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Abstract

In this thesis I explore instances of literary engagement with the major transitions in national political
formation in Malawi and South Africa; both countries moved from a totalitarian regime to democratic
government, brought in by muld-party elections, in 1994. Most analyses of the wave of democratic

transitions in Southern Africa are either historical, political or economic in their approach. The shift of

political power from one constituency to another also requires another kind of study, of the impact of the
political changes on lived experience through an analysis of people's creative expression. The artistic
expressions of the experience of change are at times strikingly similar in the two countries, especially how
artists imagine newness and simultaneously negotiate a past which was subject to repression.

Literature is important in this political process, for it has a licence to reinterpret conventional
representations and dominant narratives, often through fictionalising and creating new imaginative

possibilities. I consider whether literary production in Malawi and South Africa is comparable in the light
of this idea, despite the obvious differences in political configuration, geographic factors and levels of

industrialisation and urbanisation, and ask whether political transition is a legitimate point of departure for
interpreting literature. In the process I seek to identify similarities, and even overt influences or alliances

between the literary practices in Malawi and South Africa during and since the transition.

I analyse a wide variety of literary forms, some of which may transgress conventional definitions of

literature’. Examples include the reader-contnbutions sent in to a newspaper's literary pages by its readers
and the two historical accounts of women's experience. I discuss the porous distinction between fiction
and history, realism and magic realism, as well as the subjective distinctions between formal and popular

literature. The ambiguity of the title of my thesis therefore conveys the fact that the more established

modes of literary interpretation are themselves also currently in transition. My intention here is not to

argue what kind of literature is good or bad, valuable or trivial, but to discuss and interpret contextually
the kinds of literature which are being produced and published.

Chapter 1 of my thesis discusses the work of Jack Mapanje and Nadine Gordimer, two "veterans' of
censorship under their respective regimes, suggesting how their writing has changed with freedom of

expression. With the transition came experimentation and a wave of writing on fantastical, magjcal and

trrational subjects. ‘The writers discussed in Chapter 2 serve as a contrast to the engaged realism of

11



Gordimer and to some extent, Mapanje. Steve Chimombo, Lesego Rampolokeng, Seitlhamo Motsapi and
Zakes Mda convey a burlesque, transgressive style, which I discuss, drawing on Bakhtin, under the
heading 'carnivalesque’. Chapter 3's emphasis on newspaper literature from Malawi reflects the importance
of the form in contrast to South Africa where popular writing largely finds its main outlet in literary
journals and magazines rather than in daily newspapers. Chapters 4 and 5 are related in their
considerations of memory and searches for truth. In Chapter 4 Antjie Krog and Emily Mkamanga
challenge the distinction between literary and factual chronicle in their woman-centred accounts of the
past. The final chapter discusses two texts that are overtly literary, yet function in a mode of moumning and
reflection, returning from the bustle of the present moment to a continuing, necessary reflection of the

past which defines the new present. I conclude by suggesting that the comparative analysis is viable and

enriching and that this study of literature from societies in transition demonstrates how poetry and fiction

tell stories of history.
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Introduction

INTRODUCTION:

Notes on Literature and Political Transition

[Wle got more yesterday than anybody. We need
some kind of tomorrow
Ton: Mormson?

The death of the old ideologies takes the forms
of scepticism with regard to all theories and
general formulae

Antono Gramscr?

Clearly, the Malawian situation is only a variant
of other global instances of mult-party politics.

South Africa immediately comes to mind.

| 87 Doubtless comparisons ought to be made.
Nc,wu:n  HISTORIC SOUTH AFRIGAN

: L) ack Maparye’

figmre 1.1 Vorster and Banda in South Africa, 1971

At the age of eleven, the only home I could remember was the airy colonial house on the slopes of Zomba
Plateau in Malawi. I grew up hearing Lemmy Special and Miriam Makeba,* driving past Wenela® bus
station, eating Royco soya mince seasoned with knoffelsout and drinking Nido, Milo and Ricofly.® Yet I
never set foot in South Africa until I was twenty-seven. My first trip to the supermarket in Cape Town
created a strange sense of familiarity, an uncanny feeling of fore-knowledge. Only later did I appreciate the
appropriateness of the fact that T learned to play monopoly on a set on which you could both 'go to jail’

and "tronk toe', for South Africa was Malawi's main political ally in the region in the 1970s and 80s, and vice

versa, and South Africa had a virtual monopoly on imports into Malawi. Hastings Kamuzu Banda

famously declared in Faustian terms before his visit to South Africa in 1971 (see figre 1.1) that he would
make an 'alliance with the Devil' if it helped the people of Malaw1” T knew of a number of people who

had relatives working in Jubecki,$ some of the 80,000 Malawian migrant workers who worked mainly in the

' Morrison (1987) p.273
2 Gramsci (1971) p.276
Y Mapanje (1995b) p.84

4+ South African musicians

5 This 1s a dertvative name from WNLA, the Witwatersrand Native Labour Association, which recruited in Malawi
and arranged transport for migrant workers.

6 These are all products manufactured in South Africa.
7 Short (1974) p.290

8 A derivation from Jo'burg, 1.e. Johannesburg.



mines. I did always realise that Malawi was not my home: I had a vague notion that one day we would 'go
back' to a place where I would be allowed to wear trousers.® Such was the extent to which Southern
African politics entered one eleven-year-old's consciousness. Nine years later I witnessed the student
protests at the University of Malawi in March 1992. Banda's agreement to call a referendum on

multipartyism was to me more unbelieveable than the fall of the Berlin Wall or the release of Nelson

Mandela, which had fascinated me in the previous years. The thought of Malawi without Banda had been
ummaginable and literally unspeakable.

Many political interpreters suggest that the wave of transitions from totalitarian rule that took place
in Africa in the early 1990s was hastened by the momentous transitions in the Eastern bloc countnes.!®

No longer was it necessary for opposing sides of the Iron Curtain to support authoritarian regimes in

Africa as players in a global contest of empires. The repressive regimes in Malawi and South Africa, for

example, were supported by the West for their vehement anti-communism while Tanzania and Zambia
benefited from much Soviet and Chinese aid. With these international political motives underpinning
regimes, most analyses of this wave of democratisations in Southern Africa are either historical, political or

economic in their approach; they debate what factors contnibuted in what proportions to the political

transformations of the 1990s.

These questions raise other concerns that will be the focus of my attention; the shift of political
power from one constituency to another also requires a study of the impact of the political changes on
lived experience through an analysis of people's creative expression. My aim in this thesis is to explore
instances of literary engagement with the major transitions in national political formation in Malawi and
South Africa. Both countries moved from a totalitarian regime to democratic government, brought in by
multi-party elections in 1994, inviting the kind of comparison Mapanje encourages in the epigraph. Susan
Vanzanten Gallagher suggests that as a result of liberalisation, 'culture has an important role to play in

history, but that the role has changed from resistance to reconstruction, from protest to construction,
from anger to reconciliation',!! an argument that I will be testing, and at times contesting. I consider

whether the literary production in Malawi and South Africa is comparable in the light of this idea, despite

the obvious differences in political configuration, geographic factors, and levels of industrialisation, and

9 It was illegal for women to wear trousers in Banda's Malawi

10 Thus 1s illustrated in hudex on Censorship 5/99, Special issue: *After the Fall: 1989-99"
1t Vanzanten Gallagher (1997) pp.382-83 PR issue: terthe |




ask whether political transition is a legitimate point of departure for interpreting literature. In the process I
seck to identify any similarities, or even overt influences or alliances between the literary practices in
Malawi and South Africa dunng and since the transition. The South African transition has been wntten
about in comparison with countries affected by the fall of the Berlin Wall, particularly post-war Germany

and the former USSR.12 However, this piece of work is situated within the tendency that Dorothy Dnver
identifies, suggesting that 'links are being forged between the south and the rest of Afnca ... as

connections are waning (psychologically if not economically) between Africa and Europe'.!? As a cultural
project, this thesis encourages this gesture by seeking to investigate such links. Some more years of
hindsight might have made the project more contained and reflective, but it is from its proximity to the
circulation of cultural debates and the publication of the texts it discusses that its originality springs.

During the political transition in Malawi I obtained whatever creative writing was available in

bookshops and in newspapers, as I knew I was going to do a degree in English Studies. I followed the

changing attitudes in terms of literary expression, excited when the newspapers started pnnting
iconoclastic poems such as 'Song of Victory'* and 'No More Blood'’s and political cartoons, a favourite

cenre of mine. At university I was introduced to certain cntical theones, such as New Crticism and
formalism; their declaration of the autonomy of the literary text and their analyses of texts in isolation

from their contexts of production and interpretation, were baffling to me. These experiences continue to

inform my interpretation of literature today.
Untl its Independence in 1964 Malawi was a Brtish colony, then protectorate, yet after his
vehement protestation against Federation with the Rhodestas, Banda became Prime Minister, then

President of the Republic, declaring himself Life President in -1971. However, as a result of an
accumulation of factors, including a pastoral letter read out in all Catholic churches in March 1992, which
led to civil unrest in urban areas and at the university, Banda called for a referendum to be held in June

1993 to decide on whether to introduce multi-party democracy. 63 per cent of people voted in favour, and

the first democractic elections were held in May 1994. Three weeks earlier South Africa had held its first

democratic elections after a transition process that had started in the late 1980s. Its key tuming-point,

12 Viljoen and Hentschel (1997) Special issue on German and South African literature and Coetzee (1996) which

compares conditions for writing in apartheid South Africa to those in the Stalinist Soviet Union.
L Driver (1998) p.155

14 Chipanga (1992)
15 Malunga (1992)




Introduction

however, was the decision in 1990 to scrap the apartheid laws, many of which had been in place since
1948, allowing for the unbanning of opposition parties and the freeing of Mandela and his colleagues.
Both transitions can be defined as movements from external or violent, to internal or ideological social
control; in the terminology of Louis Althusser, from states predominantly employing a Repressive State
Apparatus to govern, such as the army, police, courts and prisons to those employing Ideological State
Apparatuses, including religion, schools, media and culture: "'The Repressive State Apparatus functions "by
violence", whereas the Ideological State Apparatuses fizction by ideology."16

Not only did the dates of the transition coincide, but when I started reading material on the

transition in Malawi I was struck by how often commentators implicitly and explicitly referred to South
Africa as a comparison. The more I read, the more the comparison between the cultural debates in the

two countries suggested itself as a viable subject of investigation. So much of what I was reading could
apply to either of the countries, despite the obvious differences in political configuration. The discursive

expressions of the experienee of change were at times strikingly similar. A cultural examination of political
transition therefore explores representations of how change is experienced and represented, how artists

imagine newness and simultaneously re-envision a past which was subject to repression. Profound

changes in lived human experience clearly precipitate new artistic responses, especially where the

transition to a post-totalitarian state involves a greater freedom of expression, leading to a culture of

openness and possibility.

Literature is important in this political process, for it has a licence to reinterpret conventional
representations and dominant narratives, often through fictionalising and creating new possibilities. It is
able imaginatively to re-write and transform representations of the past by giving voice to repressed
human experience. Importantly its medium is also the most important medium of power: the word.

Language, as Michel Foucault notes, is central to power: 'if language expresses, it does so not in so far as it

is an imitation and duplication of things, but in so far as it manifests and translates the fundamental will of
those who speak it'7 It forms a dominant discourse which is defined in opposition to the kind of

language it excludes. Through this idea of the will to power, Ross Chambers asserts the significance of

Literary expression:

16 Althusser (1977) p.138
'7 Foucault (1970) p.290




Introduction

Power has an interest in keeping the functioning of its authority unexamined, whereas literary

discourse ... foregrounds the practice of reading that produces authority, and on which the whole
system depends.18

In his exploration of a definition of 'the literary’, Peter Widdowson cites a number of wniters who see not
only the questioning, responsive role of literature, but also its constructive function, that imagines

alternatives. Seamus Heaney, for example, remarks that 'the hterary’ 1s 'more dedicated 1o the world-

renewing potential of the imagined response than to the adequacy of the social one')!? suggesting

literature's ability to give expression to a consciousness beyond the limits and frustrations of the current

political realities. Widdowson himself notes that literature can

at once give form to flux, if only temporarily and provisionally, shape a (textual) 'community’

which we can comprehend, and thus simultaneously proffer as a 'way of knowing' our own
culture and how it determines us.2°

The validity of both of these arguments is particularly heightened at a time of rapid social and political
change, when an articulation of alternative histories and communities is so urgently sought Transitions
have created a need to re-visit theoretical issues of subjectivity, truth, memory and narrative as well as the

ethics and definitions of literature, questions which have acquired a particular currency in countries that

emerge from totalitarian rule; these debates are also current beyond Africa, in discussions of transition in

former Eastermn bloc countries.2!

