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SUMMARY

This study gives the critical analysis of Ngcobo’s sociological radio plays. The written

plays are examined. The work is arranged as follows:

Chapter one is the general introduction of the study. It paves the way the study will be
conducted which includes among other things; hypothesis, aim of study, scope of study,
definition of concepts, research methodology, theoretical approaches to the study, the
characteristic nature of radio drama, an influence of traditional drama and the synopsis of

all serial radio plays.

Chapter two explores the various theoretical approaches that are applicable in such the
study of radio plays; inter alia; sociological, structuralism, reader, moral — philosophical,

reception, intention, historical — biographical, semiotics and New Criticism approaches.

Chapter three looks at the understanding structure of the radio plays where amongst other
things explores the aspects of society that radio play addresses. It gives comparisons of
social aspects, social disorder / revolt and looks at how Ngcobo addresses such social

revolts in order to bring about social restoration.

Chapter four focuses on the comparisons of the radio plays with regard to style, temporal

which includes time and space. It further focuses characters / actors and narration.

Chapter five looks at the linguistic appropriateness of the radio plays. It seeks to ascertain
Ngcobo’s language how it suits his characters, situation, addresses the questions and
answers’ relationships as they crop up in the plays. Monologue as an integral part of
psychological process describes a mode of mental processes which include sadness,
elation and desolation as felt by characters. It assesses Ngcobo’s usage of dialogue and
also looks at other factors such as mood, place, sound effects, music and sound
effectiveness as important components that heighten the development of the play to the

horizons for its effectiveness.



Chapter six deals with meaning and interpretation of the radio plays whereby it deals with
the intention, significance, emerging factors that arise further enhance the development of
the plays. Apparent and challenges that the playwright poses on his plays are also
highlighted.

Chapter seven is the concluding chapter. This looks at the thesis in its final analysis
which gives the summary, findings and observations. It examines the challenges and
contributions of the study with a critical overview and conclusions. Lastly it suggests
some future research on the study of serial radio drama by showing the important

elements as discovered in this study.
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Characterisation, Plot structure, Sociology, Intertextuality, Serialization
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1.2

CHAPTER 1

GENERAL INTRODUCTION

Hypothesis

Justice in the context of human experience and human behaviour and how this
governs human relations and social intercourse is what man has been trying to
achieve for millenium. Original justice relates to a balance when man has a
balance between himself and his neighbour, leading to a balance between man
and society and thus creating a balanced society. If there is a balance between
man and himself you have a balance between man and man, leading to a
stable society. Stability between man and man could naturally lead to a
balance between man and the rest of creation — a harmony resultant precisely
from the giving to each what belongs to it. The researcher’s concern at present
is with value — theoretical challenges to problems of human existence as
revealed in literature. The sciences have failed individually and collectively to
deal with the full — blooded reality of our human world. Social sciences in this
regard, have failed to give people an insight into their human situation as
humans which are caused by commitments that are decisive for our humanity.
As individuals and in social groups we exist in our actions and actions involve

values.

The opposite of this is a reversal ... an injustice ... a thwarting of the Divine
order ... through the effort of man claiming more than his due ... bringing
disharmony.

Aims of study

Radio drama, as a tried and successful strategy for the development and

promotion of African — language literature has been ignored, understated and



unappreciated by a significant number of contemporary critics. The academics
have, in the main, failed to realize that the medium of sound has provided an
environment in which a new storytelling genre has been born (Crook,
www.irdp.co.uk). This has happened despite the fact that eminent writers
began their writing careers as radio writers or their works have been made
classical by radio. A number of IsiZulu published literary titles have
developed from radio plays. The study aims at critically analyzing and
assessing Ngcobo’s radio plays. It serves to help establish at least some sense
of the general context within which Ngcobo’s work, as a radio dramatist
should be seen. It should help identify, by contrast, the particular nature of
Ngcobo’s own contribution to the genre. His concerns are presented in a mode

of drama which takes on the aesthetic shapes.

Radio drama, as it is conducted through the medium of language, seeks to speak
to the people, that is, the manner in which meaning is made to the listeners
within a play. It attempts to reach its listeners in a proactive and progressive
way. This study therefore, intends to demonstrate how a combination of radio,
drama and language works to bring performance to the people in a way that
addresses their various interests, concerns and anxieties in life. The way in
which various meanings are embedded within the play is made possible through
the choice of language that is used. The considerable use of proverbs and
sayings within the play, as Ngcobo has done, is also another way in which the
material can speak to the everyday experiences of listeners. As proverbs are
indexes of tradition so they become part of everyday conversations thus
enriching language. The target audience is widened because of the language that
is used to transmit the play. The intention of the play is to dramatise
development as an issue that should be taken seriously by the people and thus
the various symbolic, allegorical and direct meanings that can be found in the
naming of characters and setting, the proverbs and idioms and songs used within
the play point towards a clearer and more accessible way of extracting and

applying information.



Ngcobo is a playwright whose writings have never been researched. He is found
to have written nine radio plays. Such a playwright should not remain
unnoticed. The researcher had a lot to choose from in his writings especially
with regard to sociometry part of it. The section deals specifically with man and
his human relationships: right to life and existence, right to wife, children and
family life, right to the material goods right to spiritual wellbeing, respect and
honour. Radio is the most available medium through which people in both urban

and rural areas can get information.

Ligaga, (2005:2) explains that access to radio is widespread in even very remote
parts so an entire village may share access to a set which they utilize to obtain
information. Each man has a right to be treated as a man and not as a unit — not
yet as an angel. All men are by nature equal and to all men belong there
fundamental jura. Justice may have a twofold meaning; general and particular
because man is a social being. Each activity has repercussions on others, for
example, lack of courage, lack of prudence, of temperance. Justice and injustice
have a general effect. African art deals with the things that are vital and near to
the African people today such as the school, the church, the slums and makes
the African people live more abundantly. It is of importance that whilst doing
all this but preserves the past implying that it maintains a contemporary social
responsibility. This study endevours therefore to reflect the relationship and sees
how it affects the lives of people. The study goes on to ascertain how Ngcobo’s
artistry in sociological aspects and realism in his radio plays have been handled.
As realism makes the story more vivid as an experience for the reader, so is
Ngcobo’s writings as they are going to be reflected on this aspect. In its essence
realism in literature reveals the playwright’s attempts to present facts and life

experiences that the reader can possibly know.



Abrams, (1971:141) comments thus on realism:

The typical realist sets out to write a fiction which will
give the illusion that it reflects life and social world as it
seems to the common reader. To achieve this effect he
prefers as the protagonist an ordinary citizen of
Middletown, living on Main Street, perhaps and engaged
in the real estate business. The realist, in other words, is
deliberately selective in material and prefers the average,
the commonplace, and everyday over the rarer aspects of
the social scene.

The quotation above further makes highlights of realism as it reflects life and
the social world as it seems to the common reader. Lewis, (1981:21) laments
that:

The critical and scholarly neglect that radio drama has
suffered is regrettable, especially considering the range
and quality of the best creative work written for this
medium.

The above statement protests that the radio drama has suffered despite good
radio dramas that have been written. The study further aims to show the
relationship between the textual analysis and the sociological criticism as they
supplement each other. The study intends to apply Levitt, (1971) in what he

terms “the whole analysis” as all five Ngcobo’s serial radio dramas will be

analysed. Levitt, (1971:34) points it out this way:

The playwright is almost wholly dependent upon
dramatic juxtaposition of characters to communicate
action and meaning. Each unit of action in a play
performs a specific function — be it purposeful,
inevitable, necessary, effective, relevant etc, always
bearing in mind that scenes are called into existence to
serve character, theme, plot or some combination of
these.

The quotation stipulates specific functions that radio plays aim to address and

further discusses conditions and reasons under which the play intends serving.
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The 1950s up to the 1980s which include Ngcobo’s period of writing is known
as the period of closet drama, that is, plays mainly created for the purposes of
reading. Zulu radio drama brought to prominence on voice and skills of oratory.
After 1962 there was more scope for longer dramas in the form of serializations.
Therefore on the basis of this background, the neglect of radio drama and
insufficient critics, by scholars and researchers prompts this study. Thematic
development is more social in nature, dealing with issues affecting individuals

and social structures.

Scope of study

The focus of this thesis is on the study and the critical analysis of M E Ngcobo's
serial radio drama: Inkanankana (67), Impesheni Yesiphalaphala (54), Iwashi
Legolide (45) Isela (30) and Umadakeni (36), which makes the sum total of
232 episodes. These dramatic works on relationships in life will be examined at
a full scale. This research study comprises seven chapters and the structure of

the thesis is presented in this manner:

Chapter 1 is on Introductory perspectives which amongst other things, deal
with definition of concepts, approaches, methodology, an influence of

traditional drama, journals consulted and a review of researched works.

Chapter 2 looks at the Radio plays: Its nature, history and characteristics.
Issues such as the historical background of radio drama, the birth of the SABC
and the characteristic nature of radio drama are some of the issues being

discussed.

Chapter 3 deals with Understanding structure of the radio play. This
confines itself to the social issues of the radio play, such as issues of society that
the radio play addresses, comparisons of social issues, disorder or revolt and

social restoration.
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Chapter 4 addresses the Comparisons of radio plays where style, temporal,

characters are taken into consideration.

Chapter 5 deals with The linguistic appropriateness and looks at how the
language suits characters, situation, time, questions and answers, mood,

monologue, dialogue, sound effects and sound effectiveness.

Chapter 6 focuses on Meaning and interpretation whereby the intention,
significance and challenges that Ngcobo’s dramas pose are given the necessary

attention.

Chapter 7 gives the General conclusions of the study where it summarizes all
the chapters based on the following sub-topics namely; observations and

summary and lastly gives new trends to the future researchers of this genre.

Research methodology and fieldwork

This study is done using manuscripts of radio plays, a face-to-face interview
with the playwright. Preference has been given to radio dramas with the author
in order to obtain greater clarity of his concerns. This means these face-to-face
interviews were the most revealing. The researcher in 2004 visited Muzi Eric
Ngcobo on several occasions for interviews concerning his prescribed texts
according to this study. In 2005 he visited Professor Liz Gunner at the
University of KwaZulu-Natal as a researcher who has conducted and still
engaged in the radio drama with regard to the introduction of serial radio drama.
She however, managed to direct the researcher to other works by other
researchers including Khaya Ggqibitole’s.
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151

As regards the research methodology, Ngcobo’s 5 (five) unpublished serial
radio plays will form the point of departure. These will be critically analysed on

the basis of theories of criticism.

Definition of Concepts

Radio drama

It is very fitting in this study to make a clear distinction between drama and
play, as they mean almost one and the same thing. Drama is called “play”
because children very often in their play, imitate the grown-ups, express their
thoughts and emotions by gestures or actions or by speech or by combining
both. Radio drama is assumed by many as a wonderful medium for wakening a
person’s creativity, thus quickening the spirit of invention and is still the most

dominant force in production of plays for radio.

As originally transmitted in a live performance, the radio play has been used to
describe the more high — brow and serious end of the dramatic output of radio.
“Drama” is a Greek word meaning “action” which is derived from “to do” and
the dramatic art is imitation in the way it means action. Radio drama as it differs
considerably from say, the stage play, the film, the opera or dramatic prose;
does share some elements of drama in common. In its extended classical literary
form it means the representation of a slice of life, in which stage performers
interact through action and dialogue. It is that medium which is dependent on
the radio play’s craft and imagination since it is not visual in its nature. It is
maintained that it is often combined with music and dance: the drama in opera
is sung throughout; musicals include spoken dialogue and songs and musical

accompaniment.

Historically drama dates back to 5" Century B.C. Sicilian mimes written in
rhythmic prose by Sophron of Syracuse. Mfeka, (1999:22) highlights the fact



that even Plato admired the Sicilian mimes which he perfected by 400 B.C.
Though he shaped them but they were in a form of philosophic dialogue which
was sufficiently original to be an independent literary creation. In other words
drama does play a pivotal role in a dramatic work whether in written or oral
form. Drama is the most wide-ranging of all the arts as it does not only
represent life but also is a way of seeing it. It does give the reader or audience
an experience of life as “lived” and allows him a period of appreciating or
critically analysing action as it relates to man, his neighbour and society. Drama
does give the reader / audience an experience of life as lived and allows him a
period of appreciating critical analysis of action as it relates to man, his
neighbour, society, outlook and many others. The definitions indicate its unique
nature as compared to other mass entertainment such as stage drama, television

drama and film. Drama, even in its most primitive form, consisted of dialogue.

According to Szondi, (1987:7):

The verbal medium for this world of the interpersonal
was the vogue. In the renaissance, after the exclusion of
prologue, chorus, and epilogue, dialogue became,
perhaps for the first time in the history of the theatre ...
the sole constitutive element in the dramatic web.

The quotation stresses dialogue as an indispensable criterion its omission leads
to its in existence and failure. Drama assumes encounters or conflicts which
intensify until they culminate into a dramatic climax; it shows man's struggle for
happiness and fulfillment through life; it not only portrays joy or suffering, it

depicts life through words and sounds and actions in a dramatic manner.

Clashes or contradictions are the essence of our total existence, revolves around
the conflict of interests between good and bad, right and wrong, life and death,
dream and reality, high and low and desire, justice or injustice and satisfaction.

Radio drama may have many definitions but this research intends to rely on



Maphumulo and Cruywagen’s definitions of this genre. Cruywagen, (1992:24)

gives a clear definition of radio drama when he articulates:

Radio drama is a radiogenic form derived from the stage

genre; blind, flexible and intimate, it only comes to fruition

in the imagination of the listener in response to radio

signals received by the ear from a loudspeaker.
The quoted statement analyses the characteristic nature of the radio drama with
strong emphasis on listener’s imagination. Maphumulo, (2001:7) gives a more

elaborate definition of a radio drama when he discusses it as:

A radio drama is a complete and self-contained piece of
writing intended from its inception to be acted and
produced in a radio studio using audio technology such
as microphones, sound generating, sound recording and
tape editing equipment of radio broadcasting as distinct
from the visual technology of television or film, or the
alternative process of live theatre.

This quotation intends giving the purpose of the stage drama to be performed
and acted from its inception. It further highlights that it was the only active
theatre where stage plays had to be acted. Ash and Makhambeni are of the same
opinion when they concur that “The radio play can be defined quite simply as a

story told in dramatic form by sound alone.”

Ash (1985) and Makhambeni (1988) in this quotation emphasizes the sound
element as the only dramatic form under which radio play survives. In their

definitions Makhambeni, (1990: ix) goes a further mile when she adds that:

Umdlalo womsakazo ulotshelwe wahlelelwa ukulalelwa
kuphela. Kusobala-ke ukuthi iminyakazo, izenzo
nemizwa yabadlali singeke sayibona ngamehlo.

(The radio play is written and produced only to be
listened to. It is obvious that its movement, action and
feelings of the actors cannot be seen).



1.5.2

This quotation further stresses the nature of the radio drama as a blind medium.
This section can conclude that radio drama is just one of several multi-media
approaches. Its strong emphasis on rigorous formative research and evaluations,
which are then well publicized, ensures continuing interest from audiences on

the one hand and backers of the radio drama on the other.

Serialisation

The term “serial” refers to the intrinsic property of a series namely; its order. In
literature, the term is used as a noun to refer to a format (especially within a
genre) by which a story is told in continuous, chronological installments in
sequential issues of a single periodical publication. According to Oxford
Advanced Learner’s Dictionary, (2005:1385) serial refers to the story on
television or radio that is broadcast or published in several separate parts hence
the radio drama serialisation. It is fitting for this study since M.E. Ngcobo’s
radio plays were serialized with many scenes connected to them. The term has
been used for a radio or television production for a continuously evolving,

unified plot and set of characters, spread over multiple episodes or scenes.

De Fossard, (1996:33) stipulates that a serial continues for weeks, months or
years. The story is presented in short episodes on a regular basis. The radio
serial is broadcast in this excluding the weekends. Television serials rely on
keeping the full nature of the story hidden and revealing elements episode by
episode, to keep viewers tuning in, to learn more. Often these television and
stage plays employ recapping segments at the beginning and cliffhangers at the
end of each episode. Such television and stahe plays also place a demand on

viewers to tune in to every episode to follow the plot.
The versatility of the serial lies in its multi-plot structure where several story

lines are woven together, that is, a central story (main plot) and several

additional stories (sub—plots). He believes that the serial is the drama format

10
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that most reflects real life, because it creates the impression that the lives of the
characters go on during our absence. It follows the lives and fortunes of several
characters, showing how they relate to and affect one another. Serials rely on
keeping the full nature of the story hidden and revealing elements scene by
scene, to keep listeners tuning in to learn more; in the words of Gunner, (2002)

“ukulalela isitori” (listening to the story).

Sociology

This work is not about sociology per se but this subheading has been included
to highlight what is to be expected under the sociological criticism which, of
course, is the branch of sociology. As the word society is derived from the Latin
word socius, so the study of sociology concentrates on the relationships which
exist in the society. Sociological plays question and answer problems that focus
on environmental and cultural factors more than on personal and psychological

characteristics.

Ngcobo’s sociological plays center principal attention on the society in which
characters live, their effects upon them and the social forces that control action.
Though a sociological criticism develops a thesis but is not necessarily an all -
out effort in propaganda. It is fashioned to entertain and instruct. Effective
fiction makes readers think but the primary purpose is to make readers feel
something. Like George Eliot who conducted a sociological examination in
narrative of a small town, Ngcobo’s sociological plays are centred on the
township of Clermont and KwaDabeka as his home base. The historical
background of sociological plays reveal that they were mainly written by

Tennessee Williams.
The sociological criticism is the criticism in literature which looks at literature

in the light of the work with regard to the sociological context. There is no

doubt that this approach sees literature, drama in particular as something that

11



makes things happen as a way of challenging society’s beliefs. Here people
have the duty to link together themselves in many similar ways as one distinct
group. The New Encyclopedia Britannica, (1990:380) Volume 27 states that
sociology is a branch of the science of human nature and social behaviour that
seeks to discover the causes and effects that arise in social relations among
persons and in the intercommunication and interaction among persons and

groups.

The main task of sociology is concerned with the reconstruction and progress of
social forms and structures. It also deals with the effects that participation in
groups and organizations have, on the behaviour and character of persons.
Institutionalized social forms are assumed to play the major part in influencing
human actions, and it is the task of sociology to discover how these forms
operate on the person, as well as how they are established, develop, elaborate,
interact with one another, and decay and disappear. These would involve
institutions like marriage, justice system, conflict, various forms of education,
promiscuous sexual relationships and many others as they are going to be
discussed in this study. The great sociologist Morrish, (1985:16) is correct when

he states:

It remains true, however, that the steady, thorough
unremitting march of the sociologist will leave no
social fact unrecorded.

The quotation highlights the sociologist’s duty to record all events which make
literature within the society. It means sociology is concerned with social facts
which examine both the structural aspects of human society and every type of
social relationship that occurs with those structures. These social problems are
studied with an aim of seeking some solutions where these social relationships

have somehow gone astray, or where weak relationships require reinforcing.

12
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The sociology of literature is therefore going to deal with literary production

which examines literary texts for sociological relevance.

Didascalia

It is sometimes very difficult to discern the difference between didascalies and
semiotics as these two terms are intertwined and sometimes puzzling.
Didascalies or sub-text as it is commonly known refers to those parts of the
dramatic text which allow direct access to its disposition towards performance.
In other words didascalies would deal with all those aspects of the dramatic text

which contain instructions pertaining to how performance should take place.

Van der Merwe, (1995:140) defines didascalies as:

Everything which comes to us directly from playwright,

everything which is neither dialogue nor soliloquy.
The quotation gives the definition of what the didascalies is and further discerns
it from dialogue and soliloquy. Though didascalies includes things like the title
of the drama, the cover, preface, scenes and stage directions but its great
concern in this study is its connections which are related to semiotics. This
study further deals with sound effects which provide instructions which are
beneficial in the performance of the radio drama. Didascalies’ advantage is
manifest in establishing the necessary link between the text and performance
and also in the reception of the text as a literary work. Savona, (1982:33)
considers didascalies as a mediatory vehicle between text and scene. He states

that the didascalies forces the reader:

to imagine characters to whom actors give substance, to

situate them on the stage, with a certain set, among
objects which are themselves merely signs of real objects,
since the linguistic signs of the didascalies disappear at
the level of production where they are transposed either
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into iconic or voiced signs, or else indexes which
emphasise or link together other signs.

Savona in this quotation highlights the function of didascalies during
performance as he mentions that it situates characters and actors on the stage for
performance. As this study deals with characters in Chapter 4 so is the relevence
of the didascalies, as a result that the information is pertaining to the origin of
characters and information concerning the vacations or positions of characters
should be provided. This information serves as an important parameter in
grading the importance of characters and establishing the main focus in the play.
It becomes clear that prior to reading the text the reader must gain insight into
the interpretation and understanding of the dramatic dialogue. This actually
avoids the traditional introduction of characters through the process of
characterisation  instead they are considered in stage directions. Van der
Merwe, (1995:145) emphasises that characters need not be described only
through physical appearance but stage directions are an option, which displays

their emotional behaviour.

Intertextuality

The term, intertextuality is derived from Latin, intertextualiti, by Julia Kristeva,
to elaborate a theory of the text as a network of sign systems situated in relation
to other systems of signifying practices in a culture. In Kristeva’s formulation,
any text is in fact an intertext, the site of an intersection of numerous other texts.
Webster, (1990:95) mentions that the concept of the intertext initially arose in
France in the late 1960’s and by so doing has become increasingly influential as
a way of thinking about how a literary text is produced and comes to acquire

meaning.

In its usage as it is still to be observed in the study at a later stage literary
expression implies that a text is not a self sufficient, closed system. Its existence
implies that there is no originality in writing as anything in any text might have

14



been present in the writings of other times. Maphumulo, (2001:32) notes that
the theory of intertextuality insists that a text cannot exist as a selfsufficient
whole and as such does not function as a closed system. It embraces things like
influence and reference to other texts as it includes linkages between texts or
writers where illusion, imitation, parody and influence would form part and
parcel of intertextuality. The younger writers as Plottel and Charney, (1978: xvi)

in their criticism confirm that:

. criticism has recognized that each text implies other
texts. As William Carlos Williams it “let it be granted
that whatever is new in literature the germs of it will be
found somewhere in the writing of other times
Nothing is original or more like one’s self as feeding
upon others.

On these grounds Manyaka, (1998:102) argues correctly when he articulates
that a new text is influenced by a number of factors from other and previous
texts. His analogy of a host and a parasite where he describes them as
‘parasitical’ and ‘host’ (a parasitical relationship), since the text is an
intertextual construct is the product of various cultural discourses. Manyaka,
(1998) comes out boldly when he declares that the ‘parasite issue’ results from
writers who knowingly or unwittingly use other writers’ sources to nourish their
works of art. He states that seasoned / precursor writers influence or act as a
source of inspiration to young and budding writers, who in turn are ‘sucked’ by
young writers; which in simple terms says old writers are hosts while new

writers are parasites.

However, it must be noted that the older (host) writer loses nothing from his
work being quoted, ‘used’ or taken by young (new) writers since they benefit
from the reader’s perspective. In such a manner, the precursor’s text gains
clarity and is being supplemented by new texts that bring more development,
thus paves new horizons as Swanepoel, (1990:32) highlights that “relationship
with other texts of which it must be seen as an arrangement, adaptation or
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confirmation”, hence the people’s reading and realisation of that mutual

understanding amongst the writers.

Its development was to specify different textual arrangements within historical
and social contexts. It mainly describes sign production in a specific social
reality and Kristeiva changed the theory of dialogism which focused on the
utterance rather than on the text, as dynamic milieu of interchange among
diverse social speech genres. When the discussion is held on intertextuality the
term “influence” is never divorced since these two terms are intertwined in the
literary studies. An influence refers to an impact that a writer, a work, or a
school of writers has on an individual writer or work. In this regard scholars
aver that influence as a literary strategy helps writers like Ngcobo to be more
creative in their writings. It needs to be pointed out again that through this
influence, Ngcobo has converted some of his radio dramas into the actual
books. He was imbued with this spirit of writing from other writers but of great

influence is as a result of his own previous works.

Gane, (1987:2-3) observes the issue of influence between Foucault and Althuser

and is able to comment as follows:

And it is certainly important to note, as Louis Althuser,
the leading French Marxist philosopher has remarked, he
(Foucault) was a pupil of mine, and ‘something’ from my
writings has passed into his, including certain of my
formulations. But...under his pen and in his thought even
the meanings he gives to formulations he has borrowed
from me are transformed into another quite different
meanings than my own.

Here, this quotation stresses that it is Althuser who influenced Foucault. With
regard to Ngcobo there is no doubt that much of this influence came from
Mabatha’s performance under the directorship of Welcome Msomi where he

was a lead actor. The experience and influence he obtained put him in a position

16



to shape and express his own literary works or serial radio dramas. To put into
Manyaka’s, words (1992:24):

Any writer or author has fed on, like a parasite, the work
of other writers. As is always the case, one’s work is
inhabited by a long chain of parasitical presence, echoes,
parodies, allusions, guests of previous texts and feeds
upon the guest for survival.

In this quotation, it is still stressed the perpetual linkage and influence of other
work from previous writers and their texts. No text is independent as it has
connections with other texts. This type of study is called intertextuality. Julia
Kristeva coined this word, which alludes to every text building itself as a
mosaic of quotations, where it is an absorption and transformation of another
text or other texts. The theory of intertextuality insists that a text cannot exist as
a self-sufficient whole, and as such does not function as a closed system. This
cross-action and inter-action of texts forces Worton and Still, (1990:1) to insist

that it is of two kinds when they state:

Firstly, the writer is a reader of texts (in the broadest
sense) before he/she is a creator of texts, and therefore the
work of art is inevitably shot through with references,
quotations and influences of every kind.

These two scholars try to destill the nature of influence and try to direct where
the inspiration of writers comes from. In its essence intertextuality embraces
issues like influence and references to other previous texts. Worton and Still,
(1990:2) state further that:

A text is available only through some process of reading;
what is produced at the moment of reading is due to the
cross-fertilization of the package of textual material.
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This quotation still emphasises reading as a source that encourages the
production of texts (literature) by creators (writers). Intertextuality is going to
help in this study as it looks at the work as the sum total of knowledge that
makes it possible for texts to have meaning, as dependent upon other texts that it
absorbs and transforms. In this regard Plottel and Charney, (1978: XIV) write as

follows:

Every script (I’ecritore) is a script of another script
(I’ecritore d’une ecriture). Each utterance holds the trace
of another utterance; everything written carries the mark
of a gap with something else that is, or was, written even
the ultimate signifier itself is a text of another text. In a
sense all writing is a collage of other writing, of
language, and of tradition.

These writers further highlight the issue of the existence of a text where they
mention that all texts are linked to each other in order to close open gaps and
loopholes in a text. Manyaka, (1992:28) highlights intertextuality when he

declares that:

In as far as writers are concerned, we realize that they

borrow from their readings when they write and in the

process, what they borrow appears in their writing and

shapes it. This is put in Elliot’s words: minor poets

borrow, major poets steal.
Manyaka also tries here to show a bad side of writers who borrow from other
people’s works in such a way that they end up stealing other writers’ works

instead of acknowledging references. Abrams, (1985:9) insists that:

The current term intertextuality includes allusion among
the many ways in which one text is interlinked with other
texts.

This quotation makes an emphasis that the linking of texts serves to supplement
and supplant the original with the aim to function at times for later readers as
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1.6

the pre-text of the original. To conclude this section it is highlighted that all
writers are readers first, and that all writers are subject to influence. Out of this,
the research reveals that a text has a meaning only in relation to other prior or

subsequent texts as well as ‘feeding’ on other texts.
Theoretical approaches to the study

Any study of drama irrespective of subgenre like stage play, radio drama and
television play revolves around Aristotle’s views, as he wrote in depth on
drama. Soni, (1990:43 -44) comments thus about Aristotle who states that:

No study in drama is complete without a discussion of
Aristotle’s views together with the approaches of many
other theorists. The essential elements of drama, namely
plot, characterization, dramatic action, dialogue, theme and
milieu are discussed in great depth and form in the
theoretical framework ...

