than just 
narrating). 

ories as follows: 

dt..,.'i!"lil"lld\ ~ r1unt:n1v.:1iba 

woburharna:XllniatiLSe i . e • "ingqondo 
ezinenkwethu nasekugqutheni umphula 
kwabo banga bayeva kanti abakhange 
baqalise kuva ukuphulaphula. 

( ... they are short stories with a satiric vein 
which are intended to give clarity and 
understanding to perverted minds and to 
remove wax from the ears of those who 
seem to have heard whereas they have not 
even started to listen). 

The complex nature of this publication is illustrated, inter alia by the fact that it deals 

( as will be shown in the chapters that follow) with a variety of themes, which range 

from the political to the religious, the cultural and the economic. 

Mtuze's third anthology of short stories is SH-S-SH-H UNGAKHE UXELELE MNTU 
(1990) (literally: "you must tell nobody"). These stories dwell, in general, on the early 

. stages of the decline of the Apartheid era, as a story such as "Ungakhe uxelele mntu" 
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clearly illustrates. This story, for example, deals with the leaving of one's country to 

seek refuge in another because of racial oppression and discrimination. A story such 

as Umthandazo kaSteve, on the other hand, deals with the principle of the unity and 

equality of all races. The author seems to have succeeded in compiling an anthology 

which clearly reflects the important changes of the time. These changes were 

described as follows by Derek Henderson in a speech delivered at Rhodes University 

Graduation Ceremony on April 7, 1989: 

"Now was an exciting time to begin the journey of 
life, when the first grey streaks of dawn were 
signalling the beginning of the end of the dark night 
of apartheid". 

As will be illustrated in this study, th 
MNTU (1990) signalled the end of 
the artistic freedom of the black autt\~~~~~1#"'1) 

not operate freely, as h s 

H-5-SH-H UNGAKHE UXELELE 

laced severe restrictions upon 

Moloi (1974:198) a writer could 

Education authorities and 1ittiafmieUUmtalfElsts " .... ,.Jl.lgL I ers whilst he was also 

a victim of poor book revie'1~ ~biJ~rfuo~{ff Hfif examination of books had 

eliminated many a good manuscript. This means that the restrictions imposed on 

black writers during that period were unnecessary and very destructive. But Mtuze, 

because of the political changes that were taking place, was one of the first authors 

to obtain freedom to write on whatever topic he wished. 

Structurally, the short story may not necessarily be as short as the name of this genre 

implies. The length of a short story depends largely on the extent of the material 

which is included in it and some stories might therefore be shorter whilst others might 

indeed be longer. Various writers agree that there is simply no criterion for the length 

of a short story other than that provided by the material itself (O'Connor, 1965:27). 

Hence we have in general, "long" short stories and "short" short stories. Mtuze has 

also written stories of different lengths i.e. shorter stories such as those found in his 

first two anthologies and longer stories such as those found in the third anthology. 
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In the chapt~rs that follow, it will be illustrated how most of the stories in these three 

anthologies have a bearing on the abnormality of the modern life of the South African 

Black man. Mtuze's aim is to point out the evils which arose from the African 

community's modern way of living in the urban areas as well as in rural areas. The 

author seems to have first-hand knowledge of both these· spheres of life (see 1.5.1 -

1.5.8). 

1.6 CONCLUSION 

In this chapter an attempt to define the aim and scope of this study as well as the 

method of investigation _has been made. A large sectio_n of this chapter deals with the 

background of the author and with tf 
that Mtuze is a prolific writer and t 

have been given special attention. 

Although scholars such as Botha (19 u'h'---e\:JLCI 

completed investigations 

short stories has been made ~"Ital" 

t ibutions. It goes without saying 

ptionally important contributions 

(1979) and Mtuze (1986) have 

·-~ .. -ific analysis of Mtuze's 
dy, therefore, is to analyse 

this author's work and to evaluate it according to established literary norms. This 

-approach is based upon the view of Hopkins as cited by Fitz Gerald (1968:349) that 

the short story is a rich and relatively unexplored literary genre which "needs more 

precise definition". This is exactly what this study aims to achieve. 
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CHAPTER 2 

THE THEORY OF THE SHORT STORY : AN INTRODUCTION 

2.1 INTRODUCTION 

The purpose of -this study, as already outlined in the previous chapter, is to analyse 

and evaluate the short stories of Mtuze. The aim is to establish the extent to which 

the features of the short story in general and of the Xhosa short story in particular, are 

successfully realised in the works of Mtuze. In order to achieve this goal, the general 

theoretical principles of the short story will first have to be identified and discussed in 

a particular order. The aim of this c 

the most important literary feature 

literary art. 

A literary genre can only be understoo 

been put into proper persitlel~W,r,f,~TIJ!lf; .. ',11~~~~n-drt 

brief outline on the historical 1ii~11~!flt1111Mie¥1t 

, is to present a brief synopsis of 

cry as an independent form of 

when its historical background has 

ill be introduced with a 

00 story. In the subsequent 

section the definition of the concept of the short story as a distinctive literary genre will 

be followed by a discussion on the most important features of this genre. A 

comparative discussion of the relationship between the short story and other literary 

genres also forms part of this section. 

The work of a Xhosa author such as Mtuze can be fully understood only when it is 

evaluated against the proper background of African literature in all its facets. This 

chapter will, therefore, be concluded with a brief survey of 'African literature with 

specific reference to the development and present state of the Xhosa short story. The 

relationship between African literature and other literary traditions and the very 

controversial matter of the criteria which should be applied in the evaluation of African 

literary texts will also receive attention here. 
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2.2 HISTORICAL DEVELOPMENT OF THE SHORT STORY 

In this section, a brief outline of the historical development of the short story as an 

independent literary genre will be presented. The presentation of this outline. stems 
from the fact that the short story as it is known today, may rightfully be regarded as 

one of the oldest and most widely practised of all literary genres. The short story can, 

therefore, be understood within its proper context only when its development over the 

ag·es is traced from ancient times up to the modern age. 

The existence of the short story can be traced back to a time long before people could 

write, when tales generated by the various folk cultures were cast into verse and 
collected into huge narrative poems. T.:Hi:~~-°'1u.1°F. transmitted by word of mouth as 

recitation, sometimes with musical ~...-----._ , sung like lyrics or acted like plays. 

Whilst this literary form is nearly a ™lfiltI~mi itself, it was not before the 19th 

The modem short story -• ,&a£. J!!ll~~~U!l, •
1ra•"!,llN\'/T .... --~ ck to primitive tales of 

ancient societies and cultures~ OO~r?~!e Q.1.n:J,..,1'1~1-Qc1.Were later recorded in writing, 

though most were orally transmitted from generation to generation. In the early 

cultures of the Hebrews, Hindus, Greeks, Romans, Indians and Egyptians, tales were 

generally recorded as a means of amusement. Some of the Hebrew short stories 

were, however, recorded as parables, for example "the Prodigal Son" in the New 

Testament of the Holy Bible. This parable was told long before man developed a 

definite notion of the short story and is a very old prose text used by Jesus to illustrate 

a basic truth about life. In other words, these tales reflected moral issues in society 

rather than serving as amusement. 

During the medieval period, before the development of the art of book printing, the 

development of this genre did not take place as rapidly as would otherwise be 

expected. During this period, however, an author such as Boccaccio (1313-1375) did 

make a major contribution to the development of this genre with his "Decameron", a 

series of historical narratives in Italian. In England Chaucer (1340-1400) also made 
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an equally important contribution towards the development of this genre with his 

"Canterbury Tales", a series of more dramatic narratives (Stone, et al. 1983:43). 

The modern, more sophisticated short story genre as it is known today originated in 

America only in the early 19th century. Writers, however, initially disagreed about a 

proper name for the genre. Irving, Poe and Hawthorne, for example, respectively 

termed it "the tale", "the short prose tale" and "the sketch". They also differed about 

the aims, purposes and methods of writing the short story, as Irving wanted to 

entertain, while Poe wanted to achi_eve a "totality of effect" and Hawthorne wanted to 

open up an intercourse with the world by treating serious themes (Current- Garcia, 

1974:3). 

These writers, however, soon reali e re working with a separate entity 

which not only required a "nicety of e11e1~~1tQ> n sse in style, a completeness and 
unity which made it a distinctive combined the basic features of 

the tale and sketch (Current Garcia, 19 h this combination a written short · 

story was realised and c ans it shared common 

features of both the tale and 

Poe's inductive reasoning led to the constitution of literary criteria and suggested some 

basic features for a short story such as a single impression, economy of language, 

lifelike characters, relevancy to them, a fitting setting and compactness. Poe's outline 

of rules was later refined by Henry James who suggested fewer characters, a single 

incident and one point of view (Johnson and Hamlin 1966:1). 

During the 19th century the short story also developed quite rapidly in various other 

parts of the world. This was a new stage in the evolution of short fiction, one in which 

the short form undertook a new seriousness and gained vitality and respect. In Russia 

writers such as Gogol "The Overcoat", Chekhov and Pushkin all contributed towards 

laying foundations for this new genre. In France writers such as de Maupassant and 

Balzac made similar contributions. These authors were encouraged to grasp the 

concept of the short story as a distinctive literary genre, for various reasons. For 
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short· story had been a mere adaptation of traditional tales focusing on historical 

experiences and hunting adventures. As time went by, however, short stories on 
modem life, illustrating moments of crisis in contemporary experience, began to 

appear. 

Panwitt (1964:18) concurs with Gerard by saying: 

The short story, in one sense, is probably the oldest 
kind of fiction, but at the same time, in another 
• sense, it is also the newest kind to be distinguished 
as a separate literary genre. 

Although the short story genre is 1-.o rt-~n-, enomenon which is synonymous 

with the earliest history of man, it sh' Id pri 0 ,u be regarded as a sophisticated 
product of the 2oth century. That i :13-14) comes to the conclusion 

that "The short story proper ... bel imes". 

2.3 LITERARY FEAT 
Together in Excellence 

2.3.1 Introduction 

In this section the basic nature and essence of the short story as an independent 

literary genre will be determined as comprehensively as possible. This will be 
-achieved, firs~ly, by-. presentiQIJ a definition of the genre and secondly, by identifying 
the essential literary·-features of the short story. This section will be concluded with 

a discussion on the relationship between the·· short story and other literary genres. 

2.3.2 Definition of the short story 

The Encyclopedia Britannica (1986: 761) defines the sho"rt story as : 

... a brief fictional prose narrative to be 
distinguished from longer, more . experienced 
narrative_ forms such as the novel, epic, saga and 
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example, the novelists often discovered richer possibilities in short fiction. The rapid 

spreading of magazines and newspapers also created a wider outlet, as a number of 

short pieces could be published in a single issue. Among the writers there was a 
common desire to create stories and there was • swift exp·ansion of the market. 

Competition was another influence as this motivated writers to produce superior 

stories, which were then published in current magazines. The result was an increase 

in the number of periodicals as the century advanced. Editors also competed more 

and more vigorously for compact, fast-paced and powerfuly written stories (Current-

Garcia, 197 4:4). By the end of the 19th century, the short story was a well-established, 

highly popular literary form. Though some critics were still concerned about its name 

and its critical definition, the short sto could now be distinguished from other genres 

through its qualities of concisenes , , 1 , originality and ingenuity. 

In the first half of the 2oth century, t I e short story continued to grow and 

it soon evolved into a well define refined, independent literary form. 

Literally hundreds of writers, including nea very major dramatist, poet and novelist, 

published thousands of e b • •• ' . i is period that the art of 
. . Toaether. in Excellence . short story wntmg spread to vanous other cultures. In Xhosa literature short story 

writing began to emerge only during the second half of this century. Sinxo may be 

regarded as one of the pioneers of this genre. His first collection of true short stories, 

ISAKHONO SOMFAZI, was published in 1956 and was soon to be followed by other 

collections (by the same author) such as IMBADU (1960) and ISITIYA (1961). Sinxo 

may, therefore, rightfully be regarded as the father of the Xhosa short story. In the 

other Southern African indigenous languages, narrative texts forming part of this genre 

also started to appear at that time. In Zulu, for instance, the first collection, 

IZIGEMEGEME, was published in 1960, whilst in Southern Sotho the equally 

successful collection of SEBOGODI SA NTSOANA-TSATSI was published in 1943 

and SWAI RIVALA A SWI HELi in Tsonga was published in 1967. 

One could then sum up this development of the short story genre in Gerard's 

( 1971: 154) words. According to this critic, who seems to have carefully observed its 

beginnings as well as its rapid growth, it should be noted that in the early decades the 
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romance. 
(My emphasis:BNN) 

This definition not only confirms the epic nature of the short story, but it also 
emphasises the briefness of the short story in comparison with the longer genres 

such as the novel, epic, saga and romance. But Gullason (1964:13) makes it clear 

that though short it may be, a short story is not in its origin an outgrowth or an 
offshoot of the novel, although it is freq~ently spoken of as if it were a mere by-

• product of the novelist's art. Albright (1928:10-11) concurs when he emphasises that 

a short story is not a cut down novel or a variety of prose. It is also not an expanded 

anecdote, a mere narrative tale or a development of the informal essay. 

Kos (1968:455) also rightly states 

The short sto personality with its 
own name and ·t:~. hysiognomy, which 
distinguishes it f mingly similar forms. 

The short story, thereto , • 

concern for craft, for techniqul~ rri 
ttoll:te'cJ t r genres, with a great 

r Jf.yt&,XGG¼sffGs for complexity of emotions 

and ideas, all presented " ... on a miniature scale" (Gullason, 1964:13). 

Although the short story is closely related to other literary genres (as will be shown in 

2.3.4) it still remains an independent work of art. The short story, therefore, has a 

specific nature which may be expressed in the following terms: 

... it is a unique literary form with techniques 
and effects that cannot be achieved through 
another medium (Stone et al. as quoted by 
Mtuze, 1986:6). · 

. The fact that the short story is discussed at length by Botha (1978), · Sotashe (1979) 

and Mtuze (1986) when they compare it with the novel, drama, poetry, sketch, 

anecdote, essay and folktale, is an indication that is distinct and autonomous. These 

scholars have (as will be shown in 2.4.3) made valuable contributions towards the 

27 



 

 

study of the theory of the short story. It is, however, also a fact that all these studies 

were completed more than ten years ago and, consequently, seem to be somewhat 

outdated. In the sections that follow, the views of these critics will therefore be 

expanded upon, in order to define the essential nature of the short story as accurately 

as possible within a more contemporary theoretical framework. . 