The state of being in transit involves a trajectory, yet also a condition of in-betweenness, of

liminality, in which positive terms are thrown into doubt. In the case of political transitions, these in-
between stages constitute interims and interregnums run by governments of national unity or interim

leaders. These are characterised by constitutional renegotiation and inconclusiveness, spaces of open

potential and possibility. Yet another oft-cited view of transition sees the endless questioning of all

positive terms as an agonising space of negativity and znpossibility. As the oft-cited Antonio Gramsci puts
it, when 'the old is dying and the new cannot be bomn',2 institutions which allow the possibility of action

and agency are not in place. The tension between the two views underlies every interpretation of

18 Chambers (1991) p.xiv

1 Widdowson (1999) p.106 citing Heaney (1995) p.xvii
20 Widdowson (1999) p.150

21 See for example Esbenshade (1995)

22 Gramsci (1971) p.276 This phrase echoes the lines from Marthew Amold's 'Stanzas from the Grande Chartreuse!,

"Wandering between two worlds, one dead,/ The other powerless to be born'. Gramsci does not, however,
acknowledge any debt.




transition, explored differently according to subjective experience. Fundamentally, however, both

representations involve the same process of breaking down and reconstructing.

The experience of transition is always slower to process than the moment that marks the change. It
often involves anticipation and preparation before the determining moment, as well as taking stock and

commemoration beyond the transition. The psyches of the witnesses to transition are also inevitably slow
to change and it is interesting to note that the vocabulary of transitions in human life is often applied to

political transition as a way of understanding the disillusionment at the slowness of matenal
transformation at a time of political upheaval. Metaphors of birth and death, initiation and education

abound. Political transition therefore constitutes not only a transferral of authority marked by a precise
moment on a specific date, and commemorated as such in the new national narrative (Independence Day,
Day of Reconciliation, Freedom Day), but also a gradual process which exists in tension with the extreme
emotions and immediate expectations associated with major political change. In a transition involving
post-totalitarian liberalisation, there exists an ecstasy of the vision of 'the new' and 'the free' at events
marking the change, such as mass celebrations at the announcement of election results and at presidential
inaugurations.3 As the ecstasy of the marked moment subsides to make way for the gradual material
processes of change, the transition appears anticlimactic and tediously slow, and disillusionment sets in.
Again, metaphors of human life are used, referring to the 'young' or ''mmature’ democracy which needs
time to 'grow up' as the voters' relationship to democratic decision-making 'matures',

Each official party to political transition, in dismantling one political ideology and its supporting
narrative, has to construct and consolidate a new one which signifies change, usually therefore a narrative
of salvation and liberation. It is necessary for all political discourse to create, through ideology, such

coherent narratives of self-justification to maintain its authonty; as Catherine Belsey argues:

Ideology obscures the real conditions of existence by presenting partial truths. It is a set of
omissions, gaps rather than lies, smoothing over contradictions, appearing to provide answers to

questions which in reality it evades, and masquerading as coherence in the interests of social
relations.24

Narrative, whether political or literary, constitutes an ordering of events, in time, according to a hierarchy

of acceptability. In coming into being through language, a narrative forms its own silences, its 'margins’, in

23 See for example the newspaper front pages depict . h
24 Belsey (1980) p.58 pages depicted at the beginning of Chapter 3.




Introduction

the gap between the project and its formulation. In the formation of a new narrative, what was
unspeakable in the old order may be spoken in the new order; yet in the process of forming an alternative
order, a different set of unspeakables comes into place. The atrocities carried out in the name of a
liberation struggle, or the new leaders' past affiliations with the old order are marginalised, forming gaps in

the new narrative; for as Paul Connerton notes, [tlhe more total the aspirations of the new regime, the
more imperiously will it seek to introduce an era of forced forgetting'.26 However, symptoms of repression

and contradiction may still be detected and interrogated in the margins of the text through deconstructive
readings. In this sense, ‘narrative’ closely relates to the Foucauldian notion of 'discourse’ linking language

and power. However, it adds a further dimension of chronology, which is central to the teleology of the

dominant discourses of transition.

The master narrative of the nation desires to be singular and authontative, like its ruler, aiming to
constitute its subjects as obedient and unitary. Resonating with this desire to cohere, for example, is the
strongly totalitarian rhetoric of Banda's Malawi, constantly repeating calls for 'unity, loyalty, obedience,
and discipline', which form the 'four comerstones of the nation'. Banda's discourse is only an extreme
example of the desire of all ruling discourse. Significantly, however, the ruled do not always respond as

unified subjects, for as Belsey puts it, 'the individual subject is not a unity, and in this lies the possibility of

deliberate change'? Every subject thus possesses the potential for change in denying its singular
interpellation as obedient subject, not least in subversive or interrogatory interpretations of the imperative

narrative. Ruling discourse is often reflected in literature, supporting or undermining it, Many writers see it
as their role, always to evade the imperative interpellation, to question it, even in the cases of the emerging
narratives of liberation and salvation, for ultimately any narrativisation is allied with power.8 The irony, of
course, is that if the demarcation of identity and difference is an authorising, dominating process, it is 2

process shared by even those writers who resist emerging narratives of liberation with strategic counter-

narratives. The resolution of this dilemma according to many theorists, as will be discussed in detail, is to

employ a writing style which openly denies a desire for totality, coherence and unified meaning. This is

> Belsey (1980) p.135 She equates the formation of a narrative with the child's entry into the Symbolic Order, in the
Lacanian sense, and its own subsequent conception of a lack".

26 Connerton (1989) p.12
27 Belsey (1980) p.66

28 Bennett and Royle (1999)p.54




Introduction

however rejected by others for its relativism which, they argue, is inappropriate at a time of post-

totalitarian transition when 'definite decisions need to be made'.?

In analysing transiton literature, the prefix 're-' 1s bound to dominate the critical vocabulary as

change and re-assessment underlie all procedures. Much writing, as noted, involves re-addressing the past,
for in re-imagining the past and re-defining memory, the present self 1s re-constituted. The literature I
discuss is therefore dominated by reinscriptions of the past in terms of remembrance in the forms of

mourning, anger and reconciliation. My cut-off date for transition literature is 1999,° not only because I
sought only to look at literature from the 1990s in this thesis, but also as 1999 was the year when both
Malawi and South Africa had their second round of general elections which consolidated the democratic
system. The election campaigns moved away from the discourse of liberation to concentrate on matenal

concers, so the significance of being the first democratic government is no longer operative in erther
country. Although creative expression will still for a long time be preoccupied with the past, my aim is to
discuss literature which has a greater sense of immediacy and proximity to the transitions.

This leads to the vexed debate on the suitability of national politics as a subject of literature. In the

introduction to his study of Malawian literature, Francis Moto notes that 'in all honesty there was no single
topic which was not politicised during the thirty-one year reign of Dr Banda'3! It is also an argument that
Nadine Gordimer has also defended throughout her wniting career. Her response is: "When overtly or
implicitly could writers evade politics?' She argues that all literatures, even those which present themselves
as 'pure exploration of language' are in fact revolung against the 'politically-imposed spirit of their
respective times';2 or in Belsey’s vocabulary, against the dominant narrative or ideology of a ruling order.
Gordimer goes on to argue that the arousal of imaginatuive powers 'can be virtually inescapable in times

and places of socially seismic upheaval', where the writer 1s 'moved to fashion an expression of a new
order'33 She places the role of the interrogation of the political narrative with the writer. This equates with

Chambers' view, and with Belsey's definition of the counter-narrative impulses of the critic who refuses a

unified subjectivity: "The object of the critic, then, is to seek not the unity of the work, but the multiplicity

29 Carusi (1991) p.101

% Emily Mkamanaga's text is the exception, published in 2000. However, its foreword by D.D. Phiri is dated 1998.
31 Moto (2001) p.19

32 Gordimer (1999) p.8
3 Gordimer (1999) p.9




and diversity of possible meanings, its incompleteness ... and above all its contradictions.** Of course
there are those writers and cnitics who operate in the interests of the ruling power, accepting the safety of
state patronage, for example in 'National Cultural Troupes' and state-commissioned radio dramas.
However, ultimately a deconstructive reading would find ruptures of subversion in any text, especially

considering that even the act of writing and performing is arguably threatening to power, as it challenges

the monopoly of address towards its constituency, offering the space for alternative meanings. As JM.

Coetzee argues, the state is always in contestation with the author:

the object of the state's envy is not so much the rival content of the author's word, or even

specifically the power he [sic] gets from the press to spread that word, as a certain disseminative
power of which the power to publish and have read is only the most marked manifestation.3s

The boundaries of acceptability to the ruling order have been policed by overt or covert censorship,
influencing forms and techniques used by artists as they resist being addressed as docile, unitary subjects
and insist on a multiplicity of alternative truths. The use of culture to counter imaginatively the political
narrative is often a direct reciprocation of the regime's use of culture to legitimate itself. In Malaw, the
mobilisation of neo-traditional leadership and praise forms in political ritual’¢ is as much a form of cultural
manipulation as the Afrikaners' reinterpretation of themselves as the biblical ‘chosen people™” to justify
apartheid ideology. Often, therefore, literature and political culture share discourses and motifs as they

collude and contest. The idea that literature or other cultural forms are harmless, passive representations is

refuted by the argument which recognises the centrality of language and representation in discourse and
power, and is denied not least by the regimes themselves when they closely monitor and survey artistic

expression at an astounding ratio of censors to artists.’® Often representation emerges as action, as

narrative interrogation and symbolic role-play tums into real organisation under censorship, as in the case

of the politically conscious Writer's Group in Malawi*? and the Congress of South African Wiiters.+«

A number of further questions emerge from this investigation: does literary culture transform

completely at transition, or is it possible to detect traces of the former protest culture, whose

34 Belsey (1980) p.109
35 Coetzee (1996) p.43

% See Vail and White (1991), Forster (1994) and Chirwa (1994)
¥ Vanzanten Gallagher (1997) p.385, Brink (1996) p.86

38 See Coetzee (1999) p.34. Coetzee estimates the ratio of bureaucrats momnutoring writers at ten bureaucrats per

writer in the USSR and, amazingly, in excess of that figure at the peak of South African surveillance of literature.
3 Mphande (1996), Smith (1989)

* Campschreuer and Divendaal (1989) p.121




Introduction

subversiveness lay in particular discursive techniques? One might further ask whether a crisis is staad or
mnterpreted in the literature, considering how sophusticated the literature is in its analyses of transformations
of power structures. Does it transform and liberalise, or are different exclusions instituted and upheld? In
other words, 1s the process of constructing alternative narratives different from the engineering of a

dominant ideology? A further question is how far the new wntings challenge inherited power structures,
or alternatively, how far they manifest simple inversions of subject-positions within the same structures of

dominance. These might include attitudes conceming gender, class, sexuality and ethnicity that remamn
untransformed, or they may include an evasion of structures of accountability and transparency of power,
including censorship laws. Finally, it is necessary to consider how the transformation of individual and
collective identities is imagined through literature and whether new groups of identification are formed.
And so in the process of transition itself, subject-positions are in contradiction and transformation,
as competing ideologies, narrated in different discourses, contest against each other. In response, the calls
for a new unified subjectivity are intensified in the effort for the emerging order to cohere. Calls for unity

are often continued from the strategic unity of resistance: 'Let us unite to build a new nation' and "We are
a free and united people' are familiar slogans. However, complete freedom can never be achieved, for any

political order exists on the premise of regulation and power of some sort. 'Freedom' thus becomes a
signifier of desire, a term negotiated and reinterpreted constantly as transition takes place and a new order

takes shape. Yet freedom is an impossible end, and will always therefore constitute a lack, and generate

texts of desire.

Postcolonial theory*! has set a precedent for comparative analyses, drawing some of its most
pertinent insights from enquiries across geographical and historical situations. This has, however, on
occasions, laid it open to accusations of subsuming historical and local specificity42 Theoretical models of
power, hegemony and racial subjectivity are debated within the body of postcolonial theory, gaining
legitimacy through their valid applicability to a range of locations. Similarly, literature from countries
under authoritarian rule and censorship laws share characteristic tropes of surveillance and resistance. It

can be argued that ultimately, the human experience of oppression and liberalisation across countries is

*! I reter to 'postcolonial' and 'postapartheid' writing without a hyphen to emphasise that the shift is more than

tempcr?l, and that apartheid iS: still incorporatfegl in postapartheid writing, and colonialism in postcolonialism. I
would like to do the same for 'post-Banda’ writing, but the use of a proper noun prevents me from doing so.