Soni highlights the praises of Aristotle as the father of drama. This means there
can be no study of drama without making reference to Aristotle. He laid the
foundation of its theoretical framework. Ntombela, (2009:32) purports the idea
that literary theories are used in the analysis, interpretation and evaluation of
material. In the study of literature, literary criticism functions as a way of
understanding literature. This suggests that people cannot separate literary
theory from the activities of reading and critical interpretation. These theories
are necessary if people want to find meaning from literature. The text in itself
has no meaning until someone reads it. In order for it to make sense, the reader

should be able to interpret it.

Of great importance in the study of African literature, are the new African
approaches which originated mainly from oral traditions and which flourished
as they came into being under intrinsic and foreign inspiration. The late 19"

century and the beginning of the 20™ century in the sub -continent of Africa saw
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the emergence of African writings in French in West, in English in East, West
and South Africa, together with writers in various African languages and which
created a growing concern among critics that the universal approaches may fail
to do justice to the true African mode of literary expression. Emenyonu,
(1971:1) defines the ‘African Literature’ in a most illuminating and appropriate

way. He infers:

African literature has come to mean several things to

several people. To some it is a tool for the literate African’s

arrogation of the essence of his cultural heritage — an

assertion and at times an imposition of the contents and

excellence of a black culture, on a white dominated world.

To others African literature means ‘a new literature of the

world’ with its authentic and original genres, themes and

messages. To a few, it is simply a political document of

protest against the assumptions of colonialism and

imperialism as they relate to the world of the black man. To

yet other people Africa literature in its ramifications

represents a mere appendage to British or French literature

since most of the African writers, write in English or

French.
From the excerpt quoted above he makes an emphasis of the literature to work
as a tool for the literate African’s arrogation of the essence of his cultural
heritage. With regard to this, Serudu, (1991:117) identifies four main problems
and obstacles that have hampered the development of a theoretical approach in
the study of African languages. He maintains that such critical inferences are
unjust and should never be considered when African writers need to embark in

their own writings. He cites the following:

1. There is no unanimity with regard to the concept “African literature”.

2. Some scholars took African literature as a tool to air their political
aspirations or to assert their Africanistic cultural heritage.

3. That most of the said scholars and writers expressed their thoughts and
ideas in foreign media-English and French.

4. That much time was wasted on discrediting western critics for their
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‘biased’ outlook towards African literature.

Larson, (1971:9) endorses what Serudu has endorsed above, that non-African
literary critics were the first to evaluate African writers simply because there
were no African critics. It becomes evident that the African writer has been
confronted with the western critics and reviewers for many years whose point of
view has been western. For a study of literary work to be considered mainly by
its readership, it needs to address its social and cultural backgrounds as they are
best understood. This means that sociological and cultural values of a literary
work must be taken into consideration when an African literary work is

reviewed.

With regard to theories it is of paramount importance that they need revamping
and should be revised in such a way that they result in a mixture that can be
used for African literature. African scholars, as Irele in (1980) maintains that
critics must take into consideration the whole imaginative tradition, so that the
new authors do not miss the finer modulations which give the best modern
African literature interest and value. On evaluating theoretical approaches to
African literary work, especially on African literature, written in the indigenous
languages, Serudu, (1991:121) sums up by stating that an acceptable critical

approach to African literature should be:

. unbiased and uninfluenced by political motives. It
should be a literary evaluation. A total rejection of western
critical tools will not benefit the African critic.

From the quoted statement above it is believed that the business of literary
criticism should be text-centred. It becomes apparent that the African literature
tradition is an extension of western literature tradition and a meaningful critical
approach and methodology to African literature can be achieved by mixing

African and western critical approaches.
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1.6.1 Sociological approach

While some scholars argue about the inclusion of the sociological approach in
literature, the German scholars have committed their works to this approach. A
critic likes Bruford, (1935:291) argues correctly when he highlights that the
sociological approach can be used if it is legitimate and illuminating. These
scholars maintain that even the critics on Chaucer’s works relate to certain
features in the structure and development of contemporary society. This
approach helps understand the social change which cannot be appreciated unless
the social evolution behind it is understood. African critics maintain that
creative writing in the African Literary production is a fact that was encouraged
by the written traditions of Europe and many other places. Swanepoel,
(1987:103) warns that particular care should be taken not to expect modern
African genres to be complete copies of European models. This warning has had
an effect which gives a unique character to the genres of Southern Africa. The
end product has been the emergence of the sociological approach. Irele,
(1971:17-18) one of the leading exponents of this theoretical approach once
stated:

Unless we are prepared to take into consideration the whole
imaginative tradition in Africa, we who set out to interpret
the writings of new authors are going to miss the finer
modulations which give to the best in modern African
literature interest and value...

This quotation indicates that Irele is amongst certain African critics who trongly
emphasize the fact that African literature has characteristics exclusive to itself,
which gives interest and value to African tradition. This approach emphasizes
particular aspects such as the social aspects of the general system. It includes an
understanding of the conflict between various individuals which is useful in
determining the value of organizational and individual behaviour. VVan der Poll,
(1981:2) states that instead of slavishly applying the Western norms, special

criteria to be applied when evaluating the work of art.
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1.6.2

A renowned writer like Kunene in Reddy, (1996:142) argues correctly when he
states that African writers are engaged in the study of literatures that are really
foreign in a sense because they are celebrating or commenting on a remote
reality. African literature is used as a symbol of other social experiences. They
claim that for African literature to be valid, it must be within the context of
African culture. To fully understand a literary text implies thorough
understanding of social, political and other systems in operation at the time of
writing. Literature is an experience and it must be an experience. It carries
concepts and ideas which are supposed to reinforce the population, a sense of
their own reality and existence. Knowledge of the cultural background is
necessary for a better understanding of African literature. Contrary to this,
Groenewald, (1989) is strongly inclined to the universal criteria, as he tends to

regard localized criteria or cultural elements as subordinate to the universal.

This approach is fundamentally sociological, and it intends to take into account
everything within society, the society which has informed the work. It intends to
differentiate the critical adjustments of those principles worked out in Western
tradition, to the peculiar modes which feature in the African works and which
specifically deal with the works which are derived from the African
background. In this manner the use of language constitutes a distinct social
reality. Irele seeks to experiment whether this approach will remain a tributary
of Western literature, with an aim of declaring African literature a full literature
on its own, which encompasses a legitimate place in the modern culture of
Africa.

Structuralism
Structuralism cannot be easily omitted in the studies such as dramas or plays
since it is the cornerstone of all the theories used in literary analysis. Structure

determines the relationship of the elements of drama. Madadzhe, (1985:8)

maintains that:
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1.6.3

One of the important aspects of drama is structure because
structure determines how one event relates to the other.
Structure also determines action and event. A successful
drama while and unsuccessful one leads to a poor drama.
The structure has two aspects, namely; the external and
internal structures. The external structure deals with the
division of drama into acts and scenes ... The internal
structure is more complex.

Madadzhe maintains the importance of structuralism where he cites the issue of
event as a cause of action in literature. He further gives these two divisions
which are external and internal, where the latter is a prime concern of this study

as it looks at acts and scenes as they appear in a play.

Semiotics

Swanepoel, (1990:21) associates the semiotic approach with puns, which are
called the science of our times, as a result of being modern. Semioticians regard
semiotics as a science which is a fundamental aspect in radio drama because it
deals with a sign system, the relationship and functioning of signals and
processes of meaning. These help in conveying the performance to the listener
and make it remain lively in the theatre of the listener’s mind. Some scholars
such as Jakobson call it the science of signs. Semioticians always maintain that
a message requires the use of signs because only through the signs it is possible
to make reference. This approach is more interested in the ways signs
communicate as it is observed in human speech. Scholes, (1982: ix) shows one

of the major points in semiotics:

Semiotics has become the study of codes: the systems that
enable human beings to perceive certain events or entities
as signs bearing meaning.

This refers to audible words and readable words in sentences. It is of importance
that this research study involves the exploration of language, as it is discussed in
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Chapter 5 of this research study which is entitled: The linguistic
appropriateness, so is the relevance of semiotics in this research study. The
relationship between the signifier and signified is going to play a major role in
trying to translate the literary texts of the plays.

Semiotics is concerned with the creation, transfer and reception of dramatic and
theatrical signs. These are studied as constituting a complete communication
system. Many writers maintain that structuralism and semiotics belong to the

same continuum but Hawkes, (1977:124) views semiotics as follows:

By and large, its boundaries (if it has any) are coterminous
with those of structuralism: the interests of the two spheres
are not fundamentally separate and, in the long run, both
ought properly to be included within the province of a
third, embracing discipline called simply, communication.

This quotation does not necessarily claim that these two are synonymous instead
they have similarities. Ryan and van Zyl, (1982:67) maintain that:

Semiotics and structuralism have often been linked and for
good reasons: it may in fact be artificial to talk of anything
other than a semio-structural tradition. Certainly until very
recently it would have been virtually impossible to do so.

These writers stress the link between the two as inseparable as they talk of
semio-structural tradition. To them, it is a tradition that these two theories go
hand in hand. Again Ryan and van Zyl, (1982:67) further see the domain of

study of these theories as follows:

...both structuralists and semioticians conceive of
themselves as primarily concerned with discovery and
description of the system of conventions and its operative
distinctions.
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Here, they now describe the function which semiotics and structuralism perform
which is to discover and describe the operative distinctions. Elam, (1980:1)

describes semiotics as:

...a science dedicated to the study of the production of
meaning in society. As such it is equally concerned with
processes of signification and with those of
communication, i.e. the means whereby meaning is both
generated and exchanged. Its objects are thus at once the
different sign-system and the actual message and texts
produced thereby.

Elam mentions another dimension of semiotics which highlights the meaning of
text to the society it serves. Gule, (1996:9) states that symbols in semiotics are
signs which refer to highly abstract entities, feelings and sometimes events. On
the other hand Roelfse, (1982) describes the following about the symbolic signs:

. symbols would then be a flag as a sign of surrender
(rather than a designating index for a particular country), a
rose as a sign of love (horticultural sign metaphorically
connected with an affective or emotional signified). A scale
as a sign of justice (the intermixing of a household or
pharmaceutical instrument and a legal concept) and a black
armband as bereavement (a piece of clothing acquiring
meaning in an existential context).

In this quotation semiotics is seen as colouring its beauty to literature when it
symbolizes love, rose, flag and justice. All these symbols centre themselves
around peace which is the world’s main concern. This theory fits well in this
study since it focuses on the radio drama and semiotics is the cornerstone of
radio drama. The point here is that language provides spaces for listeners to
draw meanings through the names of characters that are often symbolic of their
characters and behaviour. The accessible nature in which meaning is made
available for listeners, enables the plays to talk about issues that are familiar to

the people.
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1.6.4 Reader — oriented approach

This approach originated in Germany and the United States of America in the
1960s. Historically its roots can be traced to the 1920s and 1930s but rose to
prominence in literary analysis in the early 1970s and it still influences much
contemporary criticism. Its roots can also be traced back to the impressionistic
or appreciative approach. Even the classical writers such as Plato and Aristotle
also observed the reader’s reactions. These assert by implication that watching a
play could inflame the passions of the audience in that they would sometimes
forget that they were human beings to rule their actions. Even in the Poetics,
Avristotle a champion of drama, voices concerns about the effects a play will
have on the audience’s emotions. As far as drama is concerned the period seems
to have been the most productive decades of the 20™ century. The reception
theory emphasizes the reader’s own response to a work of literature. Swanepoel,
(1990:34) is of the view that the study of literature from the reader’s point of
view took on the proportions of an evolution. The literary study was aimed at
describing the relationship between the text and the readers. From this point of
view, the reader brings little to the play or text. In this sense, the text provides
all specific clues needed to interpret it and further to be used to make sense.
This particularly depends on how the reader copes with the compliance of
vagueness existing between the reader and the text. It is felt that if the text must
be explicated and its interrelationships illuminated, the reader must have latitude
to bring within responsible scholarly limits, his own interpretation of the text to
bear in the exposition. Selden and Widdowson, (1993:47) state:

We differ about interpretations only because our ways of
reading differ.

From the excerpt above, it means the analysis of all the various aspects such as
characterization, plot, structure development, themes, style and many more
thereafter depends on the reader’s perception and not on the writer’s intention.

Other scholars define this activity as essentially a sense activity. The
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fundamental function of this approach is associated with the appreciative

approach, the findings of which gave rise to New Criticism.

Stanley Fish, an American scholar argues that the reader’s activity does not lead
to meaning alone but that it has meaning; at it is the reader who is always
making sense. Mention must be made that the text sometimes refers to listeners
as viewers who received and interpret it. Viewers mainly refer to television but
it is relevant even when dealing with the radio plays simply as a result that the
meaning and message referred to serves the same purpose. The intention of the
author is made by the reader’s perception. Depending on the socio-cultural
environment, it may determine how African literature is perceived by a variety
of individuals or groups and how the reception varies from individual to

individual.

The question of how the listeners receive the message in the plays is both
complex and crucial. This approach is important especially on the issue of radio
play character. Most of Ngcobo’s radio plays are entertaining. It was surprising
that during their broadcast time, people of all ages would gather around the
radio in dead silence. The writers use the characters as a way of legitimating
their own behaviour. Characters function as an important site of interpretation
in radio plays. If we refer to (Ngcobo’s main character) in Inkanankana a
person might argue that the central character forms an important template of
interpretation. Listeners become so psychologically and emotionally involved in
that they connect their own experiences with those of the characters.
Livingstone, (1991:288) observes thus:

In order to make these inferences, [listeners] may have to
adopt a position of involvement in the narrative happenings
- they cannot always stand at distance. This notion of
involvement may take different forms, such as
identification or empathetic interaction. In other words,
[listeners] may interpret events from the perspective either
of a character perceived to be similar to themselves or from
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1.6.5

that of a character recognisable and familiar, as if one of
their acquaintances. Empathetic or identification — based
inferences are themselves associated with emotional
responses.

With regard to this quotation it seems quite clear that for this to happen, the

dramatist uses devices that the listeners will understand.
The historical - biographical approach

With the advent of romanticism in Britain at the beginning of the 1800s British
literature still recognized that a text did indeed have an effect upon its readers.
During the Romantic Movement the emphasis shifted from the text to the author
whereby the author became the genius who could assimilate truths that were
unseen by the general population. The historical-biographical approach as it
was emphasized at the end of the 19" century as a good approach to the text is
relevant in this study since it mainly focuses on the author. Taine in Bressler,
(1994:24) stated that to study only the text without considering the author and
his or her inner psyche would therefore result in an incomplete analysis. He
further argues that an investigation of both the text and the author’s biographies
should be included. This emanates from the fact that the influence of the
author’s early life experiences is vital, as it serves as the author’s source of

inspiration.

This literary criticism stresses the importance of the author’s times and social
context as chief aids in textual analysis. In the words of Eagleton, (1976:8) the
author does this by responding to a general history from his own particular
standpoint, making sense of it in his own concrete terms. These two approaches
are done in order to give cognizance to the author’s significance in literary
analysis as well as the role the author plays in addressing thematic issues. The
theory will be used where text is seen to have some segment of the community

to which the author might be referring. The necessary application of this theory

29



1.6.6

is used on the basis that some of the radio plays may be based on real people

and on actual events. Grobler et al., (1987:2) have this to say:

According to this approach, the literary work is studied to
determine the role of the author’s personal circumstance in
establishing the particular tone of his works...

These writers mean that this approach is studied in order to find or determine
the author’s role in establishing his personal tone which makes him different

from other authors. Guerin et al., (1979:25) say that:

Put simply, this approach sees a literary work, chiefly, if

not exclusively, as a reflection of its author’s life and times

or the life and times of the characters in the work.
Guerin et al., (1979) endorse that this approach is based mainly on the author’s
life and times or period in which he lives has an impact in his literary works.
When the readers read a radio play they have to take into account the quality of
the author’s message, and experience, that is, the quality of the content of the
radio play, in addition to the form. The study focuses on various aspects of the
author’s life and times, also on the lives of characters. These include the
examination of the intellectual and cultural concerns that inevitably surface in
an author’s text, and leads to the discovery of its meaning which is one of the
prime concerns of this study. Firstly, it looks at their biographical sketches, and
secondly looks at his themes, which indicate the viewpoint from which he

wrote.

Moral - philosophical approach

As radio drama is didactic in its approach, this moral-philosophical approach
features well in the correct space since it points to the importance of morals

amongst the listeners. Ngcobo deals with both moral lessons and social change,

hence this approach is appropriate. This is so since radio drama fulfils its one

30



1.6.7

basic function, as it is an art of moral revelation. The author (Ngcobo) likes
discussing motifs like love, education, marriage and juvenile delinquency.

Swanepoel, (1990:7) comments thus about the moral — philosophical approach:

The most important function of literature is to emphasize

moralize and utilitarianism. Literature should be didactic,

either from religious or philosophical point of view.

Although the critic is not completely unaware of form, the

structure or composition of the literary work is only of

secondary relevance.
Swanepoel in this discussion states that the fundamental function of literature
especially radio drama is to teach moral lessons. It must be remembered that
literature influences readers and listeners until their attitudes are changed
towards life. The messages, which are carried over to readers, play the role to
change their lives. In the words of de Fossard, (1996:xii) what the media say
becomes a subject of public debate and private discussion, some of which is
picked up, and in turn, strengthens social values over time. Radio drama
becomes part of the overall flow of information within a society which affects

members of the society and also how they react to the drama.

New Criticism

New criticism theory was foreshadowed by Longinus in the First Century A.D.
and was popularly known during the eighteenth century. Its significance was
mainly recognized when critics emphasized the author, the work itself and the
reader’s response to it. It flourished during the 20™ century. Theory of New
Criticism has assisted the researcher in dealing with meanings and interaction of
words, figures of speech and oral language. Dante in Bressler, (1994:18) once
wrote in his Letter to Can Grande Della Scala, arguing that the language spoken
by the people is an appropriate and beautiful language for writing. He asserts
that:

The vernacular language is an excellent and acceptable
vehicle for works of literature. Since declaring the common
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tongue and acceptable vehicle of expression for literature,
literary works found an ever increasing “audience.”

Dante in this quotation reminds readers about the importance of the vernacular
as a vehicle used for literature. He further tries to point out that it is difficult to
understand other people’s language better other than one’s own language. It was
Wordsworth as discussed by Bressler, (1994:18) who later on chose the
language really used in everyday speech and not the inflated poetic diction of
heroic couplets. Balogun in Sebate, (1999:14) puts it correctly when asserting
that the short story must use common words uncommonly well. In order to
succeed in this task, the writer should give thought to each word and weigh each
one spoken or written for its true sense, its effectiveness and its colour. This is
done for the reason that each word used, must have meaning, weight, feeling

and particularity. Ngcobo has diligently obeyed the laws of this literary form.

New Criticism as a theory which sees the literary text as a “self-defining and
self — sufficient matrix” of formal structure is relevant in this study. With the
advent of the new criticism, the text became autonomous, objective entity which
could be analyzed and dissected. The new critics acknowledge the effects a text
could have on its own readers. The study has no intention of following all the
principles of criticism which the school of New Criticism stands for, but the
researcher wishes to recognize and apply the procedure central to the new
critic’s theory of criticism which Abrams, (1981:117-118) explains as follows:

The distinctive procedure of the new critic is explication or
close reading: the detailed and subtle analysis of the
complex interrelations and ambiguities (multiple meaning)
of the component elements within a work.

Abrams here explains the role of new criticism that looks closer at reading as a

main criterion for detailed analysis of the work. This principle popularly
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referred to as explanation de texte, is explained by the Webster’s College

Dictionary, (1991) as:

a method of close analysis of a literary text
concentrating on language, style, content, and textual
interrelationships.

This explanation shows that the text in the new critic approach concentrates on
style and textual in interrelationships. If this approach is studied thoroughly it
shows that the text reveals its own meaning. As a result of the adoption of this
theory, the researcher has read Ngcobo’s serial radio plays closely in order to
come to terms with the usage of language, imagery, and the whole arrangement
of words, in order to understand the theme and message of the work. The text
itself contains what is needed to discover its meaning. As this approach looks at
the text analysis, so are Ngcobo’s texts as they are read and internalized. This
approach is taxing as it works forward and backward while being able to keep
the whole passages clearly in mind. Its success is the evidence of a vast number
of works in which the approach was externally applied. African scholars such as
D.B. Ntuli (1984) and J.M. Lenake (1984) are the walking testimonies that such
an approach can be applied profitably as they managed to publish their doctoral
theses through it.

New critics such as Richards, Ransom and Brooks offer an organic theory of
literature, where content and form are inseparable. Literary work is expected to
reveal and speak for itself through its form. In this study, themes, imagery and
form are explored by considering the literary work, its shape, effect, content and

meaning.
As this study deals with The Linguistic Appropriateness in chapter 5 hence the

linguistic approach remains a solution. Swanepoel and Ntuli, (1993:27)
highlight this thus:
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1.7

The relationship between linguistic approach and literature
is clear, since both deals with language in an exact sense,
whereas literature deals with language in an applied sense.

This quotation brings an agreement of what is said by the Webster’s College
Dictionary (1991) and Swanepoel and Ntuli (1993) in that this approach focuses
mainly on language. Swanepoel and Ntuli further differentiate between the
study of linguistics and literature, whereby in the former language is used in its
exact sense and in the latter, language is used in its applied sense. Ntshangase,
(2001:7) is of the opinion that the linguistic approach is important as it takes
into account that it has seven levels. Amongst the levels mentioned, stylistic
seven levels is not an exception as it confines itself to language intricacies. The
language used in these radio plays is acceptable to the readers as it is easy to
follow. The adoption of an integrated mode of analysis in this study has made it
possible for the researcher to reveal the general principles behind the artistic

prowess of the radio plays.

This study requires the researcher to examine a radio play as a whole in order to
determine the relations that exist between the different components that build it,
hence the adoption of a structuralist theory. In this sense the radio play has been
examined in terms of the connection that exists between the problem situations
and their association with the conflict itself. In studying the connectedness
between the different components, it has helped the researcher to examine the
methods employed by many radio playwrights to present their events in an

unusual manner.

Ngcobo as an author

Muziwakhile Eric Ngcobo was born on 09 August 1943 at Mzinyathi from
EmaQadini in the Durban district. He is the last born of the late regent INKkosi

Mvaba kaMghawe and Thengani (neé Vezi) Ngcobo. His mother was born of
Induna Sikhipha Vezi of Ntaphuka in the Ndwedwe district. He attended the
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school whilst he was eleven (11) years as he was mainly influenced by his peers
who liked much learning. Ngcobo acknowledges that his elder sister
Nokuzimazisa Florence who died in 2001 made a great contribution in his
education. He received his primary education at Clermont Catholic School
(presently known as Roman Catholic Mission) where he passed SSA - Std 2 in
(1954 — 1957). He went to Pinetown Bantu Government Aided School to do Std
3 - Std 4 in (1958 — 1959). He then moved back to Mzinyathi to pursue Std 5 -
Std 6 in (1960 -1961). He did his Std 7 - Std 9 (passing the Junior Certificate) in
(1962 — 1964). He also attended Dloko Primary School in the J Section in (1968
— 1969) and Zwelethu High School at the V Section up to June in (1970) at
Umlazi Township respectively. He proceeded to Amanzimtoti Adam's College
for teacher training and obtained a T 3 certificate for higher primary schools in
(1965 — 1966). He became the first teacher of lower house in his father's family.
It is important to mention that Ngcobo once stayed at KwaMashu men's hostel,
which is situated at A Section, due to the unavailability of funds during his
Ubuhle primary school's attendance in (1967). He also worked at the Dunlop
tyre factory in Durban in order to buy clothes which he would use whilst
teaching. This was due to fact that he had nobody to support him as he was born
when his father was already 74 years old. He did Std 10 at Damelin and in
(1992) he obtained a diploma in Public Relations. In (1993) he obtained a
Marketing Management position from the South African Broadcasting
Corporation (SABC) or Radio Active which is a marketing wing of the SABC.

Ngcobo is an orphan as his father Mvaba passed away when he was eight years
old whereas his mother died when he was only three years old. Ngcobo is the
descendent of the Qadi tribe under the present Inkosi Mzonjani Ngcobo, the
long serving Inkosi of the Qadi tribe located at Mzinyathi area near Durban. The
Qadi's history as the tribe dates back to the reign of King Shaka, the founder of
the Zulu nation, when Dube (the founder of the Ngcobo tribe) played an
important role in King Shaka's successive wars. When the Ngcobo people

reflect on Dube they refer to the brave leader, a strategist and the conqueror who
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united the Ngcobo people. When King Shaka mobilized the Zulus as a nation,
other strong surnames with marvelous heroes like the Ngidis associated
themselves with the Ngcobo people. The Ngidi people contributed to the nation
by providing medicinal potion used by Zulus to ward off evil spirits (intelezi).
Other surnames who formed the Ngcobo tribe are Shangase, Goba, Mbambo,
Cele and Mbili. Ngcobo is a living historian and bard. It is evident that such

knowledge with Ngcobo has had an impact in his writing career.

Ngcobo has a long history of writing and acting in the radio drama. He
discovered his talent when he was actively involved in stage plays and debates
from the primary school. As he was good in compositions or essays writing at
Amanzimtoti, he developed that talent into radio drama being written and
broadcast. Ngcobo's history with the radio drama dates back in 1968 when he
acted for the first time. It was no doubt that later on he wrote his first radio
drama in 1976. He acted in Mabatha, the Zulu version of Shakespeares's
Macbeth which enabled him to act in the well - known Aldwich Theatre in
London during the World Theatre season of the 1972 and 1973. This was under
the directorship of the late Sir Peter Daubney. As the top Mabatha voice
performer it earned him a place in listeners’ and viewers’ affection. In 1974 he
performed at the Cape Town Maynard Theatre and Soweto's Jabulani
Amphitheatre in Johannesburg which was a combining tool for Blacks and
Whites in South Africa.

At 13 years Ngcobo worked on farms at New Germany a place which is
presently used for factories. He experienced the Group Areas Act in 1958 when
he was expelled unfairly by Mbobozehluzo (Boer or farmer) as he was

unregistered at the farm for no particular reason.
Ngcobo articulates that he has a long history with the SABC where he spent the

greater part of his working life. Before being employed in July 1970, he was

investigated by the notorious South African Security Forces (Special Branch)
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for a period of six (6) months from January to June. He started as an office clerk
but was assigned educational programmes at the SABC. As the youngest radio
announcer and being fresh from teaching, he taught the public the metric system
on air to the greatest pride of himself at the SABC in 1971. This was
necessitated by that fact that he was good in Mathematics, English, and
Afrikaans and had achieved numerous distinctions in IsiZulu during his school
days. In 1964 whilst at the Chesterville High School, he participated at the Quiz
Contest at the level of National Championships. The confidence he had in his

studies paid him off as it became easier for him for a job at the SABC.

His career with the SABC started at the death of the late popular radio
announcer Laymon "Sikheshekheshe" Dubazane who died in 1975. In July 1978
he left the SABC and looked for the greener pastures working for Olglvy and
Mather Advertising Agency in Johannesburg. This agency was mainly for
translations and he showed love and interest in the IsiZulu language. His style is
both learned and inventive. His immense knowledge of both IsiZulu and
African traditions enables him to open up a set of conversations between and

across traditions that are sometimes at odds with one another.

In the 1980s the cultural consciousness among blacks invigorated the creative
writings of which Ngcobo has never been an exception which shares in
aesthetics of black recognition. He seized the immediate reality of his times and
in the process transformed the landscape of black African writing. In 1982 -
1983 Ngcobo was one of the TV 2 presenters in the programmes known as TV 2
Jikelele, EzangoLwesibili and EzangoLwesine. He ran concurrently the TV2
programmes with Radio S R (short - wave) which is the sister station to Radio
702 on a part - time basis. In 1983 he left Johannesburg as his family demanded

him back home at Umlazi Township as he had got a new house.