In various definitions of the short story genre, some critics seem to be strongly aware 

of' the various epic elements upon which this genre is based. In his definition of the 

short story, Day ( 1971 :xi), for exam pie, says the following : 

The short story is a piece of prose fiction . . . it 
represents a impression of life 
through m ~~!i7T'r.AS/ ecially theme, 
characters, e1t:::::s .,---...._....-----._ nflict and crisis, 
setting and 

(My emphasis: BNN) 

Guerin et al. (1979:59) concur when they I ea short story as" ... a relatively brief 
narrative prose fiction ch :l • • • 0RS1ae1raul ,-111wJ-t"!l"""L):Aity and compression in 

all its parts - theme, plot, struJ&~~~~fdc l xfGJ.ffiB,cmood ... than the novel." 

From the above definitions the epic elements of the short story are clearly discernible. 

These are : theme, character, plot and style. Important as they are, these elements 

of the short story will firstly be defined separately and then discussed fully in the 

chapters that follow. In each chapter a thorough investigation will be made on how 

each element is functionally and effectively utilised within the context of Mtuze's work. 

2.3.3 Essential features of the short story 

Stone etal. (1983:5) cite eminent writer-critics like O'Connor, O'Faolain and Bates who 

. unanimously do not think that a short story is merely a work that happens to be short, 

but a unique literary form, with techniques that cannot be achieved through another 

medium. The point to be made is that a short story is not short because its action is 

short but because it is presented in a compressed and economical way. 
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Matthews (197 4:37-38) concurs with the above cited writer-critics when he states: 

... the short story is in reality a genre, a 
separate kind, a genus by itself. 

From the above discussion it becomes clear that the short story is unique and 

possesses its own set of literary features according to which it may be classified as 

a different kind of prose. De Grandsaigne (1985:2-4) gives sufficient reasons for the 

modern short story's defined individuality by outlining its unique features. The short 

story is of a single preconceived effect. It is concise and condensed, focussing on a 

single main character. This genre has a restricted point of view, keeping to a single 

narrative line and has economy of la rt story leaves aside superfluous 

elements and does not make a det i1eo...:aes-cr ton of the few characters that appear 

in it. It portrays a single theme. 

The short story aims at creating a vi • _________ brief moment of life in such a way 

as to render a preconcei¥~ i.dea or jmpres i.p(l. lts;Qaterial, which is limited to a u n1vers1tv o o~ .ttare single situation, furnishes a fundamental unitv of· sIan. lt is constituted out of not Iogerner zn Exce ence 
merely people and events but out of people in their relation to one another and to their 

environment. The short story also has a fundamental idea of some sort which is an 

absolute prerequisite in that there is a deliberate and conscious use of impressionistic 

methods, together with the increasing emphasis on the situation. Stress is laid on the 

unity of impression and the avoidance of details. The author's aim is to present a 

particular phase of life in a vigorous, compressed and suggestive way (Gullason, 

1964:13). 

From the above description, one notes that stress is laid on unity and avoidance of 

unnecessary details which results in economy and compression. One therefore draws 

the conclusio"n that the short story is governed by the principles of unity, economy and 

compression. In the paragraphs that follow, these principles will be briefly discussed. 
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2.3.3.1 Unity 

Within the particular context of the short story, all the events normally contribute 

towards the unity of the story. This implies that the events are logical, i.e. one event 

leads to another in order to keep the reader interested to know what will happen next. 

This logical appearance of events in the story develops through its main phases, from 

the beginning to the middle, to the climax and to the end. That is why Albright 
(1928:5) says that" ... the short story has a unity that can be distinctly felt." 

In this particular genre, the story is structured firmly around a particular thematic 

nucleus, and events are selected strictly in accordance with their functionality. That 

is why Bates (1943:16) says: 

2.3.3.2 

. . . in the who I ere should be no 
word written, tQ~~~'I!~~ ndency, direct or 
indirect, is not to ished design. 

Economy University of Fort Hare 
Together in Excellence 

According to Yelland (1980: 187) effective economy is an ess~ntial quality of the short 

story. This refers particularly to the economy of language used by the writer. Se bate 

(1994:40) refers also to the importance of the right choice 0f words, the avoidance of 

expansive elaboration and too much detail. That is why Shaw (1983:46) says that the 

short story " ... cannot linger to unfold for the reader the little incidentals, and wayward 

episodes, the dull patches and uneventful intervals .... " 

Careful selection plays an important role. By this is meant that the writer has to select 

those facts that seem most useful for the particular purpose of his story and arrange 

them in a pa~icular sequence, thus avoiding authorial comment. Johnson and Hamlin 

(1966:12) concur with Shaw (as quoted above) saying that the short story is told with 

greater economy of words. And because of less space there is little opportunity for 

the description of character; setting is described in a few words and dialogue is 

limited. The aspect of the economy of language will be discussed in greater depth in 
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Chapter Five of this study. 

2.3.3.3 Compression 

Satyo (1987:89) the well-known Xhosa critic, regards the Xhosa equivalent of the term 
1 

'compression' quite rightly as Uqulunganiso (literally to say more in a few words). 
This is exactly what the short story writer wants to achieve in his work . 

. According to Sebate (1994:36) compression calls on the author to exclude some 

obvious happenings or ideas, since the success of a short story depends on leaving 

.some things out. In other words, compression is achieved through the avoidance of 

expansive elaboration and the pres n ch detail. The limitation of either 

the characters or the events in this 

general meaning and significance 

not in any way interfere with the d 

es not imply simplification of the 

process of compression should 
Mi\~~~~WJ..1, depth of the plot. 

Liddel (1953:251) says th Ji • • a f.Gm.J&J:~,S1011nuortte has to " ... employ the 

fewest possible words and credt~ i~bllttfmlor{~I Ce'oncerned with." This should 

be done so as to suppress the inessentials and to reject material that does not serve 

one's purpose. The aim is to choose that which is pre-eminently effective. 

Compression is different from omission in that facts are explained within a short period 

of time, excluding some obvious happenings or ideas but explaining all events in a few 

words. In this case economy of language is of the greatest importance. For a story 

to be classified as being good, the revelation of character, behaviour or mood should 

linger in the readers' minds. In other words the author should choose the most 

suitable language to ensure that these are remembered. 

2.3.4 Relationship between the short story and other literary genres 

2.3.4.1 Introduction 

The aim of this section is to identify the relationship between the short story and other 
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modern literary genres. This discussion is inclusive as it involves not only related 

prose genres such as the novel and the essay, but also the other main genres such 

as drama and poetry. Owing to the limitations of this study, however, this discussion 

will only be of an introductory nature and only the most important points of agreement 

and difference between the respective genres will be attended to here. 

2.3.4.2 Relationship between the short story and other prose genres 

2.3.4.2.1 Relationship with "longer'' genres 

As a modern prose form, the short story is closely related to other modern epic forms 

such as the novel and novelette. In I '~~" ~~~~."f-0 the basic elements of character, 

action and background play an i _____.....~ ere are, however, also some 

important points of difference betw e ut and these other modern prose 
TUO 

forms. The relationship between th the novel has in the past been 
investigated by various critics in a numn-~T--.-,esearch documents. 

University of Fort Hare 
The Encyclopedia Britannica (1 j -~~7dt~J'aeJffirrf~ory as a kind of prose fiction 

usually more compact and intense than the novel and the short novel (novelette). The 

compactness of the short story suggests being condensed, brief and packed together 

(Fowler and Fowler 1990:230-231 ). This means that the events in the short story 

generally take place within a limited space of time. The action is also restricted in that 

there are generally but a few characters aqtively involved in the story. The short story 

is intense because it moves swiftly from one incident to the next and reaches its 

climax quickly before coming to a speedy end. Most of these features are found 

wanting in either the novel or the novelette·. Compactness also suggests a more 

compressed plot for the short story than for the novel. 

Although both the short story and the novel are narratives, Mphahlele (1982:3) defines 

a short story as a finished, self-contained piece of writing, independent of the novel 

or any other form of literature. Describing the novel, Lever ( 1961: 16) on the other 

hand says: 
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a novel is a form of written prose narrative of 
considerable length ... 

(My emphasis : BNN) 

From the above excerpt it is noted that these two gen~es differ largely in terms of 

length in that the novel has extended length while the short story is generally restricted 

in length. In addition to the difference mentioned above, the short story also differs 

from the novel in other important areas. • 

The short story, for instance, has only one main theme but the novel, on the other 

hand, can have more than one dominant theme. The short story generally is restricted 
in volume, less details are presentrP.Fll-A-r-:\-FH?.P.t=H!\AffW of language is applied as far as 

possible. In the novel there can b f setting, character and action as 

there is ample space. The short ssues from reality by suggestion 

and the story moves swiftly from next. In the novel, issues from 
reality are dealt with directly and th story can ave at a slower tempo. The short 

story is- extremely cond~ed, it is narrat~,.i{l a mpp,ent and there is a uniform n1vers~tv or ort ttare 
perspective throughout. hem aret ewer characters and the focus is on one main 

1 oge _ er zn-Exce11ence 
character. The novel has a looser structure. It can be narrated over a longer period 

of time and the perspective of the narrator may shift during the course of the narrative. 

The novel may accommodate a number of characters and may be constituted out of 

more than one subplot in addition to the main plot. 

From the above, it is clear that there are certain important differences between the -

short story and the novel. Although the short story differs from the novel in certain 

respects, it cannot be totally alienated from the longer genres, as it shares some 

important similarities with them. Matthews (1974:33) states: 

... of a truth the short story is not only a chapter out 
of a novel or an incident or an episode extracted 
from a longer tale, but at its best it impresses the 
reader with the belief that it would be spoiled if it 
were made larger, or if it were incorporated into a 
more elaborate work. 
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2.3.4~2.2 Relationship with "shorter'' genres 

As a shorter prose form, the short story is, in some respects, closely related to other 

modern prose genres such as the essay and the sketch. This relationship will be 

analysed briefly in this section. 

As far as the essay is concerned, Pretorius and Swart (1985:13-14) acknowledge this 

relationship when they define an essay as: 11 
•• : a short piece of prose about the length 

of a short story, at times even shorter ... 11 The relationship between these two forms, 

therefore, lies basically in the fact that both may be regarded as forms of prose which 

belong to the 'shorter' prose category. There are, however, also important differences 

between these two genres. The \~---=- I s in the fact that the essay is a 

literary form which is primarily ai 

author on a particular matter. 

follows: 

t tion of the personal views of the 

instance, defines the essay as 

... th -WABR9by 
~ pr ~amre~ 
that are regarded as important by the writer. 

In a more informative fashion, Maphike (1978:3) writes : 

The essay is ... a prose composition of 
moderate length, dealing in an easy and 
casual way wit~ any chosen theme, 
reflecting the writer's own point of view, often 
persuasive in nature, but showing no 
conscious attempt at exhausting the subject. 
Although belonging to _ what could be 
"imaginative literature", and also having 
structural properties that resemble those of 
other literary forms, the essay is a non-
fictitious, argumentative fonn of art in which 
skilful structuring, witty formulation and the 
arousing and maintenance of interest play an 
important part. 

(My emphasis:BNN) 
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Although the essay is related to the short story, critics have also observed that it· is in 

some respects different from the short story. In support of Mtuze (1986:36), who has 

successfully clarified the differences between the short story and the essay, it may be 
stated that the short story is a fictional form of prose narrative where the author 
remains in the background . and conceals his presence in the narrative as far as 

possible. The essay may be seen as a form of non-narrative prose based upon 

discussion that does not necessarily exhaust the subject. The author is in the 

foreground and advances his ideas without concealing himself. The short story 

unfolds itself through character, plot and action and presents itself as a model of 

reality (de Grandsaigne 1985:4). The essay, on the other hand, consists of a 

discussion. There may be· limited use of character, but plot is absent. The author 
presents his argument reflectively hI . il4 ,g hical background of the reader is 

taken for granted. 

It has already been stated that the s f the modern shorter prose forms, 

cts. This relationship is acknowledged is also related to the short sto • i 

by Yelland et al. (1980:1 P 
• ... Together in Excellence 

A short play, story or character description 
Literary sketches may be narrative (short-shorts), 
but are more often brief descriptions of an incident, 
a situation or a character. 

(My emphasis:BNN) 

From the above excerpt itis inferred that the sketch is related to the short story in that 

they are both short in length and that they may both be brief narratives. Therefore, 

the relationship between these two forms lies basically in the fact that both may be 
regarded as forms of prose which belong to the shorter prose category. 

Although this may be the case, there are also important differences between the short 

story and the sketch. The sketch usually involves only one of the basic narrative 

elements, whilst the others· remain largely in the background. This means that the 

sketch writer sometimes puts emphasis on, for example, character, whilst action and 
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theme receive less attention. In other cases, emphasis is laid on action, whilst theme 

and character remain in the background. This, however, is not the case with the short 
story, where the emphasis is rather laid on the unity of all three basic elements, 

namely, action, character and theme. That is why Shipley (1"970:301), for instance, 
says that a sketch lacks the depth of the short <story because the narrative may be 

subordinated and there may be stress on the psychological atmosphere. In the short 

story, on the other hand, there is more substantial development of plot and character 

on a simultaneous basis. 

Matthews ( 197 4:36) concurs when he says : 

A sketch may rne3'>.,-~(~~Ll.1.!W•,-,..1 haracter, or 
even a picture 

That is why Hills ( 1987 :2) describes t I.!=::~~~ tween a short story and a sketch 
as follows: 

Universizy of Fort Hare 
. . . a sn~ stq,rx tell~x_· _som_ etb}I1g that 
happened f3.9~b'rWJh~y.'. _,~- :ffiq5h is by 
definition a static descriptfoh~of a character 
or a place or whatever. Any incident in a 
sketch is rendered as ah example of a 
character's behaviour, not as:. the account of 
something that happened to him that moved 
or altered him, as it is in a: :story. 

In a short story, therefore, something must be 'done, and there must be an action. 

This means that the emphasis must be not on_ly_·;an character or personality but on 
_1 •. •. ·, •. , 

action as well. Brooks and Warren ( 1979:6) also believe that in order to be successful 

a story must form a unity. This means th~f}~e most emphasised element (i.e. 

character) must be integrated with the other elements (namely :action and theme). 

One may conclude by quoting the following remark by Brickell ( 197 4: 111) on the 

difference between the sketch and the short sfory : 
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The distinction is not at all difficult to make 
since the sketch is static anC'I the short story 
dynamic. 

(My emphasis:BNN) 

By "dynamic" it is understood that in a short story there is always something new 

happening, whilst in the sketch life is presented in a more static form. " A character 

is capable of being moved, and is moved, no matter in how slight a way" (Hills, 

1987:2). 