However, 'post-Banda’ should be read in the same way as 'postapartheid' rather than ‘post-apartheid'.
2 Ashcroft, Griffiths and Tiffin (1995) p.2, Young (zago ) 5_39 fp i post-aparthei
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Introduction

similar enough to create comparative models, as long as they remain sensitive to the local and the

historical. For example, writers do respond differently, depending on the stringency of the enforcement of
censorship laws, where for example there was much less room for manoeuvre in Malawi in the 1980s than
in South Africa at the same period, affecting the tone of wnting,. Similarly, the form of domination inflects

the paradigms of resistance and subsequent free expression, with South Africa's apartheid ideology

precipitating a largely apocalyptic vision,*® while Malaw1's personality-centred rule generated iconoclastic

tropes.

As suggested at the opening, Malawi and South Africa were close economic allies, facilitated by

Banda's consideration of himself as a mediator and liberal educator. Referring to his supposed 'bridg{ing
of] the gulf of disunity between the Africans on the one side and Whites and Indians on the other’, he

stated, 'Now that I have done that in Malawi, I want to do it outside Malawi ... between Rhodesia and
South Africa on the one hand and the African [states] on the other. I am sincere about that.4s This

contrasts with a statement he made to an interviewer in the Johannesburg Star in 1963 in which he
professed that, 'As an African nationalist, I hate the present regime in South Africa and will have nothing
to do with it when this country is independent.é The economic benefits of his change of heart were great.
After he signed a trade agreement with South Africa in 1967, trade doubled in the following two years,
with South African money paying for a new capital city, a new railway link to Nacala and radio
broadcasting equipment.#’ When John Vorster visited Malawi in 1970, it was the first time in nine years
that a South African prime minister had travelled outside of the country,® while Banda discouraged the

anti-apartheid movements by complaining that 'do-gooders do more harm than good'#?
In 1999 a school history textbook, Democracy with a Price, was published, re-writing Malaw1's history,
naming and picturing dissidents and incidents that were suppressed by Banda's regime. It is co-writen,

significantly, by Banda's successor, Bakili Muluzi, with an introduction by Nelson Mandela, in which he

writes:

43 Thornton (1996)

44 An exception might be Frank Chipasula’s poetry (1991), which, as Nazombe (1983) puts it 'begins to adopt an
apocalyptic view of his country’s future development’, p.338
45 Short (1974) p.304

46 Short (1974) p.284
47 Short (1974) pp.305-6
%8 Short (1974) p.314
49 Short (1974) p.311
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I have known what suffering in your own country means. I fully understand the reasons behind
this book, for we in South Africa are also reflecting on our recent history. But Malawians have a

greater reason for valuing this book, for it is about the imprisonment of the Malawian nation by a
fellow Malawian. 50

The gesture of Mandela's foreword is important, especially as it legitimates the new official narrative and
yet again makes a correlation between the Malawian and South African transitions. He does, however,

make an important distinction which resonates throughout this thesis, that the oppressors in Banda's

Malawi could not always be easily identified and thus extemnalised, whereas the apartheid system, that

operated according to a policy of visible demarcation based on an epidermal schema, and thus gave

privilege according to race, encouraged reductive politicisation.5! As a result, a sense of betrayal and deep

personal hurt informs Malawian writing in the 1970s and 80s more than the confrontational politics of
black South African writing, Those white writers who spoke out against apartheid of course, have elicited
accusations of betrayal, as writers such as André Brink, Breyten Breytenbach, and Antjie Krog

demonstrate. These distinctions in political formation must be kept in mind, together with the question of

scale when writing about the literature of Malawi and South Africa comparatively.

The forms of literature from Malawi and South Africa that I propose to discuss are varied, yet,

rapidly freed from former restrictions, are dominated by explorations of history, memory, mourning and a
re-negotiation of subjectivities, as stories are excavated and retold, and new versions of the past written.
Sometimes the style is experimental and innovative, and sometimes it imitates inherited forms. Implicitly,
the literature always involves a re-identification of the role of the writer, divorced from the intimate
relationship with the censor and the subsequent disseminative power of notoriety. Clearly the literature
from the two countries has different international profiles, with South Africa boasting a Nobel Prize

winner and a double Booker Prize winner, Gordimer and Coetzee respectively, while Malawian writers are
far less well known. The exceptions may be Jack Mapanje, the focus of Amnesty International 'prisoner of
conscience' publicity as a result of his detention, Frank Chipasula, Tryambe Zeleza and Steve Chimombo,

all of whom have gained international stature through publication with Heinemann and regular

0 Muluzi et al. (1999) p.iv

511t is interesting that Mandela discursively implies an exclusion of formet apartheid rulers as 'fellow South Africans’

when he contrasts the oppression of Malawians by a 'fellow Malawian' to the system of rule in South Africa. He
seems 10 be conflating 'fellow Malawian' and 'a fellow black person'.
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contributions to literary journals. This dispanty in international profile is also reflected in the number of

special issues of international literary journals dedicated to the transition in South Africa 52
I analyse a wide variety of literary forms, some of which may even transgress conventional
definitions of literature. Examples include reader-contnibutions sent in to newspapers' literary pages by

their readers and two woman-centred historical accounts. I discuss the porous distinction between history
and fiction, as well as the subjective distinction between formal and popular literature, Popular culture has

always functioned alongside formal (or elite/high) culture and interacted with it to a greater degree than 1s
often acknowledged. By bringing the various forms together in the one study, these interactions will be
traced. The ambiguity of the title of my thesis conveys the fact that the more established interpretations of
literature are themselves also currently in transition. I attempt to avoid aesthetic judgements when I
discuss popular writing. My purpose here is not to say what kind of literature is good or bad, valuable or

tnvial, but to discuss and interpret contextually the kinds of literature which ar being produced and

published. I thus try to avoid the kind of prescriptions that the introduction to at least one essay collection
has tended towards. Derek Attridge and Rosemary Jolly's introduction to Writing South Africa, for example,
expresses the opinion that in response to the 'judgmental wnting' arising from a 'paucity of options',? 'a
sense of how subjectivity is exercised in everyday instances, in all its complexity, needs to be conveyed' 5+

Chapter 1 discusses the work of Jack Mapanje and Nadine Gordimer, two writers who were

resistant to the Banda and apartheid regimes, and were thus subject to censorship. They have each written

about their experiences, and have contributed to debates on how literature can respond to the easing of
censorship laws. I discuss their writing as 'veterans' of censorship before analysing texts written during the
transition, suggesting how their writing is concerned with and affected by the changes, for example with a
reconsideration of "home'. With the transition came experimentation with language and form resulting in a
wave of writing that was fantastical, magical and carnivalesque. Drawing on Bakhtin's notion of 'camnival’,
this burlesque, transgressive style, is much more prevalent in South African writing, for Malawian prose is

still largely realist. An exception, Steve Chimombo's satirical political fable, serves as an interesting

comparison to the transgressive expenimentation with language in Lesego Rampolokeng's and Seitlhamo

Motsapi's poetry. The second part of the chapter links the carnivalesque to a form of magic realism in a

2 For example, Ariel 27(1)1996, World Literature Today 4(1996), Kunapipi 8(1/2)1991
s3 Attridge and Jolly (1998) p.7

54 Attridge and Jolly (1998) p.12
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reading of Zakes Mda's Ways of Dying. Set in a South African city just before the elections, it enacts a series

of dislocations and transgressions of place, temporality and causality, giving rise to a number of
regenerative experiences amid the uncertainty and violence of transition. I find Bakhtin's wmtings
particularly appropriate as a theoretical referent as they too emerged from a political situation not unlike

apartheid South Africa and Banda's Malawi. Carnival and dialogism both have their basis in the oppressive

circumstances that did not allow the conferral of a degree for Bakhtin's thesis on Rabelais until a decade

after he completed it in 1940.55

As I recalled above, I started collecting the material for Chapter 3 in Malawi 1992, at the time of the

rapid movement of political events. I was always interested in literature, and the poetry available in
newspapers was the most visible form of writing, responding immediately to events. I had difficulty
finding a vocabulary to write about it until I found the work of Karin Barber, Michael Vaughan and David
Maughan Brown, for it demands a suspension of a form of literary aesthetic which I thus only gradually

came to realise I possessed. It led me to consider the audience 1t was addressing and the social gesture it
enacted. Whereas the previous chapter is dominated by discussions of South African literature, this

chapter's emphasis on newspaper literature from Malawi reflects the importance of the form in contrast to
South Africa where popular writing largely finds its outlets in literary journals and magazines rather than in
daily newspapers. Chapter 4 explores two texts that challenge the distinction between literature and factual
chronicle in a discussion of two women's accounts of the past. Moments of political transition foreground
the relationship between the past and present, which are brought into relationship with one another in
narratives by memory. In this chapter I address the different approaches to writing the past in the form of
non-fictional accounts. Yet simultaneously one can note the remarkable similarities in concem and

technique that the two texts share, despite the obvious differences in scale and experience of the writers.

Their texts are also striking in highlighting the simulanty of the experience of living under a brutal,
totalitarian regime. Chapter 5 is deeply grounded in Chapter 4, but as the two texts analysed are overtly

literary, it acts more as a further substantiation of ideas about narrative, inquiry and memory. Both novels

discussed reflect on politically motivated killings, returning from the bustle of the present moment to a

contemplation of the past.

55 Bakhtin (1984a) p.xx, Dentith (1995) p.45

14




The list of wnters I do not discuss s far too long to give. In Malawi, the absence in my discussion
of Tiyambe Zeleza, James Ng'ombe, Lupenga Mphande, Frank Chipasula and many more might raise
questions, as does my lack of discussion of the South African writers Coetzee and Brink's fictions (though
I use their cntical commentanes), of Zoé Wicomb, Jeremy Cronin, Miriam Tlali, Breyten Breytenbach,

Ivan Vladislavic, Mongane Serote to name only a few. I also decided early on not to discuss drama, as it

would mean writing even less on poetry and extended prose, and also because I would not have had the
chance to see many productions in the two countries. I limit my discussion of fiction to the novel genre,
despite the publication of many short stories in formal and informal publication contexts.5¢ As my remt 1s

already broad, I sought to provide some focus and depth of analysis by selecting only four novels and two

soclo-historical accounts in conjunction with the poetry, rather than trying to discuss a larger number of

short stories. Overall, I do not endeavour to provide an exhaustive review of literary production in each

country since transition, but have sought out the most interesting comparisons between Malawian and

South African writers. The choice of texts hence lies in what I regard as the fruitfulness of a comparative

reading,

I choose a historically oriented and particularised engagement with texts, yet seek not to lose the
valuable insights that theory can offer, for I ask how texts are situated within the changing power
relations, and consider them as sites of social commentary and subversion. I reject the idea of the

autonomy of the text, preferring to see literature as a social act that changes with time, partly by discussing

the circulation and reception of texts. The texts do not have the same sense of newness about them in
2002 as they did when they were first published, and the resistance writing produced under the repressive
regimes fulfils a different function now from what it did at the time of writing. This approach does not
therefore imply that texts cannot be appreciated beyond the contexts of their production; indeed readings
of Sophocles's Antigane, for example, could be extremely subversive and relevant in Banda's Malawi. In a
state of heightened political actvity, I suggest that referential readings of literature are emphasised.
However, I also use as a premise the idea that the past is available to us only in the forms of texts and

memory, where history and the social context itself are constructed, though this must be qualified from

the dangerous relativity that is possible by denying any external referent, when people are still suffering

very tangibly as a result of recent historical events.

% For example Phiri (1999), Rode and Gerwel (1995), Oliphant (1999), de Villiers (1997)
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Encouraged by the epigraph from Gramsci above, that the 'death of the old ideologies takes the

forms of scepticism with regard to all theories and general formulae’, I move away from the search for any
totally coherent theoretical paradigms. What Robert Young writes with reference to postcolonial theory
usefully politicises this argument: ‘there would be a particular irony in assuming that it possesses a uniform

theoretical framework given that it is in part characterized by a refusal of totalizing forms'.5? My responses
are instead shaped by a conviction that I should read the texts as they emerge from their contexts, with

particular emphasis, but not exclusively, on previously marginalised voices, that is, on censored, popular
and women's voices. Like postcolonial theory itself, I am indebted to an eclectic mix of theorists. I use
some of the dominant concepts and vocabulary of postcolonialism, yet also share the concerns of, and
refer to some of the theorists that cultural materalists have also used, but none exclusively or completely.
I also start to borrow from the insights of reader-reception theories to consider the circulation of
particular signifiers in my discussions of popular literature and wnting under censorship. I refer to
postcolonial theory in ambiguous terms above, indicating both its interrogatory and its homogenising
tendencies. However, with the close relationship between political transition from oppressive rule and the
postcolonial process of political resistance, the rehabilitation of identities and the re-working of memory

and effaced histories, 1t is inevitable that many of the ideas and concepts of postcolonial theorists will be

of great use to me. Postcolonial theory can be a useful body of work for conceptualising complex
positions and relations, providing a sophisticated and self-questioning vocabulary for discussing literature
in a changing political world. I will use this vocabulary and certain conceptual frameworks at my discretion
where I feel they are appropriate, but do not claim implicitly to subscribe to the whole field of theory to
which a certain word may point. For example if I use the word 'subaltern’, I will not assume any particular

position in the debate it implicitly points to, on whether the subaltern does or does not 'speak'ss unless it is

relevant to the immediate discussion.