He has not confined himself to scriptwriting per se; but in 1984 he ran a

hardware business at the R Section at Umlazi Township which was
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unfortunately destroyed by the 1985 riots during the liberation struggle in South
Africa. In 1984 - 1986 Ngcobo rejoined Radio Zulu (SABC-TV) in KwaZulu-
Natal where he contributed to the Durban's Igagasi TV programme. By that
time he was active as the drama producer and scriptwriter for the SABC. In the
mid 1991 he ended his contract with the Radio Broadcasting for a career change

again and joined the advertising company with which he is still involved.

Ngcobo's success in radio serial drama writing lies in the time he spends on
each episode in which he visits it two (2) times for the final refinement. To
everybody’s amazement Ngcobo with all the expertise, knowledge and
experience shows no interest in one off radio drama writing. The reasons
revolve around the short life span of the one — off radio drama and he further
complains about the South African Revenue Services (SARS) concerning a lot
of tax being paid when the manuscript has been written as this alluded in the
previous statements. His track record in writing, performing and directing in the
sound medium is greater in volume and range than any other media. He has
written plays of exceptional literary quality but his new focus is now on novel

writing.

Through his busy pen, the S A B C and the Department of Transport requested
Ngcobo to write 12 different series episodes on Road Safety under the umbrella
title “LENA YIMPILO YAKHO” (“This is your life) where sub-topics such as:
Ungashayeli Uphuzile, Ukushayela Kuyafundelwa, lzilwane Emgwaqweni,
Shayela Ekukhanyeni!, Abahamba Ngezinyawo 1, Abahamba Ngezinyawo 2,
Isikhala Phakathi Kwemoto Oyishayelayo Nemoto Oyilandelayo!, Imoto
Ephilile kahle, Ukubekezela Ulinde Kusindisa Imiphefumulo!, Yiba
Nobuntu!, Inhloso Ngemithetho Yomgwaqo!, llayisense Yokushayela! and
Ukulayisha Kakhulu!

The characters or actors in these episodes involved traffic officers, children and

adults. Historically Ngcobo could be placed within the post-pioneer or apartheid
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period to put in Groenewald’s words that is between (1948) and (1994) which is

the period known as writing in the interregnum.

Ngcobo was married to his first wife Eldice (neé Ncanana) of Ngonyameni who
works at Umlazi as a nursing sister and they have four daughters. They are now
divorced. Later he married and divorced Joy Lindiwe (neé Ndlovu) of
Kwagijima at Lamontville and they have one daughter. He is currently married
to Annastasia (neé Madlala). They married in (2004). They have a common
interest in as Annastasia has written Amandla Esambane (novel) which got the
first position in the competition organized by Department of Arts, Culture and

Tourism in collaboration with Nasou — Via Afrika competition in (2006).

Ngcobo’s work is listed below:

Short serial radio drama for 30 minutes.

Umakhelwane — ------------- 1973

Inxeba Lendoda Kalihlekwa -------- 1987.
Izinja Kazifi ---------------- 1992

Isipho Esikhulu -------------- 1993

Long serial radio drama
Inkanankana - 67 episodes ---------- 1987
Impesheni Yesiphalaphala - 54 episodes ------- 1988

Iwashi legolide - 45 episodes ----------- 1989
Isela - 30 episodes  ------------ 1993
Umadakeni - 36 episodes ---------- 2001

Ngcobo is moving away from radio plays to novels like Igazi Lezibi which won
the first position in the competition organized by Nutrend in 2009 and this prize

is an indication that he is going to be a renowned novelist in time.
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Kusinwa Kudedelwane -------------- 2008
lgazi Lezibi  --------m-m--- 2009
Umshini Wokubala ---------------- 2010

Isela was written for the Department of Health in the KwaZulu - Natal
government as the first radio serial drama on HIV and Aids. It is also with
interest to note that Umadakeni radio drama has been converted to a Zulu
drama with Shuter & Shooter.

Literary Awards

In 1969 - acted as the principal at Dloko Secondary School where he received

the 1st prize.

In 1969 - he entered for the 3 & 4 Music Competitions and was awarded the 1st

position in the English piece.

In 1987 - Idem Award which was organised under the auspices of the South
African Script Writers Association where he received 1st Prize in his Zulu short
radio drama for 30 minutes. It is entitled Inxeba Lendoda Kalihlekwa.

In 1988 - was awarded Artes Award as the best actor in radio serial in South
Africa for all races in drama in Vusumuzi Bhengu’s drama entitled Yize Uvalo

Ingobo Yisibindi. He acted as Sigidi.

In 1989 - Artes Award for the best radio serial script in Impesheni

Yesiphalaphala which has 54 episodes.

In 1990 - Artes Award for the best actor in radio serial in Seziyosengwa Inkehli

written by Bhengu. He acted as Ngwane.
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1.8

18.1

Places visited

These are the places he has visited so far:
England, Greece and Swaziland.

The characteristic nature and history of the radio drama

Historical Background

Drama has undergone a metamorphosis as it dates back to the 5th century B.C.
During this period it was not easy to distinguish the relation between the words
written to be spoken or sung by the performers. It is noted with great concern
the evolution taken by drama that during the university wits, a popular name
given to a group of Elizabethan playwrights, drama had already developed.
During this Elizabethan age, plays (academic drama) were written and
performed in schools and colleges. This period further marked the significance
contribution made by scholars such as Marlowe et al. who were graduates of
Oxford and Cambridge University, lived in London were specializing in English
drama. Most of these were hostile to the rising generation playwrights, which
included Jonson and Shakespeare who had lacked their educational background.
Dramatic literature implies a contradiction in that originally "literature™ meant

something written whilst "drama™ meant something performed.

The English Renaissance still had problems in that it was at first unusual to
publish plays as if they were literary works, but the importance of the dramatic
writing of the period eventually established many of the plays as texts. From the
19th century onward it became usual to include in the written text of a play,
especially in its independently published form, details which were not mainly
directed to the scene and stage movement but this period highlighted the

appearance of the characters. This period further witnessed the state of mind
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intended to accompany or to punctuate the spoken words. The printed texts of

plays no doubt can be read as literature.

As drama is a form of writing for oral and actual performance, it was in the 19th
century when imaginative writing was taken to be coterminous with literature;
especially with printed literature which some of its elements were
misunderstood. Therefore dramatic literature has elements in common with the
phrase oral literature. It was a complex process of communication until all the
researchers came to an agreement that all plays depend upon a general
agreement by all participants - author, actors, and audience. Drama is found in
some form in almost every society, primitive and civilized. Its performance
serves a wide variety of functions in the community. The texts of plays indicate
the different functions they serve at different times. Amongst the Yoruba
theatre, in Nigeria as Beier, (1979:269) puts it; the ritual dance always takes
place at night. It is preceded by sacrifice and accompanied by praise and prayer.
Some plays embrace the whole community in a specifically religious
celebration. An example can be attributed to all the male citizens of a Greek
city-state as they came together to honour their gods. Plays may also serve a
more directly didactic purpose as did the morality plays of the later Middle
Ages, and some 19th century melodramas. They can also satirise society or can

gently illuminate human weakness.

Though Guglielmo Marconi pioneered the wireless broadcast of Morse code
across the Atlantic Ocean in 1901, the 1930s and 1940s were declared the
"golden era of radio". As broadcasters learned how to utilize the medium, new
type of radio drama and other traditional art forms (especially stage drama and
music) were also transmitted with success. Though the radio has been
dominated by commercial interests and other commercial factors, it has also
developed dramatic forms from the special nature of its medium. The radio play
acknowledges that the listener cannot see actors but hears them in conditions of

great intimacy. A radio play that stresses the suggestive, imaginative or poetic
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quality of words produces a truly poetic drama. This similar kind of dramatic
play is readers' theatre, in which actors read or recite without decor before an

audience.

Sibiya, (2001:24) avers that the Second World War led to an increase in the
listenership for radio drama because people were forced to spend most of their
nights in doors. Cruywagen, (1992:41) gives the birth of radio drama in South
Africa broadcasting as1924. He puts this matter as follows:

At the hour of nine on the evening of 1 July 1924 ... South
Africa entered a new era of communication, the era of
broadcasting.

This quotation gives the exact date when the medium wave of all South
Africans was experienced despite that in some developed countries it was
experienced way long before that. Researchers in radio studies such as de
Fossard, (1996:2) stress that radio has been used to encourage positive
individual behaviour change and constructive social change through formal
lessons or didactic lectures which are delivered by renowned scholars and

authorities.

Drama evolved alongside poetry as a major genre for black writers. The flood of
creative outpourings in the 1960s in America led the black arts movement to
bring in its wake a new generation of dramatists who provided some of the most
influential voices which introduced in number and variety, new dramatic forms
to larger audiences. The drama of black revolution in America was realized by
emphasizing a cultural nationalism that was part of the black arts movement of
the 1960s as it advocated a cultural revolution in spirit, ideas and art, which

confronted and expressed the needs and aspirations of black people.

In this study it is essential that the researcher comments on the development and

evolution of both drama and theatre in a South African scenario. Benson and
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Conolly, (1994:367) states that as a tool of cultural colonisation, drama has an
obvious efficacy where in countries like South Africa a colonizing military
brought it (drama) as troop entertainment at the end it was literally established
as a discourse for dominance. Amongst the English, school drama was imposed
on native peoples in the name of ‘literally programmes’ and found a prominent
place in textbooks as an effective instrument of language acquisition amongst
people with an oral cultural orientation. In townships, theatre was multicultural,
a theatre of consolidation seeking for homogeneity within a movement of

resistance.

Drama a pre-colonial era in South Africa as scholars Benson and Conolly,
(1994:401) further note theatre in Africa is part of ancient performance culture,
rock painting, depicting shamanistic dances among the San dating back 25, 000
years and versions of these dances still occur among the San today. The arrival
of the Nguni, Sotho and other peoples from the North brought a further set of
social, religious, and military performance to the region. During the Dutch
occupation in 1652 — 1795 private performances by slaves dealing with the
social conditions of the times performed for the amusement and

‘conscientisation’ of their fellows.

During the imperial entertainments in 1795 — 1880 South Africa experienced
two differed theatre where Dutch cultural clubs which were organized along the
lines of the cultural societies adopted from Netherlands echoed the primary aim
was to educate. To the British garrison (soldiers) the melodramas, forces and the
occasional classic from Othello and Twelfth Night, the primary aim was to
entertain. During the period 1880 — 1939 the Black urban culture flowered,
producing vibrant music and glimmerings of a popular indigenous drama such
as Imfene kaDebeza (Debeza’s Baboon) of 1925 by Guybon Sinxo tightly
controlled industry of writing plays for schools. History shows that Dhlomo H 1
E was to become the first theorist of South African theatre when he wrote ‘The

Girl Who killed to Save’ in 1935. The pace of drama productions slowed
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growth of drama during a Separate Development of 1940 - 1955. During this
time all professional theatres closed and were turned into bioscopes (movie

houses) by the African Consolidated Theatres.

It was in 1947 where National Theatre Organisation (NTO) was established to
encourage the cultural needs of South African citizens and to provide work for
local performers which encouraged indigenous writing. The NTO was later
criticized for serving the interests of whites only, giving way to urban townships
to develop their own cultural style and industry and these were published in
Drum magazine and the shebeen culture where authors, artists, musicians, poets
and performers became cult figures. A number of jazzmen were hired to
entertain the black and white units of Allied troops which aimed at
commercialization of township music and performance with a popular piece
Zonk’ (All) which was an enormous hit with both black and white between
1945 and 1947.

During the rising consciousness and new theatrical form in 1956 - 1975, writers
began to rebel against the political regime and its policies and they used theatre
as a powerful tool for expressing their opposition. The years 1956 and 1962
witnessed the beginnings of a long term rift between the artists and the state. A
collaborative effort by black and white artists, Harry Bloom and Todd
Matshikiza gave the local play legitimacy in the world of fashionable show
business, despite accusations of exploitation of black artists. The cutting stone
or edge between black and white audiences was separated by the Group Areas
and Separate Amenities Acts of 1965 as it entrenched the virtual status quo: no

racially mixed casts and no racially mixed audiences.

The 1970s in South Africa showed a marked swing towards playwriting as a
viable means of public protest and discussion in the recognized formal theatres
like Market Theatre in Johannesburg and People’s Space and the Baxter Theatre
in Cape Town. In 1976 as Benson and Conolly (1994:405) maintain, the
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1.8.2

economic, political and cultural isolation took a different direction when
television was introduced, and the theatres were being desegregated. The
government clamped down on all subversive publication and media
presentations so the researcher that regards spontaneous public protests,
marches, dances, impromptu speeches, poems and presentations became part of
the mass struggle. Through these activities including dance drama performers
rediscovered the power of performance of the proponents which involved the

likes of Geina Mhlophe and the ‘people’s poet” Mzwakhe Mbuli shows.

On the side of unionized labour, workers’ plays became a very important form
of protest in their own right. Even political organizations like the Pan Africanist
Congress (PAC) who were fighting for freedom recreated theatre workshops in
the 1980s including the students’ works with their performances in
Grahamstown Arts Festivals and the ATKV Kampustonee. These festivals
provided venues for multilingual plays coming from workshops and theatre
groups. The township theatres also became prominent as more and more
productions appeared at the festivals. During these performances playwriting
was turned into something unique due to that many traditions inherited from
Africa amongst the Blacks in the works of Zakes Mda ‘We shall sing for the
Fatherland’, 1980, Matsamela Manaka, ‘Egoli’ and Maishe Maponya ‘The
Hungry Earth’, 1984.

The characteristic nature of radio drama

Radio drama as de Fossard, (1996:38) asserts can be presented in three different
styles; being an independent drama, a series and a serial. This study therefore
focuses on a serial drama because of its space through episodes which is an
effective means of reaching and affecting a wide audience with a story that has
all the appearances of reality, while being fiction. Language experts regard radio
drama as a blind medium which works within the medium of sound only and all

information is transmitted by human voice, supported by sound effects and
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music. It has a significant characteristic which it acquired from the staged drama
which is the earlier form of the genre. It is distinct and unique from the stage
drama as it has no visual element. The absence of the visual forces the radio to
rely heavily on the imagination of the listener hence its main stage is the
imagination. Makosana, (1991:2) assumes that the absence of sight has both a
negative effect as well as the advantage side. It enables writers to create a mind-
picture more effectively. By so doing it enables the writer to create numerous
mental images of any variations as long as those images are still within the
parameters of the listener’s imagination. Therefore through this process the
audience is sharp to realize places, characters and events the way the writer

wishes to portray it to his audience.

The radio drama cannot function without a narrator who is an announcer who
sets mood, establishes character relationships and describes the scene. This
element is strongly discouraged with a notion that the narrator can affect the
audience’s perception through his influencing comments. It is further
characterised by a freedom of movement which a stage play does not have, as it
forces the scenes to be shifted with amazing rapidity giving the dramatist
complete freedom of time and space. Compression is another factor in which the
radio drama is distinguished from other media with few characters who are
supposed to be up to a maximum of five. This notion helps the audience which
cannot keep many unseen characters in the mind. By and large its key success is

on swiftness and word economy.

Radio drama has undergone many difficult times which are a result, among
other things of its neglect. It continued till the 20™ century when the study of
drama theory experienced a revival which extended to drama and theatre
semiotics in the late sixties. Veltrusky, (1981:225) highlights the credit and
honour to be given to the Prague structuralists who presented a new perspective
with regard to the relationship between the text and the performance. Otherwise

the problems which were brought to light would have been hidden, especially
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1.9

the drama text and the semiotics of art. Van der Merwe, (1991:110) complains
that this relationship between the drama text and performance has never been
studied in depth; instead it has been avoided due to its complexity. Scholars
such as Kennedy and Alter agree with each other when they acknowledge this
relationship which stresses that African theatre must be seen, heard and given
witness to. Drama mainly revolves around two components, namely; text and
performance. Text is the relationship relatively permanent form without which
theatre cannot be regarded as an art and the latter, performance being the

concrete manifestation of that art.

An influence of traditional drama

There can be no culture without a society so there are as many cultures as there
are societies. These elements of culture are manifested in values such as
religion, dancing, customs, languages and many others. This section therefore
looks at the different activities as they are practiced in the societies. The
traditional African drama is the basis of all forms of drama as it is known today.
Critics maintain that it is sophisticated in idiom which makes it different from
literary dramas. Most of the traditional dramatic form is oral and to that effect
no specific records exist with the written information. Very little information
has been written by Dhlomo and Vilakazi, the forerunners in this genre. These
are the leading literary experimentalists who were oral — oriented writers which
are basically the communal people that in an oral story telling situation have
people around them who hear, observe and respond immediately to what they
say. Dramatic art imitates by using words, sounds, voice, and action and are
used mainly for amusement. Dhlomo accepted emphatically that tribal drama

served as the basis for (modern) African drama. Dhlomo, (1939:34) writes thus:

The origin of African drama was a combination of religious or
magical ritual, rhythmic dances and song. These
ceremonies were based on what anthropologists call
Sympathetic Magic. The people believed that like always and
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everywhere produced like. Consequently imitation, which is the
basis of drama, played a large part in these African tribal
dramatic ceremonies. If the people wanted to precipitate rain, to
kill and conquer in battle, or cause pain to their foes, they had
to “imitate” (make a representation of) these things. Since they
believed in the principle of Sympathetic Magic (that like
produced like) they were extremely careful exactly to imitate —
to dramatize — whatever result they desired to accomplish, and
other things, were vivid, artistic, realistic performances. This,
then, was the origin, the basis of African Drama.

It involves all those actions that are used by men to express themselves and their

relationship to the environment (Jafta, 1978:3).

Praise poems (lzibongo)

Izibongo are praises, praise names or praise poems. They are divided into three
periods, namely; Pre-Shakan, Shakan and Post-Shakan era. When the Zulus talk
of Shaka’s character, they refer to the figure who is regarded as a symbolic,
mythic entity and also the great brooding ancestral figure of the Zulu people.
Through his contribution Shaka was recognized on 26 September 1954 when he
was publicly honoured at his kraal in KwaDukuza which was regarded as one of

the great occasions of Zulu nationalism in the fifties.

Many IsiZulu critics and researchers of yesteryear complained that Izibongo
(praise poems) had “gaps” in their compositions. The reason given is that they
want to see izibongo as a fixed genre with fixed boundaries in the sense which is
similar to that of western literary genres. Izibongo cross genre boundaries as
they exist in very close relation to song and chant. Scholars like Dhlomo and
Vilakazi argue in saying that those were the beginnings and the ends of
speeches by different characters in dramatic composition. These so - called
“gaps” carried some vital connection and meaning in the compositions and

narrative is continuous and consecutive Dhlomo, (1939:34).
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Many foreign critics were never aware of the function and purpose that Izibongo
fulfilled. However, they forgot that there were itinerant bards who moved from
place to place entertaining people, whereby Izibongo proved to be dramatic and
used purely for purposes of entertainment. In actual performance izibongo,
ukugiya and izigiyo fuse together. There would be many spectators, who, like
the audience of the play watch the artistic performances. In this case, warning
must be given in that the kings’ izibongo are not amorous so they cannot be

used for entertainment.

The izibongo referred to in this study would be izibongo for children’s praise
poems as they struggle to discover a form of dramatic expression. Even in the
lower classes these were mainly recited in SSA and SSB during the earlier
years. Mention must be made that the period referred to was the Pre-Shakan era
where naturally, the tribal bards sang their compositions for amatory purposes.
This era is compared to the Shakan era where the situation changed rigorously
as this era was characterized by great changes and wide repercussions and

people were military minded.

Research further reveals that even during the post-Shakan era Izibongo perform
the same function as before. They are performed on social occasions such as
weddings. Ntulizempi John Dlamini and Buzetsheni M Mdletshe (the present
bard) the great bards of King Zwelithini Goodwill’s composers also confirm
that iSilo asithintwa (a leopard is never touched) meaning is never provoked.
The King is praised whether he is present or absent. This is still done in a
dramatic way as the bard moves up and down until he is told whether the King

is present or not. Biyela, (2003:13) confirms this when she remarks:

In other words the singing of the praises is a sign of peace.
There are times where the king is unapproachable. During
such situations people usually run to the bards to ask them
to sing praises of the king’s ancestors. They pacify him.
There are people who have been ‘saved’ from king’s wrath
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19.2

by singing praises because when they are proclaimed he
has to heed to them because they represent his predecessor
kings whom he has to respect.

Gunner and Gwala, (1991:9) stipulate that ordinary people are named and these
praise names are apt and astute rather than flattering, stick with the individual as
well as those that are self - composed. In other words izibongo can be a
combination of shrewd revelations of an individual’s life and personality, social

comment and compressed narrative.

Folktales (I1zinganekwane)

Folktales have shown features and characteristics of being able to be dramatized
as they are about people’s interaction, who argue, quarrels fight to death and
eventually lead to destruction. As early as 1921 Mariannhill scholars dramatized
different dramas and short plays which were adapted from known IsiZulu
folktales by a Standard 1V student, Francis Mkhize, and were highly exalted and
praised by guest teachers who attended that occasion. USitotwana folktale was
successfully dramatized on that occasion. Such an instance forced Msimang,
(1986:1) to states that:

The folktale is still a living art which expounds and upholds
certain Zulu norms and values which form the cultural
framework.

It is on this score that lyasere; (1975:107) maintains that:

The modern African writer is to his indigenous oral
tradition as a snail is to its shell. Even in a foreign habitat, a
snail never leaves its shell behind.

Critics view folktales as a storehouse of the Zulu world which takes cognizance
of the cultural context where a disregard of this cultural context may lead to the
mutilation of the art. In his in - depth study of the folktales Msimang, (1986:

51



128) maintains that a folktale’s characters and their portrayal, closely resembles
a play. The performer plays the part of each and every character where the
description seems to play no role. The great observation is on mimicry. It goes a
long way in portraying characters where among other things is characterised by
lending humour, and vividness to the whole tale. The mimic nature stimulates
the emotions of the tale whether humorous or excited. As folktales are mainly
about animals and human beings oriented, it is no wonder though that
characterization depicts the nature of the character (performer).

The traditional folktale to be of dramatic nature is between Indlovu (elephant)

and uNanana Boselesele (frog). The story goes thus:

Umxoxi: Kwesukesukela,

Abalalele: Cosu!

Kwakukhona uNanana Boselesele nabantwana bakhe. Ngelinye ilanga
eyofuna ukudla wabuya abantwana sebegingwe iNdlovu. Uma ebuza
kwabanye ngabantwana bakhe bamtshela ukuthi bagingwe iNdlovu.
Uma eselungiselela ukupheka, zikhona zonke izimfanelo zokudla,
ghamukiyane iNdlovu ekhaya kwaNanana. Wabuza uNanana
abantwana bakhe kwiNdlovu eyamphendula ngendelelo yokumshaya
indiva. Wathelwa ngamanzi uNanana. Empikiswaneni yabo iNdlovu
yamgwinya uNanana nakho konke okwakhe. Wabafica abantwana
esiswini  seNdlovu. Wenama kakhulu ngabantwana bakhe.
Kwaboniswanwa nabantwana ngejadu lokudla okukhona lapha
kwiNdlovu. Zikhona zonke izimfanelo, kwabaswa, kwasikwa lapha
esiswini seNdlovu, kosiwa. INdlovu yagala yabikela abanye ukuthi
selokhu yagwinya uNanana ayizizwa kahle yaze yagcina ngokufa.
Waphuma uNanana nabantwana bekhuluphele bedabuka kade bezitika
ngeNdlovu.

Umxoxi: Cosu iyaphela.
Abalalele: Yaze yamnandi

Narrator: | have a story to tell

Listeners: Say it!

52



(Once upon the time there was once Nanana Boselesele (frog) and her
siblings. As she was away one day to look for food she came back and
discovered that her children have been swallowed by an elephant.
When she asked others about her children, they told her that they have
been swallowed by an elephant. As she was preparing to cook, all the
food requirements being present, there came an elephant at the home
of Nanana. Nanana asked an elephant about her children who
answered in an annoying way whereby she took her for granted. She
was very furious. In their argument an elephant swallowed Nanana
with all her belongings. She found her children inside the stomach of
an elephant. She was much releaved about her children. They
discussed about the buffet of food that is found in an elephant. All the
needs are there, they made fire, and they cut inside the stomach of an
elephant and made the braai. An elephant started notifying others that
since she swallowed Nanana she does not feel well until she died.
Nanana came out with her children being very fertile since they were
nursing themselves inside an elephant).

Narrator: Here it ends
Listeners: It is interesting.
Msimang, (1986:129) correctly refers to the dialogue between the pigeons and

the barren woman:

Athi, ‘Pho ukhalelani?’
Wathi, ‘Ngikhala ngoba angizali.’
Bathi, ‘Awuzali?’

(They said, “Then why are you crying?”
She said, “I am crying because I do not bear.”
They said, “You do not bear?”)

It is interesting to note this lively discussion between the two characters. Of
great importance is the actual observance when these two creatures dramatize
this dialogue; the performance, gives a clear and vivid projection of the
character. This enhances the visual potentialities of character which includes

movements and gestures. Finnegan, (1970:7) in witnessing these remarks thus:

Every muscle of face and body spoke, a swift gesture often
supplying a place of a whole sentence... The
animals spoke each in its own tone: the deep rumbling
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1.9.3

voice of Momba, the group hornbill, for example,
contrasting vividly with the piping accents of Sulwe, the
hare...

It is important to highlight that the social system of the Zulus always comes to
the fore. The Zulus are known for their communal way of life. Even the
folktales do depict this way of life. In Msimang, (1986:131) the researcher finds
a folktale (UDumudumu), Amavukuthu represent the power of the ancestral
spirits or Mvelingangi (God) in sympathising with the despised, picks up the
down trodden, and provides for the needy. In this regard, they make life more

bearable for all.

Majola, (1995:16) alludes to the importance of folklore as he maintains that “it
is an ancestor of written realistic literature”. It is no doubt that Msimang, (1986)
pursues this assertion by further showing how Zulu novels depend on Zulu
folktales for their thematic structures. By so doing he has shown at length that
how certain novels’ themes have been deduced from Zulu folktales which might
be similar to radio plays. An inference can be made that many folktales are used
for the construction of novels as Msimang’s study points to an important value
of the folktales in the Zulu culture of traditional writing. Majola, (1995) further
alludes to the fact that sometimes the Chakijana folktales can be simply
discarded on the grounds that their content is immoral. His view is immediately
corrected by what happened in the olden time when “this” and “that” were still
possible to happen as animals could talk easily like human beings. This
distances the events in the story from reality. The understanding that sometimes
the story does not represent reality prevents indignation of the listeners even if

the events in the story take an abrupt turn for evil.

Dance (Ukugiya)

When ukugiya (dance) is performed, it is accompanied by fast, rhythmic hand-
clapping. The content is usually related to courage or danger. They are repeated
in @ number of times, depending on the inclination and good judgement of the
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solo performer who has to integrate them in the total performance. It is always
charactersied by being wild, flamboyant and even balletic. Gunner and Gwala,
(1991:1) stipulate thus:

It shows the exuberance and vigour of youth, especially
male youth.

Ukugiya was performed prior and post the war or battle in order to get courage
as it is performed in regiments. As regiments are almost a thing of the past,
political slogans are now used as substitutes of izigiyo. The premier of KwaZulu
Natal Sibusiso Ndebele is familiar with the following:

Leader: Sayibambi inkunzi!
Response: Sayishuqula!

(Leader: We held the bull!
Response: We wrapped it up!)

The use of slogans as izigiyo is mainly at African National Congress (ANC)
gatherings. lzigiyo which are recited in social gatherings include the following
as cited in Gunner and Gwala, (1991:228):

Umholi : Ngithathile!
Ngithathe unondindwal

Abavumayo: Uthathile!
Uthathe unondindwal

(Leader: I snatched!

| snatched a prostitute!
Response: You snatched!

You snatched a prostitute).
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1.9.4 Ancestral veneration (Ukuthetha amadlozi)

The religious ceremonies continue to flourish among the Zulu people as it was
before. These ceremonies include the sacrifice of the fattened beasts and
personal lives through the spiritual mediums are all dramatic experiences that
survive to reinforce the Africans. This type of worship lives with the people. It

is mainly done for the furtherance of African culture.