2.3.4.3 The relationship between the short story and the drama 

In the preceding sections it was illu tr t 
of narrative art. In this section the r 

s ort story forms part of the genre 

en the short story and the drama 

will briefly be considered. The 

performing art. Shipley (1970:89- ays : 

. 
D • 1~ ~P.Jtr~~,~~~~b ram 1 . . . :rAfil"~J.11i1-1r11rJ'.,TA y 
the actorsTto~r?1r-ri'li-n ttl:~it:mm!ei.O.W. it 
designates a play written for interpretation by 
actors. 

genre, namely, 

In spite of the fact that these two art forms belong to two completely different genres, 

they still have a number of literary features in common. One of the most important 

common denominators is that of character delineation. Fredette (1994:32), for 

instance, writes : 

Every story or novel you read and every film 
or play you see depends, in scene after 
scene, on the writer's or actor's . ability to 
create characters that hold a place in your 
memory. 

From this excerpt it becomes clear that the short story and the play have something 

in common in that there are characters involved. Another common denominator is that 

of dialogue. It is evident that this feature plays an important role within both genres. 
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That is why Yelland et al. (1980:47) say that in the short story dialogue is used as" ... 

the medium for portrayal of character whilst continuing to play a part in the 

development of the plot. In drama it goes hand in hand with action, or takes the place 

of action entirely." 

Perhaps the most important literary feature, however, shared by these two literary 

forms, is that of dramatic unity. Stone et al. (1983:9) cite Pritchett, for example, who 
states that" ... every short story is a drama ... " This means that the short story largely • 

displays the qualities of drama. 

In this regard the modern short sto and the modern one-act play in particular have 

_a variety of features in common. aa..L"-,,~ IW-l.ia:.ir.v~ t p orth (1954:1 2) says that it is the 

aim of both art forms " ... to show t e ...------..._,_........,__ r in the glare of the footlights for 

a brief space of time." The fact t a ti!~g1~ for instance, normally have few 

characters and the reader is enco ____ ,- ~ r~_ ... _..,., strictly on the main character, 
proves that the short story and the one- ay are closely related to each other. 

Other common qualities a • • • s ,t ·. , no subplot; a dramatic 
. 1 . d f .ft Toaether in Rxcellence . d . 1 1 smg e ep1so e; very ew, sw1 ancr conaensecr scenes; precise an s1mp e anguage 

and maximum unity of action. 

It is evident, therefore, that these two literary forms are closely related to each other. 

The only basic difference between them lies in the fact that the short story projects a 

chosen life image in narrative form, whilst the drama projects it in the form of actors 

on the stage. 

2.3.4.4 The relationship between the short story and poetry 

As in the case of the preceding discussion on the relationship between the short story 

and the drama, the short story and the poem also belong to two different literary 

genres. Whilst the short story (as already stated) belongs to the genre of narrative art, 

the poem belongs to the poetic art genre. The difference between these two genres 

lies, in particular, in style, i.e. in the way the author communicates his ideas to the 
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reader. Shipley (1970:245) puts it as follows : 

Prose communicates (or expresses) only roughly 
and cumulatively and without finesse, in poetry, 
there is more precise, more compressed and more 
highly charged expression or communication, 
wherefore poetry can express or communicate 
much that prose cannot. 

From the above excerpt it is noted that the difference between· prose and poetry is 

mainly that of effect. It is, therefore, true that some critics today regard the character 

of meaning of a poem as unlike that of the meaning in a piece of prose. Shipley 

(1970:244) therefore, comes to the conclusion that prose is ordinary speech whilst 

poetic speech is extraordinary. 

Within the literary context, however iJ.n ~'-''Y1'\,li; .•.r:1eri1avs, be unwise to over-emphasise 

the above-mentioned differences. comes to the 

conclusion that : . 
Some s ~ -'nf'1-WIS)VP.P' Dfle~ue- fend 
poetry so TffJ £.L,.~A,'l~ '=1~ 

become blurred. 

The poetic elements to which the short story writer has access are imagery, 

symbolism, tone and devices of sound (Cohen 1973:60-62). This means that most of 

the resources of the poet are available to the short story writer. 

The basic stylistic aspects of the short story will be discussed in Chapter Five of this 

study. In that discussion it will be shown how the short story writer normally presents 

his story in accordance with the principles of linguistic economy and conciseness. It 

is evident that the short story is stylistically closely related to poetry, -as the essential 

brevity and structural unity of the short story are manifested in the way that the 

narrator expresses himself linguistically. That is why O'Faolain (1948:151) regards the 

typical style of the short story writer as " ... the language of poetry, magnificently taken 

over by prose." Barrows, as quoted by Botha (1978:144-145), also states that: 
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. . . the short story, as a result of its brevity, 
has available to it an intensity that resembles 
the intensity of poetry. 

2.4 THE XHOSA SHORT STORY 

2.4.1 Introduction 

In the introduction to this chapter (see 2.1 ), it was pointed out that the work of the 

Xhosa author can only be understood properly when evaluated against the background 

of African Literature. In this section therefore, attention will be given to the historical 

development of the Xhosa short sto within the broader context of African Literature. 

The basic literary features of this gieru~~ltU~aJ-$'! attended to in this section. The 

chapter will be concluded with a bri 

question of literary norms which sh 

short story. 

2.4.2 Development of th • terf 

ebate which -is in progress on the 

o an African art form such as the 

ture 
Together in Exce ence 

Short story telling in the form of traditional tales is an old and established art in Xhosa 

culture. It is customary for women in traditional society to narrate tales to children 

around the fire in the evening. Originally tales were not recorded as was the case in 

other societies such as Hebrew and Indian societies but were mostly preserved in 

memory. Mtuze (1986:12), therefore, states that" ... short story telling is not foreign 

to the Xhosas ... although it took so long to evolve and develop." 

It was only after the mid-19th century that Xhosa narratives started to appear in print. 

Some of Tiyo Soga's stories, for instance, were pripted in INDABA (established in 

1862), whilst others were published in IMVO ZABANTSUNDU (established in 1884). 

In 1906 Gqoba's compositions from the late 19th Century were preserved and included 

by Rubusana in his ZEMK'IINKOMO MAGWALANDINI, whilst in 1935 a few ofTiyo 

Soga's compositions were included in Bennie's IMIBENGO, which is an anthology of 

prose and poetry. One could mention a very interesting short story, UGxuluwe 
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nabaThwa (1935:32-36) 1 which is one of those also written by Soga. 

Whether these early contributions did, in fact, qualify as short stories, is debatable. 

Herdeck (1973:512) for instance, describes them as "folktales", whilst Mahlasela 

(1973: 10) describes them as a mixture of essays and short stories. 

Mtuze (1986:12), on the other hand, is sceptical of the wisdom of evaluating Xhosa 

short stories on the basis of Western techniques. This could perhaps be the reason 

why Herdeck (1973) differs from Mahlasela (1973) in the classification of the works 

cited above. This matter will be dealt with in more detail in 2.4.4. 

The early Xhosa pioneers of the $EttW~~$;:J!.~1Ji;!.P;t1 

Siwisa, whose collections ISAKH 

of short stories are Sinxo and 

NAMANYE AMABALANA and 

story writers such as Mqhaba and urn - · cam he followed in 1957 and in 1961 

respectively. Mtuze ( 1986: 16-17) presenT--o-~ ord of the development of 
T • • 

the short story from its firs[...("sr·~r~~w·s,-01i;1rHtarcwn!,;t:ja-L1'1:::1 1 .r I these collections, plus 

those that appeared after 19a{0HttlffGt~~'b~fFa~Y~268 of this study. 

From both Mtuze's survey and my own, one notices that almost every year one or two 

anthologies of short stories have been published in Xhosa and this in itselfshows a 

great deal of progress in the development of this unique and interesting genre. 

Mtuze's own contribution towards this genre is even more significant, as he is the only 

modern writer who, since the 1970's, has produced a number of anthologies equal to 

those of Siwisa during the fifties and sixties. It is hoped that in the years to come he 

(and other writers) will produce even more collections as his third anthology SH-S-SH-

H UNGAKHE UXELELE MNTU (1990) has won him a first prize award. It should also 

be noted from the biographical survey (see 1.5.8) that Mtuze has produced an 

anthology in each decade since he made his debut in 1977. 

On average a significant number of short story collections has been produced by 

different short story writers in each decade. This illustrates the rapid growth of the 
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Xhosa short story since its beginning in 1956. Mphahlele (1969:47 4-478) attributes 

this to the fact that Africa does not have a leisured, enlightened class, big enough to 

support the novelist and sustain an interest in this longer literary form among its 

readership. This seems to illustrate a preference for short stories amongst African 
readers. The growing significance of the short story can also be attributed to the fact 

that it permits the author to spill out his/her thoughts in the most direct manner. The 
sense of emergency, the desire to say things that plague one's thoughts, and to 
express one's feelings within a short space of time as soon as one desires, all these 

and other factors, prompted the author to look for a short cut to prose effects which 

are almost impossible to achieve within a novel. 

In this section the general literary e 

briefly. The specific features of thi 

hosa short story will be defined 

attended to in more detail in the 
chapters that follow. The investigation 1 - • section will be based mainly upon the 
research already comple f\Wl.fi:).AL l'ttf~ruE la he Xhosa short story, 

namely, Botha (1978), Sotashf1~s.pgr~~7J ~8flltNff6). Each of these scholars' 
work (and specifically the most important literary features identified by them) will now 

be dealt with chronologically in the paragraphs below. 

The first comprehensive research work to be completed on the Xhosa short story is 
a Master's dissertation entitled 'ASPEKTE VAN DIE XHOSA KORTVERHAAL' 
(Aspects of the Xhosa short story) which was submitted by Botha at the University 
of Stellenbosch in 1978. In spite of certain minor weaknesses which will be pointed 

out later in this study, this work may be regarded as a valuable pioneering contribution 

towards the study of this particular genre. In his . study, ... Botha pays attention to 

aspects of the Xhosa short story such as character, structure, style and narrative view 
point. He bases his observations on an analysis of nine collections which were 

published between 1956 and 1975. Botha (1978) comes to the conclusion that the 

presence of a range of obvious literary shortcomings identified by him in the volumes 
under his scrutiny may be attributed to the fact that the authors concerned are not 
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always fully acquainted with the basic literary principles governing the short story. The 

unsatisfactory literary standard of many of the stories in question may be attributed to 

the fact that the authors do not always possess the required knowledge of the unique 

and peculiar literary nature of the short story as a separate prose genre. His 

conclusion is based on the presence of certain striking shortcomings and defects of 

a basic nature displayed in the volumes under his scrutiny. He mentions, for instance, 

that the stories are generally not imaginative enough and that authors tend to rely too 

heavily on material of a documentary or historically verifiable nature. The fictional 

character of the short story, therefore, is not fully utilised by these authors. 

Pertaining to the portrayal of character, Botha 1978) claims that there are several 
defects which require a considerab e"~._,n~,., . ..,,•'!l~'c~n ri.J:1·" 1>'ilc iticism. Frequently, for example, 

more than one main· character is de cases several main characters 

follow one another during the cours ndency often disturbs the unity 

of the short story. He further claim dominant preference for more 
direct methods of charac • he main boils down to a summarising 
description of the charact ' I:-er.:t:;Je:Ps~&rl'.a ....... .... Tti...l·~""' Q\J.LltRQla~hor himself. As a result 

the indirect methods of portrala9irl ~fifr~"D~~{ f¥88nd and, if present, are used 

mainly for the superficial portrayal of physical action and violence. Significant 

illustration of inner personal characteristics in an intensive and profound manner is 

rare. 

Botha ( 1978) furthermore claims that the key scenes are not properly utilised or 

exploited by the authors concerned. The character, therefore, is seldom presented 

with sufficient opportunity for independent action and dialogue. As a result he/she 

often ends up taking drastic and major decisions without the reader being aware of 
any form of inner conflict, doubt, or fear that might be . experienced at the time. The 

reader is thereby prevented from intimate involvement in the events and the character 
thus largely becomes a stranger to him. 

With regard to structure Botha· (1978) comes to the conclusion that the technical unity 

and concentration of the stories concerned is not always adequately realised because 

43 



 

 

of the inclusion of superfluous material and ineffective selection of events in the story. 

The stories under scrutiny are mostly predictable because of the simple and naive 

nature of their contents. This often leads to a loss of interest on the part of the 

reader. 

During his discussion on style, Botha · (1978) identifies certain positive as well as 

negative features. He cites Moloi (197 4:39) and Gerard (1971 :379) with whom he 

concurs that traditional literature has played a positive as well as a negative role in 

influencing the authors concerned regarding style. The positive influences identified 

by him include matters such as idiomatic expressions, imaginative use of language, 

imagery and repetition. At the same time he feels that the styles of the authors 

_poncerned have been influenced 

injudicious sentence construction, u 

according to him, has contributed to tneuurNIIJan 

in these stories suffers whilst in mo 

. 

tendencies such as weak and 

nd exaggeration of events. This, 

of the stories concerned. Unity 

is also affected by this. 

As far as the narrative vi . i(l e , fi '0veals that most Xhosa 

short story writers use the exteTn~~,H-~fijUJfli~6{~Pihepresenting the story content. 

Despite the wide range of possibilities which this narrative viewpoint offers for 

character portrayal, it is not always utilised effectively by the Xhosa authors Botha has 

considered in his project. Botha claims that most of them do not make sufficient use 

of their status as omnipresent and omniscient story-teller in order to thoroughly probe 

the inner personality of characters and to portray the same within the story. Most 

authors do not camouflage their presence adequately and tend to reveal their 

presence as story-tellers in the story by intervening with commentary of a personal 

nature about the course of the story's events, and by the maintenance of an informal, 

conversational tone containing rhetorical questions, while sometimes the reader is also 

addressed directly. 

Despite the above-mentioned shortcomings, Botha (1978) has not overlooked the fact 

that there are writers like Jordan who, in certain respects, attain a higher literary 

standard than that of their fellow-authors. Although some of the shortcomings 
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discussed above are also evident in Jordan's work, their presence is much less 

noticeable. Although not all of the prose sections found in his volume KWEZO 
MPINDO ZETSITSA (1974) can be classified as short stories in the true sense of the 

phrase, it is nevertheless clear that the few that can be so classified are generally of 

a remarkably high literary standard. 

Botha (1978) concludes by saying that in his view there is a necessity of successfully 

combining both the traditional and modern literary forms in order to improve the literary 

level of the work of Xhosa writers. 