One of the key debates in postcolonial theory surrounds the issue of language. I need to address
this here, as the texts T have chosen to discuss are all in English. I feel strongly in favour of the argument
that urges more work on African language literature, and I regret that I have not been able to integrate this

area of literature more into my thesis. This is partly due to my inadequacy in interpreting the finer nuances

*” Young (2001) p.64
°8 Spivak (1988)
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of Chichewa and my complete lack of knowledge of any of the other Malawian or South African
languages. Yet if I had spoken them all, and had had to choose a single language of literature to study, it

would have been English for the sheer volume of material from both countties in English. Though I will
return to this point in relation to the re-emergence of suppressed languages, I will not attempt to interpret

any literature in these vernaculars; there are many other academics who are far better qualified to do so

than 15° Due to the already marginal nature of much of my matenial in relation to the literary canon, I am

satisfied with my justification to look at predominantly English-language texts, to discuss and mediate

their literary voices in the arena of academic investigation.

* Moto (2001), for example, focuses largely on Malawian literature in vernacular languages.
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Chapter 1 Censorship and Homewmings

CHAPTER 1

Censorship and Homecomings

They came back home from bush-haunts
And refugee camps the living and the dead;

They flew back from misery's northern coldness
And humiliation's faithful missionaries abroad

To colours, bunting, pennants and earthborn songs
That awoke History ...

Musaerura Zomorya!

1. Emergence from state censorship in South Africa and Malawi

In 1981, Robert Green, a lecturer at the University of Malawi, presented a staff seminar paper on the

banning of Nadine Gordimer's novel Burger's Daughter. Amongst the detailed analyses of narrative voices
he refers to a volume of documents published by Gordimer, called What Happenad to Burger's Daughter or
How South African Censorship Works,2 a collection of legal papers and reports by the censors of the novel

and Gordimer's own lengthy refutation of the Director of Publication, E.G. Malan's accusations.

Commenting on the availability of this matertal, Green wntes:

The relative 'openness' of the system there, which does furnish the writer, if she is white and
celebrated, with the text of the vanious documents? — and for what this is worth, the South

African system is more penetrable than the censorship process in certain independent black states
— enables us to treat the censorship documents as if they were pieces of literary criticism.4

This comment is significant in a number of ways for this chapter. It starts to signify the difference that a

writer's location, race and international status might have in relation to the responses of censorship
boards. In addition, this extract is highly self-reflexive, for it comments both indirectly and by default on
the location of the speaker, Malawi in 1981. Although this is done parenthetically, the absne of specific
names of countries, but a vague 'certain independent black states', is clearly a device for interpretation
under surveillance. Green was probably aware that academic presentations were usually attended by

students recruited to act as government spies, and that the printed version that appears 1n a collection of

departmental seminar papers in the library of the University of Malawi, will have been scrutinised for

' From 'Armivants' in Ojaide and Sallah (1999) p.117
2 Gordimer (1980a)

> The Director of Publication's report into the reasons for banning the novel and the Publications Appeal Board's
report into the reasons for unbanning it.

* Green (1981)
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dissent. Through this remark, Green thus makes a subversive comment about the context in which he is

speaking, simultaneously creating a correlation between South Africa and Malawi and specifying

differences.

This impulse of correlation and differentiation is one I wish to follow in discussing the emergence

from censorship of Nadine Gordimer's and Jack Mapanje's writing through an analysis of their recent

transition literature, Gordimer's None to Accamparry MeS and Mapanje's Skipping Without Ropes.t In each case
I will begin with a brief outline of their writing under censorship, introducing their interactions with the
censorship board of their respective countries, before continuing to discuss in detail how their writings

have responded to the easing of censorship laws and the end of the particular cultures of resistance

through which they made their names. I choose these writers because they are both well-known

internationally, both write in English and both have commentated extensively on the problems of the

contexts of their creative writing. Both, for example, have been regular contributors to Indx an Censorsinp,
fulfilling an adversarial and activist role on the international stage. In South Africa, writings in the English

language were subject to much greater scrutiny by the authorities, as Margreet de Lange explains:

From 1975 through 1977, for example, roughly 1500 English publications were submitted each
year against 25 in Afrikaans and 4 in Bantu languages ... There are some obvious reasons why

publications in the English language did receive more attention from the censors. The majority of
all publications were in English and they reached a bigger audience. As the goal of censorship is
to protect readers from certain ideas, the more potential readers a work has the more necessary a
ban will be ... Almost every decision of the Appeal Board mentioned the expected size of the

audience.’

It should therefore be productive to concentrate in depth on only two English language writers, arguably

the most well-known from each country, in anticipation of the newer voices and smaller scale contexts of

publication that will be explored in the following chapters.

Censorship is of course only an integral part of a larger mechanism of protection. As the South

African writer André Brink writes in 1982:

[censorship] is only one part of an overall strategy which also expresses itself in such forms as

detention without trial, arbitrary bannings, job reservations, the Group Areas Act. those clauses of
the Immorality Act which prohibit miscegenation.8 P ’

5> Gordimer (1994)

¢ Mapanje (1999a)

7 de Lange (1997) pp.76-77
8 Brink (1983) p.236
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Edge Kanyongolo makes a similar point about how censorship was a part of a larger strategy to police

even the most intimate aspects of citizens' lives in Malawi:

despite their pretensions at democratic credibility, over-prescriptive laws of censorship were a

convenient tool for legitimising the passing off of a particular code of morality as a monolithic
national culture and morality. In their most extreme forms, overprescriptive laws laid down the

maximum length of skirts and hair, as well as the maximum ratio of the circumference of the
bottom edge of trouser legs to their narrowest point! ... the anti-establishment which underlay
this [hippie] fashion did not particularly endear itself to the conservatism of the Life President.?

These examples substantiate Njabulo Ndebele's early observation that Malawi and South Africa had

structures of control not shared by all Southemn African countries: 'It would be sad the day Lesotho is

mentioned in the same breath as South Africa, as is the case with Malaw1."0

The relationship between censorship and literature in Africa has been little theorised, though a
number of case studies have been written, including JM. Coetzee's Guing Offense: Essays on Censorship!! and
Margreet de Lange's The Muzzled Muse,'? both of which focus on South Africa, Mapanje's 'Censorship and
the African Poem'3 and James Gibbs' Singing # the Dark Rain: Essays on Censorship in Malawn** concerning
censorship and literature in Malawi. Brink notes the shift in function and style which the culture of

censorship produced in South Africa:

At a time when the media were denied the possibility of performing their most basic duty, that of
reporting, writers, actors, dancers, musicians, painters, sculptors were forced to assume much of
this function — in order to ensure, quite simply, that people were informed about what was
happening in the silences surrounding them ... Even in wntng that was often reduced to
reporting and to sloganeering there was a vital experience of giving and taking, of being enriched

by the processes of cultural communication. Critics, especially from the outside, tend to see this as
a process only of impoverishment and of reduction.!3

This 'popularistion' of literature, I will suggest in Chapter 3, is not only relevant in times of censorship, but

also to the moment of transition, where new media of communication are explored, and new voices

emerge into the cultural arena. Brink adds that writers got away with a lot in South Africa 'precisely

because the government, composed largely of culturally ignorant individuals, either did not take culture

seriously or lacked the manpower effectively to continue controlling the arts'.16 James Gibbs says the same

9 Kanyongolo (1998)
10 Lindfors (1989) p.62
11 Coetzee (1996)

12 de Lange (1997)

13 Mapanje (1989)

14 Gibbs (1999)

15 Brink (1996) p.195
16 Brink (1996) p.194
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about the Malawian censors; speaking from personal expenience he states, [mly impression is that the

Board is ignorant and confused'.??

Most people would easily relate Malawi under Banda to the paranoid state JM. Coetzee

conceptualises:

Paranoids behave as though the air is filled with coded messages deriding them or plotting their
destruction. For decades the South African state lived in a state of paranoia. Paranoia 1s the

pathology of insecure regimes and of dictatorships in particular.18
Anyone producing anything for public consumption in such a state is coerced, even before they submut

their work to the censorship board, into the act of self-censorship: [bly forcing the writer to see what he

has written through the censor's eyes, the censor forces him to internalize a contaminated reading.!?
However, there is a marked difference in the effects of censorship in Malawi and South Africa, dependent
on the scale and intensity of the surveillance operation, affecting writers' responses in each country.
Coetzee identifies only pathological responses of terror, rage, loathing and revulsion at such intrusive
intimacy, explaining the excessiveness and vehemence of literary responses.?® An examination of the
operations of the censorship board in Malawi as recounted by Gibbs2! and Mapanje?? may partly explain
why this is not the predominant tone of Malawian writings under Banda. Both of them identify the
censors' uninformed readings of material, of which anecdotes abound, and as a result of which Jiulius

Cuesar, by virtue of the fact that it is by Shakespeare, was approved, whilst Wating for Godot was rejected

due, in the words of the censor, to the 'image of human degradation' represented by Lucky with a rope

around his neck.23

This gap in the censors' abilities, as well as the apparent randomness of their approval and rejection,

though no less menacing and humiliating, invited Malawian writers to test the board by exploiting its
inadequate, surface readings. Writers thus identified a precarious space for their disguised voices which

they were not about to cede with counter-discursive excess as Brink and Coetzee sugoest South African

wnters did. Malawian writing, particularly poetry, produced under Banda has therefore vanously been

17 Gibbs (1982) p.72
18 Coetzee (1996) p.34
19 Coetzee (1996) p.36
20 Coetzee (1996) p.36
21 Gibbs (1982)

22 Mapanje (1989)

23 Gibbs (1982) p.76
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described as cryptic, allusive, obscure, indirect, ironic and subtle.24 Gibbs actually contends that 'although

the Malawian writer suffers severely under the Censorship Board the devices it forces him [sic] to are not
in every way detrimental to the shaping of his [sic] work'?> Angela Smith reinforces this view even more
openly: 'Perhaps a country with censorship has the advantage of making metaphor and symbol an essential

part of its writers' thought processes.'s The ironic dilemma of transition, as Mapanje admits, is that

unrestricted by censorship, 'the metaphors are released ... the release is good, but perhaps whether it's

good for poetry is a different issue’.#” However, in both countries, the written word gained in weight and

importance, writers increased circulation through notoriety and censorship created moments of active

literary engagement and exhilaration.

Unlike in Malawi, race was a factor central to the political organisation of apartheid South Africa
and thus in the organisation of opposition. Although there was a small number of white wnters and
dissidents in Malawi, they were not implicated in the same power relations with black Malawians as in
apartheid South Africa. Collaboration between black and white writers, for example at the Wrnter's
Workshop based at the University of Malawi, was not subversive 1n itself, in contrast to the inherent

insurgence of the collaboration of the different races in the Congress of South African Writers (COSAW)

in South Africa. Brink, for example states that one of the positive qualities of a joint experience of

opposition under censorship was that as a white writer, excluded from the immediate solidarity of
blackness, he experienced 'that heady intimation of a new South Afnican identity beginning to announce

and define itself behind the official definitions'# He implies that inherent in acts of censorship and
surveillance was the vision of an egalitarian South Africa. How one member of this imagined community
responded to the opportunity to enact and develop a sense of new South African subjectivity, emerging
from previous oppositional collaboration, is the subject of the discussion of Gordimer's experience of

censorship and the shift in her concerns in her first postapartheid novel, Nare to Accanpary Me.

24 Gibbs (1982), Smith (1989), Roscoe and Msiska (1992)
25 Gibbs (1982) p.72

26 Smith (1989) p.109
27 Mapanje (1994) p.55
28 Brink (1996) p.196
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ii. Nadine Gordimer and South African censorship

Whereas most literary criticism of Malawian wnting under Banda is very conscious of the spectre of the

Malawi Censorship Board, De Lange contends that:

[tlo date surprsingly little comparative work has been done in the area of literature and
censorship in South Africa. Studies on censorship in general focus almost exclusively on control

of the media. Studies on South African literature often avoid the question of censorship
altogether.??