Zulu social life and religion are an integral part and unseparated entity where
everything depended on the ancestors. It must be known that the traditional
worship did not separate much between the ancestral veneration (abaphansi)
and God (uMvelingangi) as known today. The worship happened through
rituals. Amid rituals as known mainly as, uNomkhubulwane, uselwa, umemulo
(Coming of age), ukweshwama and imigcagco and not all of them will be
discussed. Only umemulo and ukweshwama (first fruits festival) rituals will be

discussed in this study section.

Ukweshwama was the vital ritual which took place mainly during King Shaka’s
reign and was celebrated together with uselwa (beating of the king’s gourd)
ceremony. It was the very ritual which was one of the causes of dispute
between King Shaka and Inkosi Macingwana Mchunu (of Chunu tribe) as
Macingwana was believed to consider himself equal to King Shaka. Dhlomo,
(1937:125) states:

Phela ngalezo zinsuku kamukho umuntu owayengathi
ngokwami ngizimele. Yonke into bekungeNKkosi uShaka
ibizwa ngaye.

(During those days nobody could say it is mine | have
planted it myself. Everything belonged to Shaka, the King).

The same testimony is given by the early traders like Isaacs, (1936:46) at

isiBubulungu, which is eThekwini Bay. He writes:
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Shaka’s law severe against anyone gathering corn without
the king’s permission, or until he himself had commenced cutting.

Biyela in 1997 in her research discovered from her Royal Highness, MaZungu
of King Cyprian who also gave testimony concerning the strict rules for

ukweshwama. Biyela, (1998:118) puts it as:

The ukweshwama (festival of the first fruits) is always
preceded by a very confidential ritual, which is called
ukushaya uselwa (beating of the king’s gourd). I say, it is a
confidential ceremony because even we, the ondlunkulu
(king’s wives) are not allowed to participate. Things be
done to by the inyanga (herbalist) are confidential between
the king and the few men. After this small umkhosi (feast)
begins the big umkhosi (festival of the first fruits). The
whole nation gathers at the royal kraal for the big umkhosi.
The princesses and princes take a lead at this big feast.
There is a small ixhokovana (temporary shelter) made for
the king inside the kraal. It is in this shelter that the
confidential rituals take place. At the ukweshwama festival
there is a lot of singing of national hymns and dancing.
This ritual was celebrated during the time of Shaka, but
later it disappeared and the present king is renewing all the
customs of the past. The beating of the gourd and the
ukweshwama celebrations normally take place between
December and January during the full moon.

Umemulo is the tradition that signifies that the girl is old enough to marry any
man and is equated to the 21% birthday in western societies. This tradition is
normally celebrated before marriage under normal conditions. It is occasionally
celebrated even after marriage if the parents were unable to do so before if
ancestors do demand it. The main purpose is thanksgiving from the parents’
side. The performance is very dramatic as it is normally performed inside the
cattle kraal except when the kraal is bumpy and not well leveled. The peer girls
dance together while regiments carrying sticks, shields, singing and shouting
slogans enrich the ceremony. It’s a very big day for the people of the same area

(isigodi) and the surroundings.
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1.9.5 Songs and ceremonies (Ukuhaya nemikhosi)

Any occasion or ceremony as Vilakazi, (1938:119) puts it, is marked with
dancing and song. This is caused by the fact that the Zulus are a nation
accustomed to associate dance and song. Ukuhaya is normally a form of dance
and is very dramatic in nature where war-like regiments perform their
traditional war games. Music is drama's natural sister. The song and dances are
part of the social organization of the group in tradition life. Jafta, (1978:27)
states that each age group has its own song and dance but these are also open to
the other members of the community. Dhlomo, (1939:44) once argued that if
drama is a social art, then it is so to African genius for Bantu or African is social
and communal. Nothing in tribal society belonged to the individual. In other
words, art was and still is no exception to this rule. The bard would shroud
himself in the skin of an animal and strutted about in front of the choral dancing
group, acting. By so doing he was inspiring the dance choral group to song and
action. Vilakazi, (1936:39) states that:

The excitement is not derived from rhythmic swinging and

thumbing of their feet, but from the words and melody of

the song composed to the dancing step.
Amahubo (songs) are sung in the dramatic style where a leader leads the song
and the whole group responds to the leader. An induna or leading warrior would
talk and dance in front of the choral ballet. When ukuhaya (singing) is at its
height, the performers were sometimes intoxicated by emotion. Ukuhaya is a
form of tribal art most akin to pure drama, for it combines poetry and action,
song and costume. It evokes memories of war and heroism. Through its use of
deep cultural forms in dance and song it raises questions around the relation of
tradition to a modern national identity. The Department of Arts and Culture in
South Africa promotes the culture by schools participating in cultural activities
where learners sing a lot of amahubo in a very dramatic style. Schools on the

occasions of this nature competing together and allows their learners perform
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the songs or amahubo in big gatherings in a competitive form. Incentives in the
form of trophies and certificates usually serve as incentives in this regard. They

start from the Circuit Management Centre (CMC) up to national level.

Even at the present time, the singing of amahubo is at the highest peak amongst
the Zulus who have numerous ceremonies. Ceremonies and rituals are two
related components. It is not easy to separate each from the other. Research
reveals that miracles and Greek tragedy were the first to have their religious
rituals. Through the passage of time the rituals took the form of art. The Zulu
tribe like all other Bantu or African tribes who moved to the south of Africa was
no exception to this rule. These ceremonies were intensely dramatic and
picturesque affairs. The singing of amahubo normally takes place when there
are ceremonies like Ukweshwama (the feast of the first fruit), Umkhosi
Womhlanga (the reed ceremony) and Umkhosi WeLembe (Shaka’s ceremony
at KwaDukuza). King Shaka is recognised for being the founder of the Zulu
nation. The most famous song is Uyamemeza OkaNdaba:

The leader: Uyamemeza okaNdaba, uyiNkosi yoHlanga
The group responds: Nanguya, uyiNkosi yoHlanga.
The leader: uyiNkosi yoHlanga

The group: UyiNkosi yoHlanga.

(He is calling the King; he is the King of the Dynasty

Here he is, he is the King of Dynasty

He is the King of Dynasty

He is the King of Dynasty).
These ceremonies were revived mainly by Prince Mangosuthu Buthelezi (of the
Buthelezi clan), who was formerly the Prime Minister of the now defunct
KwaZulu Government, the son of Princess Magogo, the daughter of King
Dinuzulu. Princess Magogo, together with Prince Gideon Zulu, the son of
Mnyayiza kaNdabuko, were amongst the main composers and leaders during

the performances.
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In its essence, ukuhaya (singing) like lzibongo (praise poems), is a dramatic
representation of artistic importance to both spectators and performers. What
counts most is that the dancer’s audience enjoys the poetic beauty of words and
action. Dhlomo, (1939) maintains that such entertainment was in celebration of

a battle episode as it excites, intensifies and sublimates feeling.

Other important ceremonies that need special mention are the Inkosi’s burial,
Death, Isililo (Mourning), Ihlambo (Purification ceremony), Ingina (hunting
party) and uNomkhubulwane (Zulu female deity). A brief discussion on the
former will be done though the latter may not be discussed. During Inkosi’s
burial day, the army sings its songs and people join in a death dirge. The bard
steps in front and strats about reciting praise poems. Bards and Indunas of high
standing would deliver orations to both the spirit of the deceased and to those

who would receive it.

[limo (Communal cultivation), like Ukubhula amabele (threshing millet corn)
and Ukuhlakula (weeding) also need special mention. The Zulu people like all
African people in this southern part of Africa appeal for help whenever a person
cannot cope with some work. They work for no pay. Jafta, (1978:28) is of the
view that such an exercise promotes good will and cooperation with one
another. The group starts singing as it works so that the rate of the job becomes
faster than would otherwise be the case. The song serves to guard against
fatigue as songs are the main factors in stimulating audience participation. In the
words of Muronda, (1983:80) states that:

Drama in this sense hints at things and takes the whole
setting, including the ‘spectators’, as part of the drama ...
African drama is, therefore, essentially communal. It is an
open performance, enacting interesting event or events
communicated through a symbolic language of words and /
or movement ...
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1.9.6

In this quotation an issue of communal value is stressed unreservedly. Songs of
this nature can also be referred to as work-songs (chanties). During this process
the actors, performers or re-enactors use their body movements and voice
modulations. This act enables old-age to exercise their dramatic techniques to
heighten their own awareness for socially oriented activity to show the world
their unity and commitment. During the apartheid era, music, song and dance
made it even impossible for the agents of the racist minority regime to
comprehend the wordings which were able to take the songs for yet another

proof of the innate sense of rhythm of the African.

A scholar like Dhlomo, (1939) maintains that the Izibongelo (praises, all forms
of tribal dramatic art) are one form of art. The traditional drama exults or praises
the emotional feeling and poetic expression and a rhythmic tendency. Dhlomo
purports that out of these tribal dramatic sources, great and original African

drama can be built.

Lullabies (Imilolozelo / Imidunduzelo)

A lullaby in the Zulu culture is another very important component which plays a
greater role for the development of the child’s mind. It is another great branch
of poetry and songs which is practiced amongst the Zulus. It is usually
composed by people who have an ability to recite songs and praises. Like many
other traditional forms, it performs functions which are spices for nutritious
growth. Though they would be used to flatter children when they cry as their
mothers are away but they are done in a very dramatic manner. These nursery
songs are sung by nurses as they carry babies on their backs, inducing them to
sleep. Nkosi and Zama (1990:121) maintain that the composer does his / her
composer highlighting the whereabouts of the mother of the child and touches
on what the mother will bring for the child on her arrival. They maintain that
lullabies have long vowels. When they are sung, the nurse brushes the back and

the head of the child. The music does certain functions in the body of the child
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like getting weary and tired until he/she is asleep. Repetition of lines is a good
device for the recitation with a simple language for someone who learns to talk.
As the school is never divorced from the home practice, so they are recited in
schools. The most common ones which were popular during the 1960s when
they were still heavily emphasized in schools included Hhayi Amasi, Izinyoni

Ezinhlanu and We Mfazi Ongaphesheya.

Hhayi amasi, hhayi amasi,
Ubaba wayesuka,

Athathe ithunga, athathe isigqiki,
Asisengele, asisengele,
Awathele eguleni,

Awabeke elangeni,

Hhayi esevuthiwe,

Yithi labaya sigonde emsamo,
Siyothula izinkezo,
Siwagovuze

Sithi ndi sithi fuce,

Sithi ndi sithi fuce

Sithi mi sibanibani,
Sesisuthi!

(Oh sour milk

Father used to walk,

He takes the milk — pail, he takes the wooden stool
He milked for us, he milked for us

He poured it into the milk vessel

He put it at the sun

Oh when they are fully curdled

It is us going to the back part of the hut (within)
We collect spoons

We stir it

We filled our stomach,

We filled our stomach

As say take it to so and so

We are sastisfied).

Izinyoni Ezinhlanu
Izinyoni ezinhlanu zazihlezi emthini

Yathi enye ngibonani laphaya
Yathi enye indoda nesibhamu
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Yathi enye masibalekeni
Yathi enye masicasheni

Yathi enyeasesabi thina

Yathi enye asesabi thina
Yathi enye asesabi thina

Qhu, Qhu saghuma isibhamu.

(The Five Birds

The five birds were sitting on the tree

One said what | see there

One said it is a man with a gun

One said let us run

One said let us hide

One said we are not afraid of them

One said we are not afraid of them

One said we are not afraid of them

Exploding, exploding, the gun powder exploded).

This section can be concluded by stating that the traditional African drama has

music, dance and song as its sole pith and marrow of the play. To this effect

scholars maintain that these elements were “borrowed” from America and

England which was used to stimulate audience participation.

Traditional drama was celebrated nationally. It was characterised by dealing

mainly with tribal matters. It included the following:

Vi.

Vii.

It was on a large and communal scale.

Its matters concerned the people as a whole.

Its patrons were the tribe.

Its stage was communal lands.

Its actors were the people with the exception of those staged privately
with no audience.

Its address was mainly for tribal significance.

Performances were seasonal, held in the open and free to all.
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1.10

1.10.1

By way of conclusion izibongo and izigiyo all illustrate how fluid a term can be
in indigenous discourse and how hard to pin down. As a form it is also very
responsive to social and historical pressures. It is not that praises are used as a
part of Zulu identity, one which may be used even after their death when their
praises are called out on ceremonial or public occasions. The performance of the
feasts, the rites of passage from childhood to adulthood for both men and

women are built in the conduits of culture from generation to generation.

A review on parallel research in IsiZulu radio plays

It is always of paramount importance to survey all the previous research studies
conducted in the radio plays in African Languages generally. An analytical
overview of the research already conducted in the genre of radio plays is
reviewed. This review helps to ascertain the literary standard of work conducted
by researchers and to reflect on the amount of work already done. This review is
discussed under the following sub-headings: namely; doctoral theses, masters’

dissertations, Honours articles and articles in journals on radio plays.

Doctoral theses

It was in 1952 when J Schutte did in his research entitled, Radio drama which
deals with drama in general at the doctoral level which was submitted at the

University of the Orange Free State.

In 1996 Z T W Gule conducted a study on one act plays in IsiZulu focusing
mainly on one-act radio drama with the Rand Afrikaans University entitled:
One-Act plays in Zulu. He looks at the historical development of Zulu drama.
This development is divided into pre-colonial, missionary and post-missionary
periods. The pre-colonial is characterized by focusing mainly on oral art which
had no documentation (mainly verbal). The missionary phase was productive

and the dramas appeared in the Native Teacher’s Journal in 1921. They were
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1.10.2

published by missionaries and were predominantly traditional and moralistic in
nature. The latter is known as the pioneering phase. It dominated during the
1940s with leading pioneers such as N.N. Ndebele, N.P.J. Steyn and co-writers
Hugh Tracey and Edward Masinga.

In 2001 A.M. Maphumulo did an unusual study of radio trilogy on D.B.Z.
Ntuli's serial radio drama entitled: A study of D.B.Z. Ntuli's radio trilogy:
Isivumelwano, Isivumelwano esisha and Ngenxa Yesivumelwano, with the
University of South Africa. Maphumulo has taken strides in exploring Ntuli's
radio trilogy which as it has been an unfamiliar concept in IsiZulu literary
studies. His study has contributed extensively in providing some new insight
into this concept and has also devised a practical method for the analysis of the
radio trilogy. Though this study on Ngcobo's serial radio plays does not deal
with radio trilogy but Maphumulo's findings will serve in this study as the basis
for analysis of radio plays in general. The study has been conducted following
mainly the structuralism type of approach but Ngcobo's plays will be analysed
sociologically with the aim of devising a practical method as set out by

Maphumulo. His thesis is going to be of great value in this regard.

Masters dissertation

In 1968 H.J. Lubbe's dissertation entitled, Evaluering van Suid-
Sotholuisteraars se voorkeure ten opsigte van radio dramas with the Rand
Afrikaans University. Lubbe’s work was aimed at testing the listeners’
preferences and dislikes in the broadcasting of SeSotho radio drama. In this
dissertation the scientific analysis of the structural elements is not dealt with.

In 1971 T van Heerden in his research entitled, Die radio vervolgverhaal in
Noord-Sotho was conducted for the Rand Afrikaans University. This study was

conducted for the Radio Lebowa.
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N.E. Makosana completed her study in 1991 A comparative study of six Xhosa
radio dramas with the University of Stellenbosch. This comparative study of
six Xhosa radio dramas investigates the strengths and weaknesses which
manifest themselves in the dramas. These dramas are compared to verify six
structural elements of drama, namely; theme, plot, characterization, time and
space and the techniques of production. Themes have been studied to ascertain
any developments as far as the choice of Xhosa radio dramas are concerned.
The examination conducted in this study basically revealed that there is little
development in Xhosa radio dramas. Themes which are mainly for
entertainment consequently have little intellectual depth if there is any. Finally,
the Xhosa radio dramas discussed in this study revealed the latent potential in
Xhosa dramatists and the producers. She concludes that more research on the

subject and consultation with the others is needed in this sub-genre.

In 1993 C Diamond wrote his study entitled, Imidlalo Enkundlanye: A
thematic Exploration of one-act plays in Zulu with the Rand Afrikaans
University. She investigates the various themes which form the basic
foundations of one act plays in Zulu. She tries to trace the shifts of theme in
Zulu. She concludes that one act plays cannot be simply be classified into four
thematic groups namely; universe, love, trouble in families and historical but

other categories such as cultural and political were found to exist.

In 1993 N W Tshamano conducted his study for the University of the North
entitled, Radio drama: A critical study of some radio Venda broadcast. He
discusses the nature and characteristics of radio drama and the relationship
between radio drama and other dramatic sub-genres. He argues that the
inappropriate use of tools such as microphone, sound effects and music,

negatively affect the quality of the radio drama.

In 2001 N G Sibiya conducted a study entitled, Some aspects of symbolism in
D. B.Z. Ntuli's one-act radio plays with the University of Zululand. In his study
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he discussed the history, nature and characteristics of the radio drama. The
historical background of this sub-genre demonstrated the beginnings from
which the radio play has come. Sibiya has further looked on how Ntuli uses the
nature and technical requirements of the medium to portray symbolic attributes
of the play. This is also one of the main features of this thesis to try and
investigate as to how much Ngcobo has tried to meet this requirement. Sibiya's
study also deals with themes which further looks at how Ntuli depicts
symbolism to enhance meaning and message of the themes. It is also important
to find out what Ngcobo writes on, which messages and their meanings he tries

to convey to the entire community.

In 2001 E Khumalo wrote her study entitled, A critical analysis of N.F.
Mbhele's one-act plays with the then University of Natal. Her thesis
investigates the appropriateness and the accuracy of Mbhele's artistry in writing
his one-act plays. Though her study considers the formal literary elements such
as setting, plot, themes, dialogue and style and characterisation but the dramatist
has mainly been looked at how much exploration has been investigated to
consider political situation and its effects on the lives of the people. It further
looks at the effects of the Western influences on Black South Africans and the
people's perspectives on education and religion. Khumalo's study has
contributed greatly in this aspect and is relevant to this research as Ngcobo's
plays must be investigated as to how much care they have taken for the people

and their social relations during interactions as it is the basis of this study.

Honours article

In 1988 R.H. Moeketsi wrote an article entitled, Radio drama with critical
reference to three broadcasts by radio SeSotho with University of South
Africa. Moeketsi discusses the comparison of three radio dramas namely; Ke
Tweba, by Moloi, Hara Dikaka tsa Dibataolo, by Lekota and Lefu ke Bophelo,

by Selepe. Moeketsi’s notion that it is the story that counts seems to summarise
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the intention of writing the radio drama. Her supporting statement revolves
around the fascinating story which campaigns for greater audience. She appeals
to the radio playwrights to take note what the public desires. She cautions the
playwrights to portray live people accurately and write realistic conversations as
a strong tool for plot structure development. The playwright’s plot must make

certain to concern the interests and experiences of the majority of the listeners.

Whilst the theme is free from profanity and suggestiveness needs to be brief and
confined to a limited number of scenes. Though the radio playwright writes for
a blind audience it is maintained that he writes for the living people who have
mental images which help them to visualize and create scenery. These mental
images emanate from the listeners’ own experiences, imagination and
remembrances of scenes. She highlights characters who must establish
themselves as genuine and live eventful lives. His adventures have to be
portrayed in such a manner that the listeners understand them, which the
achievement is obtained through his voice. The other issues to be considered are
emotions and speech which should portray the scene and carry out the action.
She states the number of characters who are called major voices to be cut down
to a minimum of five in order to avoid confusing the listeners. The
individualistic nature of characters must be taken into account where the
contrasts of voices as well as the speech mannerisms are of importance. The
other important aspect such as the narrator’s introduction as it serves to set the
stage for the listener and the other characters being introduced is taken into

consideration.

Moeketsi gives the summary of the three radio dramas and she gives praise to

the way they have been written.
In 1997 M.C. Mgaga wrote an article entitled, A critical analysis of the role of

semiotics in radio drama with specific reference to Wena Wawungenzenjani?

The study was submitted to the University of South Africa. Radio drama is a
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modern invention and most scholars were mainly concerned with structuralism,
from which semiotics as a theory developed. It was then adopted by critics in
analyzing literary works. Mgaga stipulates that semiotics serves as a
fundamental aspect in radio drama because it deals with a sign system, the
relationship and functioning of signals and processes of meaning. She is of the
view that this helps in conveying the performance to the listener and makes it
remain lively in the theatre of mind of the listener. Mgaga enumerates scholars
who have contributed greatly in developing and drawing attention to the
importance of semiotics. She states that most playwrights moved away from the
traditional practice of using a narrator during the performance to shed light on
its progress. They substituted this through adopting appropriate signs that send
signals to the listener that such and such a situation is taking place. She praises

the artistic use of signs as a device that enriches the radio drama.

This article has been tackled through viewing the role of semiotics in all the
chapters. Character presentation reveals the importance of semiotics in that two
methods have been used, these being, the explicit (direct) and the implicit
(indirect) methods. On explicit iconic signals have been used to reveal
appearance, use of characters and their voice to reflect the personality traits of
characters. Through the use of semiotic signals, the playwright has brought life
to his characters to such an extent that they remain alive in the listener’s mind.
The signals enable the listener to judge the behaviour, actions, intelligence,
emotions, social status and much more. Through the use of symbolic, artificial
and natural signs, the playwright has revealed the plot structure which is
organized to reveal exposition, motorial moment, climax, dénouement and

rising action.
The general role of semiotics in radio drama has been used to picture the whole

performance. The listener has been able to see and hear the performance as it is.

Mgaga concludes this study by stating that the importance of semiotics has been
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revealed through the analysis of radio drama as it is performed and as the

performance is received by the listeners.

Articles in journals

In 1991 R H Moeketsi submitted her article entitled, Radio drama with critical
reference to three broadcasts by Radio SeSotho which was submitted to the
South African Journal of African Languages found in VVolume 11 Number 1.
Moeketsi discusses a number of items in her article which include the nature of
the radio drama, tools as aids to playwrights, actors, plot, sounds and radio
audience. Not all of them will be discussed under this sub-topic, only plot and
radio audience which must be highlighted as others will be addressed in the

forthcoming chapters.

Moeketsi wrote her article with an aim of expounding the nature and basic
characteristics of radio drama with a critical view at three broadcasts by Radio
Sesotho. The article starts with a short history of the radio drama, and the
discussion of its common characteristics. She highlights that the birth of the
radio play started when Richard Hughes wrote the first play called Danger on
one night which was broadcast by the British Broadcasting Corporation in 1924.
This play was followed by The White Chateau written by Reginald Berkeley in
1925. In 1929 Tyrone Guthrie wrote The flowers are not for you to pick and
Matrimonial News. The plays were originally not meant for the radio
production but were adaptations from stage and novel. The main purpose of the
radio play meant the advent of a medium that could reach its audience directly

and in their own home.

Before the advent of the radio play, drama had always been the preserve of
theatre but it was later found competing with radio drama. African radio stations
were started in 1960 by the S A B C where over three (3) million listeners had

to tune in the different services. She further points out that since African people
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have not yet found way to the theatre, so radio drama is still the theatre of the
ear which is the real theatre tradition among the African communities in South
Africa.

On plot structure, she maintains that radio drama is essentially the same as that
of a stage play. She asserts that the radio play must have a dramatic unity and be
economical as a result of the time frame at its disposal. Swiftness and economy
are the successful features of the radio drama. Of cardinal importance in radio
drama is the ability to catch keep and maintain the listeners’ interest. Failure to

this results in the listeners switching off their radios.

The radio playwright is limited by his radio audience. The audience is large and
small, without fees that have been paid to listen which makes it very easy to
switch off if there is boredom. This costs the playwright an intelligible and
interesting work of creation. Other factors include the choice of themes which
must entice the audience because he strives at establishing emotional empathy
with the audience, because radio drama by nature appeals more to the emotions

than to reason. In conclusion, listening to a radio play is itself a creative act.

In 1999 D.B.Z. Ntuli wrote an article entitled: The function of the narrator in
Hubert Sishi's Imilando YakwaZulu. The article was submitted to the South
African Journal of African Languages found in Volume 19 Number 4. Hubert
Sishi (1922 — 1995) as a prolific pioneer writer of radio plays wrote 130 half-an-
hour one act plays known as Imilando YakwaZulu (historical accounts of
Zululand). In his writings, the names of kings like Shaka, Dingane and Mpande
feature prominently and their generals such as Mdlaka and Ndlela also appear in

these works.
Sishi often used the narrator as a device and Ntuli highlights the reasons for the

use and also assess the success of resorting to this device. When Ntuli discusses

the issue of the narrator, he refers to him as a ‘passive’ character, the one who
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tells the story instead of ‘acting it out’. Scholars such as Doubtfire, (1983:110)
criticize such a narrator in a harsh way “never use a narrator unless there is no
other way of writing your play effectively”. Moeketsi, (1991:27) puts it in a
more harsh way when she describes it as an “almost infallible symptom of
failure on the part of the dramatist. On the other hand van der Merwe,
(1992:199) highlights the fundamental need of the narrator as something that
cannot be avoided. He comments that the narrator:

... narrates a time shift and relates the inner feelings of the
character to the listeners — something which would be
difficult to dramatise in any other way.

When Lubbe, (1968) conducted the survey on the listeners’ preferences the
results revealed that the narrator can never be avoided in radio as the listeners
need it so much. The narrator performs the duty of supplying the listeners with
the background and context which enables the listeners to follow the play or
performance. Ntuli is of the view that such a device of the narrator introducing
the leading characters and the sound effects portray a traditional or rural setting.

It needs to be clear that Sishi’s works were historical by nature.

Later observations see the total removal of narrators in radio productions. A
question is always raised whether such a move is not alien to the African
method of dramatization. As life is a cycle one wonders if this device will not
be retained in some years to come. Ntuli points out though that attempts are
made to retain and develop some of the features which may give African style
radio drama its own identity. Though African style was forced to abandon its
style as it was said to be lacking sophistication, but artists are encouraged to
exercise their freedom to choose from various styles and models. The
combination of styles from various traditions gives artists the exposure to
manoeuvre their certain devices which can lead to the production of works of

high standard. It can be noticed that Sishi also wrote some radio plays which did
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not use the narration. Ntuli concludes by stating that Sishi was never a slave to

use the narrator.

In 2000 Gunner, L. contributed her work entitled Zulu radio drama in a book
edited by Nuttall and Michael and this submission appears in the South African
culture studies. This article traces the establishment of the Radio Zulu where it
highlights the announcers being Herbert Dhlomo, Charles Mpanza and King
Edward Masinga. Masinga was recognized as a ‘fully blown Zulu broadcasting
service for the black community, as he managed to introduce short talk shows
around local interests. He further managed to introduce some short pieces of
drama, but unfortunately no record of any of these short dramas remain nor do
there appear to be any trace of the nine plays of Shakespeare that Masinga
translated. These Shakespeare plays were broadcast between 1941 and the early

1950s where King Lear and The Tempest were serialized on the SABC.

She mentions that radio drama seemed to have had a place in Zulu language air
space from its inception. Masinga was both a translator and adapter of
Shakespeare who began to put on the air short radio dramas and musicals. With
his boss Hugh Tracey, they published in 1945 a dual English/Zulu text, Chief
Above and Chief Below. A Musical Play for Africans based on a Zulu legend.
Masinga is claimed to have been told this story by Siphezi Sana (daughter of
Sinono Seme). The story is related thus: A beautiful daughter of a chief, Chief
Above, is wooed by many men but refuses them all. She is eventually lured
from her home by a ‘jester’ (isiphukuphuku) who takes her to the home of her
greatest admirer, Chief Below. She further refuses his advances. Her sudden
mysterious disappearance causes a stir, grief and consternation in the family as
her father, Chief Above, forbids any eating and harvesting until his daughter is
found. The whole fiasco is saved by an old woman who found her with a
healthy baby in her arms. Word is sent to the king and people live in harmony as

the daughter returns.
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This play provided a structural model for later radio drama with its emphasis on
how to solve a variety of pressing problems of modern life. The play increased
the listeners of radio. After 1962 when the Broederbond head, Piet Meyer
became the director of the SABC and its African arm, Radio Bantu, radio drama
in Zulu appeared to have a significance place. It had multiple forms and very
short plays which included dramas which were based on biblical stories which
Herbert Dhlomo judged as lacking universal popularity as they had an unnamed
producer. Zulu radio drama of that time emphasised on voice and skills of

oratory which built up its discriminating community.