Sotashe's research on the Xhosa short sto entitled THE ART OF D M JONGILANGA 
: A STUDY OF HIS SHORT ST .. -~~ l- ._... a arms part of a research project 

towards the Honours degree at the U • ersit o Hare. Although it is only a mini-
v10E I 

dissertation and therefore not as co EN • s that of Botha (1978), it still makes 

a valuable contribution towards the ref fiis-P, rticular topic. In his study Sotashe 

(1979) pays particular attention to AP PHAYA (1973), a collection of short 
stories written by the wel • • tM if ii . ein the different sections 

f th. t d tt t· . . Toaethertin Excellen
1 
ce h t .1• 1 o Is s u y, a en I0n Is given tO'aspec s sucn asp at, c arac er, mIIeu, anguage, 

style and theme. Sotashe (1979) comes to the conclusion that the modern short story 

in all languages has its roots in folklore and in religious material. The influence of the 

early narrative is therefore discernible in many modern short stories (Sotashe, 1979:4). 

In his view, the influence of tradition is unavoidable and he therefore focuses on that 

phenomenon in his study. For example, the influence of folklore is clearly discernible 

in the depiction of character. In Jongilanga's stories the main character often has only 

one facet or side, i.e. he possesses only either good or bad personal features. As in 

the case of traditional literature there exists, therefore, a strong tendency towards the 

polarisation of character in Jongilanga's stories. There. is often an abrupt and weakly 

motivated transformation of character. With regard to the aspect of theme, Sotashe 

(1979) has discovered that when the narrator addresses his readers, he appeals 

directly and openly to their sensibilities. He has also discovered that the narrator often 

lauds the heroic and virtuous whilst castigating or denigrating the villainous characters. 

The author's approach to his subject is didactic and the theme is explicitly shown. As 
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far as milieu is concerned, there is less detailed description of the physical 

environment or social life where events and incidents take place, as these are only 

briefly mentioned. Sotashe (1979), however, also mentions that as far as the stylistic 

features of Jongilanga's stories are concerned, the language is natural and 

characterised by conventional expressions such as interjections, ideophones, idioms 

. and proverbs. • The most prominent stylistic feature of traditional stories (figures of 

speech) is also used by the author to enliven the utterance and to present the events 

in a realistic manner. Dialogue is mainly used to verify conflict between characters in 

the stories and plot is based largely upon conflict between one party and another. 

Mtuze's Masters dissertation entitled SIWISA'S SHORT STORIES : A CRITICAL 

APPRAISAL, which was complete of South Africa in 1986, may be 

regarded as the most recent co ~...---..._ he study of this Xhosa genre. 

Although this study is already mar , .,!~~~~•~a~D':ll~rm , it still provides valuable insight 
into the particular features of th his study Mtuze ( 1986) pays 

attention to the difference between the story .and essay and to the important 
literary aspects such as t • i c f , t F aracterisation, conflict, 

plot, style and language. Mtu~g~fllr{sfflftWef~~~~ short story is based upon a 

study of the collections NDIBUZEN'AMATHONGO (1983), IZIMANGAZALO MHLABA 

(1975) and AMABALI ANGEMIGl)DU (1962) published by a well-known Xhosa author 

and pioneer of the Xhosa short story genre, Siwisa. In his brief survey of the 

development of the Xhosa short story, Mtuze mentions the fact that the Xhosa short 

story writer uses the Western literary devices as a basis of the writing but has become 

sceptical of the wisdom of applying these techniques too rigidly to African literature. 

They instead are 11
••• trying to discover the African way of expression. 11 (Mtuze, 

1986:13). This view is confirmed by Satyo (1981 :25), citing Ziervogel, who argues that 

modern Bantu literature is developing forms. of its own which are neither strictly 

European nor strictly traditional. Therefore, according to Mtuze the Xhosa short story 

writers tend to comment directly in their narratives (in other words, the narrator-

commentator is a typical feature of the omniscient story teller which is employed in the 

Xhosa narrative). Mtuze (1986:25) cites Abrams, who describes the narrator-

commentator as " ... the intrusive narrator who not only reports, but freely comments 
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on his characters, evaluating their actions and motives and expressing his views about 

human life." Mtuze claims that the narrator in this way interrupts the story from time 

to time. 

Digression (use of extraneous material) is another feature noted by Mtuze in the 

Xhosa narrative as a part of the African epic. Mtuze (1986:27) agrees with Kuse, who 

claims that this phenomenon cannot be eliminated from the Xhosa narrative, but 

should be controlled so that it does not assume a life of its own and become 

independent of plot and theme. 

Concerning characterisation Mtuze notes that the direct description is the commonest 

and most popular in the Xhosa sho s s'-'\""".....-,-•-.a,c1 :m , therefore, that direct comments 

and subjectivity are part of the X ________ he naming technique, which is a 

result of the influence of the folkt i ant in the Xhosa narrative. The 

Xhosa writers also prefer to use ex i.e. concentrating on the physical 

actions and dialogue of their characters . 
University of Fort Hare 

Toaether. in Rxcellence. . . With regard to plot, Mtuze stale!' tnal the XF1osa narrauve lacks urnty owing to the 

presence of authorial comment. There is also a lack of tension in the Xhosa narrative 

because causality does not always play an important role and because the writer 

tends to concentrate on a number of separate issues, which results in a number of 

episodes or incidents being presented by the author within the same story. In the 

Xhosa narrative there is a tendency to summarise key scenes whilst the less important 

ones are dramatised. The Xhosa writers are preoccupied with themes of superstition, 

crime and deviant behaviour. 

Commenting on Siwisa's work, Mtuze (1986:28) comes to the conclusion that the most 

important factor that should be kept in mind when analysing or evaluating Siwisa's 

short stories is their level of development and role of the time factor. People should 

not equate them too rigidly with their modern counterparts. As one of the pioneers, 

he belongs to the first fifty years of development of Xhosa literature and should, 

therefore, be respected ·as he had no established tradition to guide him. Mtuze also 
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concedes that Siwisa, like most African writers, uses the Western literary format as a 

broad base of reference. He further states that the frequency of departure from the 

Western norm points to the emergence of an African art form which draws its strength 
from the African background and from the Western tradition (Mtuze, 1986: 129-130). 

With regard to Siwisa's stories, Mtuze concurs with Groenewald (1985:3), who is of 

the opinion that African literature must assert the African presence without becoming 

African at the expense (sic) of being literature. Siwisa's stories, therefore, are an 

important contribution to the study of the subgenre and to Xhosa literature in general. 

Although the Xhosa short story does not adhere slavishly to the structure of its 

Western counterpart, this does not mean that it lacks structure (Mtuze, 1986:124). 

estern criteria on the short story, 

sion and also tend to stifle it. 

is a difference between African 
\...l!:;~~~~ mode of cultural consciousness 

Like Palmer (1972:2) Mtuze reject 

maintaining that they are foreign t 

Ngcongwane (1981 :3), also confi 
literature and Western literature 
expressed by each is a different one. Mt ncludes by saying that Western criteria 
should not be discarded~ it r :ii a lib~l'i'iil""il dhtrd'JIHE:be avoided at all costs 
(Mtuze, 1986:131 ). Together in Excellence 

In the preceding paragraphs, the research of three eminent scholars on the Xhosa 

short story was briefly analysed and their findings were discussed on an introductory 

basis. The work of the first scholar, Botha (1978), is based upon the works of a 
number of Xhosa short story writers and most of his findings may therefore be 

regarded as valid and representative of the genre as a whole. The research of the 

remaining two scholars, on the other hand, is based on the work of individual authors, 

namely, Jongilanga and Siwisa respectively, and are therefore of a less inclusive 

nature. Nonetheless, the findings of these two scholars may. also be regarded as 

equally representative of the short story genre in Xhosa, as both short story writers in 

question are widely acknowledged as eminent Xhosa writers who produced not only 

short stories but other works of literature such as novels, dramas and poetry as well. 
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From the above analyses it has become evident that the Xhosa short story possesses 

various interesting features. As far as style is concerned, idiomatic language is often 

used in the Xhosa short story. This is largely attributable to the fact that proverbs 

normally represent a complete argument that cannot easily be denied. Moreover, it 

contributes to brevity when information can be imparted to the reader in ways that 

avoid circumlocution. Various forms of imagery are also found in Xhosa short stories. 

The authors often use them in order to convey vague and abstract concepts to the 

reader by relating them to phenomena of a more familiar, everyday nature. 

Phenomena of a rural traditional kind could, for example, ·be used to indicate an 

author's attraction to the rural way of life. Metaphor and personification are also found. 

ldeophones are another feature used for the most effective and economical portrayal 

of the content and atmosphere of t • it , therefore, is one of the salient 

features of these short stories. 0th --------.....----..... €J suggestiveness, implication and 

subtleness, although those who fail t~:=V~ ~~~!!lttl;:iitl'~M~U1ese, often criticise Xhosa writers 
because they fail to grasp the true expression . 

. 
With regard to characteris J ,,rn7 ~ J.. b VUJJ~nte!-ftSLl~ Fltt"tVtO play an intrusive role 

t t t J'oaether .in Excellence f . d" t h t . t· as commen a or-narra ors, w, ,1ctY mm1m1ses ev,aence o m tree c arac ensa ,on. 

Satyo (1981:80) says, for example: 

Other key aspects of this literary activity are: 
the commentator-narrator and his special 
rhetoric whose structural design has an 
unmistakable bias towards the goal that will 
have been clearly set out in the introduction 
to the given work. Through this especially 
structured rhetoric, the commentator-narrator 
maintains a happy balance between the ideal 
situation of the set of principles and the 
corrupted model. 

Character portrayal is mostly by the direct method, and as a result these stories are 

often difficult to believe and accept. There is also a tendency to summarise the key 

or most important moments,. instead of exploiting them for the sake of interest and 

understanding. The naming technique is prominant in the Xhosa short story through 
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the influence of the folktale. 

With regard to the structure of the Xhosa short story, various weaknesses may be 

identified. To some short story writers it seems as if the difference between the short 

story and other related genres is somewhat vague, with the result that texts which 

could be classified as essays, folktales etc. are often included in short story 

collections. In Xhosa short stories there is often superfluous material which results 

from poor selection of characters and events. This generally adversely affects the • 

build-up of tension and the reader tends to lose interest in the story. Some Xhosa 

short stories are extended in length because of the inclusion of extensive and romantic 

descriptions. Illogical and unconvincin interrelation of events is another weakness 

that is identified in Xhosa short sto i 

As far as the narrative viewpoint is c 

by an external story teller. The first p 

short stories are mostly narrated 

viewpoint is seldom encountered 

in these stories. As already stated abo I te external narrator tends to interfere 
unnecessarily during the • • e . ort Hare 

Together in Excellence 

In Xhosa short stories, themes of a social nature are mainly dealt with. This includes 

social phenomena such as crime, drunkenness, married life, superstition, customs and 

tradition. It is evident that the Xhosa short story writer is deeply involved in matters 

affecting his community. Mzamane (1975:253) affirms the notion that African society 

cannot afford the luxury of art for art's sake. The communities are faced with pressing 

problems from which no writer can afford to divorce himself. The writer, therefore, has 

a social commitment in his society which can be unveiled effectively through 

imaginative and critical writings. Unfortunately, the successful presentation of the 

thematic component is in some cases harmed by the unnecessary tendency towards 

moralisation and didacticism. Rather than presenting his material in a sober and 

objective manner for the reader to interpret independently, the author often prefers to 

• influence the reader and to overemphasise the negative or positive results of the story. 

Botha (1978:190), for example, cites Sobukwe; who in his review of Sinxo's collection 

of short stories ISAKHONO SOMFAZI NAMANYE AMABALANA (1958) comments as 
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follows: 

"Both stories are in the true Sinxo tradition. They 
are bound in moralisation, as they needs must, if 
the author is to carry out what he considers to be 
the sacred duty of an author : 'To preach, not only 
from the church pulpits, but from the pulpits of the 
world, to a world congregation." 

Finally, it is evident from this discussion on the literary features of the Xhosa short 
story that there exists a narrow relationship between the Xhosa short story and 
traditional literature. Botha (1978), Sotashe (1979) and Mtuze (1986) have all 
identified some shortcomings in the Xhosa short stofY, which, in most cases, are seen 

as the result of this relationship. et-t1l8P-ffl.a~&~re real 'weaknesses' in the African 
context needs further investigation. 
more detail in the section that folio 

In the preceding discussion, the most im ant literary features of the Xhosa short 
story were identified andl.J • • a ·n • s. In the chapters that 

. Toaether in Excellence . . follow the short stones of Mtuze wrlI oe analysed w1fh a view to estabhshmg the extent 
to which his stories possess the basic features of the Xhosa short story as outlined 

above. The manner in which Mtuze's work either conforms with or deviates from the 

established Xhosa short story tradition will therefore be determined and his 

contribution towards .. Xhosa literature will thereby be examined critically. 

2.4.4 Debate on the validity of literary criteria 

In the previous section certain 'weaknesses' concerning the literary quality of the 
Xhosa short story were identified. It appears, however, to be a point of serious debate 

amongst literary scholars whether these features should indeed be regarded as 
'weaknesses', because of differences in cultural background which exist among 

authors all over the world. In the paragraphs that follow, the debate concerning the 

validity and applicability of a specific set of literary criteria within a particular cultural 

environment will be addressed. The aim of the discussion is to determine the extent 
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to which criteria which are not necessarily indigenous to the African cultural milieu may 

or may not be applied in the evaluation of African literary works. 

It appears as if some -critics are in favour of a model for the criticism of African 

literature which is quite strongly based upon the Western model. These critics base 

their views upon the fact that Western literature has come to Africa as a completely 

alien phenomenon, which implies that certain basic concepts and abilities must firstly 

be mastered by the African author. lrele is one of the scholars who are inclined 

towards the application of Western norms. In his article In Praise of Alienation 

(1992:201-224) he seeks to defend the Eurocentric approach through a description of 

the term 'alienation'. He displays an awareness of the fact that the Africans' historical 

experience has been shaped by Eu o . s , showing that Africans have come 

a long way from imperialism to ind pe I ele the theme of alienation as an 

existential predicament runs thro Ii erature, inspired by the colonial 

experience in one form or another. rds, lrele (1 992:202) writes: 

~n,~~•.e11-ct .. .;.o f o t .i- r:>D!LO\,:ZU"'C!Able 
nature of ·m ~ lmecrmpact of 
Europe has effected in our midst and which 
are so extensive as to define the really 
significant frame of reference of our 
contemporary existence. The traditional 
pre-colonial culture and way of life continue 
to exist as a reality amongst us, but they 
constitute an order of existence that is 
engaged in a forced march, in a direction 
dictated by the requirements of a modern 
scientific and technological civilization. It 
also happens to be the case that Western 
civilization, at least in its contemporary 
manifestations and circumstance, provides 
the paradigm of modernity to which .. we 
aspire. 