She stresses why such a perspective is important, yet also introduces one of its problems:

The nisk that censors may cut a work off from its natural readership has a bearing on what and

how a writer writes. Self-censorship is hard to expose, but it should be acknowledged as a force in
the creation of a work.30

Her point of analysis lies in part in theories of reader-reception, for she distinguishes between the 'literary
reader’ and the 'censorious reader' who reads a text as a 'statement about the world', that is referentially,

largely ignoring the poetic function, and thus ignoring the ‘aesthetic conventions for the interpretation of

hiterature' 31

She identifies three bodies of literature in South Afnca, which each elicited a different level of
concern from the censors: Afrikaans, white English and black English literature, acknowledging that this

classification leaves some areas undiscussed.3? She argues, perhaps controversially, that white English
South African literature, by being more diffuse and less concerned with maintaining a particular tradition,
but informed by a general liberal stance, was generally more dissenting than much white Afnkaans
literature, though of course not as radical and angry as some of the literature in English and in indigenous

languages by black South African writers. She wnites:

Inspired by [liberal] notions of compassion and justice, English literature developed into a

literature of dissent ...[which] became more and more outspoken, in step with the
implementation of discriminatory policies by the government.33

Gordimer's writing increasingly followed this trajectory of dissent, though she refuses to identify herself

with the liberal tradition of Laurens van der Post and Alan Paton preferring to call herself a ‘leftist' 3 She

2% de Lange (1997) p.4
% de Lange (1997) p.80
31 de Lange (1997) p.1

3 Brink (1983) uses the same working model in his Censorship and Literature' on p.253.
33 de Lange (1997) p.71

34 See for example the interview Gordimer (1980h) ; : ' _y
liberal ideals’ p.20. ( ) in which she talks about the 'breakdown of my belief in the
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became more and more critical of apartheid politics, infuniating the authorities, so that by the time she

wrote Burger's Daughter, Malan's report sent to Gordimer's lawyer suggested that:

[tlhe authoress uses Rosa's story as a pad from which to launch a blistering and full-scale attack
on the Republic of South Africa: its government's racial policies; white privilege; social and
political structure; process of law and prisons; forces for the preservation of law and order; black
housing and education; the pass laws etc. The whites are the baddies, the black [sic] the goodies.?s

The burger of the title is Lionel Burger, a character closely resembling the jailed anti-apartheid activist

Bram Fischer, though Fischer is named as a separate charater in the novel, thus denying the analogy.3
Transcripts of Fischer's trial on conspiracy charges and belonging to a banned organisation (the
Communist Party) are even reproduced verbatim in the novel's courtroom scene.

As the title suggests, the story is also that of the return of Burger's daughter, Rosa, to South Africa

and the ensuing exclusion and alienation that she feels in the wake of the rise of the Black Consciousness

Movement. This is represented by her rejection by Baasie, a black childhood friend of hers, now a
member of BCM. The novel also quotes from a number of pamphlets and essays that were banned at the
time, such as Joe Slovo's 'South Africa — no middle road'38 The quotations are not attributed and thus
seek to evade the censor's eye, making banned texts available within the country and passing the
responsibility of the texts on to the characters that quote them. In her rebuttal of the report of the

Publications Committee in What Happenad, Gordimer uses this strategy to deny that her novel advances

subversive views, attributing them to her characters. She takes each section of the report and rebuts it with

an explanation. In the following example the first passage is from Malan's report, the response

Gordimer's:

F Section 47 (2)(e)

The book is prepudicial to the safety of the State, the general welfare and the peace and good onder ... The writer
uses the characters m ber novel to propagate Carmuaism ... - Publications Control Board ...

P. 26 "But what we as Commurusts black and white working in harmony with others who do not

share our political philosophy have set our sights on is the national liberation of the African
people.”

35 Gordimer (1980a) pp.6-7
36 Gordimer (1979) p.89
37 de Lange (1997) p.84

38 See Clingman (1986) for identification of the sources of numerous quotations.

24




Chapter 1 Censorship and Hameoonargs

Lifted from the context of Lionel Burger's statement to the court, at his trial. See F. Section

47(2)(e). Burger is explaining why he became a Commurust, and puts the Marxist interpretation
on the solution of South Africa's problems of social injustice.3?

Gordimer's argument, that it is the character, not she, who is communist, is strengthened by the fact that
Rosa's scepticism of her father's philosophy is also picked out by the censors, but wrongly read as an
endorsement of communist ideology# The censors demonstrate their ignorance of the basic tenet of
literary analysis that the character's views do not necessarily overlap with the writer's. However, the
subversive act, as de Lange suggests, is that Gordimer, through Burger, is making available Bram Fischer's
words yet not attributing the source of the text. The irony of Malan's report, that quotes extensively from

the censored text is, of course, that it is forced to cite what it wishes to repress, or as Coetzee succinctly

puts 1t, 'the testimony will have to repeat the crime'.4!

Gordimer's disdain for the Publications Committee is clear in her refusal to engage with them

directly:

I had the right of appeal on my own behalf, against the original committee's decision to ban, but

did not exercise this right because I am opposed to censorship and do not associate myself with
any tribunal provided under censorship legislation.#2

Despite this professed disengagement from the process, she obtains Malan's report into the banning of

the novel by proxy, through her lawyer. Indeed, Gordimer is acutely aware of the preferential treatment

that Green above suggests that she receives by virtue of her race and status:

The practice of banning and then having the Director [of Publications] appeal against the ban ...

has sinister implications ... No ban on any black writer's work is likely to be challenged by the
Director's own application to the Appeal Board.#3

She uses this advantage to dissect the report, further dissenting from the censor's reading, though her

point by point rebuttal of the committee's report arguably undermines her principle of disassociation. Yet

Gordimer is further aware of the fact that the unbanning of her book plays into the government's hands,
for her international profile helped the South African government use her as example of the supposed

easing of censorship in the early 1980s while the difference in treatment between black and white writers

was supposed to divide the solidanity that Brink found so exhilarating,

39 Gordimer (1980a) pp.24, 26-7
40 Gordimer (1980a) p.27

41 Coetzee (1996) p.35

2 Gordimer (1980a) p.2
* Gordimer (1980a) p.2
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Not long after Burger's Daughter was published Gordimer wrote the apocalyptic Juby's People (1981);
two further novels preceded Nore to Accanparry Me (1994), the novel that most overtly deals with the shifts
in power and subjectivities at the moment of political transition. She has always written prose essays in
between novels, including 7he Essential Gesture: Witing, Politics and Places (1989),4 Writing and Being (1995),45
on which I draw, and Lzuing in Hope and History (1999).4¢ Although one radical white academic in South

Africa said to me in 2000 that 'no one listens to her any more', her literary contributions over the decades,

I suggest, cannot so easily be dismissed, especially as they continue to be inflected by shifts in political

moods.

1ii. 'In Transit': Gordimer's None to Accompany Me

There were no gods for them to tum to, either. No new state, not yet;
no Security that was not at the same time part of the threat.

None to Accanparry Met?

Perhaps the passing away of the old regime makes the
abandonment of an old personal life also possible. I'm getting there.

Nore to Accorparry Me 48
None to Accanparyy Me, published in the year that brought Mandela to power in the first democratic

elections, engages more directly in the redpoliik of the South African transition than Gordimer's
subsequent novels, The House Gun (1998) and The Pickup (2001) which are concerned with violence and

exploring postapartheid relationships in terms of race and sexuality, and focus less on the macro-politics

of powerbroking on which None to Accanpary Me pivots. The novel form, which narrates life-stories and

dramatises rising action and resolution (or non-resolution), is an apt genre for exploring at length the
emergent complexities of relationships and effects of transition, though I will be suggesting the merits of
poetry in these circumstances when discussing Mapanje later on. Yet the novel form responds in kind,
through a counter-narrative, to the narratives generated in the political and social worlds. Gordimer has
always written realist novels with a political charge, and Vera Stark, in None to Acompany Me, succeeds a
long line of white leftist heroines in whose lives the intersection between the political and the personal are

played out. Her name is of course derived from the Latin 'veritas', meaning ‘truth’, one of the most

4 Gordimer (1989)
45 Gordimer (1995)
46 Gordimer (1999)

¥ Gordimer (1994) p.265
*8 Gordimer (1994) p.315
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debated words of transition. Combined with her adjectival surname, Vera Stark's name invites allegorical
readings, possibly as a seeker of a truth or truths, however stark or, from the German, powerful or strong,

However, Gordimer is too aware of poststructuralist thought to structure her novels as a
teleological journey towards uncovering some final truth. Crtics have identified the increasing self-
consciousness of Gordimer's writing, her use of unreliable and multiple narrators and her refusal to create

worlds in which truth is an objective value, and knowledge consensual and totalising¥ Yet Gordimer has

not occupied herself with an abstract postmodernist or magic realist style demonstrated by many of Andre
Brink's and ] M. Coetzee's novels or Zakes Mda's Ways of Dying, discussed in the following chapter, though
her writing is self-reflexive and metafictional at times. The process of remembenng 1s more important to
Gordimer than a claim to truth, for she quotes from Milan Kundera's Book of Laughter and Forgetting on a

number of occasions in her essays, where his character suggests that the 'struggle of man against power 1s

the struggle of memory against forgetting'.50

None to Accanpary Me concerns this struggle with the past in South Africa, particularly the changing
constellations of authority in South Africa in the early 1990s, and how the maneuverings of powerbroking

impact on human relationships, particularly on the lives of the four main characters, Vera and Bennet
Stark, a white leftist couple, and Sibongile and Didymus Maqoma, a black couple recently retumned from
exile. As Sibongile's public profile rises in the interim dispensatton, and Didymus is sidelined in the
elections to the new executive, they expenience tensions informed by conventional gender-role anxieties.
Similarly, Ben exists dependently in the shadow of Vera's high-profile engagement with land reclamation
and her participation in drafting the new constitution as director of a legal foundation. This organisation
represents a symbolic act of founding, officially revising the land-claims staked by the patriarchal, biblical
mythology of the white 'founding fathers'. As the events of the novel unfold, different responses to the
transition emerge according to new subject-formations, with a variety of nuances and complexities in the
sub-stories; one example is the class tensions which arise within the black community from the
relationship between Vera's colleague, Oupa, and the Magomas' teenage daughter. A further sub-issue
concerns the gay rights questions which arise: Vera's daughter, who, together with her lesbian partner,

adopts a black baby creates an alternative social unit which revises received sexual and racial conventions,

49 Head (1994)
** Gordimer (1996) and Gordimer (1995) p.23
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taking advantage of the general radical revision of former social prejudices. The novel also traces the
advancement of Zeph Raphulana from a community of squatters' spokesman to shrewd executive, and
symbolically, from Vera's client to Vera's landlord.

The novel explores the tension between the two visions of transition set out in the epigraphs from
the novel, above. The first epigraph is narrated from the perspective of Sibongile, the returned exile, who

is now elected to the executive of the Movement, and whose high profile has earned her a death threat.

The second is spoken by Vera, who reassesses and sheds the 'baggage’ of her past in the events of the
novel, and having herself narrowly escaped death, comes to a form of serene liberation at the end, in the
separation from her husband of forty-five years. The first one views it as a time of threat and insecunty,

while the other experiences the transition as liberating, In the context of this chapter, the shedding of the

'baggage’ of the past and freeing from constraint can clearly be read as a liberation from the constrictions

of censorship, a lack of surveillance accompanying the subject.