The years from 1962 were known as the era of the talented black writers like
Can Themba, Todd Matshikiza, Bloke Modisane and Nat Nakasa, but who were
silenced through censorship, exile and were the very same years that increased
Zulu radio drama listeners and created a pool of writers and actors from the
slender resources. This time gave more scope for longer dramas in the form of
serializations. With Springbok Radio and Afrikaans service, these serials were
allowed as early as 1953. At this time best Zulu language writers like Muntu
Xulu (novelist and short story writer), P.N. Msimang (critic, linguist and oral
poetry writer), D.B.Z. Ntuli (critic, short story writer and poet) and well
established writer R.R.R. Dhlomo began to show interest on radio drama. Alex
Buthelezi, a choirmaster and writer of musical drama for radio was called to
work on their scripts. These were mainly the serial radio dramas that became a
norm in the years 1970s and 1980s. The most remembered and popular plays
were by Maghawe Mkhize in the late 1970s, Phum ’phele inja yezidumo and
Kwaphambana izinkomishi and by Maurice Bhengu the 1999 M-Net writers
award finalist in the Nguni group with Yiz’ uvalo, inqobo isibindi whose main

character was Eric Muzi Ngcobo.
Gunner concludes that the 1990s radio dramas seem to be building on the

established energies of both its community of listeners and its body of writers,

actors and producers. The producers take the responses received from listeners
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and this leads to some serious rethinking around drama, social issues and

audience satisfaction.

In 2000 Gunner, L. submitted an article entitled: Wrestling with the Present,
Beckoning to the Past: Contemporary Zulu Radio drama. This work was
written for the Journal of Southern African Studies, Volume 26 Number 2.
Gunner, in this article, explores aspects of the history of radio drama in Zulu
from 1941 up to the year 2000. She attempts to address prickly questions on the
role of language and forms of popular culture both in the apartheid and in the
post-apartheid era. The ways in which radio drama can clear a space for the
discourses of democracy are pointed out, which help to shape and direct the
mindset of its audience/ listeners.

As radio began in South Africa in 1924, the state took its control in 1936 when
it became the South African Broadcasting Corporation. IsiZulu language was
well thought of as early as the 1920s when the ‘Zulu Versatile Company’ had a
slot which was popular even with the English speaking listeners. The
establishment of radio in 1941 to African languages was ideologically aimed to
mark the culture of radio as a site of struggle when Edward Masinga, who was
under Hugh Tracey, was given a one minute slot to report on the war news from
the SABC in Durban. The SABC thought it was to inform the general public

concerning the ongoing progress of the Second World War.

The appointment of Masinga was viewed with mixed feelings, as others saw
him as a sell-out and others viewed him as a pioneer. On the other hand
Masinga believed passionately in the idea of an African radio station and did his
best to carry forward such a vision when all the odds seemed stacked against
him. When Radio Bantu came into being in 1960, its administrators were forth
right about its political role, as the SABC’s programme policy was described in
1969 as being linked to national policy, based on the recognition of the diversity

of language groups. The multiple African language channels were interpreted as
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part of the National Party government’s conception of encouraging language
consciousness among each Bantu speaking group to encourage national
consciousness. Radio Zulu, a section of Radio Bantu was part of the new
dispensation for the media heralded by the Independent Broadcasting Authority
(IBA) in 1994. Ukhozi FM as Radio Zulu is currently known, like many other
sister stations were seen as a platform for the articulation in the new post-
apartheid state of broad, egalitarian, multi-lingual society and were part of
IBA’s aim of:

Ensuring that all official languages are heard throughout
the country through the promotion of stations that reflect
the realities of South Africa’s integrated society, while
guaranteeing the development and use of all its language.

Gunner has used a quotation from International Broadcasting Authority. She
comments on radio drama in IsiZulu as having existed throughout the very
harsh apartheid years and has kept a place for itself in the new democratized
structure. Radio drama in its earlier form of single plays or musicals and serials
running over several weeks proved to be a genre which was capable of great
flexibility. Radio in IsiZulu and its daughter, radio drama, as was envisaged by
Tracey, was to remain a closed form, serving as a vehicle for propaganda about
the World War 1l from 1939 to 1945 and would encapsulate its listeners to
encapsulate in a static Zulu culture. This proved to be impossible. On a positive
note radio drama provided an arena where problems could be set out and some
kind of journey towards resolution or destruction take place. It was further
believed to be a free space outside contingencies of daily life. Radio drama
became a site where the complexities of ambivalences about ‘tradition’ and
urban living could be debated through the form of aural dramatic narrative.
These dramas could play their role in reorienting those who moved physically to

cities.
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The serial radio dramas came into existence in the 1960s due to more time and
money being devoted to radio drama productions. These serial radio dramas
were for the purposes directed to skills and talent which the aural genre would
be able to tap into as other outlets for Africans were limited. The 1960s were
very bad years since many actors, performers and singers went into exile, some
died and were buried overseas but the radio drama managed to survive on that
harshness. The ‘journeying’ aspect of the narrative structure was emphasized in
the serial dramas as it allowed the audience greater time for the problems and
conflicts being worked out in episodes to run alongside the dramas of their own
lives. Subsequently, the serials provided a combination of intimate counterpoint

as well as meta-commentary.

In 2002 Gunner, L. further submitted another work entitled: Resistant medium:
The voices of Zulu radio drama in the 1970s. This work was submitted to
Theatre Research International Volume 27 No3. Gunner focuses her article in
the making of culture in South Africa through different forms and genres in the
medium of radio especially serial radio drama. She looks at uMabatha
(Macbeth) by Welcome Msomi in the 1970s on the ways in which it was linked
to the ‘performance’ of African football commentary on radio and points to the
national resonances that act and art of commenting built up for both announcers
and listeners. She points it out that the 1970s were an important decade in South
Africa as it shaped the new direction South Africa would take. Important and
historical events took place, namely; a large and exiled African National
Congress (ANC) delegation visited the Soviet Union and a year of Operation J
unsuccessfully attempted to land fifty armed guerillas on the Transkeian coast,
the formation of Inkatha (National Cultural Liberation Movement) in June 1975,
Soweto Youth Uprisings in June 1976 and Independence was granted to
Mozambique, the former Portuguese Colony in January in 1975, which shared a

border with South Africa on its northeastern corner.
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Finally, she examines three representatives’ radio serial plays in the 1970s in
relation to the ways in which they engaged with the social and political realities
of the time. She mentions the significant role played by uMabatha in the lives of
the people. It evoked memories of war and heroism. Through its use of deep
cultural forms in dance and song it raised questions around the relation of
tradition to a modern national identity. This play traveled places and theatres
including Soweto Jabulani Amphitheatre, appeared briefly at a World Theatre
Season at the Aldwych Three on the Strand in London, (1972). Its short stint at
the Aldwych Theatre gave it the status of a national showpiece. Of great
importance Eric Ngcobo was one of its actors. On their return from London they
performed for the late State President, J.J. Fouché, but when Ngcobo is
interviewed on this issue, he comments thus in Gunner, (2002:260):

Everybody expected us to do our best “because the
President is here!” To us it meant nothing; to us he was just
a nobody’person, he was not our president, he was the
president for the whites. The performance - for blacks — at
Jabulani Amphitheatre was the one he remembered with
pride: That was free. It was so full that some people even
used the stage.

The importance of play for cultural history and politics of culture was the way it
interacted with other creative performances in the country. Another important
factor in this article is the role played by dramas. Their scope gave dramas to
play with language which was poetic, proverbial and a range of speech styles

from richly poetic to the streets of the townships and the shebeens /taverns.

In 2002 Ggibitole, K. M. wrote an article entitled: Contestations of traditional
in Xhosa radio drama under apartheid. This work is found in the English
Studies in Africa, Volume 45 No 2. Ggibitole approaches radio drama with an
angle of listeners as people who are considered lately as active and sophisticated
consumers of media products. He compares this situation with the apartheid era

where they were dictated to what to hear and know. Liebes and Katz,
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(1989:204) regard listeners as members of interpretative communities who are
in active “negotiation” with the text, both aesthetically and ideologically. This
consideration emanates from the 20™ century which regarded listeners of radio
plays as mindless and passive. Gqibitole noticed this scenario in an SABC
employee to managers of African language radio stations. Animated by the view
of audience as suggestible and manipulability, attempted to control the

production of radio drama in keeping with apartheid decree.

Writers and producers attempted to outwit their managers. He cites Mandla
Myeko who stipulates that there was a written policy which disallowed writers
to write about the regime. One was allowed to write about terrorists who were
always to be defeated. If a writer wanted to put across a message in his radio
play it had to be hidden to deceive the white managers. The motto was: Whites
must always win. The popular drama book Buzani Kubawo by W. Tamsanga as
converted to a radio play under Myeko’s authority attempted to outline the
context that pertained between managers and radio dramatist on Xhosa
language. A close reading of the play was done to demonstrate how the tensions

manifest themselves in the book’s structure.

In conclusion a speculation was thrown to the reading of Xhosa radio drama.
Synopsis of the serial radio plays

Inkanankana (1987)

The whole play is about Inkanankana, 67 scenes (problem, difficulty) which
was created by Joseph Dube who played around with his girlfriends. As a
young, prosperous traffick drug dealer, managed to hide his surname Dube as he
was in love with Beauty Dlamini instead gave a falsified Msibi as his real

surname. They were separated beauty having given birth to a girl child,

Prudence. In one instance, he fell in love with Mirriam Vezi with whom they
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separated when she was six months pregnant, to a boy child, Kwazi. Joseph is
born at Ntaphuka, Ndwedwe area in the outskirts of Durban of whom they were
from the same area with Mirriam whereas Beauty was born in Lynnville,
Witbank, the then Eastern Transvaal (presently Mpumalanga Province). Beauty
Dlamini died whilst Prudence was at her very young stage so that she does not
know her real mother as she was raised by her mother’s sister whom she calls
aunt. Dube later on disappeared having married neither of his girlfriends. Both
of these Dube children managed to persue their university education where they
met, became best friends which resulted into their marriage. Inkanankana
(difficulty) starts after marriage when they do not get children because of self-
pollination due to INCEST (which is sexual relations between people classed as
being too closely related to marry each other).

By this time Kwazi and Prudence have consulted many medical practitioners
and traditional healers as well. Mirriam, a prosperous business woman with a
supermarket and butchery is worried about an heir who will inherit her estate.
She starts complaining that Kwazi and Prudence are engaged in the family
planning with an aim of bearing children at a later stage. Despite the grumbling
and complaining mother in law, Mirriam falls into deaf ears. She encourages
Kwazi for a second marriage and he courts Philisile Phewa. They eventually
marry after the dismal of Prudence. Prudence is given an ultimatum of six
months to evacuate the house if there is no positive results (signs) for pregnancy
something that causes a stir in the marriage. This puts Prudence into many
temptations which caused Prudence being expelled from marriage. After all the
drama, Dube, the well - off man reappears, reconnects his children, marries
Mirriam and there is total re-union with his family which brings stability at

home.
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Impesheni Yesiphalaphala (1988)

Impesheni Yesiphalaphala (54 scenes) relates a story of Ruby a beauty queen, a
former film star, a hairdresser and artist model who is very corrupt and gunning
for money in a corrupt way. She runs a hairdressing business and has employed
a couple of employees. She looks for different ways that she can utilise to make
extra income for will even help her during pension era. An opportunity presents
itself when Bongi (her employee) reports that she is pregnant. She exploits the
opportunity by joining in a conspiracy with Bongi in order to fool all her lovers
that she is pregnant. She puts the cushions on her breast so that the world can
see her being pregnant. When Bongi has given birth she coaxes her to stay in
her apartment something which did not last. They make a signed agreement
where she will pay Bongi R 150.00 every month as reparation for a child from
the money which is paid by her lovers. When Ruby tells all his lovers about her
pregnancy they are all unanimous in denying the child, a situation that forces
Ruby to institute legal proceedings with different attorneys so that they pay for
rearing a child. On the other side Bongi institutes legal proceedings against the
lawful father of the child, Sibusiso. Sibusiso is disgusted by Bongi’s venture in

such that he rejects her as a dog detests burglars.

At the same time all Ruby’s lovers except one, Mduduzi, take drastic steps
against Ruby to sue her. Some institute legal proceedings, thus providing proof
(like Solomon) that they do not bear children. A thorough search is instigated
until there was tangible evidence that it is Bongi’s child, not Ruby’s child. A
defendants’ attorney, Goba takes legal action against Ruby until her
hairdressing business is forfeited. That forces Ruby to flee from Durban to settle
in Pietermaritzburg. She establishes a new business which flourishes very well.
At the end Bongi and Ruby’s signed contract has not expired because the
eighteenth (18) years’ term has not ended. A wild Bongi who has been in jail

during these times continues to demand the agreed upon R150.00 per month.
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Ruby has no alternative other than stabbing Bongi with a screwdriver. She dies

and Ruby is taken into imprisonment for period of eighteenth (18) years.

Iwashi Legolide (1989)

Iwashi Legolide (45 episodes / scenes) is a multi—plot structural type of a play
which is threefold in its nature. It centers on the Cele family which begins after
Cele’s (head of the family) death. On the verge of his death, he was staying at
Umlazi Township, after having abandoned and forsaken, MaMngwengwe and
MaMwandla, his two official wives. Before being buried, it was discovered that
he had no money which is on suspicion he misused it with MaMhlongo, the new
girlfriend (woman) at Umlazi. The first wife MaMngwengwe and her son
(Cele’s heir) are not prepared to contribute financially or participate on Cele’s
funeral. The second wife, MaMwandla donates everything even beasts to be

slaughtered.

The second plot deals with sufferings and tribulations that befall MaMwandla
and two daughters, Sebenzile (eldest) and Sizakele (youngest) who are taken by
their uncle Cele to Umlazi Township for residence after their mother and Fano’s
death. They were buried on the same day. At Umlazi Township, Sizakele falls
in love with Vusi (the taxi driver) who eventually impregnates Sizakele. Thuli
(uncle Cele’s wife) expels them from the home at Umlazi and they opt to live
with Vusi and Sikhakhane (Sebenzile’s boyfriend) who also impregnates
Sebenzile. The rest of the story in this second phase deals with sufferings as
both Vusi and Sikhakhane left them with children Ngcebo and Nomcebo

(twins).

The third and the last plot deals with Fano’s murder case. Before Fano died, he
had a girlfriend, Thulile who bought Fano a wrist watch gold (Iwashi Legolide).
It is this gold wrist watch which leads to Mpiyakhe and MaMngwengwe being

arrested and convicted. MaMngwengwe is sentenced to twenty (20) years
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imprisonment. Mpiyakhe is guillotined for killing Fano as the court finds him

very dangerous to live amongst the society.

Isela (1993) (30 scenes)

The dramatist stresses the different ways in which the endemic disease, HIV /
AIDS is acquired. It does not matter how much an individual controls
unfortunate his / her moral life but situations do befall certain individuals.
Metaphorically, he names HIV / AIDS because it steals people’s lives. He gives
ways and circumstances in which the society should treat those affected, what
measures should be taken by those affected with regard to food, physical
exercises and the general hygiene. HIV / AIDS kill, wherever a person may be

either in the rural or urban areas so precautionary measures are given to avoid it.

Umadakeni (2001) (36 scenes)

The dramatist highlights difficulties, trauma and tribulations that are
encountered in marriage institutions. The events are portrayed and driven by a
young urban married woman who fears for her life to be left alone whilst the
husband is in Cape Town for a job, she ultimately sells the house. She
reconnects with her previous boyfriend who they met at College some time ago.
The husband’s agony happens on his arrival from Cape Town. The truck comes
to load furniture and belongings from the house, the new occupants arrive at the
same time to occupy their newly acquired house. When the husband thinks
about all these adventures that have befallen him, he becomes mentally
disturbed and is taken to hospital in Johannesburg where he is treated and

begins a new life with a new wife. Life is a vicious cycle.
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Conclusion

This study reveals that IsiZulu serial radio drama as a genre still needs further
research. Very little has been researched in this genre. The radio drama exists to
explain life, and to deny it, to decorate it and to strip it bare. Man listens to the
play to understand himself, God, or his neighbours but he also listens to pass the
time. He listens for the upliftment and amusement, a bit of fun, and a moment of

catharsis.

In summary the study has commented on the hypothesis, explained and
expounded the aim and scope of this study. Research methodology and
fieldwork undertaken, definition of concepts and the theoretical approaches to
the study have been given and explained. Examples of approach include; the
sociological approach which forms the basis of this study, reader — oriented,
New Criticism and moral — philosophical. The characteristic nature and history
of radio drama has been highlighted and discussed. The influence and impact
which drama has contributed on other parts of literature have been discussed
inter alia; folktales, lullabies, dance, ancestral worship and a synopsis of serial
radio plays have been summarized. Reviews of theses, dissertations, Honours’
articles and journals have been done. In the following chapter the theoretical
approaches are discussed with regard to their relevance in this research as

whole. Certain approaches have been selected according to their importance.
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CHAPTER 2

THEORETICAL APPROACHES TO THE STUDY OF RADIO PLAYS

Introductory remarks

This chapter looks at the theoretical approaches to literary criticism as they are
applied in the work of literature which serves as the guide to writers and
listeners / readers. The period from the mid — 1960s until present is regarded as
the age of theory since writings of Eliot et al. in the 1920s launched the era of
criticism. Criticism is regarded as the overall term for studies concerned with
defining, classifying, analyzing, interpreting and evaluating works of literature.
Selden, (1995:1) notes that the term ‘theory’ possesses at least three meanings
in the context (i) it alludes to scientific ambition to master and define a
conceptual field (ii) it is used to refer to critical discourses which aim to disrupt
mastery, truth seeking, and systematic closure that sometimes adopts a radically
anti-theoretical stance (iii) theory many cannot a poetics or aesthetics concerned
with theorizing discourse in general. Siebers notes that literary criticism accepts
the task of examining to what extent literature and life contribute to the nature
and knowledge of each other.

Moody, (1983:23) explains the importance of an approach to ‘provide a
framework, or sequence of options to be used when we come to actualities’
whilst Whitehead (1968) speaks of various approaches which can be employed
in the teaching of literature, namely; the information-based, language based,
personal response, paraphrastic, the stylistic and moral-philosophical approach.
Gaskin, (1995:395) notes the depressing features of the academic study of
literature over recent years have been the extent to which it is in the hands of
who are manifestly incompetent to conduct it. He mentions that they have no
respect for the humanistic tradition, instead exploit texts as fodder for their

ideological end. He concludes they are not suited to pursue the new, open
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inquiry; no training in theory, no understanding of the heavy terminology they
seek to wield and no commitment to the canons of rational argument which any
genuinely theoretical discipline imposes. This is taken as undermining the study
of literature which calls the study to be judged an experiment which has failed
which fights against the authors’ arguments. Such things isolate the things
which count as literature in a community as literature function is to provide us

with ‘humanly interesting content’ rather than truth.

In South Africa Dhlomo, HIE, (1903-1956) who is regarded as the father of the
modern black drama in South Africa produced in the 1930s and 1940s as it
forms a vital bridge in South African history. His plays are both historical and
contemporary. His main concern was his theoretical writings and his attempt to
structure his play according to his theories. His play Moshoeshoe in (1939) is a
pioneering attempt to incorporate traditional forms of public ceremony into a
western style of drama. He lacked access to constructive criticism and while his
ideas were interesting, their proper execution had slim chance of success.
Criticism is regarded as the overall term for studies concerned with defining,
classifying, analyzing, interpreting and evaluating works of literature. The
following diagram dove tails the main focus of text analysis / work by the
author and its intended destination with the reader. The literary criticism’s focal

point is the reader as it is represented in this diagram.
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Historical Biography
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— Other Literature(?
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Fig 1 shows the seven steps which are aimed by the literary criticism.

The criticism proposes a theory as a premise where literary work bases its
theoretical guidelines in the sense of general principles to be applied in

identifying and analyzing works of literature. Bertens, (2008: vii) stresses that:

There was a time when the interpretation of literary texts
and theory seemed too different and almost unrelated
things. Interpretation was about the actual meaning of a
poem, a novel, or a play, while theory seemed alien to what
the study of literature was really about and even presented a
threat to the reading of individual poems, novels and
literary texts because of its reductive generalisations. In the
last thirty years, however, interpretation and theory have
moved closer to each other. In fact, for many people
involved in literary studies interpretation and theory cannot
be separated at all. They would argue that when we
interpret a text we always do so from a theoretical
perspective, whether we are of it or not, and they would
also argue that theory cannot do without aware
interpretation.

Bertens’ aim is to show that literary theory and literary practice cannot be
separated and further shows how theory and practice are inevitably connected as
they have been connected. Theory in essence is to uncover hidden patterns and
bring to light hidden assumptions which have sometimes pushed things to rather
implausible extremes. Various theories / approaches are included here as they
are applied in the full work of this study. The interchanging debate of the
theoretical approach is their convergence of giving literary works the freedom to
be analyzed, defined and classified by the research studies of literature as

deemed fit by researchers.

The criterion by which the works of literature and its writers has been evaluated
is also taken into consideration. This is mainly highlighted between the New
Criticism and the New Historicism in their disagreement of the isolation of
historical context of literary work and the New Historicism proponents put
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emphasis on the historical and cultural conditions of the work. Benson and
Conolly, (1994:39) regard Aristotle’s Poetics as the earliest work on theoretical
criticism including Richard’s Principles of literary criticism in 1924. At a later
stage other prominent works followed, proposing diverse novel and radical
forms of critical theory. In genres like plays, the textual criticism aims to
establish as accurately as possible what an author actually wrote and that is
where reception theory features, or what was intended to be the final version of
the work. The textual critic collates, as scholars assert, the printed texts of a
work with the manuscript in order to detect variants to trace the changes made

by an author at various stages of a work.

Theoretical Approaches

Sociological approach

A sociological approach to literature that viewed works of literature or art as the
products of historical forces that can be analyzed by looking at the material
conditions in which they were formed. In its diverse forms, it grounds its theory
and practice on the economic and cultural theory of Karl Marx (1818 — 1883)
with his fellow thinker Friedrich Engels. In Marxist ideology, what we often
classify as a world view is actually the articulations of the dominant class. Louis
Althussser, revisionist Marxist thinker claims that ideology manifests itself in
different ways in the discourse of each of the semi-autonomous institutions of
an era and that it operates to position its readers in the discourse. His criticism
maintains that it subordinates to the interests of the ruling classes. Marxism
generally focuses on the clash between the dominant and repressed classes in
any given age and also may encourage art to imitate what is often termed an
“objective” reality. Contemporary Marxism is much broader in its focus and
views art as simultaneously reflective and autonomous to the age in which it

was produced.
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The researchers maintain that the historical changes of production in the social
class structure engage a struggle for economic, political and social advantage.
The German ldeology co-authored in (1845-1846) which forms his critical
analysis of literature and other arts. His views were against the capitalist
economic organization that emerged during the eighteenth century which was
regarded as the dominant and exploitative class “the bourgeoisie” who were
owners of the material means of production and distribution as opposed to the

‘proletariat’ or wage earning working class.

Abrams, (1971) maintains that bourgeois ideology is regarded as both producing
and permeating the social and cultural institutions and practices of the present
era including religion, morality, philosophy as well as literature and other arts.
In its essence a Marxist theory undertakes to explain the literature in any
historical era as products of the economic and ideological determinants specific
to that era. Such a move is collaboration with the examination of a literary
product to the actual economic and social reality of its time and place.

Marxist critics therefore decry literary work as in direct correlation with the
present stage of the class struggle and demands such works be replaced by a
social realism which represent the true reality and reality and progressive forces
of our time. In reality this demands that literature should conform to the official
party line. Some critics grant the literary works to possess a degree of autonomy
that enables some of the bourgeois to represent the objective reality of their

time.

Marxist followers like the German Brecht reject the Aristotelian concept of
tragic play as an imitation of reality that has a unified and a universal theme.
Instead he establishes that the illusion of reality should be shattered by the use
of episodic plot, by protagonist who do not attract the audiences’ sympathy thus
baring the devices of drama to produce estrangement effects. In the final

analysis some Marxist critics accept that Marxist criticism acknowledges this
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criticism as an evolving historical process. In the 1960s it was admitted that the
structure of society as a whole is constituted by diverse “no synchronous” social
formations like religion and literary institutions and further maintain that each
of these is interrelated with the others in complex ways. As it is taken from this
of point, the social formation of literature is not a mere product of ideology, for
its fiction establishes for the reader a distance from which to recognise the
ideology from which it alludes. Theoreticians like Eagleton views that a literary
text is special like of production in which ideological discourse is reworked into

a specifically literary discourse.

Structuralism approach

Structuralism approach traces its origin and existence way back to Aristotle who
introduced the systematic study of narrative mainly directed to the system of
Greek tragedy which aimed at the prescriptive rules for the writing of epic.
Structuralism approach amongst other things tries to focus its attention to
rhetorical analysis where it tries to analyse the structure of narrative texts to

show how the linguistic mediation of a story determines its meaning and effect.

In short as Rice and Waugh, (1992:26) put it that the structural coherence of
narratives is inseparable from their meaning and reading them is inseparable
from forming hypotheses about their overall meaning. The formal approach to
the radio text relates to its structure and style and the most important thing about
a radio play is its effective organization through the use of certain principles of
design by the playwright. The radio play is a vehicle for the play, rather than as
a play with meaning. The structural criticism regards itself as the oldest theory
since scholars like Aristotle emphasized the importance of structure which they

conceive in diverse ways in analyzing a work of literature.

Writers such as Levi-Strauss in 1950s and 1960s maintains structuralism cuts

across the traditional disciplinary areas of humanities and social sciences, by
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undertaking to provide an objective account of all social and -cultural
phenomena including mythical narratives, literary texts and patterns of social
decorum. It merges with semiotics with regard to viewing phenomena as a
signifying structure which is a combination of signs that have a set of significant
importance for the members of a particular culture. The structuralist views
literature as a second order system that uses the first order structural system of
language as its medium, and is itself to be analyzed primarily on the model of
the syntax theory. Critics praise structuralism in analyzing the structure of a
literary text on the model of the syntax in a well formed sentence. Structuralism
explains how it is that a competent reader is able to make sense of a particular
text by specifying the underlying system of specifically literary conversations
and rules of communication that has been unconsciously mastered by such a

reader.

The aim is to make explicit way that governs the forms and meanings of all
literary productions. Culler in Abrams, (1981:281) puts it clearer as he states the
aim of structuralist criticism is to construct a poetics which stands to literature
as linguistics stands to language. Abrams, (1981:281) further notes that
structuralism is in explicit opposition to mimetic criticism, expressive criticism
and to any form of the view that literature is a model of communication between
author and reader. It is said to be replacing the author by the reader as the

central agency in criticism.

Reader — response oriented approach

Reader —response is concerned with how the work is viewed by the audience. It
means in its approach the reader creates the meaning not the author or the work.
The text has no meaning until it is read by a reader who then creates his
meaning. Some scholars argue in that “each reader will impose his or her
identity theme” on the text to a large extent recreating that text in the reader’s

image. They maintain that readers understand someone’s reading as a function
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of personal identity. Reader —response as defined by its advocates like Probst
and Christenbury in teaching literature refers to the method of teaching that
allows the student to explore the piece of literature by reading and then
discussing it in class. In other words, this approach is concerned with how the
work is viewed by the reader / audience / listener as they create meaning not the
author or the work and meaning is its emphasis. Hwang and Mohamed, (2007:3)
view literature / reading as a source of facts or information from where readers
tend to obtain information. What a text does is more than what it is. Through
this process it seeks a closer integration between language and literature because
readers improve their language proficiency by using this resource in language
learning. It has relationship with other theories like New Criticism with its
vision of the text as a self-contained monad, and structuralism with its stress on
the impersonal laws and structures that govern texts. Radway in Abrams,
(1981:324) combines this theory with a sociological inquiry based on the
analysis of questionnaires to demonstrate that the readers and writers of
romances form a loosely-knit community and its marketing strategies that is
bound together by shared assumptions as to what constitutes a ‘good’ romance.
The reading in practice restores authorial consciousness to a central position in
the reading process where the reader’s consciousness is identified with textual
structures which are in turn expressions of the author’s consciousness. Lacanian
critics treat literary texts as loci of transferential psychoanalytic exchanges
between readers, authors and textual signifiers. The reader’s ability to
understand a text is subject to a reader’s particular interpretive community.