This awareness of the influence and presence of European civilisation in Africans' lives 

implies an acceptance of Western standards of living. lrele further says that the 

,.standards of the Western world should not be rejected on the premise that Africans 

''do not belong there, because they are partly influential in the development of the 
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Western culture. He then encourages Africans to utilise these standards in order to 

analyse and understand their own African culture. lrele, therefore, supports a 
sociological approach in the use of Eurocentric criteria for the evaluation of African 

works of art. 

An acknowledged critic such as Groenewald has also addressed this aspect of literary 

criticism in the African context. Groenewald seems to prefer the term 'universal 
criteria' as also used by lrele. Groenewald is strongly inclined towards the application 
of the African criteria in the evaluation of the African literary text. Cited by Van der 

Poll (1981 :2) he tends to regard localised criteria or 'material elements' (cultural 
elements) as supportive of or su but not unimportant) to the universal. 
Groenewald's views have, howev r, , ~ 1t:u1l11-'\\.IJ..a~>,u ed by other scholars of African 

literature as will be shown in the p 
1_.,;~~~ 

Palmer ( 1972:x) proposes that Afri ... ~ .--~ rm to conventional western criteria 
rather than evolve a different sort of cri , • , saying: 

University of Fort Hare 
Even if tl:g9fof~e~/nifrfla'f/l'f,?,~~ls were 
different [from European ones], this would 
not mean that a different set of criteria 
should be evolved for their criticism ... Since 
we are still concerned with the same genre, 
the same criteria should still apply. To allow 
different critical criteria is to provide 
loopholes for mediocrities. 

His approach is different from that of lrele who champions a purely sociological 

approach to literary criticism of African works. Palmer (1979:9) says that the 
sociological aspect should be coupled with artistry in order to do justice. Although 

some scholars of African· literature are clearly in support· of the application of literary 

standards which are foreign to Africa, it must also be kept in mind that Western ethics 

and values often give rise to literature which differs drastically from the traditional 
philosophies, conceptions and world-views of the Black man. This often causes 
problems for African aythors as they are caught in between the Western and the 
,\?rican set of ethics and values. As a member of the Black community, the Black 
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writer is constantly busy, similarly discovering new facets of the Western way of life 

and digesting them from day to day. The acculturation process thus entails that sundry 

far-reaching changes take place in the literary field also. Hence the black writer often 

finds it difficult to fully comprehend the specific principles on which literature is based 
and to digest them for himself so that he may integrate them in his own work. He is 

often forced to choose between traditional life values and customs and modern 
education, and finds himself in a comprehensive conflict situation that affects all 
aspects of his daily existence. Ziervogel (1966:386) confirms the existence of this 
conflict when he says that the black writer is still largely entangled by African traditions 

and customs on the one hand and by Western values on the other. Van Niekerk 
(1993:11) also confirms that the white world has totally underestimated the power of 
the black world view. Africa accep e~1~ ~ t111n-0'1t e West handed out and imposed 

upon it, and has tried to fit it into th le of its own world view. Traditional 
assumptions, sometimes apparentl 

degree. 
e been retained to a remarkable 

In Africa today creative w tfi • 1 I • ™"9 f ltaAi~'"1 • literary traditions of the 
Toaether m,Excellence . past as regards both form ana content (Gerard H}71 :39). Before the arrival of the 

white man in Africa, the indigenous inhabitants did not exist in a literary vacuum. 
Even then there was an own inherent literature in an oral form among the different 
peoples of Africa. 

Chinweizu et al. (1980:32) espouse a view of the Eurocentric critics which is a 

preconceived notion against the oral form and which manifests itself in the claim that 

whatever there was in the African narrative tradition has had a negative influence on 

the African novel, contaminating it with the deficiencies of the oral medium. The 
Eurocentric remonstrance is that African literature is bad.because it is oral and the 

European narrative is good because it is in written form. For Africans, therefore, to 

break through this boredom, they must mimic European narratives. Some scholars 

of African literature felt, therefore, that literary criteria, more indigenous to Africa, 
should be applied in the evaluation of the African literary text. 
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From the discussion above it has become clear that Eurocentrics adopt a position of 

unwarranted presumption that in order to qualify for inclusion in one category (genre) 

or another, an African literary work must conform to the rules or criteria developed 

within the European tradition. They feel that if it does not, it is problematic (Chinweizu 

et al. 1980:17). 

Unfortunately these views of the Eurocentric critics has had an adverse effect on some 

African writers. This factor, combined with imperialism over the past decades, has led 

to the active repression of African literature and to the persecution of writers, artists 

and scholars in several African countries. Basically, this has to do with the class 

character of the national leadershi . The African bourgeoisie that inherited the flag 

from the departing colonial pow r 

imperialism. That is, it was a a 

bourgeoisie in the colonizing countr 

mental outlook, their attitudes towar 

towards their own languages, towards e 

• • t d within the cultural womb of 

a mentality, an outlook of the 

fter they inherited the flag, their 

cieties, towards their own history, 

·ng national, tended to be foreign; they 

saw things through eye il • ~' • it ~W,V,LRi/ian bourgeois mentors. 
(Ngugi wa Thiong'o 1984: 1 O)_Together in Excellence 

Having a full understanding of the trite ideas espoused by the Eurocentric critics, these 

African critics felt that it is within their ambit to rectify these proportions. They reject 

the Eurocentric norms which they claim are imposed and forced on them. Certain 

African critics strongly emphasise the fact that African literature has characteristics 

exclusive to itself. For instance, Van der Poll (1981 :2) cites Jafta who emphasises the 

peculiar character of Xhosa drama, and Larson who in turn emphasises the peculiar 

character of African literature written in English. Instead of slavishly applying the 

Western norms, they desire special criteria to be applied when evaluating their work. 

Chinweizu (1984:13-14) claims that African literature and scholarship ought to be 

written from the centre of African experience and for the illumination of African life. 

He goes on to say that "the international scholars may, of course, say whatever they 

want about our literature, but we reserve the right to throw out ninety percent or more 
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of what they say if we feel that that position has no relevance to our lives." 

African literary scholars like Ngugi in MOVING THE CENTRE: THE STRUGGLE FOR 

CULTURAL FREEDOMS (1993) and Ndebele in REDISCOVERY OF THE ORDINARY 

(1991) believe in shifting the base from which to view the world from its narrow base 

in Europe to a multiplicity of centres. Both believe that knowing oneself and one's 
environment is the correct basis of absorbing the world and that there could never be 

only one centre from which to view the world but that different people in the world • 

have their culture and environment as the centre (Ngugi, 1993:9). This means that 

they both reject the fact that the great tradition of European literature should define the 

world view and reposses Africans of their ima ination. Ndebele goes to the extent of 
_ accusing South African writers in E g '° {1. r occupied with urban culture only, 

whilst there is a lack of interest i 

recreation of rural life. He then a 

nature of South African society in 

uch compelling and imaginative 

m N'Rl'\ISPlllHm n~ new ways of understanding the 

lue of the South African response 

to it and how this response extends the • ons of their literary culture. 
University of Fort Hare 

lyasere (1972:34-36) cites J'JJfJfrFfc~h iBrlfJftjke?fcftally reject Western criteria~ 

Okpaku insists that African literature belongs to the Africans and should therefore 
evolve their own set of aesthetic standards. Both Okpaku and Melone according to 

lyasere (1972:34-36) are doggedly certain that Western aesthetic and critical 

standards are invalid for an analysis of African works. This implies that the forced 

application of these criteria stifle the normal development of African literature. 

As far as the question of universality is concerned ( as addressed by Groenewald 

above), a critic such as Elliot (1965:55, 56) also thinks it might be helpful to challenge 

and remind the Eurocentrics about the question of universality, saying : 

Universality can never come except through writing 
about what one knows thoroughly ... And, though it 
is only too easy for a writer to be local without 
being universal, I doubt whether a poet or novelist 
can be universal without being local too. 
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While a work of art must satisfy certain universal requirements, according to Msimang 

(1986:206), there is no disputing the fact that such work will always contain subtle 

nuances which cannot be fully appreciated unless the critic is acquainted with the 

cultural background and the view of life of the people who are depicted in such a work 

of art. Wright (1966: 108) concurs when he emphasises that the knowledge of the 

cultural background is necessary for a better understanding of Black literature. 

Groenewald (1978:66-84) also confirms the possibility for African literature to have 

exclusive characteristics but emphasises the fact that African and universal criteria 

should not clash, because the author ought to develop local ideas whilst always 

bearing the basic literary principles in mind. 

Belonging to this category of mediat 

AFRICAN LITERATURE (1989) cl i 

aesthetics are not a true reflection f 
these authors to colonial education. 

in his work THE THEORY OF 
i ws of the authors of traditional 

s because of their exposure of 

etics cannot therefore, be the 

sole criterion for determin· ican literature. Amuta's suggestion is 
that the only valid theory i Ll1'~nr-~, F 11 tr--n+·"I. ..... Pll~ that will combine both 

traditionalist and formalist the&?~~t'w, ID~~fN/irr~tggests that this combined 

theory be referred to as the Dialectical theory. 

From the above discussion it can be concluded that whilst the Eurocentrics claim that 

Western standards are appropriate to African literature, it is believed that African· 

literature cannot be defined in terms of Western literary standards only. When the 

Europeans came to Africathey neglected the otherness and subsumed sameness of 

works, and consequently African works were evaluated and often found to be of an 

inferior standard. In reality it is the notion of canon that is used to evaluate the 

standards of African literature that results in .. an .. unacceptably. biased evaluation of 

African literature. On the other hand, it has been observed that responsible critics of 

Western literature do not always agree with regard to their views on a particular 

literary principle. For example, literary critics often differ in their views on the 

handling of the time element in Shakespeare's works OTHELLO and HAMLET 

(Chinweizu et al 1980: 106-107). Another aspect in question is the use of the English 
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language, which, according to Palmer (1972:xiv), Joyce and Virginia Woolf have 

handled differently. 

Having cited reasons given by Eurocentrics who are in favour of the application of 
solely Western criteria in the criticism of the African text, it should be noted that 

although they agree on certain aspects, they also seem to differ on others. lrele, as 
already mentioned above, champions a sociological approach, whilst Palmer (1979:9) 
believes that the sociological aspect is inadequate on its own and should, therefore, 
be coupled with the principle of artistry in order to do justice to the act of criticism. 

On the other hand Afrocentrics believe that a thorough knowledge of the traditional 
background is of vital importance in tf-l~'""' ... ¥t"il'.'m/ f he African text. Mphahlele 1, for 
example, claims that African writers aF , in to their oral beginnings and 

this can be seen in their use of th I supporter of exclusive African 
norms, Mphahlele states that the c of vital importance in African 
literature and so African • their own critical standards as African 
literature does not corres t~._..,...,,. • ~estern literature. It is, 

therefore, unfair to impose so1e1f We~,~frf s\~~'ial1gf{xfrican literature because they 
are insufficient and fail to make provision for all the facets of African literature. 
According to Mphahlele, literature should be looked at as a socio-cultural document, 
a document which contributes to the history of feeling, and as such its language 

should be looked at quite differently. Critical standards indigenous to Africa should, 
therefore, be applied in the criticism of African works. This serves as an opportunity 
for African writers to search for their identity because "the dominant function of 
literature is that of self expression" (Mphahlele)2. 

Van Niekerk (1993:78) cites.Van derHooftwho, .in an. interview, admitted that black 
poets are protesting against the whole Western culture which coldly analyses 

1 Interview which was held at the University of Fort Hare TV Studio by the 
Department of English and Comparative Studies on 15 August 1996 

2 Public lecture by Mphahlele at the University of Fort Hare on 12 August 1996. 
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everything in a rational manner and takes it apart. In other words the Western 

approach is a violation of the primeval experience of oneness. Black writers, in his 

understanding, are searching for African identity because they have experienced 
problems with the Western world and it is therefore time for Westerners to start 
realising that there is such a thing as an African perception or an African experience 

of reality. Van Niekerk (1993:111) furthermore states: 

We must all remain alive to a greater reality 
that challenges and transcends each and 
every culture, be it Eastern, Western or 
African... Many things in our civilization 
which we accept without questioning look 
different if we • an entirely 
other view of lifi t 

phasis BNN) 

Both the black writers' search for ide t~ ~ m~e lisation by the white world of the 
existence of African experience could p y a major role in constituting a hope 
for reconciliation and for s f ·P1ges that are otherwise 
indeed formidable. Mphahlele,1' • -1:tr ~¢993:3), states : 

In Africa's case the challenge arises from the 
invasion of our traditional values by Western 
values. Modern African literature is all a 
product of the encounter and fusion between 
two sets of cultures ... It seems to me a 
writer in an African setting ... must strive 
towards some workable reconciliation within 
himself. It is an agonizing journey. 

In conclusion, the approach that is regarded as most suitable for this project is the one 
that integrates both the .Western . and . the .traditional .. literary. criteria so as to 

acknowledge the unique character of African literature that would take into account 

both its originality and its creativity. This approach is chosen in order to escape the 
dominance of the Western criteria on the African text as these two forces are 
complementary and should depend on each other in the evaluation of the African 
literary text. "An approach of this nature is a challenge that calls for the best creative 
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thinking of Africans as well as non Africans... fuelled by the right attitudes and 

fearlessly willing to explore differences which are all too easy to deny." (Van Niekerk, 

1993:12) 

In this study the literary views of acknowledged scholars of western origin will be taken 

into account in the study of Mtuze's work. At the same time, however, the Africanness 

of these texts will be fully recognised and studied along with the views of well-known 

African literary scholars. 

2.5 CONCLUSION 

The aim of this chapter was to provi e iew on the short story in general 

and on the Xhosa short story in pa i@ done by firstly tracing the origin 
I IN and historical development of the sh , his survey it was discovered that 

the short story is one of the oldest which means that it is as old as 

man's history and can be traced back to • nt times. The earliest narratives were 
originally referred to as "tal ·~ • •9 Jt lt i tA""'"~~Af'lrt story developed and 

. Toaether in Rxcellence began to emerge m the 20th cenrory, wnere 71 was referred to as the short story for 

the first time. 

In the ensuing sections, the literary nature of the short story was clearly defined and 

found to possess literary features which make it an independent literary genre. Its 

uniqueness results from its essential features, namely, unity, economy and 

compression. These features were briefly discussed and defined. It is worth noting 

that the short story is not merely short as the name suggests because its action is 

inherently small, but rather because the author has chosen in working with an episode 

or plot to omit certain of its parts. Its uniqueness is, .therefore, . noted by comparing the 

short story with other genres such as prose, drama and poetry. In this comparison it 

was discovered that the short story is closer to poetry than to any of the other genres. 