The title, Nore to Acanpany Me, from a seventeenth century Japanese haiku, is thus an open
signifier, ambiguously inflecting both interpretations of the transitional moment, as one of isolation or
solitude, according to the modulation put on it. Both visions are of course common characterstics of
transition epistemology, which contrasts positive experience and possibility with negative experience and

impossibility; the two reactions are therefore subjective responses to transition. The epigraphs begin both

to illustrate and interrogate the 'morbid symptoms' of interregnum, in Gramsci's words: 'the old is dying

and the new cannot be born; in this interregnum a great vanety of morbid symptoms appear's! This line
formed the epigraph of Gordimer's novel of a projected transition, Juby's People, which, in its bleak,
wasteland mood, manifests the dominant trope of negative potential and impending apocalypse in South
African culture under apartheid.52 Implicit in this chapter will be the question of whether Nore 2o

Accampany Me retains or revises the gloom and terror of the teleological vision of previous novels such as

July’s Pecple, and whether the binary inversion between black and white, employer and employee, which

gives the earlier novel its force, are complicated. The events of None to Accanpanry Me largely take place in

*1 Gramsci (1971) p.276

2 See Thornton (1996) ‘For most of is existence, the sense of the end of history, the coming of bloody and final
contlict, has characterised South Africa’s view of its own history ... It is important to maintain this sense of

transition since there can be no end to history in South Africa that is not also apocalyptic.' pp.157-58. This vision of

impending apocalypse is often manifest in literat ' ‘ ' i - -
Nicol's Horseman terature, including ] M. Coetzee's Waiting for the Barbarians and Mike
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the dynamic, unstable phase of negotiation, before the democratic elections, and it is thus a contemporary
novel, responding closely to the events of the time at which it was published. By focusing on this period,

Gordimer is able to explore and comment on the ethics of negotiation, compromise, principle and

reconciliation. Indeed, Brink interprets these maneuverings in the same Gramscian framework:

the obscene pursuit of status symbols, the reliance on autocratic decisions or unilateral resolutions
in the name of democratic expediency, the 'softness on violence' in the young generation for fear
of losing support, the increasing recourse to political expediency when statesmanship is required,

e prevarications and the avoidance of straight answers, the parades of male chauvinism ... In
this situation of ambiguities and vacillation — some of the 'morbid symptoms' of Gramsci's

concept of the interregnum — the writer has to redefine radically the space available to him or to
her.53

This list usefully introduces many of the concerns which Gordimer explores in the novel through her

characters, starting with the fine line between constructive compromise and political expediency.
One scene in the novel illustrates well the moral difficulty of compromuse within 'the Movement',
reminiscent of the ANC, as Didymus witnesses the rousing speech of a member of the new executive,

who, as a former government-appointed representative, had apologised to the apartheid government for

sitting in a train seat reserved for whites:

What was that man doing up there among the people he had shamed by grovelling before the
white man?

Didymus knew: what he could not accept. A constituency. That's what the man was. A

community of people we can't do without, in this conglomerate we call unity, But every time he
looked at him, disgust rose and had to be suppressed.5+

Thus the ethics of compromise and reconciliation, when reduced to symbolic and strategic unity, is
questioned, and set against the principles of a man who has risked his life repeatedly and uprooted his

existence during years of active armed struggle. The tension appears to be public, and provides a fictional

space in which to explore a current debate. Yet the new unity is shown to be repressive, evoking a new
kind of censorship which manifests itself in the disgust that rises in Didymus, and is suppressed by him.
Gordimer raises a further question which undermines the righteousness of Didymus's stance: there

Is a strong sense in which his moral outrage is an excuse for voicing a more fallible human emotion:

53 Brink (1996) p.177
3¢ Gordimer (1994) p.233
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resentment. He has failed to get on to the executive himself, and his sense of rejection is palpable as he

lists the sacrifices he has made, despite his narrative voice convincing himself to the contrary:

He himself was in a mood to believe he felt that all that mattered was that the congress had

established conventional political legitimacy for the long-outlawed Movement. You had your role,

your missions, you took the risks of your life, you disappeared and reappeared, went into prnison
or exile, and there was no presenting of the bill for those years to anyone, the benefit did not
belong to you and your achievement was that you wanted 1t that way.55

The question arises whether Didymus would have felt the same outrage at the apologist, had he been
given the opportunity to stand alongside him on the platform. And so Gordimer foregrounds the

ambiguity apparent in public discourse, as narratives of principle compete with narratives of reconciliation

and compromuse.

The novel's theme of transition is conveyed in its structure, as the titles of the three sections,

‘Baggage', "Transit' and 'Amivals' indicate. Representing airport signs, they draw attention to the scenes

which take place at the airport as the Maqomas and other exiles return:

But there was no tape running between the state of being they had been in when they left for exile
or prison and their sudden reappearance back here where they had left: the weight their lives had
was the weight of the past, out of storage and delivered to those who had stayed behind.5¢

Casting political transition metonymically as a plane journey invites parallels, and this passage gestures
towards the 'baggage’ theme of the novel, the past, like baggage, as something which has been 'in storage',
It thus refers to the common idiomatic use of 'baggage’ to define a cumbersome history. The metaphor in
the passage reveals a certain uneasiness about the disparity between the space of home and the locus of
exile and return, as the exiles are likened to the baggage which needs to be reclaimed and readmitted to the

lives of those who stayed at home in the intervenung years.

A short paragraph, set during their first evening all together again at the Starks', continues the

‘baggage' metaphor, providing, through Vera, a hint of self-reflexiveness on the act of writing and

'documenting’ people's lives:

It was not nostalgia Vera was expeniencing on such occasions, but something different: a sense of

confrontation with uninterpreted life kept about her, saddled on her person along with the

Eulghsl?g shoulder bag always on her army, her briefcase documenting inquiry into other people's
ves.

% Gordimer (1994) p.97
% Gordimer (1994) p.32
37 Gordimer (1994) p.39
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Vera feels a discomfort with her personal 'baggage’, likened approprately to her 'bulging shoulder bag,

which she has not confronted and reassessed, and which the transitional moment invites her to
reinterpret. The implication 1s that Vera is constantly assessing and documenting other people’s lives
rather than her own, accumulating rather than shedding contracts. As she suggests in the second epigraph,

the connection between her personal life and the political transformation runs throughout the novel as an
undercurrent, as she sheds her personal 'baggage"; 'Tm getting there'58 In contrast to Ben's belief that their

marriage 1s a failure, Vera 'sees it as a stage along the way, along with others, many and different. Everyone
ends up moving alone towards the self.’s? This indicates another teleological journey with a particular

destination which she arrives at appropriately in the section 'Amivals’. With all its connotations of

beginnings, 'Arrivals' thus creates an open form of closure.

Significantly, Vera's devoted husband, whose love she finds increasingly difficult to deal wath, sets
up a new enterprise: Promotional Luggage, 'Suitcases and briefcases designed exclusively for executives, to
their requirements and incorporating their logos in materials superior to some embossed stamp. Custom
made.'®® Ben is providing for the continuation of the baggage of the past, in terms of customary class

structures by creating luggage for the new executives such as Zeph. It is perhaps unsurprising then, that

Vera increasingly distances herself from her husband as she questions the continuation of social
disparities.

In the "Transit' section of the novel, different meanings of in-betweenness and liminality are teased
out of the word 'transit’ in the same way that Gordimer plays with the associations with the word
'baggage’. In the effusive public ritual celebrating homecoming, for example, transit is a stage towards a
form of resurrection: "Welcome banners were trampled, flowers waved, bull-homs sounded, the hugging,
capering procession of transit to repossession, life regained, there outside the airport terminal'st An
illustration, for example, of the 'transit to repossession’ is given on the previous page: 'Sibongile and
Didymus Maqoma regained their names when they came back. In exile they had had code names.'s2 Their

first few nights are spent as 'transients in the to-and-fro now established' in a hotel 'provided for just such

** Gordimer (1994) p.315
%9 Gordimer (1994) p.306
0 Gordimer (1994) p.104

61 Gordimer (1994) p.44
62 Gordimer (1994) p.43
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an unavoidable interim'$3 It is difficult not to read this vocabulary allegorically, referring to the transition
between homes in terms of the political transit the novel is exploring, and to interpret the writer's sense of
hope 1n the motif of rebirth. In the invitation to read this trajectory allegorical, the reader's perception is
drawn to make further connections, and to heighten sensitivity towards further tropes of journeying.
Though Vera and Ben Stark's marrage is arguably the central relationship in the novel, the
dominant narrative perspective of the novel being Vera's, Didymus and Sibongile's changing interaction 1s
explored closely as Sibongile gets more involved with the negotiations through her position in the national
executive. The moment she is elected, the same moment that Didymus is defeated, the narrative indicates
the impending shift with subtlety: 'he was eddied about with some sort of respect among those celebrating
her, the husband congratulated by eager hands' 64 Didymus, in this throng of people encircling Sibongile,
is literally decentred, his position on the outside of the centre of circle, his definition in relation to
Sibongile as 'her husband', rather than as the freedom fighter in his own nght. Gordimer captures this

sense with a typically vivid, nuanced image: 'his presence bounced off the excited glare of her face like the
flash of a piece of glass in the sun'$5 which inverts the feminine 'reflected light' trope of patriarchal
discourse. The same positionality, redefining Didymus's subjectivity in relation to Sibongle, is illustrated
again at the Patriotic Front Conference through the one-way perspective between the subject and

authority: 'He certainly could see Sibongile at her official seat while she could not always have made out
where he had found a place for himself."s

Their sexual relations are affected, as their public partnership becomes politically nuanced: 'the hug

and hard kiss on the mouth from the comrade-husband'$’ After some time, as Sibongile gets into her
routine of international trips, she complains to Vera that 'Thle doesn't bring me home any more'$t a
euphemism for making love as a gesture of welcome. Yet paradoxically, it is Sibongile who is 'disgusted'e

by Didymus's lethargy to the extent that she does not dare to say goodnight to him 'in case this provided

an opening for him to try to rouse her again'7% Only later does Didymus find a satisfactorily masculine

63 Gordimer (1994) p.44
64 Gordimer (1994) p.96
65 Gordimer (1994) p.96
66 Gordimer (1994) p.232
67 Gordimer (1994) p.96
68 Gordimer (1994) p.133
69 Gordimer (1994) p.132
70 Gordimer (1994) p.135
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self-image for himself again, as he styles himself as Sibongile's minder in the light of the death threat she
receives. A revision of gender roles is thus depicted as at least as challenging as the larger political revision
of political roles.

Transitional periods, by offering a place where imagined ends and origins meet, are times
dominated by the discourse of beginnings and ends. Yet imagining the future is concomitant with a
reassessment of the past desiring closure. "What shall we teach our children about the past?' is just such a
familiar question which demands a model of the past as a premise for designating the future. Histontes,
biographies and autobiographies are thus common genres at transition, often rewriting the version of the

past sanctioned by the previous regime. Yet Gordimer imaginatively illustrates how all-pervasive the white
separatist version of history is, seated deep in the economic structures of the country. Even in the lesure

space which Vera and Ben visit to launch his new venture selling promotional luggage, white versions of

history are apparent:

The restaurant is called the Drommedaris, after the ship that carned the first European to the
country; it's fashionable for cartels that own hotels and restaurants to feel they honour history and
claim patriotism with such names, history and patriotism implying settler history and patriotism.7?

Ben's colleagues are introduced, and the discourse associated with that history, steeped in the brash, racist,

sexist language of white privilege, is magnified in the face of the challenge it perceives:

First thing they are going to do when they get into power, you can only own one property. So
bang goes my trout farm, no more invitations for you boys to come down and fish ...-
How she sees them laugh it off, their confidence in themselves makes a joke of their fears, they
will always find a way to dine on board the Drommedarnis no matter what government comes, the
power of being white has been extrasensory so long.72

As Ben becomes more associated with these people, putting aside his artistic skill in sculpting, for

which Vera originally fell in love with him;”? she yearns to disengage herself from the social contracts she

has been bound to all her life, wishing to negotiate new ones, in a microcosmic effect of the negotiations
of social contracts all around her. To echo the title of the novel, she desires to leave her past behind as
‘unaccompanied baggage'. Yet the narrative itself questions whether this is possible at all, as it reflects that

Vera has had a number of 'fresh starts’ in her life, none of which seem to have given her the absolute

break she desires. However, her current move out of the old house, which is full of artefacts that are

7t Gordimer (1994) p.105

72 Gordimer (1994) p.108
73 Gordimer (1994) p.305
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witnesses to her old life, 1s the most radical shift she has undertaken yet. Her symbolic accommodation of
transition is in the annexe of a house belonging to Zeph, the former leader of a squatter commumnity
whom she helped with a land reclamation claim, a man from whom she does not desire the usual sexual
contract of cohabitation. She has given up ownership of her home and exists as a tenant, a reconfiguration

of living space and ownership that reflects not only a material reality, but also accommodates a selt-

reflexive reading, for as J.U. Jacobs argues, living spaces also function, at a metafictional level, as
metaphors for narrative spaces Gordimer has had to construct for herself' 74 Her tenancy on black-owned
land, 'defines her occupation of a transitional space'/5 Jacobs suggests. It also enacts the same kind of

employer/employee power inversion explored in greater depth in the futuristic scenario of July's People.
However, when read in terms of sexual politics, as Karen Lazar points out, the 'room of her own' is under
a man's authority, the 'tug of sexist convention7é representing a compromise in the spatial configuration

of the ending,

Zeph is implicitly critiqued as he indulges in the trappings of a new black elite. Not only is he a new
property entrepreneur, he enters a previously exclusive white domain when he starts to visit the ‘pioneer

ship' of the Drommedaris, indicating a particular shift in power which is not completely transformational:
'Zeph dines on board the Drommedaris now'7? Vera teases him about this, again using an old, established
definition to a new purpose, redefining his position as 'an infiltrator of a new kind';8 as a social rather
than political infiltrator. Later, he is again defined in relation to the restaurant, compounding its signifying
power, and as above, providing a trace of political cntique in its insinuation: He wore one of his
Drommedaris suits, an elegant grey, but they exchanged the usual bobbing embrace of greeting
appropriated by the liberation movement from the dictators.”® Zeph is linked to infiltrators and dictators
through linguistic connections that invite the reader to consider how far transformations of authoritarian

structures of power are underway, or how far these are simple inversions, or position changes within the

same old power structures based on class.