McManus, (1998:1) stipulates that:

Literature is a performative art and each reading is a performance,
analogous to playing / singing a musical work, enacting a drama
etc. Literature exists only if it is read; meaning is an event.
Different scholars express viewpoints on this theory of interpretive. Fish states
that a reader brings certain assumptions to a text based on interpretive strategies

he/she has learned in a particular interpretive community and therefore argues
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that the reading process is always subjective. The strategies referred to are taken
into account as they are employed by the author to elicit a certain response from
readers. By so doing it denies the possibility that works are universal which
means they will always mean more or less the same thing to the readers
everywhere. Proponents like Norman Holland argue that each reader imposes
his or her ‘identity theme’ on the text, to a large extent recreating that text in the
reader’s image. Therefore it can be concluded that we can understand
someone’s’ reading as a function of personal identity. This leads us to believe
that people view works differently, and that people’s interpretations change over

time.

Iser, (1980) sees reading as a dialectical process between the reader and text.
The last group however avers that a reader’s aesthetic experience is always
bound by time and his historical determinants. Critics argue that it tends to
make interpretation too subjective, in that it does not provide adequate criteria
for evaluating one reading in comparison to another. It outlines the importance
of a literature based curriculum or that encourages higher order thinking skills.
So in language arts teaching serves as a valuable instructional process that
emphasizes the connections between what is in a text and the reader’s previous
knowledge and experience thus fostering higher order thinking skills. In its
essence it interacts with the text that produces understanding and meaning,
rather than the teacher lecturing on the text or focusing on such items as
characterization, historical context or the author’s biography. This develops out
of internalizing what was read and equating it with personal feelings and
experiences. Christenbury, (1998:28) has such praise in that it encourages
readers / students to analyse literature / text based on what they already know,
who they are, and what they believe. This gives literature a relevance to them as
readers. The reader —response approach gains popularity especially in countries
like America because of the relationship it emphasises between the literary work
and the reader’s life. This approach discourages either teachers or any language

practitioners from analyzing literature using direct instruction, informing the

94



students / readers about ideas of the author and the intended interpretation of the
studied works. This would encourage students to apply rote memorization of the
information correctly during tests but essentially this approach does not require
them to formulate theories of their own or find meaning. Instead it allows them
to discuss, make connections and interpret meanings of the texts without being
“spoon fed”. This approach is more engaging, fulfilling and allows the students

to develop, a clearer, more vital conception of literature.

As it combines both theory and practice, Karolides, (2000:2) maintains it stands
as an important tool for all teachers interested in reclaiming the classroom as a
place of curiosity, possibility, and genuine critical engagement with literature.
In confirming the important role in which the reader plays in making meaning
Karolides, (2000:12) states thus:

The words, in effect, have no symbolic meaning ‘are only
marks on the page until the reading event occur, until the
literary work has been lived through by the reader.

Many forms of response are introduced, with the majority of attention resting on
dramatic, written and oral modes. It can be used to present multicultural and
gender issues prevalent within schools and in society yet by so doing, the
teacher can incorporate it into practice. Dias, (1992) puts it that such a practice
takes away the teacher - centred, top-down instruction of literature, instruction
that seeks right answers and forfeits personal response as this can minimize
curiosity, decrease affection for reading and makes all discussion impossible.
Reader — response approach aims at harnessing the typical notions of student -
centred instruction and further settles on an approach that incorporates all
members of the classroom environment with a view to long - term commitment.
This is good at best, the teachers reinforce the discussing students’ original
insights and builds on those empowering the students to notice and think about
the text in added ways. The idea is good so the particular students that the

teacher interacts with do have an opportunity to think out loud and see the value
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of their ideas but the golden question remains with those who do not talk or who
say very little to keep on noticing that their readings produced somewhat
different results. Reader —response encourages what is said by Varvel in
Karolides, (200:5) when she writes:

A wild, and sometimes chaotic, interaction of ideas
between students and students, and students and teachers is
the kind of intellectual training that deepens our respect for
each other and enhances the learning experience.

This excerpt tries to emphasise an attempt to ignite in teachers a motivation to
meet the ideals of reader response even in the midst of dark forces.

Moral — philosophical approach

This study deals with Meaning and Interpretation in Chapter 6 so the moral -
philosophical approach is relevant in this regard as it is believed that the larger
purpose of literature is to teach morality and to probe philosophical issues.
Moral approach has the longest history in the study of literature. It seeks the
opportunity for readers / students to relate to readers’ motivation and
encouragement to respond to themes and issues by making connections to their
lives and experience. The word philo comes from the Greek word for love,

sophy or sophic relates to the truth or learning.

Wikipedia supposes the philosophical approach is a methodology designed to
seek the truth of the matter. Such an approach is quite relevant in this study
since it seeks for truth in these sociological plays (texts) to unpack the
philosophical truths that are taking place in the society. Over and above these
philosophical truths must pave the way that will eventually bring solutions to
the problems contained. It means such contiguous problems are approached on
the sociological point of view to look at how other cultures and places deal with

the issues of morality and other philosophical aspects. The morality is based on
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what a culture believes which is fundamentally the survival of families with
problems hanging around their necks as Ngcobo tries to unearth such truths in
his texts. In other words readers’ growth in terms of language, emotions and

character development are stimulated (Hwang and Mohamed, 2007).

The proponents of moral philosophical practitioners like Matthew Arnold who
argued that works must have ‘high seriousness’, Plato who insisted that
literature must exhibit moralism and utilitarianism and Horace who felt that
literature should be ‘delightful and instructive’. They all have the underpinning
and converge on one idea of morality as the highest point of literature. It has
claims to be performing roles to inculcate moral values through the teaching of
morality as it focuses in searching for moral values whilst reading a particular
literary text. The responses made in reading make concerns about feelings as
they are focused on activities like question-discussions which are interpretive in
nature as generating views and opinions on the literary text. Hwang and

Mohamed, (2007:5) comment thus on this approach:

Students’ awareness of values is seen and this approach

assists students to understand themes in future readings.

Thus, students would be able to reflect what they have

learnt based on their readings of a particular literary text. It

proclaims the worthiness of moral and philosophical

considerations behind one’s reading.
Its sister approach is mimetic which is somewhat broader in its scope as it looks
at how literature accords with the real world. It has the underpinning questions
such as; is it accurate? Is it correct? Is it moral? Mimetic criticism also includes
forms of moral philosophical criticism, psychological criticism and feminist
criticism. Besides being moral / philosophical in nature it seeks to base its
concern to questions with regard to the work’s accuracy, correctness, morality

and whether it shows people the real action. Its scope is wider in that it includes

psychological and feminist type of criticism. Its critics aver that such an
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approach is too ‘judgemental’ and they believe literature should be judged

primarily on its merits and not its moral or philosophical content.

Reception — oriented approach

Reception-theory amongst other things claims to be the application of a form of
reader —response theory. It focuses on the reader’s reception of a text; whereby its
prime interest on the altering responses, interpretive and evaluative of the general
reading public over the course of time. One of its proponents Jauss proposes that
though a text has no objective meaning but it contains a variety of objectively
describable features. The response of the reader is the joint product of the reader’s
own ‘horizon of expectations’ disappointment when they are challenged by the
features of the text itself. A reception —aesthetic defines the meaning and aesthetic
qualities of any individual text as they are realised by the cumulative responses of
readers over the course of time. Also as a reception —history, it transforms the
history of literature into making it a history that requires an ‘ever necessary
retelling’ as it narrates the changing way that selected texts are interpreted and

assessed as the horizons of readers as they alter in the passage of time.

Historical — biographical approach

Biography is what others have written about people famous or influential
enough to have a biographer. A historical — biographical relies heavily on the
author and his world as it is important to understand the author and his world in
order to understand his intent thus making sense of his work. Its critics look at
works as the reflection of an author’s life and times or of the character’s life and
times. They believe that it is necessary to know about the author and the
political, economical and sociological context of his times in order to truly
understand his works. In the same vein, the literature work is informed by the
author’s beliefs, time, prejudices and history so it leads us in understanding

fully the work of the author and his age. Understanding the social structure or
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way of life of a certain time period, gives the reader a greater knowledge base
from which to draw conclusions and better understand the story. We know so
much about particular people either in politics or in religion having made a great
contribution in the society and so their lives are chronicled in detail.

Werkmeister, (1977:119) maintains that man’s life must be viewed at all times
in relation to the surrounding world - to external nature as well as to a social
setting. Only man and world in context constitute concrete reality. Guerin et al.,
(1979:22) states that the historical — biographical approach can be defined as the
approach that “sees a literary work chiefly, if not exclusively as a reflection of
the author’s life and times or the life and times of the characters in the work. To
the extent these famous people reflect their times, the study of literature and in
subjects like history can be made as exciting as life itself and the absence would
make a dull, lifeless study of treaties that focus on no one in particular. Many
discourses at work at any given time affect both an author and his / her text;
both are inescapably part of a social construct. Discovering details about the
author’s life and times also provides similar ways to further develop ideas about

the story.

Through their biographies we get the flavor of their personalities, grit and
determination in everything they did. Studying and writing the biographies
makes it easier for us to understand why anyone would want to what to do, for
what he did, for what purpose and cause. Some biographies reveal to us both
products and victims of their times and societies and such study gets us closer to
them as fellow humans. This theory has some shortfalls in that biographies of
historians give us the opposite in that they do not have all the answers. Issues of
bias and glossing over weakness always arise and sometimes biography can
verge on hagiography, that is to say sanctifying the person.

In the same vein there are important historical characters about whom nothing
much is known personally as some historians resort to attributing known

attitudes and beliefs of their times as motivating their behaviours, so no
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conclusions can be reached through the study of biography theory. Certainly the
biographies of important people like Stalin, Gorbachev and many others provide
insightful probes into the madness of their times but they are not enough to tell
the whole story.

In achieving a balance the study of history for instance and other literature
integrates the people with their era, and a biographical approach both
illuminates and explains what went on in the truly human terms. On the other
hand, there have been, and still are, historical movements and events that have
spanned many lifetimes. The Enlightenment of the 17" and 18" centuries is an
example of a profound change in social, political and religious philosophy that
can be understood best by observing the events and writings of and about its

great thinkers and its leaders.

Critics maintain that this approach works well for some works which are
political in nature because the historical events that happened either in the
author’s life or were experienced but this study argues that no playwright who
can commit his pen to paper without experiences that have taken place in his
life time or observed happening. Ngcobo talks of Joseph (Joe) Dube, his
character as a drug traffic dealer, gold and diamond smuggler who was afflicted
and troubled by his step-mother when he in actual fact relates all the incidents
that occurred to him. He talks of Joe moulding a mud/ clay bull after
appreciating its beauty he then swallowed it. That incident occurred to him as he
would herd his father’s cattle on an empty stomach, being barred from attending
the school until late so could feed himself with such substances whenever he
feels the hunger. The study buys the idea of New Critics who believe that this
approach tends to reduce art to the level of biography and make it relative (to

the times) rather than universal.
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2.2.7 Semiotics approach

The history of signs dates back to the 4™ century as it is associated with the
synthesis of ideas in the work of St. Augustine. The term ‘semiotics’ is derived
from the Greek word for a ‘sign’ which represents a loosely connected group of
schools and tendencies. The word semiotics is now used to define the ever-
changing field of cross-disciplinary studies whose common focus is on the
general phenomenon of meaning in society. Todorov in Selden, (1995:90) traces
the first texts of St Augustine of which his achievement is a summation of

previous tendencies of thought as he noted:

. a rhetorician by profession, Augustine first submits his
knowledge to the interpretation of a particular text (the
Bible). Hermeneutics thus absorbs rhetoric; in addition, to
it will be annexed the logical theory of the sign - at the
expense, it is true, of a shift from structure to substance,
since instead of the ‘symbol’ and the ‘sign’ of Aristotle, we
discover intentional and natural signs. These two
conglomerations come together again in On Christian
Doctrine to give birth to a general theory of signs, or
semiotics, in which ‘signs’ coming from tradition become
in the meantime rhetorical hermeneutic, which is to say
‘transposed signs’, find their place.
In this view, semiotics considers the process by which things and events come
to be recognized as signs by a sentient organism. This entails that semiotic’s
investigation takes place over a wide spectrum of cultural practices, involving
visual as well as verbal signs extending from the specialized analysis of the
literary text to the consideration of a great diversity of signifying phenomena.
Research reveals that it was at the end of the nineteenth century when two
scholars Peirce described the study which he called semiotic in his work of 1915
and de Saussure proposed a science which he called semiology. Semiotics is the
science of signs. Semiology proposes that a great diversity of our human action
and productions all convey “shared” meanings to members of a particular

culture and so can be analysed as signs which function in diverse kinds of
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2.2.8

signifying systems. These two sciences have become alternative names for a

general science of signs and they function in all areas of human experience.

Linguistics (the study of verbal signs and structures) is one branch of semiotics
but supplies the basic methods and terms which are used in the study of all
social sign systems. Peirce distinguishes the three classes of signs which are
defined in terms of the kind of relation between the signifying item and that
which it signifies as it is dealt with in Chapter 5 of this study. De Saussure,
amongst many terms and concepts that are exploited by semioticians, maintains
that a sign consists of two inseparable components or aspects, the signifier and
the signified. Under this theory such concepts as onomatopoeia, differences and
parole are prevalent. The focus of semiotic interest of parole is on the general

system of the langue that the parole manifests.

Semiotics deals with any set of self-sufficient responces to members of a
particular society who are competent in that signifying system. The
consideration of signs is not limited to explicit systems of communication but to
all forms including the language that can be analyzed in diverse kinds of
signifying systems. Many semioticians have developed a great variety of
phenomena and practices that manifest the structures of underlying signifying
system. A scholar like Focault has developed a mode of semiotic analysis to
deal with the changing medical interpretations of symptoms of disease,
including the diverse ways of identifying insanity and conceptions of human
sexuality. Barthes views a literary text as employing the first order semiotic

system of language to form a higher level of semiotic structure.

New Criticism

The scholars maintain that the term New Criticism is borrowed from Ransom’s

major essay on poetry written in 1941. New criticism emanates from the

movement of critics like T.S. Elliot, I.A. Richard that was started in the late
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1920s and 1930s and originated in reaction to the traditional criticism that was
seen as largely a reaction with matters extraneous to the text, which is, to the
biography or psychology of the author or the work’s relationship to literary
history. In analyzing and evaluating a particular theory they eschew reference to
the biography of the author, with regard to social conditions at the time of its

production and moral effects on the reader.

The term was made current by John Crowe in (1941) which dominated
American literary criticism until late in the 1960s. Its main concern was to
establish the irreducibility of the literary text, the poem in particular in that the
critic makes the closest possible examination of what the poem says, as a poem.
They maintain the language of poetry is the language of paradox. The poem
confirms the poetry whilst the theory confirms the poem by choosing off within
its own formal limits. New criticism proposed that a work of literary art should
be regarded as autonomous, and so should not be judged by reference to
considerations beyond itself. It has an argument that there is no need to bring in
outside information about the history, politics or society of the time or about the

author’s life.

Instead critics are mainly interested in the work’s setting, characters, symbols
and point of view. It mainly opposed the biographies of authors insisting that
the proper concern of literary criticism is not with the external circumstances
but is with a detailed consideration of the work itself. They claimed that a poem
consists less of a series of referential and verifiable statements about the ‘real’
world beyond it, than of the presentation and sophisticated organization of a set
of complex experiences in a verbal form. The first law of criticism, as declared
by Ransom in Abrams, (1971: 247) states thus:

. iIs that it shall be objective, shall cite the nature of the
object and shall recognize the autonomy of the work itself
as existing for own sake.
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2.3

As a result of its critical focus on the literary work in isolation as it ignores the
context of the work from its attendant circumstances and effects it is therefore
classified as a type of critical formalism. Research maintains that it tends to
reduce literature to little more than a collection of rhetorical devices as it cannot
account for allusions. The underpinning principles of new criticism is basically
verbal whereby they assert that literature is conceived to be a special kind of
language whose attributes are defined by systematic opposition to the language
of science and of practical and logical discourse. In this stance it dictates that
the procedure is to analyze the meanings and interactions of words such as
figures of speech and symbols.They put the emphasis of the overall structure

and verbal meanings which is called ‘organic unity.’

New critics make no distinction between literary genres as they maintain that
they do not play any essential role. They claim that the essential components of
any work of literature are conceived to be words, images and symbols rather
than character, thought and plot. They say these linguistic elements are
organised around a central and significant theme to manifest tension, irony, and
paradox in achieving equilibrium of opposed forces. By and large, as new critics
claim the form of a work whether it has characters and plot is primarily on a
structure of meanings, which evolves through a play of thematic imagery and
symbolic action. Though New Criticism lost much of its force by the 1960s
when it gave way to various theories of criticism but it left an enduring mark on
the criticism and teaching of literature when it made the devices for analyzing

the structure of its internal relations.

Conclusion

Theory is here to stay and the great majority of literary academics would not
want it otherwise. It is believed that theories has dramatically sharpened and

widened our understanding of a great many fundamental issues and expect that

theory, in its restless grappling with issues, will continue to enhance our
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understanding. Bertens, (2008) asserts if literature is supposed to promote
national unity, it makes good sense to throw out those texts that emphasize
disunity - tension between social classes, between religious denominations,

between regions - or that are openly unpatriotic.

As Chapter 3 of this study deals with conflict and tension in the radio plays
hence its relevance as it looks into the integral unity of the work which results
from the resolution of opposites like in poetry mainly in irony and paradox but

in plays it looks at unity of separated parties.
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3.0

3.1

CHAPTER 3

UNDERSTANDING PLOT STRUCTURE OF THE RADIO PLAYS

Introductory remarks

The chapter aims at a theoretical background in which the plot structure of
Ngcobo’s sociological radio plays must provide. The word “plot” is used to
designate a ground plan, diagram or chart. Hilliard, (1997:390) gives a broad
explanation of the play’s plot structure by mentioning that the play’s structure is
based on a complication arising from the individual’s or group’s relationship to
some other forces. Moto, (1988:1) says the word is used figuratively in
literature to designate a plan or scheme of events in a story. We further take

Tennyson’s, (1966:124) explanation when he says:

Plot is the arrangement made by the playwright of the
events of the story or play, an arrangement designed to
show not only sequence but also cause and effect. Plot, in
its entirety is the pattern of interlocking events that propel a
story forward from conflict to resolution.

This is prevalent from the societal aspects as they manifest themselves to be
addressed and provide solutions for the betterment of the living. The terms
tragedy and tragic as they supplement each other will be referred to from time to
time. Tragedy and tragic are prevalent in this study as it addresses the family
structure and the environment factors in the society. Holamn, (1970:336)
maintains that the plot’s function is to simplify life by imposing order upon it, in
other words, it is artificial and not natural. Plot structure here brings order out of
life and focuses it on life because it has got choice by translating character into
action. Moto, (1988:149) concludes his study on plot in Northern Sotho drama
work by stipulating that people must not act without reason. Their actions have

to be properly motivated and have logical sequences whereby naturalness of
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action is essential. Here the action develops in a sense of strain and conflict as

the struggling forces come into collision coupled by tensions of active conflict.

The chapter is also about conflict which is the main aspect of dialogue and
without it means the lack of its qualities. Scholars regard conflict as the central
strategy which is used by the plawrights to illustrate polarization and struggle
between forces in and around the protagonist. Maphumulo, (2001:234) and
Gule, (1996:121) are of the same idea in that conflict places the characters in a
predicament as they have to fight with all the means at their disposal and due to
that conflict and character can never be separated in radio drama. In other
words, conflict is a pivotal point for both plot and character development and
Fenson, (1966:9) comments as follows about the presence of conflict and its

function in the play / drama:

Though the conflict of a story need not be a violent or
melodramatic one, it is always there, and the central action
of the story revolves on a series of difficulties that the
protagonist meets and overcomes or is defeated by.

This quotation emphasises that conflict is confined to a series of difficulties that
revolve around the protagonist as will be seen in the following pages of this
chapter. Maphumulo, (2001:64) describes conflict when he says it is the point
where two or more forces come into opposition. He further states that the
conflict should be presented as soon as possible for the rest of the play structure
follows and is built upon this element. The next step is a series of complications
or crises each one creating further difficulty relating to the major conflict, and
each building in a rising pattern so that the entire play moves toward a final
crisis or climax. The play can end at the climax where the conflicting forces
meet head - on and a change occurs to a turning point; whereby one force wins
and the other loses its course. Furthermore, the clarification which is the final
point that happens to the characters or forces involved the last step being the

resolution.
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3.2

In its discussion, this chapter seeks to address those aspects of society which are
found to be prevalent in the plays. Comparisons of social aspects which the
plays intend discussing will be done. The chapter further intends exploring and
addressing the issues pertaining to social disorder or social revolt with an aim
for seeking Ngcobo’s efforts in providing possible solutions. In the final
analysis the study must provide the answers or possible gigantic steps that can
be taken to bring about social restoration and also finds out as to what
alternatives Ngcobo proposes that help to bring this order, so that the society

lives peacefully.

Aspects of society that radio play addresses

The versatility of serial plays lies in its multi—plot structure. In all Ngcobo’s plot
structures of plays are interrelated in some way through multi-faceted episodes.
In uMadakeni, Ngcobo highlights the social aspects such as the cohesion of
married couples. Jabu, Mazwe’s wife complains that it is three (3) months
before he comes from work which is a new way of life for new work conditions.
This begins as Mazwe has been recently promoted to the position of being a
salesmen’s facilitator which takes him to places like Pretoria, Johannesburg,
Port Elizabeth and Cape Town and Jabu expresses her feelings as this

arrangement that does not suit her.

According to Jabu such a situation traumatizes her as she asks Mazwe to choose
between her and his job. On the other hand, Mazwe disregards Jabu’s concerns
as he insists he likes his work as it gives him better pay that enables him to pay
the house bond and so to minimize bond interest fees. Mazwe was somehow
puzzled but failed to heed his wife’s sentiments when she alludes to the fact of

loneliness in Mazwe’s absence.

This tendency was very common amongst the Black people for a husband to be

away at work and the wife to look after the home but as time changes; this is no
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longer the case especially amongst the educated people. In South Africa it
started mainly during the discovery of gold, diamond and other minerals in the
19" century where men worked in mines and wives remained at home looking
after children and live stock. Jabu is an educated woman as she went to College,
so she is drawn to modern ways and she can longer stand any nonsense.
MaCele, Jabu’s biological mother does not understand new ways of life as she
calls Jabu as uBabhensile when she is approached to solve this friction /
problem between her daughter and Mazwe, the husband. When she is asked
how the matter must be solved, she responds as Ngcobo, (2001, scene 2:9) puts
it:

1. MACELE: Ikhambi linye, ukuthi nje ngimtshele iginiso.
Uyabheda! Ingani uyise wayesebenza eGoli abuye kanye
ngenyanga; kodwa  angizange ngibalise = ngoba
zazibonakala izithelo zokusebenza kwakhe. Lesi sitende,
nale ndlu kwale mpahla, yimali yaseGoli. Khona uyise
engase avuke emangcwabeni angathi mbhedo muni lo?
Umkhwenyana usebenza into ebonakalayo. Umuzi wabo
uyinkanyezi KwaDabeka; akekho ongakhulumi ngawo,
nempahla yawo iyabatshazwa.

MACELE: (There is one solution that | must tell her, it is
the truth. She talks nonsense. Her father was working in
Johannesburg and came back once a month, but | never
complained because his works bore fruits. This site and this
house were bought with the money from Johannesburg.
Even if her father can rise up from the graves what kind of
nonsense would he see? My son - in - law works hard.
Their house is a star here in Dabeka, and there is no one
who does not talk about it and the furniture inside is
marvellous).

This excerpt above emphasises the unaccepted wayward bahaviour of Jabu who
has the shocking surprises. In uMadakeni, the play begins with Thomas who is
in his way from Johannesburg when he met a dilapidated Mazwe Fakazi who
asks for a lift to Durban at the robot. Mazwe has been stripped off by Jabulile,

his wife and has been affected mentally which led him to spend most of his life
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in recreation parks at Albert Park near Maydon Wharf in Durban and Jourbet
Park in Johannesburg. Mazwe is looking for help from anybody who can assist
as he is quickly noticed by Thomas, the driver who is with his wife, Millicent.
Millicent refuses in toto that Mazwe should be given a lift. The estranged
Mazwe was dirty and they did Std 2 together with Thomas under Miss

Khumalo.

Even though he is what he is but Thomas shows characteristics of a kind -
hearted man (Good Samaritan) who remembers how Mazwe saved his life from
his enemies who were plotting to kill him because of his genius in school
studies and a great soccer star. Millicent, Thomas’ wife, does not accept the
hobo /vagrant should be given a lift and so abandons the car and opts for getting
a lift from other cars travelling to Durban. Thomas on the other hand proves to
be the strong man who is not easily influenced by Millicent. She speaks
ironically by impersonating Mazwe as uMadakeni, whose name emanates from
him being so dirty and without a home. She still insists that he must be left in

the wilderness.

The tension or conflict escalates between Thomas and Millicent as he insists
that Mazwe must spend the night at his home garage, as what he was at that
stage, in KwaDabeka where he is given better clothes for change and food.
Thomas in making an emphasis states that Mazwe is going to sleep at his home
because there is so much that he wants to get from Mazwe. Ngcobo, (2001,

scene 1:8) writes thus:

2. THOMAS: (EGCIZELELA) Ethanda, engathandi,
uthanda, ungathandi, wena uzolala kwami namuhla.
Kuningi engisafuna sikuxoxe. Ngisafuna ukuzwa kahle
ukuthi umuntu owayekhaliphe ngaleya ndlela esikoleni,
eneziphiwo ezintweni eziningi, ezithanda; konakala kuphi
kuyena.

THOMAS: (EMPHASISING) Whether she likes it, she
does not like it, whether you like it, you do not like it, and
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you will sleep at my house today. | just want to hear that
such a person who was so brilliant in that way at school,
with so many different gifts on many things, who loved
himself, where did it go wrong to him).

This excerpt illustrates the type of man Thomas is. Such men of Thomas’
calibre are rare in these days as democratic negotiations are a norm as this may
be regarded as home / family violence which in some families lead to a family
being separated and divorced. Millicent refuses even to cook for uMadakeni
where she raises the point that he must be taken to the ‘United Nations’ which is

the recreation park where all the displaced and disregarded people live.

Millicent opens Thomas’ eyes as she talks about the recreation park ‘United
Nations’ and he recalls that people in the recreation parks live harmoniously
even though from being of different ethnic or racial groups, there is no racial
discrimination no slandering and no sorcery. He mentions that neglected people
are people who actually initiated the ‘Rainbow Nation’ long before being
actualized by all in South Africa. Thomas uses kaaade (long ago), a date which
stresses the remote past period. To him this is an indication that they are real
Christians who are not hard hearted people who are better than the Church

goers, with no hatred.

Thomas is worried about Mazwe’s state of affairs and is keen to know the
events that led him into his state. Mazwe expartiates in that it was a matter of
being negligent that led to his life being ravaged by problems and caused

exquisite pain. Ngcobo, (2001, scene 1:8) puts it thus:

3. MAZWE: Kanti akusiyo nendaba etheni. Inkinga kwaba
yisigigaba nje esingehlela noma ngubani. Inkinga kwaba
ukuthi sangizuma. Ngangingakaze ngicabange ukuthi into
enje iyenzeka emhlabeni.
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(In actual it is not a serious matter. The problem was an
action that can befall anyone. The problem was that it
puzzled me. I had never thought that it happens on earth).