The characteristics of the Xhosa short story also received attention in this chapter, 

since this study involves the Xhosa short stories of a particular Xhosa writer, Mtuze. 
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In this section the historical development of the Xhosa short story was surveyed. It 

was discovered that there were some so. called Xhosa "short stories" written prior to 

the second half of the 2oth century about whose classification there is still debate as 

to whether they are short stories in the true sense of the word. The first proper Xhosa 

short stories appeared in 1956, written by pioneers, such as Sinxo and Siwisa. Much 

progress had been made up to the present. It was also discovered that the Xhosa 

short story possesses its own unique set of literary features which according to some 

critics, resulted from the influence of African tradition. According to the three literary 

scholars (Botha 1978, Sotashe 1979 and Mtuze 1986) on whose studies this 

investigation is based, the Xhosa short story possesses certain interesting features. 

As confirmed by one of these scholars some of these features are regarded as 

'shortcomings' because 

acceptable norms. 

An investigation into whether these a 

esulted from a deviation from 

sses' or not led to a review of the 

debate on the valid literary criteria that s e applied in the evaluation of African 
texts. After the various cri • b I • tn r lysis of the Xhosa text 

. Toaether in Rxcellence . had been looked at, It was suggestea· tnat fof1ne purpose of this study an approach 

be followed whereby the universality of the text as well as its African character be 

acknowledged in a balanced manner. This is the approach which is to be applied in 

the chapters that follow. 
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CHAPTER 3 

STRUCTURAL PATTERNS 

3.1 INTRODUCTION 

Any story deals with action, and action implies change and event. For any proper 

appreciation of fiction it is essential for a reader to appreciate the shape or design • 

which an author as a rule quite instinctively imposes on his work (Leggett 1934:120). 

In other words it is through the framework of incidents that the reader is able to realise 

what the intention of the author is. This "framework of incidents" could, within the 

context of literature, be referred to 

It is the author's duty to develop a i:i plot with effects so prepared for 

and spaced that the audience is k ,,..____ ram start to finish. Yet Shipley 
(1970:241) affirms that " .. . in the 196 me works have abandoned plot for . . 
haphazard happenings O AAli=!~A--lt~ LrErlrTitI'rJ1Llh ,W{Jf~;vof characters, without 

. 7'oaether in Excellence . action." He further says that' ... -sucli unity as tnese works present Is not of story 

structure, but of character or style or mood or intention." From Shipley's affirmation 

one becomes aware that there are authors who present coherent plots, while others 

rather seem to concentrate on other elements of the story. The aim of this analysis 

of Mtuze's short stories is, therefore, to find out more about the structural patterns 

found in his stories and to determine the priority he gives to the development of a 

successful plot structure in his works. 

This chapter is introduced with a more theoretical section, in which the concept of plot 

and its various· related aspects will be .determined as .clearly as possible by given 

definitions, · since plot is one of the key aspects of the short story. This theoretical 

discussion on plot will be followed by a section in which the plot structure of Mtuze's 

stories is analysed. Not all Mtuze's short stories will be dealt with here and attention 

will only be paid to those which are regarded as most relevant for specific arguments. 

This chapter deals, therefore, with the structural patterns of Mtuze's short stories, as 
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the heading indicates. A major part of the chapter concentrates on an analysis of the 

external structure or Macro Structure, where individual facts are grouped into larger 

narrative units. A subsequent part of the chapter_ deals with the internal ·structure or 

Micro Structure, where the manner in which the author combines individual, smaller 

segments of action to form a story, is investigated. 

3.2 DEFINITION OF PLOT 

Abrams (1971: 137) writes : 

The plot in a dramatic or narrative work is 
the structure o • • • these are 
rendered and r achieving 
particular emoti ____ ·c effects. 

mphasis:BNN) 

Fenson and Kritzer (1966:7) regard _____ eaningful arrangement of events. 

(My emphasis : BNN) Wh ifi~ff§i a~~ot is the structuring or 
arrangement of the events in t.-~~ 1-JY, • ner. 

Owing to the different critics' _views about the nature of plot, one notes that plot has 

no standard, fixed definition. On the other hand, most critics agree that plot is 

structure and that structure is the arrangement of events in a particular order. For 

example, Day (1971 :423) defines structure as : 

... the arrangement of the various elements 
in the story -in order of presentation so as to 
give artistic continuity to the whole. 

Hawthorne (1986:56) agrees with the above-mentioned critics but prefers to use th~ 

term 'organisation'. To him, structure is broader than plot, because" .. . it encompasses 

the work's total organisation as a piece of literature ... 11 and 11 
••• refers to organisation 

and patterning which is the way in which the component parts fit together to produce 

a totality." 
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With the same view Msimang (1986:40) comments : 

Structure in a broad sense takes into 
account the total sum of all the compone11t 
parts of a whole. The whole might be a 
single word, a sentence or language in 
general. 

In this chapter the main concern is with the 'organisation' or plot structure of the story 

and with the governing laws involved. Other aspects such as theme, character and 
style will be dealt with more specifically in the remaining chapters of this study. 

3.3 IMPORTANCE OF PLOT 

Divergent views about the importa iN 1 narrative have in the past been 
I E BIMus 

expressed by literary critics. Grace ( • example, classifies short stories 
into two groups, namely, those with plot and ose without one. In agreement, 

Yell and et al. ( 1980: 148) ·nt QUt that.there o e~tories which contain no plot n1vers1ty o or 11are 
and little or no action. Together in Excellence 

There are, however, critics who feel that a story without a plot is no story at all. For 

example, Hills (1987:80) says : 

It is inconceivable to have a short story 
without plot because we'd then have a 
sketch. 

Fredette (1994: 198-199) also claims that this is 11 
••• a limited field that contradicts much 

of what the beginner has been told about short story writing. 11 He further claims that 
11 

••• the reader may not know the past and future of the characters ... " Both the above 

quotations emphasise the essentiality of plot for the existence of the story. 

At the same time it should be borne in mind that. a story with a well developed plot 

only is often regard~d as less artistic. One could say that it is never there for its own 

sake but mainly to move the character through by action in a meaningful manner. 
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From this point of view one notes that in itself it does not constitute a story and 

therefore cannot be equivalent to the whole story. 

On the whole, plot is neither more nor less important than other narrative aspects such 

as setting, language, theme, character and tone, because they also play a major role 

in determining the meaning, style, atmosphere and other aspects of the short story. 

This means there is no separateness of aspects and one would agree that the theme 

of a successful short story is inextricably embedded in all of its aspects. 

Since the discussion in this section is on the importance of plot in the narrative, the 

following definition of Grace (1965: 139) should be considered : 

It (plot) is a 
unity of impre 
to a climax or 
the conclusio 

From this excerpt it beconlll 0 m-i.•~n·-1a,1.v·nn:", ... ,"~~m 

to write a story with a well-d 

in which a 
mood leads 
sion and to 
is point. 

~~trth ~.Fl l?_l-i~1_)Jessful, the author has 

~~t{ffl'E~<fhis element stimulates the 

imagination and concentration of the reader in that its circumstances must of 

themselves be of interest and artistically acceptable. A short story without a 

successful plot may leave the motive for an act uncertain. It is, therefore, important 

for the sake of clarity for the narrative to have a well designed plot since " ... it gives 

unity, form and purpose to a story" (Yelland et al., 1980:149). 

3.4 RELATIONSHIP BETWEEN PLOT AND OTHER LITERARY ASPECTS 

Having defined the nature and role of plot in the short story, it is necessary to give 

an outline of the relationship between plot and other elements of the story because 

it is obvious that when one deals with plot, one is also dealing with all the narrative 

elements of the story rather than with isolated incidents. Two of these elements will 

now be discussed on an introductory basis only to illustrate their inseparability from 

the plot. These elements will be given more attention in the discussion on the Macro 

65 



 

 

and the Micro plot structures. 

3.4.1 Plot and theme 

Every story should aim to have a worthy purpose and, more than any other form, the 

short story has a mission. It should be borne in mind that there is a direct relationship 

between plot and theme in the short story in that the theme is the basic fact upon 
which the plot of the story hinges. This is confirmed by Dietrich and Sundell 

(1974:115) who define plot as: 

... the arrangement of events and actions in 
a story to conv a h , . d 

lv1 mphasis:BNN) 

From this definition one notes that H~~~liri and with the theme of the story. 
It is mainly through the plot that it (the e) unfolds But the theme should not override 

the plot. This is confirmed Wellek arutyva (198 : 0-31) in their discussion on n1vers1_L)' o ort are 
the interplay between the liter~~ln ~ z<J'll8e "sweetness" and the utile 
"usefulness" of literature. They come to the conclusion that : 

When a work of literature functions 
successfully the two 'notes' of pleasure and 
utility should not merely co-exist but 
coalesce. 

(My emphasis:BNN) 

From this excerpt it becomes clear that, while one enjoys the pleasure of literature 

through a well designed plot, its usefulness and meaningfulness should never be 

neglected. These two elements should be developed on an equal basis throughout 

the story. Therefore, in portraying a particular theme in a work of art, the writer should 
not neglect the plot itself (and vice versa). 
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3.4.2 Plot and character 

In a story, the character must express himself effectively and something must happen 

to him as a result of something which he has done. This shows that there is a close 

relationship between plot and character, since the events are largely determined by 

the character/s involved. This is confirmed by Pitkin as cited by Notestein (197 4:12) 

who defines plot as : 

... a climactic series of events, each of which 
both detennines and is detennined by the 
characters involved. 

Fredette ( 1979:41) concurs when h 

Plot is the thin , ~ ~~~~ft>, feel, think, 
or say that mak .__. o what comes 
afterward. 

University of Fort Hare 
From these definitions it beco ~ ..,~,~..., th ie.ffaet~~·ter/s in the story tend to be 

more passive, the plot will not be very complete or advanced. The characters, 

therefore, play a major role and are mutually dependent with the incidents to form a 

successful story. If characterisation is neglected, the whole story is weakened 

because the motive of the story involves an interplay of motives of the characters. It 

goes without saying that, to be successful, there must be substantial agreement 

between character and action within the story. 

Having illustrated that plot is important in that it gives a clearly developed line of 

action, one could now pay attention to the most important basic element that 

determines the line of action the story takes, namely, conflict. This element, which is 

generally regarded as the most important cause of instability in the story, will be only 

briefly discussed here, as it will also be attended to more comprehensively in chapter 

4 of this study. 
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3.4.3 Plot and conflict 

Perrine (1978:42) defines conflict as " ... a clash of actions, ideas or wills." Since 
conflict suggests "opposition", "struggle" or "contrast", it involves two opposing forces. 

The conflict may be between two individuals, or between an individual and society or 

within the individual himself. Conflict can either be of an inner nature or of an outer 

nature and it is usually characterised by a clash of interests. 

Conflict and its effects always seem to permeate all aspects of the story from 

beginning to end. Mkonto (1984:36), for example, claims in his discussion on Xhosa 

Drama that conflict is " ... forecast in the exposition, rise and develops from it." From 
_this initial point the conflict alway , 1 • intensifies progressively until it 

culminates in the climax of the sto . ~...-------.._ , therefore, that conflict forms an 
integral part of all the problems of t 

It is unavoidable that all plots will involve 
single, clear-cut and easily ·J • 1 1 ,i i 1:fls .. ca:se-1rn ~~,~hart stories, though in 

th ·t . it· 1 • d d Toatether .int Rxcellenfe t I T h . o ers 1 Is mu Ip e, vane an sutme, as m ffe case o mos nove s. o emp asIse 

that conflict is an essential element of the short story, Boland (1960:52) writes : 

... there must be a conflict, otherwise there is 
no story. Any short piece of writing that has 
no conflict is not a short story, whatever else 
it might be. 

A novel, play, short ~tory, folklore or tale, therefore, is based on either physical, 
mental, emotional or moral conflict. 

Critics seem to differ with regard to the manner in which the study of plot should be 

approached. Msimang (1986:40), for instance, refers to his approach as a study of 

the various 'aspects of the plot'. Day (1971 :424) on the other hand, refers to his 
approach as a study of the 'elements of the plot'. For the purpose of this study, 

however, the plot structure of Mtuze's short stories will be studied according to the two 

main structural components of plot, namely, the Macro Structure and the Micro 
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Structure. These two structural components will now receive attention in the sections 

that follow. 

3.5 MACRO .STRUCTURE 

In the study of plot, one of the most important aspects, which needs to be considered 

by the literary critic, is the composition of the external structure, also referred to as the 

Macro structure. Hills (1987:96) claims that " ... narrative structure has always been 

divided up into three thoroughly natural parts: the beginning, the middle and the end." 

The beginning is.an element that presumes further action, the middle p~esumes both 
previous and succeeding action, an A: (' ~ i es the preceding events but no 
succeeding action. The unity of plo hus the s It of necessary relationship and 

IN VIDE • 

order among the events. These eleml~e.nt~ ~f entionally known as exposition, 

rising action or complication, climax a enouem tor resolution. The plot structure 
is evaluated by most critics in terms of the ases and the writers are expected to 
comply with these phase • • cfJ t · ..... ,j!."ljfrlJ!!C'~ According to Sirayi 

To.aether in Rxcellence 
(1990:1.15) these phases constitute a pyramiaal structure when they show up. The 
vital importance of the phases can be determined by the following pyramidal diagram, 

which was propounded by Gustav Freytag and is therefore known as Freytag's 

Pyramid (Hills, 1987:96). • These elements will be discussed not in one single 

paragraph, but when each different stage is dealt with. 
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Freytag's Pyramid (Hills, 1987:96) is a diagram which clearly depicts the various 

phases of the action, as well as the way in which suspense rises and recedes. This 

diagram applies to all forms of narrative prose, including the plot of the short story. 

It also applies to the plot of the drama. Mkonto (1984:18), for instance, cites Jafta, 

who identifies the same structural patterns for Xhosa plays, namely exposition, 

complication, climax, denouement or conclusion, i.e the beginning, the middle and the 
· end. 

Most critics evaluate plot structure in terms of the same set of requirements since any 

story is based upon a series of events. These events are brought about by specific 

circumstances which lead to certain conse uences. This can be seen by Dietrich and 

Sundell's (1967:117) view of the co 4 , e plot structure, which reads thus: 

. . . the structur .~'..1~in .. ·tt.1,~~.l'lt- into certain 
clearly defined ·oM~•~~~gfn/stories begin 
in a state of equI • rium. T .• initial stability 
is then disturbed by s e event that incites 
confli t 1-.,,i,r,;;,11,,1r1•1.11a'-'w · • t • dHmI!:©llg·!h a 
phase of rtpffig~fiMniH~m&Wc'iPcurs, a 
point at wfiicff rne·rortuneotlne protagonist 
turns up or down towards a change in his 
life. After the crisis scene brings on the 
climax, the intensity of the conflict diminishes 
through a brief stage of falling action, leading 
to a resolution or denouement. 