74 Jacobs (1998) p..332

75 Jacobs (1998) p..338

76 Lazar (1995) p.116

77 Gordimer (1994) p.257
78 Gordimer (1994) p.258
79 Gordimer (1994) p.280
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The macho posturing of Ben's new colleagues on the listing ship of white history is countered by

the desire of the Movement to rewrite its own official version of the anti-apartheid struggle. The new
executive ask Didymus, with his first-hand experience and knowledge, to write and thus legitimate the
history of the Movement, an important symbolic gesture, which he however belittles, interpreting 1t
morosely only as a ‘consolation present' 80 Vera seems to empathise with him, as she counters Sibongile's
annoyance with Didymus for not getting on with writing the commissioned history. To Sibongile's ‘Th]e's
copping out because he is not centre stage any more, he sees himself as history and history stops with
bim' 81 Vera picks up on the double-meaning in 'being history’, inflecting it not as something monumental,
but as signifying irrelevance: He's become history rather than a living man. How can anyone be expected
to accept that about himself?"82 She seems to empathise with Didymus's view, remembering the dangers
he went through in his desire to reach this political stage, and understanding how frustrated and betrayed

he must feel not to be able to take part in constructing the future at the highest, executive level, but

nstead having to write about the process of reaching the present, tantalising point. This seems to be one
reason why he cannot motivate himself to write. He regards it as a thankless solace which marginalises

him as a minor figure in the history books of the future, as the irony at the end of the following lines

indicates:

The chroniclers of history are not those who make it; sufficient honour is being done him in

being given the task of writing the history of struggle in exile. A university press in the United
States would publish it and advertise it in literary journals among other books of specialist

interest, black studies, women's studies, homosexual studies, theses on child abuse, drug abuse,
holes in the ozone layer.8?

Yet there are strong suggestions that there are other reasons for Didymus's reluctance to write, which
Sibongile, in her vulnerable, interim political position evades.

Sarah Nuttall has written that in South Africa 'the past, it sometimes seems, is being "remade” for
the purposes of current reconciliation ... Past conilit may be repressed in the interest of present

togetherness.'8* As an 'unspeakable' episode of Didymus's past with the Movement emerges, there are

signs of the formation of a new censorship, smoothing over the gaps and tensions in the emerging

80 Gordimer (1994) p.125
81 Gordimer (1994) p.133

82 Gordimer (1994) p.133
83 Gordimer (1994) p.231
8 Nuttall and Coetzee (1998) p.75
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dominant narrative in the name of unity. Didymus asks Sibongile whether the Movement's interrogation

camps abroad have been closed, recalling his involvement in them:

Recently there had been released by the Movement a public report of things done there;
unspeakable things. When the report was about to come out he had thought he'd better tell her
what he had never told her: that for a time, a desperate time when the Freedom Fighters and the

Movement itself were in great danger by infiltration, he had been an interrogator — yes — a
jailer, there 8

Faced in the present with the commission to write a history of exile, here is possibly the real reason why
he cannot immerse himself in the task. Not only does it involve either self-censorship or the shame of
recalling those atrocities 'where the methods of extracting information by inflicting pain and humiliation
learnt from white Security Police were adopted by those who had been its victims';#¢ it also means that
Sibongile's position, already a precarious 'interim position', will become untenable if Didymus's code name
1s released and identified as one of those involved in the torture and interrogations. The implications of
having learned repressive measures from Security Police recall the appendix of information at the end of

the sentence, describing Vera's and Zeph's bobbing greeting as one appropriated from the dictators.8”

Again a question about the lack of transformation in the structures of power is posed. The dilemma of

Didymus's secret past is resolved in the officially sanctioned commission which hears evidence of the

camps in the name of accountability, clearly a fictional representation of the Truth and Reconciliation

Commission (TRC):

It's hardly a matter of justifying his actions in the name of a just cause, the end against the means.
It's a matter of fulfilling whatever is needed by the Movement to show its integrity to the truth, its
capacity for self-examination and condemnation because it is strong enough to survive these, a

capacity others dare not attempt. He tells as much as is needed to demonstrate that the
Movement may emerge with a cleansed conscience.38

The depiction of accountability is largely favourable, though it is possible to detect in the last sentence a

critique of continued concealment and self-protection, a hint that the gaps are not filled, the testimony not

complete, but calculated to cover political backs.

Antjie Krog, who reported on the TRC for the South African Broadcasting Corporation, discusses

this same issue in her account of the experience of covering the unfolding testimonies in Comtry of My

85 Gordimer (1994) p.128
8 Gordimer (1994) p.129

% This 1s a point emphasised in the novel; see also 'the double embrace, first clasped round this side of the neck then

that, which everyone in the liberation movement foroot was derived from the emb f dictators'. p.36
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Skull, discussed in detail in Chapter 4. She too records the resistance of ANC leaders to the exposure of

full witness accounts of the armed resistance wing's camps, such as Quatro in Angola:

Uncomfortable questions remain. To what extent was the submission exercise in political damage
control after the [ANC's] blunders about the Truth Commission? Why was it so vague on who
did what and who gave the orders? No information was given that really went beyond what is

already in the public domain. The burning questions of parents whose sons died in ANC camps
were not addressed at all.$9

Large gaps remain as the past is remade and repressed in the emergent narrative of liberation, marked only
by questions indicating an absence of disclosure. Here the issue of a new form of censorship is raised by
Gordimer, a writer who, despite her affiliations with the ANC, is prepared to fulfill her self-defined role as

someone who critiques the "politically-imposed spirit of [the] times', even if they are unstable times of
transition and negotiation. To her the protection of the heroic image must not come at the cost of
repressing information under the excuse of a 'just war'. She thus counters the emergent dominant
narrative by indicating the atrocities carried out in the camps, and remarks through a metaphor of the

abject one form of attitude the "Movement's' contemporary leadership holds towards the history of the

detention camps:

Unspeakable: even the subject, for Sibongile ... She had her position to think of. He had the

curious remembered image, alone in the kitchen, of her frantically and distastefully scraping from
the sole of her shoe all traces of a dog's mess she had stepped into .5

If the abject, as Julia Kristeva defines it, and its variants, such as blood, filth, excrement and defilement,

mark the boundary of the subject, here is a powerful image of the new subject of power, Sibongile,

desperately trying to cleanse herself of the abject which threatens her subjectivity: the stories of death,

blood and defilement which threaten the emergent narrative of power.92

It is of course significant for a feminist interpretation, that the representative of the new power in

the novel is a woman, whose smartness and sophistication are signified in the frequent references to her
high heels. By exploring in detail the relationship between Didymus and Sibongile, Gordimer provides a
counterpoint to the story of Vera and Ben at the risk, admittedly, of creating a basic four-limbed working

model of racial and sexual difference. Both couples experience an inversion in power relations, with the

8 Krog (1999) p.189 See also Ellis and Sechaba (1992)pp.129 and 136
0 Gordimer (1999) p.8 18 1n

N Gordimer (1994) p.129
%2 Kristeva (1982) p.3
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female emerging as the dominant partner, and both couples experience crises through the lives of their

children as the teenage Mpho Maqoma becomes pregnant, the Starks' Ivan divorces and Annick comes

out as a lesbian and adopts a black baby. The parents’ political repositioning is thus challenged by social

shifts, which test the extent of the parents' liberation from former social values. As suggested, their

various reformations are shown not to be complete.

A major preoccupation at transition, therefore, is the shifts definitions of subjectvity, and
consequent shifts in modes of identification. The recurrent lematifs of photographs and sculptures explore
tmage and erasure in the processes of narrating and remembering the past. A marked photograph and a
curling poster both depict the erasure and recall of figures within personal and political narratives. The
photograph, with whose contemplation the novel opens, creates an image of a personal transition in
Vera's life, from one husband to another. It is a photo of a group of holidaymakers, including Vera and
her new lover, Ben, whose face is circled so that when her first husband receives the photo, he can

identify Vera's transfer of loyalty. Finding the photo 45 years later, on the verge of leaving Ben, Vera does

not recognise everyone in the photo, causing her to meditate on the selectiveness of memory as it leaves

gaps in forming a narrative of life:

on the edge of this focus there's an appendage, might as well tum it off because, in the

recognition and specific memory the photograph arouses, the peripheral figure was never
present.. But if someone were to come along ~— wait! — and recognize the one whom nobody

remembers, immediately another reading of the photograph would be developed. Something else,

some other meaning would be there, the presence of what was taken on, along the way, then.
Something secret, perhaps. Caught so insignificantly.%?

What is indicated here is that markers of secret histories or unremembered, suppressed stories are present
everywhere in our lives, but may not always be recognised. Recognition and meaning therefore exist to a
large extent in the eyes of the 'beholder’ or reader, and are not inherent in the image or object itself. The
potential is always there to uncover, or retell stonies, according to who is witnessing the artefact. The
repressed story, she indicates, is always hovering in the unconscious, waiting for recognition, ready to

rupture the present.

Although the photo represents a personal memory, relating to a private affair, virtually the same

motif is used later in the novel to refer to the faces forgotten during years of exile by the larger

constituency of South Africans. The two motifs thus form an allegorical relationship: Didymus, who has

3 Gordimer (1994) p.3
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been operating secretly, under a code name, has to be re-recognised now, recalled in memory as he is

recalled from exile:

Who are the faces arranged in a collage round the great man himself? The posters are curling at
the comers and some faded strips where sunlight from a window has barred them day after day,
month after month. Crowds who dance their manifesto in the streets are too young to recognize
anyone who dates from the era before exile unless he is one of the two or three about whom

songs were sung and whose images were kept alive on T-shirts. Didymus went about mostly
unrecognized; disguised now, as himself.%
Didymus is a representative of the long secret history of apartheid South Africa, whose fading,
unrecognised image on the 'welcome home' poster is on the periphery of the alternative new master

narrative of 'the great man', Mandela's life.

The question of recall, and the return of the past is posed rhetorically at the opening of the
'‘Baggage' and '"Transit' sections: 'And who was that?'9 and "You don't know who this is?'9% respectively.
Only a few resistance figures were canonised during the struggle in songs and T-shirt images to create as
narrow a focus of resistance as possible, as unified a narrative, in effect censored to avoid any 'tendency or
faction that might be divisive'.”” Didymus's visibility in the political arena will depend on his recognition in
the present as himself, free from his code name. The process demands a form of resurrection which is

constantly enacted in the streets, as Vera renews acquaintance with people she has helped over the years:

Vera and these old acquaintances and friends were giddy with discovery, the past set down on the
streets of the present.

You don't remember me?

The past is known to be irretrievable. But here that proposition is overturned.

In the euphoria of being back, of presenting themselves alive, resurrected from the anonymity of
exile ... [all are] greeted in the same way as returning heroes.%

Resurrection is thus presented as a trope for the return and recognition of exiles. Its religious overtones
complement the sense of sacrifice which they stand for and the salvation they bring, Didymus experiences

the sense of resurrection most intensely, as his expectations rise to their highest at the Movement's

9 Gordimer (1994) p.92
? Gordimer (1994) p.3
% Gordimer (1994) p.35

77 Gordimer (1994) p.92
% Gordimer (1994) p.37
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conference, at which the executive positions are elected. As he reaches a sense of unshakeable Cartesian

being, his world suddenly crumbles around him:

Disguised, unrecognized, do you exist? And now they see him; back to life. It was a conviction of

pure existence. He sat there; he was. In this state he heard the results of the election announced.
His name was not among those voted to the new Executive.?

Erasure and recognition are thus read as forms of death and resurrection in the dominant narrative.

Didymus's censoring from contemporary memory is potentially temporary, reversible in the future by a

possible 'resuscitation', when the weight of the atrocities in the camps fades:

Didymus would be resuscitated from beyond his lifetime as one of the band of Jacobin heroes

who had done ternible things to save liberation in a ternible time. But for the present his greatest
service was for him to be forgotten.10

Didymus has in effect died from public memory, and his story will not be rebom for a while. This is the
stage of the interregnum at which morbid symptoms appear, according to Gramsci. His is a position of

negativity and impossibility. Unsurprisingly, he is accused of becoming morbid by his wife. They discuss
the speech of the veteran white communist politician Dave, who is himself dying of 'an incurable disease'.