The excerpt stresses that minor incidents cause big flames and Mazwe mentions
that it was a minor incident and negligence that demolished his marriage. Such
an incident led to his downfall and caused such exquisite pain. The play
addresses the issue of mistrust / distrust as the term complements each other and
suspicion as the other social aspects that easily destroy stable marriages. Jabu
has sexual jealousy about Mazwe’s work situation. This jealousy eventually
dismantles their institutionalized marriage. In uMadakeni, Ngcobo, (2001:34)

puts this as:

4. MAZWE: Kusobala ukuthi unkabi lo uhlushwa
yisikhwele; ucabanga ukuthi kunezintokazi enginazo kulezi
zindawo engethula kuzo izifundo zo-‘salesman’
kuzodingeka ukuthi ngilushaye njalo ucingo kuloku, ukuze
abone ukuthi umgondo wami ugxile kuye.

(It is clear that my chum is troubled by sexual jealousy; she
thinks that | have girl friends in all these places where |
present lessons on sales ... I need to phone constantly at
this time so that she can see that | focus on her).

This excerpt highlights the issue of sexual jealousy as a major cause that
dismantles many stable marriages. Thomas in his discussion with Mazwe
discovers that Mazwe once had a stable family which led to his downfall as he
was a salesman of high note. His wife, Jabulile complained that his husband was
always away for long periods in places including Johannesburg, Port Elizabeth
and Cape Town, something which brought suspicion to Jabulile. This caused
uncertainties and unhappiness in their marriage as Jabu suspected that Mazwe
might be untrustworthy in his far away job. She even cites that Mazwe may be
has other izithandwa zakhe (other girl friends) and when her husband has to
leave, she makes a check list. He is amazed by this new habit of the check list

which is the important signs that she is breaking institutional marriage. Ngcobo
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raises another serious aspect of society which is insecurity as a root cause to
dismantle prosperity in the marriages that were shining and happy family home

lives like that Mazwe’s in KwaDabeka.

Insecurity (fear) is Jabu’s another major concern. She feels unsafe as her
husband is far away with his work of being a salesman. She remembers him so
much and she misses him. Beaumont, (1925) associates the feelings of fear with
the insecurity of the hero. He indicates that there is a link between the
systematic makeup of the body and the environment. Jafta, (1996:217)
maintains that when the body can cope the individual seems secured but once
the body makeup cannot find equilibrium with the environmental demands, the
individual feels insecure. As such the feeling of insecurity is described as fear.
Aristotle includes the emotions of pity and fear as part of the definition of
tragedy. The feelings of pity and fear are aroused simultaneously. Maxwell —
Mahon, (1988:33-34) matches the emotions of pity and fear to the suffering of
the hero. He associates them with the nature of the action which is imitated and
the

... events inspiring fear and pity and such an effect is
produced when the events come to us as a surprise and the
effect heightened when they follow cause and effect.

Mandell, (1961) on the other hand argues that the inclusion of emotions of pity
and fear is part of the definition of tragedy. He maintains that any work of art is
capable of creating some empathy in the listener / reader. The type of emotion
may be a subjective one. One person may have these feelings aroused and yet
another one may not experience them at all. It becomes difficult to define the
work of art on such feelings. Brereton, (1968) also shares the same opinion. He
brings in the cultural component in that he says factors which determine the
arousal of pity and fear may be different from culture to culture. However,
Brereton still associates these feelings with the status of the hero while Mandell
believes that they have nothing to do with the status. Jafta, (1996:219) stipulates
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that in Xhosa like amongst the Zulus where life is communal and where people
are expected to conform to a worldview acceptable to all, the feelings of fear

and pity are not associated with the rank but with what the character does.

Jabu complains that she is alone at home during Mazwe’s absence since Zaba
(their only son) does not live with them. She maintains that Mazwe is away
from home for a long time which means by implication he must find another job
which is suitable for a family man like Mazwe so that Jabu does not miss him.
In the discussion between Jabu and MaVezi, Jabu’s mother —in —law, this issue
of Mazwe’s absence from home is of great importance. This is how Ngcobo,
(2001, scene 19) puts it:

5. JABU: Hhaaa! Uma sekweluleka isikhathi? Uma lezo
zinyanga ezintathu seziphenduka iminyaka emithathu.
Hhayi akashintshe umsebenzi.

(Wow! What if the time extended? What if those
three months become three years? No he must change
his work.)

MAVEZI: Uma kuwukuthi kanti anethembani, ayi nami
ngiyehluleka. Mina ngiyayizwa le nto eshiwo
uMazwe. Imali ibalulekile ukuze kukhokhelwe ...

(If it means that you have no trust on each other,
no | cannot do anything. | understand what
Mazwe says. The money is important so that you

pay ...)

JABU: 0O, mina angibalulekile? Nokuphepha kwami
akubaluleki? (UQALA UKUKHALA) Kulungile nje noma
ngingahlaselwa vyizigebengu ngingedwa kule ndlu.
(EHAMBA EBASHIYA) Bengivele ngazi ukuthi uzovuna
ingane yakho. Vele awunandaba nami ngoba ungangizali.

(Oh!' 1 am not important? Not even my safety is not
important. (STARTS CRYING) It is fine even if | am
attacked by plunderers / gangsters in this house it does not
matter. (GOING LEAVING THEM) | knew that you would
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support your child. Of course you do not care about me
because you do not beget me).

In this excerpt above Jabu stresses her desire that she cannot tolerate being
neglected by Mazwe which forces her to remain and stay alone at home. Jabu
wants to be convinced and that her ideas are laudable enough to be considered
by all and be based on the principles that are defendable. Jabu, in her struggle to
convince Mazwe, maintains that money is not a more important issue than her
marriage as she fears for her life during the husband’s absence and her
biological mother is forced to call her ‘uBabhensile’ (pompous) who is not
concerned about the wealth that her husband is aiming for. Also MaCele’s trials
become in vain as she tries to relate the past experiences which also befell with
Jabu’s father. MaCele relates that it was never an issue as all husbands would
leave behind their wives and home without any problem and Jabu despises all
that as she operates during the other period of time. MaVezi and MaCele were
not aware that Jabu puts her life first as she shares common characteristics with
Millicent as they were once prosperous in their marriages. MaVezi and Seth,
Mazwe’s friend, talk about changes as another factor which leads to the
destruction and break up of marriages and what the marriage costs, especially
when considering the expenses incurred. Ngcobo, (2001, scene: 24) puts it as

follows:

6. SETH: Cabanga ngelobolo, umabo, indumezulu
yomshado, izindandatho zikanokusho ezibiza
izinkulumgwane zama-Randi. Cabanga ngosizi oluba
sezinganeni lapho sekwehlukana abazali ezibathanda
ngokulinganayo; sezizosala noyedwa, zehlukane nomunye

SETH: (Think of lobola (dowry) payment, umabo
(presents given to bridegrooms’ mates / people, the
expensive rings which cost thousands of rand. Think of the
distress that is sustained by children when parents separate
as they love both of them equally; they have to remain with
one of them and leave out another ...).
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This excerpt highlights the marriage costs being incurred during any wedding,
Seth enumerates them in his talk. Seth therefore proposes that counseling may
be another option as they (MaVezi and Seth) envisage that marriage between
Mazwe and Jabu is about to dismantle. Jabu believes that traditional practices
consign women as perpetual minors something which reduces them to
inanimate objects that have no feelings. Her actions reveal that she does not

subscribe to the notions that in an African society a woman takes second place.

She complains about not being able to make any independent decisions and the
lack of free expression which bars her husband from leaving her behind. Her
feelings support the view that woman’s position is weakened by traditional
custom. They are exhorted to be humble and obey the rules of traditional
custom as they are obliged to do so. For a long time women have subscribed to
cultural constraints something which Jabu is totally opposed to. By so doing she
breaks the tendency for women to comply and not to resist as a survival
strategy. She expresses her love for Mazwe by showing courage to fight for love
as she believes that this move is capable of liberating her from the bondage of a

forced marriage.

Nevertheless, the tone of her statements and actions suggest that she does not
feel the realities of African women’s lives. Frustration and anger force her to
realize that her world will be demolished unless she does something to save it.
Such a move leads her marriage into destruction as Ray has died and Jabu
spends her life in the wheelchair. All these things happen simply because she
has tried in desperation not to conform to the traditional ways of a forced
marriage which symbolizes utter subordination that has caused limited women’s
powers in the past. She is adopting a western way of life which dictates that the
married couple must live together. Jabu’s mother, MaCele and MaVezi, her
mother in — law regard Jabu’s actions and arguments on the issue as rubbish.

They do not believe that a woman can negotiate, strategise and fight. According
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to the old school of thought being a woman entails passivity, submissiveness

and powerlessness.

This play further portrays Jabu’s character as weak, corrupt, selfish immoral and
greedy. She re-connects with the estranged boy - friend, Raymond, whom she
met at the Teacher’s College, in Durban and she makes all the arrangements to
be involved with him. In so doing, she secretly sells the house, confiscates all
the furniture and deprives her husband of his belongings. Mazwe receives court

orders that set him out of his house.

Lastly, this play illustrates the sadness that prevails when someone has been
robbed all his belongings and properties as emulated in Mazwe. Mazwe
develops a psychiatric sickness which leads him to spend large portion of his
life in the recreation centres (parks) as a matter of grave concern both paternal
and maternal families as they are all shocked and have broken hearts especially

the parents —in — laws.

Jabu is contrary to what the characteristics of a woman are. When Khumalo,
(2007:203) talks of a woman, she indicates that women need to co-operate with
their husbands to form a solid family. Women are the backbones of their
husbands and families as a whole; this co-operation which begins at home
spreads to the community. In view of this she asserts that motherhood brings
both enormous benefits and burdens. Women bearing and raising children do
essential work that is necessary for the continuation of society, satisfying to
human generative impulses and are highly valued in the lives of mothers which

transcends to outside the world of achievement, power and money.

The play, Iwashi Legolide is the multi-plot structural type of a play which
discusses a number of related issues as they are manifest in the society. The first
plot with a family (Cele) who worked in Durban forsakes his home, stayed at

Umlazi Township and eventually dies. He is the polygamy with two wives;
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Gertrude Ntombana (neé Mngwengwe), the eldest and Nokuthula (neé
Mwandla) the youngest. On his death, MaMngwengwe was not prepared to
participate together with son (the late Cele’s heir), Mpiyakhe Hilton in the
funeral arrangements. His young (Cele’s) brother went through thick and thin
for his funeral despite that Cele (the late) left no money but he is ultimately
buried at Matata, his birth place. After the funeral, his young son Fano Clifton
goes to look for a job in Durban where he associates with Thula Mngadi. He is
employed in the factory and later decides to join Insurance Company as a
financial advisor. He is successful as he buys a car, the site for his house in
Clermont and has a girlfriend, Thulile Gwacela who buys him Iwashi Legolide

(gold watch).

It can be assumed that Ngcobo believes in the ancestral worship as it is
highlighted and manifest in many of his plays. The good fortunes that befall
Fano are clear signs that his late father’s ancestral spirits are always with him.
All his endevours are successful. Jealousy, hatred and the grudge crops up from
MaMngwengwe who incites her son Mpiyakhe to kill Fano. They suspect that
Fano’s success is because of money (his estate) left by his father. Mpiyakhe
plots to kill Fano and eventually does it successfully during the night. The case
is opened and no one is suspected and convicted. On the contrary, the issue of
spiritual worship comes up again as Mpiyakhe realizes that he has bad luck even
as his half brother, Fano is ever successful. He has managed to kill his brother.

His luck forsakes him.

In the initial stages of Inkanankana, Ngcobo pricks up the society on the
effects of the economic and punitive sanctions that once prevailed in South
Africa prior to the 1994 democratic elections due to political turmoil. These
movements especially in the colonized and oppressed countries were aimed at
resisting the encroachment of imperialists. He raises the scenario that some

families were once faced with as factories were closed down whilst children
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were at school. He singles out Mirriam Vezi; known as MaVezi as an example

who is affected by the situation.

Her son Kwazi Kenneth Dube, a university student is on and off at the
university due to financial constraints. The scenario emanates when MaVezi
separates from Dube at the backyards in Johannesburg. They have Kwazi from a
vat — en - sit relationship. Kwazi becomes a burden on MaVezi’s (single parent)
shoulders and also the factory Tommy Toys at Jacobs near Durban, closes just
before he completes his studies. MaVezi has been employed in this factory for
some years. Kwazi comes back home and looks for part time jobs where he is
employed at the panel beating shop owned by Zondi. Such a job is abominable
to MaVezi who regards it low for Kwazi’s status and educational level. She
gives it names which range from vagrancy and hobo like and is angered by
Kwazi’s opting for this job. The closing down of factories happens when people
(workers) have insurance policies that they must pay before they lapse. This
causes serious considerations as they have only one source of money and the

forfeiture of these policies depress the society thus leading to poverty.

On the other hand MaMbhele Dlamini is troubled by her son Vusi who has
indulged too much in liquor. As a result he could not complete his Bachelor of
Science (B.Sc) degree at the university. He is problematic though he has not
come to a stage of fighting his mother as he demands whatever money he comes

across. This is a horrible situation since he is also raised up by a single parent.

Comparisons of social aspects

This section explores the comparisons and contrasts the social aspects as they
manifest in Ngcobo’s sociological radio plays. It is noted with great concern the
effort that has been made by the playwright to cover as many social aspects as
possible ranging from being to those which are fearful even to learn and read

them.
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In Umadakeni, Ngcobo discusses matters regarding the races which make up
South Africa which is popularly known as the Rainbow Nation. This term
emanates from the 1994 National Elections which marks the reconciliation
amongst the races after 342 years of suppression and oppression since the white
(Dutch) man set foot on the southern tip of Africa; a place which is today
known as the Cape. The term Rainbow Nation has many different connotations
that are used in trying to emphasise the spirit of reconciliation, ranging from
being ethnic in character to one nation as exemplified in the colours of the
rainbow. Such these tiresome efforts happened when the progressive forces
have fought against colonialism, racism, poverty, patriarchy and many other

social ills which promote the African advancements and African unity.

Ngcobo highlights the issue of Rainbow Nation when he comments about
people of all races who are neglected and thrown into the recreation parks,
mainly in the towns and cities in South Africa. This Nation comprises the Black
and White races as they symbolize unity, something which was not thought for
prior to 1994 elections. He mentions that the people live there without any
discrimination as they share whatever they get to feed themselves noting that
this unity of these neglected people started long before the actual Rainbow
nation as it is known today came into being. So Ngcobo, (2001, scene 2:3) in his

discourse with Millicent over the issue of Mazwe Fakazi, Thomas puts it:

7. THOMAS: (KUVULEKA IKHASI  ELISHA
EMQONDWENI WAKHE) Uyazi, ukhuluma indaba!l
Laba bantu abahlala emapaki, bahlala ngokuzwana yize
beyizinhlanga  ezahlukene;  kabacwasi  ngokwebala,
kabahlebani, kabathakathani. Thina sibona i-South Afrika
entsha nje, eyabo kaaade yafika; bona bebevele beyi-
Rainbow Nation. Uyazi ukuthi laba bantu obabiza
ngomadakeni ohobo, bangamakholwa angcono kunawe
ngoba kabacwasi muntu, kabananzondo; kabanazo
izinhliziyo ezimnyama njenge yakho ...

THOMAS: (A NEW PAGE OPENS IN HIS MIND) (You
know what; you have said a mouthful story. These people
who live in parks, they live in harmony although they are of
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different races, they have no colour discrimination, they do
not gossip about each other, they do not practice witchfraft.
We see a new South Africa now, theirs came long ago, they
have already been a Rainbow Nation. Do you know these
whom you call hobos / and vagrants are better Christians
than you because they do not discriminate against each
other, they have no hatred, they have no evil in their hearts
like yours ...).

The excerpt exalts these people as having pure and clean hearts; as people who
bear no grudges, who do not gossip, the real Christians who have no bad hearts;
they have no colour bar, they live in harmony with one another. Their freedom
was acquired long before the real freedom of other people came to be realized in
1994. He uses the adverbial phrase kaaade (long, long ago) indicating

something well in advance and achieved.

In Umadakeni and Inkanankana, Ngcobo addresses the issue of being a Good
Samaritan as quoted in the Holy Bible when he comments on Thomas
Mthethwa’s generosity when he offered Mazwe a lift to Durban from
Harrismith. The matter does not end with the lift per se but it also touches on
the hospitality that he displays at his house when he offers him free lunches
before he reconnects with his family and is also offered better clothes. Such a

gesture makes Thomas a Good Samaritan.

Another issue of contention takes place in Inkanankana as Kwazi (the
protagonist) discontinues his university study for lack of funds until the matter
is published in the media. A hidden Good Samaritan (whose name is
unidentified) offers to pay for Kwazi’s university studies. The amount of money
that is required at the university is R10 000, 00. This undisclosed benefactor,
when known is Joseph (Kwazi’s biological father) reconnecting after many

years of separation.

The issue of single parents in sociological radio plays worries the playwright as
he constantly highlights it as a matter of immediate attention, since it brings

121



consternation to married couples. Women characters seem to carry a heavy
burden in the upbringing of children, yet it remains a duty of both parents to
nurture children. In Inkanankana, MaMbhele has one son, Vusi; a B.Sc student
who indulged in liquor so that he does not manage to cope with his university
studies. The whereabouts of his actual father remain unknown Ngcobo
illustrates. That Vusi is a pan in his mother’s neck. He threatens and demands

and is a troublesome boy who takes the money from the weak woman.

Ngcobo touches on the same issue of the single parent in Iwashi Legolide as
Sibongile’s twin children are abandoned by Vusi; (taxi driver) when he becomes
aware that Sibongile is pregnant. He disappears and quits his residential place,
avoiding the responsibility for the child support and the upbringing of these
children. They become Sibongile’s burden to be supported and taken care of
until they are grown up. This worries the playwright as these children end up as
street kids who affect the government (the Department of Social Development)
and other international bodies dealing with Streeet Kids. Children in similar
situations are deprived to many opportunities in life including child care, the

right to education, health care, shelter and many more.

The issue of pandemic / incurable diseases is another worrying factor in
Ngcobo’s radio play lIsela. The radio play highlights how quickly the HIV /
AIDS is acquired. MacPherson (Mac), the protagonist displays his bravery
when his friend Nzuzo is attacked by a thug at the Automatic Transmision
Machine (ATM) as he draws money. The thug stabs both of them with the same
knife and they acquire HIV immediately and they are affected right there and
then. Mac carries the responsibility of sharing information on HIV / AIDS with
others by distributing the leaflets on HIV / AIDS. He is engaged in counselling
others and also resolves to caution the public on the possible and instant ways of
acquiring HIV / AIDS. The playwright emphasizes that people who have
acquired HIV / AIDS still live long even though they have been affected.
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This radio play further addresses different myths that people have on HIV /
AIDS as a result of being misinformed and the implications thereof. He
mentions that some people involved in robbery, are forced into it by the lack of
employment which is caused by the political turmoil and many other reasons.
The economic factor plays an important role in engaging people to turn their
minds to unacceptable practices for causing social instability like thuggery,

theft, burglary and hijacking.

Social disorder or social revolt

Conflict refers to the opposition of persons or forces upon which the action
depends in drama and the dramatic conflict grows out of interplay of opposing
forces which may be ideas, will and interests in a plot (story). Jafta, (1978:72) in

emphasizing Tennyson’s idea about the plot goes on to say:

Plot is a series of carefully devised and interrelated actions
that progresses through a struggle of opposing forces
(conflict) to a climax and denouement.

Plot includes reported as well as represented action. It is the most
comprehensive element of drama as Aristotle calls it the soul of tragedy for it
looks at how listeners / readers perceive and remember the play, the language
and characters. Ngcobo’s sociological plays have tried with success to cover
almost all the different kinds of conflicts that are normally prevalent in
sociological plays. In Isela we experience this elemental or physical type of
struggle between man and the physical world. In this regard we find two lads
Mac and Nzuzo whose conduct and behaviour conforms to social standards but
are befallen by a tragic episode which leaves scars in their lives. They are
attacked and stabbed by a ruffian with a knife that had once stabbed people who
are HIV / AIDS positive and because of this they are contaminated / affected
with HIV / AIDS. This is a natural and unavoidable situation as they live

difficult lives and such elemental conflicts are found in melodramatic television
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plays. In other words this type of conflict is between man and nature, man is the
victim of circumstances. In scene 29 of Isela, Thokozile is under the pressure of
severe pains that cause her to flee from the hospital through the window. She
dies and is free from such terrible pains. That incident causes life to be unstable

as all hospital workers and patients have had to watch the affected Thokozile.

Ngcobo’s other plays uMadakeni and Iwashi Legolide reveal a social conflict
which is between man and man and this type of conflict is referred to social
conflict. Here we find a man, Mazwe, a protagonist who is at loggerheads with
his estranged wife Jabu, an antagonist, who is involved with the spirit of
demolishing / dismantling her own institutional marriage. This act involves
quite a number of people and is quite controversial at Clermont Township near
Durban where it occurs. It stirs up the whole society as Mazwe loses his house
which is sold for an undisclosed amount of money, bought by unknown people
and thereafter he is destitute hence he is mentally affected. With the help of the
law Jabu manages to orchestrate this with great success and finally spends the

money with her former lover Raymond in the Durban Apartments.

A third category of conflict in Ngcobo’s Impesheni Yesiphalaphala relates to
internal or psychological conflict where Ruby, a high model or supermodel,
hairdresser, and beauty queen becomes a ruffian who wants to be rich in an
unbecoming manner. She has an array of lovers (all married men) and she
claims a fake child that belongs to her employee. Without being aware that
pride goes before a fall, she loses her fame, character and business as these
lovers react in a manner that she has never expected which forces her to flee
Durban Apartment and re-establishes a new place and business in
Pietermaritzburg. She is later arrested and serves eighteenth years imprisonment

after killing her former employee (Bongi).

In this sense which constitutes the fourth category type of conflict she fights

against the society in which she lives and serves. The fourth category type of
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conflict in Ngcobo’s Inkanankana play shows (city people) a man’s struggle
against fate and destiny. Prudence (protagonist) is a barren, suspended from her
marriage and she is involved in adultery practice in order to maintain her
marriage to her life - long partner, Kwazi. She practises and revives an old Zulu
tradition of ukutheza ilongwe (gathers a cow dung) which is getting an
illegitimate child and eventually reconnects with her former lover Thomas

Manana who impregnates her and she begets twins.

Humanity is an important philosophy of life that governs interpersonal
relationships. African philosophical humanness dictates that humanness is the
core of the family and societal organization as it harmonises the life of the
living in relation with the living-dead. Life cannot always remain orderly. Jafta,
(1996:35) maintains that the family is a closely - knit unit where bonds of
relationships are very strong and established through time. In this sense the
family becomes a place of love, of sharing and providing everything for one
another.

The human element always tries to strive for what is seen to be promoting
individual interests and ambitions. In uMadakeni a character Raymond
enumerates four pillars that constitute a strong marriage. They are: trust,
respect, friendship and love. He lists them in their chronological order where
love is put at the end; as a result he cites love as being stupid, blind, and fragile
and unravels at any given moment if not properly supported by the former three.
Jasper, (1981:68) takes conflict to be an essential of the tragic where he states:

The truth and reality split apart and in consequence men
support each other in community and they battle in
collision.

Therefore the family is a fertile ground for tragedy as it is where conflict occurs
which is usually a painful emotional alienation and leads to the destruction of

family lives. Kwetana, (1987:248) also tracing the historical development of
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literary thinking and subjects of discourse in South Africa and giving his idea of

South African literary situation from 1940 to 1980 says:

In the last forty years, as in preceding generations, the
black writer in all fields has been defining the fundamentals
of conflict, describing the operational aspects of the destiny
which the white minority prescribed for the black majority,
warning of the dangers of a morality with meanings fixed
by race and proposing or publicizing alternatives for
moving black and white along safer routes to a better
future.

Scheler, (1981) explains conflict in tragedy as a clash of values. This clash is
mainly caused by religious, political and cultural change of values. Scheler,
(1981:20) declares:

... the tragic is first of all a struggle that is occasioned in an
object of high positive value i.e. of a high moral nature,
generations treating of a family, marriage or the state.

This includes the situation which is caused by jealousy and selfishness. This
gives rise to conflict between the desires of the individual and of the society and
environment. Dramatic conflict is a vital feature of drama, whether performed
on stage, television, or on oral radio because it attracts the attention of the
audience. It refers to the unusual often unexpected turns that occur in all human
activities that create uncertainty tension, suspense or stupidity. Every event,
every circumstance, every relationship in life is subject to uncertainty. The
conflict manifests itself in the family where children rise against their parents in
so far as the diversity of interests and values is concerned. In most cases the
opposing sides happen to see things differently because they have been enriched
by the introduction of new values through formal education and other forces of

modern civilization.

In uMadakeni and Impesheni Yesiphalaphala, Ngcobo begins his conflict at
the beginning of the plays in scene 1 which escalate until the last moment of the
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play. This is what the play should be all about especially uMadakeni which has
been well written when compared to his first play Inkanankana which can
make a good novel due to its structure and presentation. It encompasses many
unrelated events especially at the beginning which can lay a very good
background for the events that will follow in the novel. As has been mentioned
in some discussions of this study, listeners are waiting for an action to take

place and not unrelated issues without any action.

In uMadakeni, the action / conflict begins at the robot as Thomas is waiting for
the red light to change, Mazwe (the protagonist) who has recently been dropped
off by a truck travelling from Johannesburg looks for transport to Durban. The
dilapidated Mazwe sees his former school mate, Thomas and asks for a lift to
Durban. Millicent refuses absolutely that Mazwe should be given a lift as she

reacts thus:

8. MILLICENT: Ungalokothi ume Tom.
(Don’t you dare stop Tom).

In this excerpt Millicent senses danger and as she insists that Thomas should not
stop as Mazwe approaches them for a lift. This begins an unhappy dialogue
between Millicent and Thomas and further destroys their journey and happy
mood in which they have had before they meet Mazwe. Millicent’s persuasion
supersedes and causes the transgression of the road laws including the robot as
she detests Mazwe who asks for a lift. Mazwe expresses encouraging words to
Thomas as he pins his hope that surely he will offer him a lift. Such words are
detrimental to Millicent who is furious and angry on Thomas’ mercy. She
refuses that Mazwe should enter the car as she labels him hobo which is a
suitable title of this play. In her anger she cautions thus:

9.MILLICENT: (NGOKUFUTHEKA) Hheyi, wemadakeni
ndini!  Awungeni kule moto! Akusiyo imoto yomadakeni
lena! Shaya imoto sihambe Tom.
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(VEXED) (Hey, you hobo! Don’t you get into this
car? This is not a car for hobos! Drive and go Tom).

This excerpt takes the dialogue to another level of discussion including anger
and an unexpected exchange of words which portrays diminished respect from
Millicent towards her husband. Millicent, Thomas’s wife, does not accept that
the hobo should be given a lift to the extent that she abandons Thomas and the
car and opts for other lifts from other cars travelling to Durban. The playwright
rightly directs Mazwe to Thomas’ car for a lift so that we hear all Millicent’s
obnoxious and vilifying utterances, which are as profanity to both Mazwe and
Thomas. She shows her true colours as a disrespectful wife. Thomas and
Mazwe Fakazi introduce each other; Millicent’s concern is not in their
introduction but is perturbed that someone of Mazwe’s calibre is going to be

offered a lift. All her anger falls on Thomas’ deaf ears.

Thomas accelerates the conflict between him and Mazwe (Skies are blue, his
soccer praise) by switching off the car. Millicent yells to Mazwe until Thomas
gets angry as he has told Mazwe to enter the car. The proud Millicent is
humiliated by Thomas when he opens the car door for Mazwe to get in. As
Thomas calls Millicent a mad person, Millicent takes that as the second insult
because it was an insult to Millicent to mingle around people of Mazwe’s

calibre.