Although the structure of the short story can also be divided into these phases, it 

should be borne in mind that a short story should be as much of a oneness as 

possible. The forced separation of these phases could destroy the unity of the short 

story. It should also be kept in mind that the various phases referred to in the above 

quotation do not necessarily. have to appear. in this particular sequence in the story. 

The position of these phases can vary from one story to the next. For example, the 

climax can be placed near the beginning of the story, rather than at its end. 

In the section below, the different phases of the Macro Structure will now be treated 
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separately. Specific attention will be given to the depiction of these phases in Mtuze's 

short stories. 

3.5.1 Exposition/ beginning 

It is certainly true that every story must have a beginning. To the reader, the first 

impression is generally the most definite because his mind is free and ready to receive 

whatever the author has to say to him. It is therefore natural that the exposition is 

important structurally and therefore deserves careful handling by the author. 

Cohen, as cited by Mtuze (1986:83), resents some specific features of the exposition 

by saying: 

It comes at t 
necessary ba lil~~~ ~ a, a reader. 
It establishe the basic 
atmosp ut the 
pasts l9 -A~IM'QI~ ~ ... H ~l~ffllf r 'tal 
context begin 
to unfold. 

In addition, Hills (1987:96) writes : 

The beginning will suggest the basic line of 
the conflict .... what all the trouble is going to 
be about. 

One strongly agrees with the views of these two critics regarding the most important 

features of the exposition because this explanation by the narrator is necessary to 

equip the reader with the background information as he proceeds with his reading of 

the story. Because of the importance of this phase, it should not be neglected by 

either the author and the reader. The author should, therefore, present the exposition 

in such a way that it captures the reader's mind. Sotashe (1979:09) strongly agrees 

when he cites Dlamini as follows : 

It is very important; it must be gripping ... 
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The opening may present a question which 
captures the reader's attention. 

Besides supplying background information, the ability of the exposition to arouse the 

reader's curiosity, hope and fear has a major effect on the movement of the plot. One 

will be curious to know what happens next and one will remain curious until a solution 

is reached. Leggett (1934:33), who supports the notion of this arousal of interest by 

the exposition, states : 

A preliminary description of the 
circumstances . . . is to enable the reader to 
take an intelligent interest in what follows. 

It is also important for an author to ~ 1riereific tone and atmosphere of the 

story from the outset so that the reaQ~~H:U'Tt:ll'SJilPial~aa the author's emotional attitude 

towards his material. ely related and wil make it easy 

to identify them. 

University of Fort Hare 
The exposition generally plays , ~ w•"",r>IA,,l'I jfu~tuze's short stories. In the 
story lziloZilunguzene (1977), for instance, two colleagues, namely Nkomiyahlaba and 

Siyongwana, are at loggerheads~ The latter, however, has a weakness for _liquor and 

his opponent plans to make use of this weakness to take revenge on him. One day 

a friend, Bhanqo, brings Siyongwana some liquor at work and the two of them go off 

and drink. Nkomiyahlaba notices this and follows them. He then catches Siyongwana 

in the act of drinking strong liquor but Siyongwana pretends to be tasting to see 

whether Bhanqo (his friend) is carrying 'water, as he claims to be, or liquor. 

Consequently Siyongwana is not found guilty and escapes from Nkomiyahlaba's 

attempts at revenge. 

In the first phase of the story, Mtuze introduces us to a well-known setting, Rosmead 

Police Station in the Middleburg (Karoo) area. The time of the year is indicated in a 

very suggestive and interesting way by the mere mentioning of the coldness that 

severely affects people and their activities. Mtuze writes: 
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Yimini ebetha umoya osika okwentshengece 
ezindlathini. 

(p.7) 

(It is a very chilly day; the wind strikes 
bitterly on the cheeks.) 

From this we deduce that it is winter. The atmosphere seems to be very tense and 

because of the effect of the cold weather on their jawbones, people do not talk to one 

another and all is quiet. In this phase readers are introduced to two male characters, 

namely, Nkomiyahlaba, a White sergeant and Siyongwana, a Black policeman. 

Nkomiyahlaba was once a soldier whilst Siyongwana comes from a poor rural area. 

This results in their different behaviour in that the white man behaves more like a 

typical soldier than a policeman. T e·" r-ri,J?""'J•u,,'t-/.',"it!...,-!l,,u,n, , ich the background is portrayed 

here forecasts conflict and this kind e 

Having been given this background i reader soon becomes interested 

to know what will happen next: It is ~lea at Mtuze has been able to give more 

energy and credibility to t .. o~:rcrr,~ror.19~1 h -f!.t'!i:,.,il'l'!,4-l"W\ this exposition. This 
• Together zn Excellence 

phase becomes even more exciting when the reader is informed about two intelligent 

characters who have an unhealthy relationship. Mtuze writes ·: 

... aba babini babengokhelani mlilo ncam 
kodwa kuhlangene iinkcuba-buchopho 
zombini. 

(p7) 

( ... these two couldn't see eye to eye, yet 

they were great minds ... ) 

The reader realises that something. of great interest may result from this tense 

situation. The fact that they are not on good· terms although they have to work closely 

together as colleagues, creates the potential for severe conflict and tension to develop 

in the story. The reader exp~cts that a series of interesting events will develop from 

this situation. In this story, therefore, the exposition phase is presented in a most 

satisfactory manner by the author. He has given a clear and full description of the 
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situation and it is evident that he has an unerring instinct for characterisation and a 

great talent for creating the necessary atmosphere by his contrast of personality and 

his association of winter with the unhealthy relationship between the two characters. 

Mtuze has been able in this exposition, to indicate very definitely the type of story one 

may expect, which in this case is a character story, judging from the captivating title 

lzilo Zilunguzene. The use of the term 'lzilo' implies that the behaviour of these two 

characters does not befit human beings but rather that of animals. Other stories where 

the exposition is presented successfully are Abahlobo ababini (1984), Akakho (1984), • 

"Ungakhe uxelele mntu" (1990) 

In some of his stories, Mtuze shows a tendenc to resent an exposition where the 

_ background is commonly known to tn~-a~altaJQe'1te~1aer. This includes localities such 

as the church, the urban neighbou he story Abamelwane (1984), for 

instance, two neighbours, Zamani an:a~1~LJ~~~lttf~1;fi~~~.t an unhealthy relationship which 
has lasted for many years. Their firs s ca ed by Zamani's chickens feeding 

on Jamani's plants. Further clashes are ed by incidents such as the barking of 
Jamani's dogs, the cats of • • e;:H'I-F:'lr-JI-TRPl-rt I Tl' e other neighbour, etc. 

Th. 1 • t . fi h' h Toaether in EfcellenceJ . h . 1 rt d t th Is cu mma es ma ire w Ic aesttoys zamam s name. amam, w o Is a e e o e 

fire, does nothing to help and simply puts the lights off and goes to sleep in his own 

house. Jamani, thereafter, wakes up in hospital, only to discover that the fire has also 

spread to his own house, killing his whole family. Zamani's house and family are also 

destroyed in the fire, except for one son, who manages to escape unhurt because he 

has gone for initiation. 

In this story Mtuze does not bother himself with presenting a specific place and time 

in the exposition as in the case of lzilo zilunguzene. He rather assumes that he is 

dealing with a background .commonly .known to .the reader . . He directly introduces us 

to characters like Zamani and Jamani, who have an unhealthy relationship, thus 

presenting from the outset a situation in which there is some element of instability. 

Rather than providing the reader with setting and local colour, he prefers to weave 

these elements into the action as the story progresses. 
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On the whole one would commend Mtuze for the way that he presents his exposition. 

Most of his stories begin quite appropriately with the presentation of time, incident, 

place, character and the cause of conflict as essential data to acquaint the reader with 

the situation in general and to suggest lines of conflict. The situations presented are 

realistic and there is frequent allusion to well known places, which ensures that the 

reader will become interested in the development of events. His efficiency in this 

regard can be seen as confirmation of what Kempton (1967:03) says about the literary 

value of the exposition : 

3.5.2 Rising Action 

Whatever the approach, whatever the 
material and mettiod, every story begins with 
a tacit prof es io~ "'+-~athe icity, as if 
simulating the a - t 7 it , of written 
history, which a nts to r mise by the 
author. 

. . 
According to Hills (1987: 1 ~.Y 1i l"'M"Yl!!:::I C! ,.,114'..i:t"li-!!:II-Wi~ a beginning or ending 

Toaether in fxc.e.llence . 
as such, it more or less has to na'7'e a middle. This shows how important the middle 

of the plot of the story is. The rising action is part of this middle stage whilst the other 

part is climax. It is important, therefore, to know what this phase encompasses and 

what its boundaries are. 

"Complication" and "Development" are other terms used by critics t~ identify this 

phase. Because of the limited volume of the short story, a lengthy and more complex 

phase of development is seldom possible. The term "Development", however, is a 

more acceptable term because the pace of movement of the story increases gradually 

in accordance with the development or unfolding of .the events already presented 

during the exposition phase. This is confirmed by Joseph (1928:65) who says : 

The story must 'march' and the pace is a 
gradually increasing one until the 
catastrophe or climax ... " 
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Defining the boundaries of this phase, Cohen (1973:68) claim·s that this phase " ... 

encompasses that part of the story from the first event of the plot to the climax. Here 

the author will indicate the development of his basic situation, develop his 

characters ... " 

The first event that Cohen refers to is, according to Brooks and Warren (1979:34), also 

the beginning of the conflict as it (the conflict) can only be implied or specified in the 

exposition. Therefore, the rising action is the phase where the conflict is incited in 

such a way that each event is rising and we, therefore, speak of rising action. This 

implies that the author in this phase develops his basic situation and also his 

characters, since character cannot be se arated from action (Notestein, 197 4:82). 

For the story to progress satisfact r• 

contending party and each opposin 

parties must be evenly matched an 

-t be something at stake for each 

l1w~1o..e11l~" l' l'li,i~1yn·tout of necessity. The opposing 
e a sense of action and counter-

action. This process is only possible--...... •---~n a character's purpose -encounters 

opposition in a story. In t i1 • · • Q · l:~redible and interesting 
. Toaether in Excellence . . . to read and follow. In this phase, as the name suggests, the increasing drfficulty 

encountered by the characters to maintain stability is presented. What is of great 

interest to the reader is to see characters really struggling to overcome and resisting 

being overcome - hence the development of conflict and the stimulation of reader's 

interest by a rising pattern of action. 

Mtuze's stories are generally characterised by a definite pattern of rising action and 

growing conflict. A story where the development is worked out very well to a pattern 

of rising conflict and tension is ltyala (1990). In this story a black driver (Lindile) is 

accused of overtaking another vehicle on a barrier . line by a white traffic officer. 

Because Lindile feels that he is not guilty, a lengthy argument between him and the 

traffic officer develops. Eventually Lindile accepts the ticket but drives directl{to the 

Magistrate's Court, followed by the traffic officer. They both explain their positions to 

the prosecutor and the matter is referred to court. Lindile hires a well-known, efficient 

attorney but when the matter is heard in court he is still found guilty. He is given 
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permission to appeal against his fine to the Appeal Court in Bloemfontein. Because 

he feels that the law is protecting the traffic officer and he will automatically be found 

guilty, he decides not to appeal. 

In this story the two leading characters, Lindile and the traffic officer, seem to be 

evenly matched. Though the traffic officer has the authority to issue him with a fine, 

Lindile believes in the principle of being innocent until one is proven guilty. He, 

therefore, decides to oppose the traffic officer by taking the matter to the prosecutor. 

He even decides to go to court in order to prove his innocence. Even when the law 

seems to assert its authority he does not give up until he is given permission to 

appeal. His decision not to appeal is not a si n of giving up but a realisation of the 

unfairness of the law as applied it • "'-'=--'"'".t,~Pi~;~xt of the then apartheid system, 

particularly in this case. 

The event which triggers the conflict 1 .__.____ _____ hen the traffic officer fines Lindile 
for an offence which he believes that he . . 
when Lindile refuses to a 1t 1 a g • traffic officer and says: 

Together in Excellence 

Uze uzilungiselele kuba siya kudibana 
emaplangeni apho iza kucaca khona 
inyaniso ebuxokini. Uza kubazi abantu, maa 
dad'ethu! 

(p.29) 

(You must prepare yourself because we will 
meet at the office where truth will be 
distinguished from lies. You will be taught a 
lesson, I swear to you!) 

Lindile's decision not to give up causes an escalation of conflict. As a result, both 

characters go to see the prosecutor, who listens to both of them before referring the 

case to court. We also note the development of character here, because the traffic 

officer is not walking any longer but running and Lindile is not breathing normally but 

hissing like a snake (p.30) because he feels that his interpretation of the incident is 

the only one that should be accepted. There is a further escalation of conflict when 
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Lindile decides to hire a well-known, efficient attorney. And the actions of the two 

strong and evenly matched characters prompts Mtuze to say about them when they 

meet in court: 

. . . Ziqubisene okunene izinto ebezikade 
zizondana. 

(p.31) 

( ... the great enemies were really fighting it 
out.) 

In the above story Mtuze may be commended because as the story progresses 
tension mounts, as each character refusing to yield to the views of the other. 

Because of the comprehensive e .... ~--., y these two characters to the 
prosecutor, the case is referred to c • or settl e t. It should be noted that Lindile 
is not prepared to give up, and the ~ vii ' lly a story which clearly exhibits· 

LUMEN 
the development of conflict and the tce'lmilffll~~ iof forces as they struggle to settle 

into a new kind of stability (Brooks an Other stories where this 
phase is also presented am (1990), Akusenani 
ntombi kaMzilandlu (1977) andll~-1 lH-, ~H" 

In some stories the development of conflict is not well presented. There are, however, 

very few cases where this tendency is evident. In the story Zinik'iphepha! (1977), for 

instance, an Evangelist is on his way to conduct a morning service at Xhaphithanga 
farm on a Sunday morning. In order to save time he decides to use a short route 

which passes through an ostrich field. At the entrance to the field he meets a 

watchman, who informs him that he is not allowed to enter. His response is that no 

one can tell him where to go, or not to go because he is in possession of a permit for 

preaching the word of God all over the world. He enters the field and the ostriches 

chase him. The watchman then shouts at him, telling him to show them the permit. 
The Evangelist manages to reach the fence and hastily forces himself through it and 
falls flat on the ground, finding it hard to breathe properly. In this story the 

development of conflict is not presented satisfactorily. Rising conflict is expected 

when the preacher is prevented from entering the ostrich field. Although the preacher 
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does show signs of frustration and anger, the action of the watchman is not clearly 

depicted. The watchman does not manhandle or obstruct Mvangeli but lets him 

through without any exchange of words. There is not an exhibition of difficulty 
encountered by Mvangeli on his way through until the appearance of the charging 
ostriches. 