Didymus believes Dave has made an important point, and that the response from the audience was not

genuine. Sibongile rebukes him: 'Of course the applause was support for what he said! You're getting

morbid.®! Only when his morbidity is justified, when Sibongile receives the death threat, and he

rediscovers a new role in life as her minder, does he lose his sense of morose, self-indulgent

distlusionment.

It is interesting to note that, contrary to my consideration of a number of motifs and their symbolic

significance, Dominic Head argues, that Nore to Accanpary Me is one of Gordimer's most literal novels:

the presiding mode of the novel ... can be characterized as a narrowing focus on the specificities
of the life lived, especially where this involves a reconsideration — even an implicit rejection —
of symbolic or gestural motifs which seem inapplicable to the new interregnum.102

The example he gives is of the issue of land reclamation, and the difference in treatment it gets in the 1974
novel 7he Conserustionist and in None to Accamparry Me. In the former novel, the land claim is represented in

a strongly symbolic gesture by the black corpse which surfaces on an Afrikaner's farm. This stands in

? Gordimer (1994) p.95
10 Gordimer (1994) p.231

101 Gordimer (1994) p.237
102 Head (1995) p.49
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contrast to the literal, bureaucratic land reclamation which Vera pursues throughout the transition period

in Nore to Accamparry Me. Yet although this novel is less archetypal and mythic in tone, it still makes strong

use of extended metaphors and symbolic meaning,

In her Charles Eliot Norton lectures, collected under the tidle Writing @nd Being, Gordimer explains

her perception of the relationship between political events and the fictional representation of those events,

considering the transformation and illumination which the fictionalising process allows. Referring to the

grounding of her Burger's Daughter in the biography of Bram Fischer, she argues, on the basis of Fischer's

daughter's reaction, 'T had a critical as well as hagiographical conviction of her father's and her existence

strong enough to take on the form of imagined life.'103 She insists that she is not speaking of
verisimilitude, not a ‘working model to be dragged off and wired up to a book', but a 'vision', 'from the
ethos those lives give off, a vapour of truth condensed, in which, a finger tracing upon a window pane, the
story may be written'.19¢ The window on to the world here is opaque, and truth 1s thus not a testimony of

factual experience, but an insubstantial, elusive element which can become visible by being written (on).
This recalls the closing sentence of Nore to Accanpary Me, in which Vera's breath in the cold night air
'scrolls[s] out, a signature before her'.195 The intangibility of the ending contrasts with its firm act of

closure in the signature that marks and identifies a subject. Yet here the signature that signs off a new

subjectivity again takes the form of a vaporous substance. Perhaps this is an acceptance that the self, like

truth, is insubstantial and cannot be distilled to gather from it a condensed essence.

iv. 'Returning Home': Jack Mapanje's Skipping Without Ropes

In times like these your hedging vociferous chameleons
Are the least you need.

Skipping Without Ropes 106

Jack Mapanje's third volume of poetry, Skipping Without Ropes, shares many of the same themes and

concerns as Gordimer's novel on the issues raised by political transition. Like Nove o Accanparry Me,

Mapanje's poetry is concerned with questions of memory over forgetting, forgiveness versus justice, hope

versus caution and the possibilities versus the impossibilities of transition. The return of exiles, too, and

103 Gordimer (1995) p.10
104 Gordimer (1995) p.12
105 Gordimer (1994) p.324
106 Mapanje (1999a) p.57
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their reception in Malawi is an issue of close personal concern to Mapanje, and is used by him, as in Nore
to Accamparty Me, as a way of expressing transition as a journey of return to origins, of homecoming. The
motifs of birth, re-birth and resurrection feature strongly in the poems, figuring the suspended moment of
transition as a liminal moment, where ends meet beginnings. Yet the Gramscian morbid symptoms also

appear in the obsessive returns to Mapanje's time in detention, in the constant guilt-ridden anxieties about

his having left the country and in his awareness of those who died. Despite his previous volume of poetry

The Chattering Wagtails of Mikuyu Prison, having dealt with detention, release and exile, Skipping Wathout Ropes

goes over the same ground again, the three sections of the volume entitled 'From Mikuyu Prison to Exile,
'Impressions of Exile' and "The Return of the Rhinoceros'. This return to the past may enact a personal

desire, yet it could also have to do with Mapanje's reputation as a poet of resistance and former Amnesty
International Prisoner of Conscience. In an interview Mapanje acknowledges the difficulty of this internal
and external definition of subjectivity: 'I think once detained, always detained',1%” that is, not only intemnally -
through traumatic memories, but also by public reputation as an ex-detainee,

Like Gordimer too, Mapanje is concerned about the extent of real political change, whether there is
a real transformation in the previous power structures, or whether the new dispensation posits simple

inversions of established power-positions. However, there are also important differences in their subject-
matter and subjectivity, not least in terms of gender and race, both of which are foregrounded in the work
of Gordimer to a greater degree than in Mapanje's poetry, for obvious reasons. Poetry has always been
Mapanje's favoured genre, though interestingly he has wntten the soon-to-be-published memoirs of his

imprisonment and exile in prose, marking a personal transition in style.18 However, he continues to use
the condensed form of poetry to explore the allegories and ambiguities of transition through linguistic
ambivalences. Mapanje has always been interested in oral culture, whose practice he was forced to
rediscover in detention where he was denied pen and paper for almost four years. His post-Banda poems,
though employing a different tone and motifs, still continue the different poetic forms of elegy, praise

poem, parable and letter that he refined in his previous two volumes. However, I will also be exploring the

107 Mapanje (1994) p.57
‘% Extracts that have been published include Mapanje (19972) and Mapanje (1999a)
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implications of the epigraph, in which he marks a shift from the chameleon-like voice for which he 1s best
known.10?

The two writers' very different personal and political histories also affect their literary responses to
transition, yet the anxiety and guilt that both expressed in their earlier work 1s still prevalent, at least in
reduced form. Whereas in Gordimer's case this is mainly as a result of her anxious awareness of her
background of racial and economic privilege, in Mapanje's case this is due to his own relative privilege
through his education, and especially due to the effects of his detention and exile on his family and
friends. In Malawi, however, there was no exiled liberation movement on the scale of the ANC, so despite
the many shared concerns listed above, Mapanie does not have the same dilemma of ‘justified organised

violence' to explore. However, both writers have been greatly concerned about the relationship between

literature and censorship, both as literary practitioners and in their contributions to Irdex an Censordnp.

V. The Malawi Censorship Board and Mapanje's Poetry

Before analysing Mapanje's poetry of transition, I wish to discuss the context of censorship from which
his recent writing is emerging by considering the nature of the Malawi Censorship Board and his dealings
with it. The Board still exists, based in the same building, but it 1s seeking a new role, which I discuss in

the conclusion to this chapter. However, in July 2000 I tested its transparency as part of the extent of
Malawi's relatively new culture of freedom by seeing if I could get access to the old records of the
censorship board. As suggested, a few articles have been written about the Malawi Censorship Board and
how writers responded through the use of complexity and subtle irony, From these accounts, the Board
seemingly operated according to a chain of command based on the fear of dismissal, with all authority
leading directly to Banda himself. Yet all these accounts were formed through a process of deduction
relating to people's own experience with the Board, or through hearsay and rumour, or through whispered
conversations with more open-minded advisers to the Board. A major paper which narrated his own
experiences with the Board, was Mapanje's 'Censoring the African Poem', delivered at a conference in

Stockholm in 1986 and reprinted in Judex in 1989 after Mapanje was detained in Malawi. Some people

% Most articles on Mapanje allude to the folkloric 'chameleon' in their title, for example Roscoe and Msiska (1992);
Vail and White (1990); Chimombo (1988); Gibbs (1982)
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contend that the open critique of censorship in the paper was one of the final straws for the Banda
regime's tolerance of Mapanje, for it was the year after the conference that Mapanje was picked up.1©

As Robert Green suggests in the passage quoted at the opening of this chapter, documents such as
those reprinted in What Happened were not made available in Malawn, the reasons for censorship remaining

unstated. I therefore had to wait till after the transition to see if I could access anything that traced the

censorship procedure in Malawi. Even then, full-length reports detailing specific interpretations were ‘not

available'. However, I was given permission by the current Chief Censoring Officer to look at the mmutes
of the Censorship Board's meetings from the past three decades, though he was hesitant about allowing

me to make photocopies. Pleading the need for academic authentification, proof that I had actually seen

the records, I was permitted to photocopy a few pages and make notes on my laptop, sitting in the same
boardroom where the meetings took place, overseen only by the soft-focus portrait of President Muluz.
Reading the minutes clearly continues to involve deductions and reading between the lines, yet it 1s

interesting to note how well some of Mapanje's own deductions correspond with the documentary

evidence I saw.
The opening page of the minutes dated 17 March, 1982 show that the Board was constituted of
males and females, Malawians and non-Malawians, representatives of government and of religious bodies.

Indeed, the chairman, Reverend Chunga, gives the meeting a Christian framing by opening it with a

prayer:111
'+ TNUTES OF THE MEETIRG Of THE BOARD OF CENSORS WHICH WAS
! gﬁna MARCE, 1982 4T 10.45 A.M. IN THE BOARD'S CONFERENCE RO
PEESENT ' :I:;‘
. A, Chunge Chasiyoan v
fgté .rChimwonJaB Vice-Chalrmen
Mrs. Be. Ro larouche Mapder
£3ster Ann Nellgen Momber
Mr, M. 8, Mwanamsi Mexber
'Hr- G- O. Bib'iﬂll;ll ﬂm.ber .
Mer A, Gibain Eﬁ:&-ﬁimmg Ministry of Education -
Mr. A. Makalan E?d c“ltgizglnini t r -E;
. B. Y. C. Gondwe epreaen ] BLry ¢
fes Bo X Local Government
IR ATTENDARCE
Mre Be Lo Walker Bepresenting the Office of the
Preaident and Cabined

Mr, H. 8. Vokbiwa - - Becretary 10 tho Board
APCLOGIES
Mr, N. G, M, Mrandawire MNMember

[fige 1.1] Minuto 82/2/1 Opening Remarks

2. The Meating wos opened pt 10.15 a.n, with & prager
said by the Chairmean,

10 See O Miille (1999) p.100 and Mapanje (19972)
11 For full text of minutes, see Appendix I p.228
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These minutes report on a meeting between members of the Board and Banda himself. There are clues in

the document as to the relationship of fear between the Board and the president which supports

Mapanje's contention that:

[tlhe objective of the Censorship Boards is first and foremost to protect the censors from

dismussal and to protect the oppression of the governments which establish them; censorship
ultimately protects African leadership against truth.112

The summary of the meeting is subservient in its tone, as is the fact that Banda's advice is given overt

recognition or ‘noted’: ‘Members noted the summary and agreed that it be put on record' (82/2/3/1e).
Subservience to the aged president is re-stated in the summary as follows: 'Decency — He stressed on the
importance of maintaining cultural values in Malawi. e.g. respect for elders.' (82/2/3/1a)

Further on in the summary, when the President turns to films, it is the handwritten marginal marks
that are intriguing (82/2/3/1¢):

. ] d for the
. Opn decidipg what is gov :

cﬁigﬁn he edvised the Board that whgriltn;r

goubt, it should give jtself the bene

the doubt.

L » wil --—tﬂﬁ“

[figre 1.2]

Someone has marked two crosses in the margin next to the word 'linient’, yet it is difficult to tell whether
they are simply marks to highlight a spelling error, or whether they are there to remind the owner of the

minutes 70t on any account to be lenient in his or her decisions, especially as this is a point the President

re-emphasises. We cannot know.

The minutes give an insight into further stratifications within the Censorship Board, through the

references to its part-time viewers. These part-time viewers were people who watched films and then

wrote reports recommending whether the item should be passed or banned. These recommendations

were then discussed by the Board at its quarterly Board meetings, where the final decision would be

112 Mapanje (1989) p.7. This paper was first

) given at the Second African Writers' Conference in Stockholm, 1986
and also appeared in Holst Petersen (1988).
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reached. Minute 82/2/3/3 notes that the total number of part-time viewers employed by the Board is

thirty-four. Clearly these viewers are subject to the authority of the members of the Board, and seem to be

the source of many of the quirky, incompetent decisions the Board reached. The infantile behaviour of the

viewers, for example, elicits a pedagogical response from the Board (82/2/8/1):

The role of viewers was discussed and it was felt that they needed more supervision. They needed
to be comprehensive in the completion of their reports so that they should not mislead the Board.
It was noted that most viewers copy from each other because they sit together. It may be
necessary to separate them from each other. Also the Board sh<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>