It is clear that the characters in this story are also not equally matched in that the 

watchman is very respectful towards Mvangeli, whilst Mvangeli is arrogant and 

domineering. This does not surprise the reader, because even in real life a person 

of Mvangeli's calibre is a respected person in society, whilst the watchman is seen as· 

an underdog. Mvangeli, therefore does not meet with any opposition from the 
watchman. And consequently a str n 1 . 11 - t nsion and conflict does not take 
place. Other stories where conflic 

readjusted, are Akasayi kulibala (1 8,,, .. .--.. .... _._ 

these stories. 

ot convincingly developed and 

umsobomvu! ( 1984). Because 

University of Fort Hare 
Generally speaking, in both AMIHVttf0~7EWoiaft8~9ff and SH-S-SH-H UNGAKHE 
UXELELE MNTU (1990), Mtuze has presented conflict and tension satisfactory. It is 

only in his second work UMPHEHLULU (1984) that conflict is less satisfactorily 

developed in some stories. As already stated, rising action can be experienced only 

where there is a growing intensity of conflict and tension which will keep the reader 
in suspense. 

3.5.3 Climax 

Shipley (1970:52) defines climax as : 

... the decisive moment in the dramatic conflict. 

This implies that each event is· dramatised until a crisis occurs which then brings about 

what is known as the turning-point. Joseph (1928:86) calls it a "final revelation" in 
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that we are now at the stage of awaiting the outcome of what has been going on in 

the story. Since conflict primarily involves the characters, we now see the final clash 

between them and we await the· final result with the elimination of either participant. 

It is this result or consequence that we are now at this phase concerned with. 

Giving us a clear outline of this phase, Brooks and Warren (1971 :36) write : 

The complication moves toward a moment, 
an event, when something has to happen, 
when something has to crack ... This 
moment is the point of highest tension, the 
moment when the story turns towards its 
solution. 

Cohen (1973:69) concurs when h 

Climax is de 
imp t 

e n1 est and most 
.. ..._..___ . .., .. -Ich the chain of 

s be moving. 
• ~I issw,s £and 

conflicts • Cfli'.I 1t:\el clearly 
resolved... A climax in a story may be a 
moment of disaster, of joyous discovery or of 
sober recognition of truth previously 
unknown to the character. 

This implies that climax is the incident towards which all episodes lead. The function 

of climax, therefore, is to settle the core conflict between opposing parties so that 

there is a change in the story from instability to stability. This happens only when 

pressures on the characters build up to breaking-point. In this phase there must be 

a tremendous change either in the life or in the social relations of the chief character, 

and the obstacle should be removed. 

The features of a successful climax are revealed by Joseph (1928:86) when he 

mentions that amongst other things " ... the reader should feel a definite emotional 

shock, whether it be surprise at the final revelation, satisfaction at the triumph of right 

over might, sorrow at the tragic outcome or thrill at reaching a high water mark of 
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excitement." The importance of the climax in the writer's work of art lies in the fact 

that it forms the "kernel" of the story, (Hunt, 1950:88) and it represents "the conscious 

purpose of the story" (Notestein, 197 4:58). 

In most of Mtuze's stories the climax phase is presented successfully. In the story 

lindondo (1984), for instance, the reader is given information on the main character 

Mguyo, who is a successful farmer and a regular winner of awards at agricultural 

shows held in the Chalumna and Peddie areas. One year a terrible drought occurs 

just before the show is scheduled to begin. This troubles Mguyo as he knows that he 

is a sure winner of an award at the show. Mguyo tries all he can to feed and dress 

his well-known bull, but unfortunate y_ the droug comes worse and there is not a 

single green leaf, rivers run dry an y,a-•~~\,lc;;lrc . He goes to various places in 

search of help for his bull, but in v i i ads for the postponement of the 

show, but this is also in vain. Wh n I efuses to eat, he designs other 

means for it to eat. Days pass ving any sleep until one day, he 

decides to invent sunglasses with green ses so : that to his bull everything will 
appear green. Mguyo thin • s ti n \ n.m.,i~u arts to graze very well. 

Toaether in Excellence 
He goes to sleep that day hoping1hat the next day his bull would have gained some 

weight. People come from various places to see a bull wearing green glasses. The 

day before the show, however, it die~ unexpectedly and the sunglasses are broken. 

A postmortem reveals that the bull has eaten poisonous plants. 

Mtuze in this story presents a particular form of conflict, namely that between man and 

nature ( drought). Mguyo is seen fighting against this opposition and devising the 

means of overcoming the problem. The fact that the bull dies the day before the 

competition comes as an emotional shock, not only to the main character but also to 

the reader. The death of the bull is.the .final result of the conflict between Mguyo (the 

owner of the bull) and nature. Mguyo makes a desperate attempt to counteract the 

devastating effects of the drought. He does not realise, however, that man is unable 

to fight against nature. He is destroyed in the process and his social life is changed 

drastically in that he will no more be receiving the first prize at the agricultural shows 

and will no longer be respected by people. 
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In this story Mtuze has succeeded in presenting us with the most effective climax. 

The reader experiences a definite emotional shock when the bull is found dead after 

it has eaten well and had gained some weight, as a result of the green sunglasses 

invented by Mguyo. This is really a moment of highest tension. 

Another story where Mtuze also succeeds in presenting a most effective climax is 

Uthweso-zidanga (1984). In this story, for instance, the long-standing animosity 

between a father and a mother culminates in the death of their son (Siphiwo) by 

suicide. The significance of this tragic event lies in the fact that it occurs immediately 

after a University graduation ceremony. The author succeeds in creating a climax 
where the tragic death is contrast wifu_,_..,__._.a p·ness and joy of people who have 

just been capped after many pain u .'v ~~~t y. Other short stories where the 

climax is also presented successf II ...,,_.,._.,'"'L uzene ( 1977) lsilingo ( 1977) and 

ltyala (1990). 

This investigation has, 'T,..,.,,.n, ·max is presented less 
successfully in some of 1\:/ltt~"'~st . t-~'CY'-,"\.A. • elwane (1984) (already 

. . . Toaether in Excellence . . . 
summarised m 3.5.1 ), for mstanc-e, Mfuze presents an mtense conflict which builds up 

to a climax in an effective and purposeful manner. The conflict progressively 

intensifies as measures and counter-measures are taken by each of the parties. The 

climax occurs when both parties are destroyed by fire and where fate becomes the 

only winner in the conflict. Although these events are most significant, they lack 

impact because of the general use of summary in the presentation of the events. The 

method of dramatisation (see 3.5.1) is not used at all in this story. The author, 

therefore, fails to sensitise the reader to the events and so the climax fails to have the 

necessary impact. 

In some of the stories under discussion the climax phase cannot be identified clearly. 

In the story llitye likaPhungela (1984), for instance, Mtuze presents a clash between 

two parties of the same denomination which is led by Reverend Siliyeza. In the early 

parts of the story the reader is not informed about the cause of the conflict, but it is 

clear that there is a serious difference of opinion among the members of this 
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denomination. This results ·in the two groups being at loggerheads. One day the first 

group gathers outside the local church singing·a revolutionary song like "Qula Kwedini" 

whilst the other group is inside the church building singing softly and sadly. A fight 

then breaks out when the group which is outside enters the church building and 

attacks the group which is already inside. The police in their vans arrive at the scene 

with police dogs and the members of both parties are arrested and taken into 

custody. It is only in court that the cause of the conflict between these two parties is 

disclosed to the magistrate but not to the reader. 

In this story action is kept lively throughout. The two conflicting parties fight each 

other physically. Mtuze (1984:7) descr'bes it as follows : 

Kuthe seben iqela 
lesibini elibon elela kweli 
cala lidudulwa i na icala. 
Kukhale into esihlangu, 
kucacile ukub ........... ..._____._._,-,..... i. 

University of ff1 ft~BNN) 
(Exhausts iflthffgt-im, ,x~ rived a 
second group that, by joining the one being 
overcome, displayed which side it supported. 
Fierce fighting with sticks, fists and kicking 
ensued. It was clear that both groups were 
quite strong.) 

Although the cause of the conflict in this story is not known to the reader, it builds up 

in an effetive way. An old man is seriously beaten up first, then the group that is 

inside the church building is assaulted and thereafter the church building itself is 

nearly destroyed. But it is noted that the action in this story is not well motivated 

through characterisation because there are no direct words spoken by the characters. 

Instead, the narrator himself reports what is being discussed by the characters. It 

seems, therefore, as if the action in this story is merely there for the sake of action. 

As a result the crisis does not lead up to a logical conclusion since the conflict is not 

solved and the outcome is not clear. Instead of the two groups fighting it out, an 

external agent (the law) is used to halt temporarily the conflict existing between the 
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two parties. The real cause of the conflict is only disclosed in court. The outcome, 

however, is also not made known because the reader is not informed by the narrator 
about the cause of the conflict or about the solution. One could say in Day's 
(1971 :421) terms that in this story 11 

••• the action does not carry through from a 
beginning to a logical conclusion." This results from the omission of the most 

important phase from the plot structure of the story, namely the climax. 

The portrayal of the climax is most important because it shows conclusively the final 
outcome of the main conflict. This is confirmed by Skenjana (1995:14-15)-when he 

says: 
. . . climax is the_....=-=--=---............. .-...-=--=--....,. prevailing 
conflict betwee eaches the 
apex ... there i _, ,,,,_._. __ ement from 
the problem in ution. 

This solution is exactly what is lackira~~~ tffi~ jJjjJ/and the successful development 
of the micro structure is severely affec Other stories where this tendency 

is evident are lmpendulo y • • 1984). In these stories 

one could say that, though the)O-hi@n-itte (},, the conflict in them is not 

finally solved or settled, as is supposed to be the case in the climax phase. 

3.5.4 Ending 

Joseph (1928:29) claims that anything that follows climax is known as either 
denouement or conclusion. It functions as a phase which represents that part of the 

story in which the author explains or unravels what has happened up to the climax. 

In other words 11 
••• it gives us the outcome of the conflict, the solution to the problem 

and the basis of a new stability. 11 (Brooks and Warren, 1979:36). Since instability 

normally occurs throughout the story, the ending has to normalise and stabilise the 

situation. And since the tension rises in the story there is a gradual decline at the end 

as the outcome of events is explained to us. The ending of the short story normally 

differs from the ending of other genres. According to Hills (1987:106-107) " ... the 

ending of the modern short story does not require a long summary of what happened 
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afterwards." 

Mtuze's short stories normally end on an interesting note. He, therefore, satisfies the 

requirements of the short story genre in his endings. In the story lntambo (1990), for 

instance, the chief character, Vuyo, spends a long time in jail because he is suspected 

of committing arson and murdering people by the 'necklace' method. He has to leave 

home at a young age and has to stay in jail for crimes which, in fact, he has not 

committed. After some time he is found guilty and sentenced to death. His attorney 

appeals to the Court of Appeal in Bloemfontein and Vuyo is, in fact, found to be 

innocent. He is released and taken immediately to the railway station in order to 

depart for his-home. 

The ending of this story provides us no o~ -~ solution to the problem, but also 

with the basis for a new stability. T"~iJ!~~:;~~~J who was accused of crimes he 

did not commit, is now free, means --•--•---- becomes normalised in that he 
is now able to go and live with his family. uze has not neglected the fact that this 

is a short story, and as • M ~i i r d there are no further 
. . . Toaether in Excellence 

explanations after Vuyo Is informed tliat ne Is free to go home. The ending of this 

story leaves us with a single impression, namely that 'good always triumphs over evil'. 

Other stories whose endings are presented clearly and economically are Hamba 
Bhotile (1977), "Undivusile" (1984), Umthandazo kaSteve (1990) and UMhlekaz'omhle 
(1984). 

Mtuze has applied various other interesting techniques in creating the endings of his 

stories. Some of these stories end with an unexpected twist. In lsilingo (1977), for 

instance, the selfish actions of Reverend Diliza Ngxaki lead to the death of an old lady 

(Esther Yanta) who is a member of his congregation. At the . .funeral of this old lady 

the minister (Diliza) confesses that his bad actions have in fact caused her death. The 

reader would at this stage expect an antagonistic reaction from the members of the 

congregation. Their reaction, however, is to thank him for his honesty and to express 

their support for him as their minister. Mtuze reports as follows : 
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Unanamhla basamlilela umfundisi uDiliza 
abantu base Nxarhuni ngenxa yokuba 
wayethetha inyaniso, nokuba ichaphazela 
yena siqu okanye inkosikazi yakhe 
uThokozile. 

(p.55) 

(People of Nahoon still remember Reverend 
Diliza to this day because he spoke the truth, 
whether it affected him or his wife Thokozile 
or not.) 

It becomes clear in this excerpt that Mtuze portrays Reverend Diliza Ngxaki's 

credibility in a way that will point to the moral of the story. And the twist in this story 

is found very close to the end of it. ·ch end on a similarly unexpected 

note are : Umthandazo kaSteve (1 .u""' .... , .. , c..1 i i no Silwanyana (1984). 

In some of Mtuze's stories the e~~~, r~trfl~~~ erminate because no definitive 
conclusion is arrived at. In lndlel'eya _____ 90) the story ends where Jackson, 

a farm foreman is forced t ot~~Pm~ w~ ~Bite. ~~~tened by his employer, 
Rooi Willem Poggenpoel. Thefl3~e • MfdiW ~JRe~Jackson has died and stops 
looking for him. After some years Jackson returns to the farm, only to find that his 

employer has now grown very old and lonely because his family is already dead. 

After some conversation with his master about how he has come back from the 

"dead", Jackson tells Rooi Willem that he comes from heaven, where he lives happily 

with Madam and Rooi's daughter "Klein Miesies" Emmarentia. An unresolved 

confrontation crops up between Jackson and his master. 

In this story the reader is not given a definitive ending. It is vague in that the reader 

is not told what the response of the master is after he has been directed by Jackson. 

At the same time, the reader is also not told what Jackson does after his response to 

Rooi's questions. There has been a conflict between Rooi and Jackson throughout 

the story but this conflict has not been resolved. It is noted that as a result ( at end of 

this story) there is still instability. This is confirmed by the conversation between Rooi 

Willem and Jackson at the end of the story, as well as by their attitude towards each 

other. The reader, therefore, is unable to figure out what will happen to both these 
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