It is hard for Thomas to abaondon Mazwe.Thomas was about to be killed by the
‘BIG FIVE’ strong boys at school when Mazwe saved his life. Millicent
exercises marital powers as she bars Mazwe from getting into her husband’s car
as dictated by the solemn declaration of the marriage that they are one. When
Thomas requests Mazwe to join in the eating of the fruit, it becomes difficult for

Mazwe to participate. Instead he borrows money and assures Thomas that he
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has recovered from mental illness and that he is ready for the new work with

better offers. By so doing, Ngcobo foreshadows the future fate of Mazwe.

The authority figure in uMadakeni which is the husband is no longer accepted
without being challenged by his wife Jabu. In matters of culture such a
challenge is almost sacrilege. Anyone who deviates from the norm is courting
disaster. Therefore, the tragic events result in catastrophe as in the case of Jabu
whose selfish actions are intended to satisfy her individual desires. Thus her
character becomes an important aspect of the tragedy in so far as it indicates
how the individuals act towards other individuals, the cosmos and her. The head
of the family, like MaVezi in Inkanankana is entrusted with the responsibility
of maintaining order so that there may be order in the larger society.

The conflict and chaos is caused by the break - down of family bonds between
husbands and wives, and between King or aMakhosi (chiefs) and their subjects.
The study will show how characters’ fortunes change from prosperity to
adversity. The conflict which is aroused among members of a family always
gives rise to strong emotions. Although the minor characters are depicted as
insubordinate and selfish in Ngcobo’s plays but we empathize with them as a
result of their aspirations. The dramatist arouses their strong emotions through

the good command of language.

This disorder or social revolt deals with the failure of individuals to harmonize
with their environment including the cosmos and other individuals. The most
careful preparations can result, inadvertently, in disastrous errors or
unanticipated benefits. Even well — intentioned people can make unwitting
mistakes with amusing, tragic or sometimes unimportant consequences.
Individual people react differently — sometimes in unexpected ways —through
the very same event. The end result of it is death as in the case of Mpiyakhe in
Iwashi Legolide and lifelong suffering as in the case of Jabu in uMadakeni.

The family is the most important institution where the values of the society are
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inculcated and where the young are initiated into society. Many researches in
African societies show that children are socialized in the family in order to grow

up as useful and eventually become responsible members of the society.

Inkanankana radio play is the longest play with 67 scenes and it is Ngcobo’s
play that he wrote in 1987. The study maintains that Ngcobo’s Inkanankana
was his first attempt of radio play writing. Observation testifies that he was
uncertain in his writing hence the delay before tackling the actual reality of life.
It has taken many scenes before the conflict begins as conflict is the cornerstone
of the play to see how far the playwright manages to solve and restore the order
in the society which was caused through the clashes that transpired along the

way which culminate at the climax of the play.

It seems he has taken too long explaining and giving the background of the
play’s structural form, setting and characterization. Such a background helps
neither the playwright nor listener since it has no contribution in the
development of the play. The listener’s desire is to see the protagonist as
Mazwe in uMadakeni; Kwazi / Prudence in Inkanankana and Mac in Isela
being at the helm and in trouble as the play unfolds. The listeners want to
witness and testify how the protagonist manages to solve his / her problems and
challenges at the climax. He wishes to conclude the turning point of the story
thus making his / her assumptions which is the ultimate goal. Listeners / readers
are eager to observe the escalation of conflict and the technicalities attached to it
developing to the highest point.

MaVezi (Mirriam) Dube has worked so hard for all her life and for her only son,
Kwazi. Both MaVezi and Kwazi strive and pull together until they eventually
buy Ndlovu’s supermarket. Ndlovu has decided to return to his home in
Swaziland after being discouraged by the increased political turmoil which

destroyed his supermarket with other businesses. What actually devastated
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Ndlovu’s soul was the looting which was caused even by the people he had

helped for many years that have tend against him.

Kwazi has married Prudence Msibi from Lynnville in Witbank. The friction,
chaos and anxiety begin after two years of Kwazi and Prudence’s marriage at
which time they have no child. When Ngcobo introduces such the state of
affairs, Dudu (in scene 23) who later on becomes the tragic heroine and guide
Prudence pays a visit. In their discussions she comments that MaVezi has a
mental derangement (uneconsi) so Prudence must watch and be patient. In this
sense Dudu foreshadows great things to come in Kwazi and Prudence’s

marriage as Ngcobo, (1987, scene 23:6) puts it thus:

10. DUDU: Bathi sithanda ukuba neconsana leso salukazi;
kodwa ubobekezela nje Mzala; abanakwa abantu abadala.

DUDU: (They say that granny seems to be not mentally
balanced, but you will need to be patient cousin, as elderly
people are never considered).

In this excerpt Dudu encourages Prudence to moderate her behaviour due to the
mental imbalance displayed by her mother — in - law, MaVezi. Dudu and
Prudence happen to come from the same town. Dudu is from Ackerville in
Witbank and words are encouraging and fruitful. MaVezi banishes Prudence

from her home until new developments are realised, that is, she is pregnant.

Traditionally, a woman who returns home from a place of marriage has
disgraced her parents because it means that the parents failed to prepare her
adequately for marriage. Such an action would not be setting her free but would

open another chain of misfortunes.

Problems have escalated in Kwazi and Prudence’s marriage due to the fact that

MaVezi demands an heir to inherent the estate. Kwazi welcomes MaVezi’s
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advice to take a second wife. Philisile is given a marriage offer which she
accepts conditionally as she is not very sure of the possible outcome. Zondi is
appointed for the second time as umkhongi (bridegroom’s spokesman) and is
charged R4 600, 00 by Philisile’s parents. When this news breaks, an
anonymous caller phones Prudence who now lives with Dudu after a quarrel
with her mother - in - law (MaVezi) of which she is given the 6 months
ultimatum. The anonymous caller informs Prudence of the proceedings that
have occurred and serious negotiations behind the scene. She loses all
humanness and the nurturing patterns that were instilled on her on the day of the
marriage. Evil thoughts engulf her mind. She phones Dudu, her guide to
confirm her suspicions as being tthat Kwazi has turned on her. She instructs
Dudu to bring some wine as she has completely finished what was in the house.
This is how Ngcobo, (1987, scene 38:1) puts it in this manner:

11. PRUDENCE: ... Seziphumule. Phatha amabhodlela
amabili ewayini lakho Mzala. Uphathe yona kanye
lenhlobo yakho, ... sengilishayele ekhanda leli olishiyile. ...
(ACHIPHIZE) Kodwa, kodwa, kodwa kubi Mzala wami.
Kuzodingeka ihlome, ihlome ngempela Mzala. Uyabona
Mzala ...

PRUDENCE: (... the news is out. Bring two bottles of your
wine, cousin. Bring the same kind you like... I have drunk
all that you left ... (SHEDDING TEARS) But, but, but
things are bad my cousin. We need to take up arms, take up
arms in the true sense. You see cousin...)

This excerpt gives information concerning the bad moments between Kwazi and
Prudence. This is the time that Prudence has lost her dignity of as a woman as
she indulges in liquor and other unacceptable substances including smoking.
Since Prudence was chased away from MaVezi’s home she took refuge at
Dudu’s. Dudu has become her greatest marriage advisor regarding its
maintenance, security and re-instatement. Dudu well knows Prudence’s
traumatic experiences, as she played a role in controlling and calming her anger

concerning the situation.
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She is smoking, drinking and when Dudu questions her for smoking, she admits
that she learnt smoking at the university from her counterpart friends, something
which she stopped when she was engaged in love affairs with Kwazi. Such
frustration revives old practices as when she heard the news she drank and
finished the bottle of wine in a very short time then demanded on other one. She
is so shocked that she phones Zondi (Kwazi’s bridegroom’s spokesman)
anonymously in order to confirm the true reality about Philisile Phewa’s
destiny. She even inquires the lobola’s (dowry) payment of R4 600, 00 and
Zondi is reluctant to disclose such discussions. Instead he refers her to the
parents as she pretends to be Philisile in the phone because she is determined to
know about the authenticity of these events. She wants to forsake Kwazi and
return to Lynnville, her original home, but Dudu discourages her. Eventually

she vows revenge.

Suspense dominates in Ngcobo’s radio plays as there are many sections where
suspense manifests as it is usually preceded by a sting. When Zondi has finished
talking to Prudence he admits that he is not comfortable about their talk as
Ngcobo, (1987, scene 38:4) confirms thus:

12. ZONDI: Ngizwa ngifikelwa wuvalo. Ngingazi ukuthi
abantu batholani ngezindaba zabany’ abantu! Banake
ezabanye nje ezabo zibahlalele.

ZONDI: (I feel nervous. | do not know what people get
from other people affairs. They are concerned about
people’s affairs and yet they have theirs).

This excerpt highlights the tenacity of friction between Kwazi and Prudence and
at this time Zondi denounces people who are always eager to know about other
people’s affairs that destroy their marriages. Zondi feels nervous as he predicts
that the outcome of these events will be sour. Dudu expresses her own concerns
as Kwazi’s intended second marriage news is confirmed. She takes this as the

beginning of Prudence’s problems which will last for years and craving for
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smoking will be ongoing for years. Ngcobo, (1987, scene 38:5) in Inkanankana

echoes such as follows:

13. DUDU: Uma kuwukuthi usethathe ngempela uKwazi;
kusho ukugala kwezinkinga zeminyaka. Nokugalekela
ugwayi kuzokuba okweminyaka. Akusiyo into ezophela
namuhla.

(If it is true that Kwazi is marrying Philisile Phewa, it
means the start of problems for years. Even the craving for
tobacco will be something ongoing for years. It is not
something that is going to end today).

In this excerpt Dudu stresses the level of uncertainty which Prudence’s marriage
has taken as it indicates the unceremonious end of this married couple. Intrigue
is another essential element in radio drama. Prudence and Dudu agree to
maintain a low profile until they are sure that everything goes according to plan.
To rush things could disturb their efforts to control the situation which they are
preparing for exctracts revenge and to stop Philisile’ intended marriage to
Kwazi. Kwazi is ordered to pay a visit to his now estranged wife, Prudence.
Prudence narrates what she is going to say as Ngcobo, (1987, scene 38:7)

expounds thus:

14. PRUDENCE: Ngizomtshela ukuthi kuthe ngizihlalele
nje emini, ngenza imisebenzi yasendlini, kwafika ucingo
lungitshela ukuthi ngoMggibelo wayethume uZondi we-
panel beating ukuba ayomlobolela kwaPhewa. Ngighubeke
ngithi wenza iphutha ukuthi angangitsheli ukuthi
senginomnakwethu. Kodwa-ke akuselutho ngoba useze
waba khona. Noma kubuhlungu ngizozama ukuzibamba.
Bese ...

(I will tell him that while I was here during the day, doing
house chores, | received a phone call telling me that on
Saturday he sent Zondi from the panel beaters to pay the
dowry to the Phewa’s. 1 will tell him that he made a
mistake by not telling me that 1 have my intimate friend.
But in any event it doesn’t matter because she is already
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here. Though it is painful I will try to control myself. And
then ...).

Prudence in this excerpt prepares precise, filtered and carefully chosen words
that she will relay to Kwazi as a symbol of her dissatisfaction as Kwazi is
preparing for the second marriage with Philisile Phewa. She is stunned about
Kwazi’s failure to inform her about such an august occasion. She maintains that
she was phoned by an anonymous caller who related all about the preparations
for the wedding that have been taken so far. As the spirit of conflict escalates
between Kwazi and Prudence, they now call one another by ironical names.
Kwazi advises Prudence never to drive a car without having a valid driver’s

license.

He further enunciates the consequences should a problem occurs. He tells
Prudence that insurance will refuse to pay for a car that was driven by someone
without a valid driver’s license. In case of a collision she will have to repair the
other party’s car. All this falls on deaf ears as Prudence then continues to drive
despite the caution. As she persists, Kwazi says “Kulungile, hamba ‘genius’
(O.K., you go ‘genius’ and Prudence responds by saying “Sala kahle ‘book
worm’ Good bye ‘book worm’). Life is unbearable in this home as they fight

like cats and dogs.

After this incident, Kwazi meditates on Prudence’s insolence and consoles
himself by saying that it was a good option to engage in love affairs with
Philisile where he gets the comfort for his soul. He regards Prudence as an
abomination in his life for which she will be paying. In their private thoughts
both regret having married each other as their marriage does not depict the

anticipated picture of happiness.

In Impesheni Yesiphalaphala, Ngcobo discusses two similar incidents running

concurrently which affect each another and at the same time is dependent on the
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other. Ruby is described as a beauty queen and prostitute who entice men for
financial gain. Her servant Bongiwe (Bongi) reports that she is pregnant and she
takes the chance of exploiting the situation by conspiring with Bongiwe
regarding her child. When Bongiwe’s boyfriend, S’busiso is notified about
Bongi’s pregnancy he rebukes this evil omen as a deliberate, planned and

business - like matter which has been created for monetary gain.

As S’busiso refuses to accept or acknowledge Bongi’s pregnancy, he is taken to
task by Bongi and Ruby. This matter causes a stir in the society as it is not
customary to forsake the innocent child because of one’s misfortunes. At the
end S’busiso pays all the necessary reparations but still insists he will never
accept the child. At the same time Ruby has four private lovers who must be
besmirched with Bongi’s child as she claims to be hers. Ruby a former beauty
queen, a former film star and a prostitute lives in an apartment where she plans
to pretend as if she is pregnant until Bongi delivers her child. When Bongi
inquires about her aims for such a crafty planning, Ruby responds as Ngcobo,
(1988 scene, 15:3) in Impesheni Yesiphalaphala elucidates as the discussion

ensues:

15. BONGI: Ucabanga ukuthi likuphi manje?
RUBY: Lisemalini Bongi, lisebhizinisini. Ngifuna
ukuba nemali, ngidle engikuthandayo, ngigqoke
engikuthandayo, ngihambe ngemoto engiyithandayo,
ngihlale endlini engiyithandayo.

BONGI: (Where do you think it is now?

RUBY: It is in the money Bongi, it is in business. |
want to have money, eat what | like, wear what | like,
drive a car of my choice, live in the house that I like).

This excerpt emphasizes that Ruby wants to be rich and needs money. As a
result of Ruby’s quick actions with the submission of her lovers’ names to
different attorneys all Ruby’s private lovers maintain that she makes them her

greatest sponsors something of which they all deny. She stresses that men are
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afraid of law (attorneys) and are never prepared to pay. She maintains that she
wants to live a posh life which requires the necessary finances that contribute to
a good life. In their discussion with Bongi, Ngcobo, (1988, scene 14:1) in
Impesheni Yesiphalaphala avers thus:

16. BONGI: Kusobala abantu besilisa laba kabezwani
nokukhokha; yiso lesi sikaS busiso.

(It is evident that males do not want to pay; they are like
Sibusiso).

This excerpt shows how Ruby deceives herself in trying to woo her luck with an
aim to rob her male partners and they agree in unison with Bongi that men not

prepared to pay, a reference which also points to Sibusiso, Bongi fiancé.

How Ngcobo addresses social disorder

In uMadakeni, Raymond and Jabu at the sea, discuss the issue of ilobolo
(dowry) custom, re —marriage and having children. They plan in advance to
have one child because they both have children outside marriage. Actually,
Ngcobo tries to show no matter how much damage can occur in but there comes
a time where there should be peace and quietness. It was the same case in
Raymond and Jabu’s lives. After all the commotion and bustling about they
decide to organize their lives for a new home and have plans to bear a child with
a proper home. Unfortunately, they could not foretell their future as
immediately they were involved in the accident which cost Raymond’s life. He

died in that accident.

In the wandering of Mac’s mind, Mthiyane brings good news which was similar
to that of Arch Angel (Gabriel) that he brought to the world the news about
Messiah’s birth in Bethlehem. Mthiyane told him that both of his spouses were
HIV / AIDS free, as in Isela Ngcobo, (1993, scene 11:3) puts it as follows:
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17. MTHIYANE: Abanayo bobabili mfowethu ...
(They both do not have it my brother ...)

MAC: (UKWETHUKA OKUNOKUJABULA) Nhhi!
Mthiyane? Angizwa Mthiyane?

(SURPRISE WITH EXCITEMENT) (Nhhi? Mthiyane. |

did not hear you Mthiyane?)
This has been a long awaited moment for the results to be released after blood
tests which must show whether Mac’s wives and children are infected and
affected with HIV / AIDS or not. The results prove to be negative which brings
relief to Mac who knows by this time that he is the only victim who is infected
with HIV / AIDS so that he starts complying with the procedures that must be
engaged in by somebody who is facing it in his lifetime. In this excerpt Mac
himself does not believe of such news which is of great importance to him. Such
news brought great relief as he became aware that he is just facing his life only
with the HIV / AIDS.

How Ngcobo addresses social restoration

In Isela Mac has become an agent for peace and stability in the community for
having known about his HIV/ AIDS status. The bravery which is shown by
MaThusi Cele is similar to Mac’s bravery for submitting her daughter, S’gcinile
who has been raped by the mischievous boys. Her willingness to accept taking
blood tests is a way of restoring peace and happiness in our communities. Mac
is still not happy about his cousin, Thokozile’s status. He tells her about the
ways that people get infected with this pandemic and incurable disease,
HIV/AIDS. In the end he manages to convince Thokozile to go to HIV/AIDS
counselors and eventually she agrees. In this manner Mac is now involved in the
advocacy campaign for HIV/AIDS. Here Ngcobo tries to conscientise the

community to acknowledge how important it is to take heed of the suspicion of
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being infected with HIV/AIDS so that precautionary measures are taken for the

proper maintenance to those who have been affected like Mac Mngadi.

In Inkanankana, Ngcobo gives certain solutions in episodes which are aimed at
calming the situation between Kwazi and Prudence who has become an onrush
forward, as her home is not peaceful. Prudence has been rejected by her
husband who spends days before coming to her bedroom. Her attitude has
changed drastically in that she has bad thoughts such firstly as destroying the
home, secondly bewitching Philisile and using a magic for estrangement or
abandonment. Dudu, Prudence’s guide advises her to change her attitude as she
maintains the change to the right attitude creates its own rewards. They consult

a herbalist at Eshowe for a love potion.

Social restoration

Restoration is an act of renewal, revival or re-establishment such as the return of
something to a former, original or unimpaired state. The Restoration age in
English literature refers to the years from (1660) to the revolution in (1688)

when the Parliament regained power.

Ngcobo has shown many instances in his sociological plays of trying to bring
order that was disturbed during the ups and downs of the conflict. In
uMadakeni Ngcobo relates to a situation when Mazwe who has lost everything;
his character assassination by Jabu, his house and job and regains it. As he is in
Johannesburg from the psychiatric hospital, he is called back home for a new
job which is a manifestation that he has recovered from the mental disturbance.
He is seen giving Thomas the sum of R2000, 00 as thanksgiving for offering
him a lift from Harrismith to Durban. No one ever knew that Mazwe would
recover from that state of neglect which was characterized by his shabby

appearance, hunger and loneliness.
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At this time we see Mazwe getting ready for the revival of his marriage as
Thulisile has promised that they can be lovers. In the near future they are
marrying each other and have a stable future. It is the very same Thulisile who
has campaigned for Mazwe’s new job which has enabled him to give Thomas
the R 2 000, 00. The unity in the family which has worked so hard during
Mazwe’s time of torture and suffering is strengthened after working so
tirelessly. Zaba (Mazwe’s son) is assumed to be progressing well with his
medical studies as he desired to pursue them at the university. The unity they
have been has heightened confidence in that they can face any situation in
unison. On the other hand Jabu’s (antagonist) life is out of control as her both
legs have been amputated; she has lost Raymond and is without the proper
home. Raymond, who destroyed Mazwe’s family is dead and will never be so
destructive in life again. She reminisces about her past events as she spends the

rest of her life on the wheelchair.

In Inkanankana, Ngcobo relates what happened on the verge of liberation. The
political intolerance in South Africa had come to its heights when the
international investors decided to engage in the economic sanctions which were
encouraged by some of the political leaders outside and inside the country
during the 1980s. The high tension and political turmoil was mainly invoked

and incited by the formation of the United Democratic Front (UDF).

Such a movement was inflammatory as there was the useless shedding of the
innocent blood which was caused by the friction and fighting between the
Inkatha Freedom Party (IFP) and the United Democratic Front (UDF) followers.
During this period, the economy of the country was greatly affected as we saw
the closure of many foreign factories. The Tommy Toys in Jacobs near Durban
was never an exception as Mirriam MaVezi Dube used to work there when this
factory was closed down. The dramatist displays the agony that prevailed
amongst the societies across the colour - line especially for the Black race, as

the first victims due to its socio-political and socio-economic conditions under
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which they lived. This was the time that looting and demolition of many shops
and supermarkets of the Black people took place. Ndlovu’s supermarket was not
an exception in this process which aggravated him enough to consider selling
the supermarket and returning to Swaziland. The supermarket was finally
bought by Mirriam MaVezi Dube.

The character of MaVezi represents the workers who lost their jobs; schools and
universities were disturbed due to sit — ins, riots and instability that prevailed
during that period. As MaVezi was retreched at work, she could not afford the
premiums of her policies and could not afford the university fees as her son
Kwazi, who was in his last year B. Com. She was greatly humiliated and
affected by this situation which caused her to look for possible donors who

would sponsor her son either through a loan or bursary.

Eventually she went to a priest who advised advertisements in the newspaper.
This led to her relief as it bears fruit when an unknown man, who was
nicknamed Muntukaziwa (as he refused for his name to be revealed) offered
help with the sum of R 10 000,00. This enabled Kwazi to complete his studies
enabled MaVezi to continue paying the premiums of her insurance. This
enabled the insurance policy to reach its maturity undisturbed. The availability
of this policy changed MaVezi’s family situation as it enabled MaVezi to
purchase Ndlovu’s supermarket, afforded Kwazi the opportunity to marry his
Prudence and their lives were completely changed from poverty to wealth.
MaVezi gladly articulates such words as Ngcobo, (1987, scene 20:4) writes
thus:

18. MAVEZI: .... lyona phela le nto eyabanga ukuthi
ngibe nezikweletu ezingakaya kwaTommy Toys; kwathi
noma ifemu isivalwa ngangathola lutho; yabanjwa yonke
imali yami. Muntukaziwa lowo owangikhipha otakwini.

(... This is what caused me to have so many debts at
Tommy Toys; even when the factory was closing I did not
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get anything; all my money was withheld. It is that

unknown person who took me out from trouble).
In this excerption shows MaVezi being a wealthy woman who owns the
supermarket, has a son who is a B.Com graduate and who is free from all debts
that she incurred when the factory closed. At this juncture, peace prevails at her
home with her son and the bride, Prudence. On the other hand Prudence who is
an orphan is married to Kwazi and she has a proper home and there is no more
sheltering with the relatives. The healthy atmosphere is hovering amongst the
Dube family and the society at large. That is why MaVezi’s comments greatly
about Prudence when Ngcobo, (1987, scene 21:6) puts it in this way:

19. MAVEZI: ... Yinhlanhla phela lena emehlele ukuthi
athi egeda nje esikoleni abe ethola nomendo. Umendo
awandele noma ubani nje. Utholwa womntaka sibanibani
abahlambezwa kahle.

(This is the good luck that has befallen her just as she
finishes the school and she gets married. Marriage is not for
everybody. It is achieved by certain individuals who were
born lucky).

In this excerpt the atmosphere was good in MaVezi’s home before disruptions
occurred. MaVezi highlights Prudence’s fortunes that she gets a marriage offer
at an early and unexpected time. Kwazi and Prudence marry immediately when
they leave tertiary education. MaVezi avers that marriage is not given to
everybody but maintains that it goes according to luck. Another area of concern
in Isela as Mthiyane brings good news to Mac with regard to the family’s HIV /
AIDS status as Mthiyane releases positive results after testing. Mac responds
thus Ngcobo, (1993, scene 11:4) puts it:

20. MAC: (SAKUKHALA ... KODWA UYAZIBAMBA)
Awazi Mthiyane mfowethu; awazi ukuthi ungakanani
umthwalo owususe emahlombe ami ngokungibikela lezi
zindaba. Awazi ukuthi usungikhulule kangakanani
mfowethu. Awukwazi ukuthokoza okungaphakathi kimina
mfowethu.
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(AS IF CRYING ... BUT HE CONTROLS HIMSELF) (Mr
Mthiyane you may never know the burden you have taken
out of my shoulders with the news you have told me. You
do not know how much relief you have given me, my
brother. You do not know how much joy there is inside me,
my brother).

In this excerpt above Mac displays his sentiments on the burden he has had
about the positive results that bring harmony in the family. Mac is happy in that
all members of the family are HIV / AIDS free and this brings to the conclusion
that he is the only victim who is affected. His two spouses and children are HIV
| AIDS negative. Another area of sastisfaction in Iwashi Legolide is a long
process that takes place before Fano’s murderers are apprehended. The sterling
work that is done by the Criminal Investigating Detectives (CID) unit is highly
appreciated as they ultimately apprehend Mpiyakhe and her mother,
MaMngwengwe for organizing the plot to murder Fano. As they are in jail,
Mpiyakhe is given a life sentence and her mother a severe sentence, such news
brings peace and order in the vicinity. Ngcobo, (1989, scene 29:8) echoes

Thulile (Fano’s girlfriend) as saying:

21. THULILE: Akusoze kwaba khona ukuthula emoyeni
wami engakaboshwa umuntu owabulala uFano. Yebo
iNkosi  iyaphuza  ukuphendula,  ngeliny’  ilanga;
kungasalindele muntu, iNkosi iyowuphendula umthandazo
wami, abanjwe umuntu owabulala uFano.

(There will be no peace in my soul until a person who
killed Fano has been arrested. Yes, the Lord takes longer to
answer but one day, when no one is expecting it, the Lord
will answer my prayer, a person who killed Fano will be
convicted).

In this excerpt it is illustrated that much chaos and unhappiness prevailed before
Fano’s murderers are convicted and verdict and sentences are given. Thulile has
high hopes that on a certain day when everybody is not aware the murderers

will be brought before the law. At last her dreams are actualised as Mpiyakhe
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and MaMngwengwe are given severe sentences. There is order and peace in the

vicinity because murderers are convicted.

Conclusion

Broadly speaking, all of literature are concerned with values and value
commitments in human existence, although they differ widely in value
perspectives and in the conception of value conflicts. The value conflicts have
become internalized in a society which is what it is because of the interactions
of its members, all of which stand committed, to their particular values. The
implication clearly is that in a value — indifferent universe man must make his
value commitments and must act on them even to the point of dying for his
values, for without values to which he stands firmly committed he is dead

anyway — dead as a person, as a human being.

Werkmeister, (1977:120) argues correctly when he declares “tragedy is
essentially an expression ... of confidence in the value of human life ... that it is
a profession of faith ... that it does what all religions do, for it gives rationality,
a meaning and a justification to the universe”. Drama presents human values in
an imaginative way but concrete situations, valuations and value conflicts as in
a test tube for experimenting reality. De Fossard, (1996:38) maintains that the
typical drama focuses on one major character and the chain of events and
relationships in which he or she is involved. The serial drama lives in the
fortunes of several characters, showing how they relate to and affect one
another. A writer must understand the classic structure and components of a
typical drama to be able to weave the multiple stories of a serial together

harmoniously.
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4.1

4.2

CHAPTER 4

COMPARISONS OF THE RADIO PLAYS

Introductory remarks

This chapter aims at giving comparisons of the radio plays through the analysis
of structural formations. The following components of style, temporal,
characters, actors and narrators will be used as a measure to compare each play
for proper theoretical requirements and their involvement in the plays as
accompanied by the role they play. Preceding the comparison, there will be an
explanatory outline of each play. The approach that will be followed will be the
division of the plots into acts and then these will be compared in terms of the

traditional plot structure.

Style

Style is all — important to radio drama as good style makes a good radio drama
because the language problem is a very sensitive issue. Elements of style such
as diction and phrases of sentences in daily use will be discussed in detail. It is
very fitting that a discussion of Ngcobo’s style be addressed because he often
pays attention to the study of language or phrases as a means of social
restoration as a pride of values that tend to diminish. Lucas, (1974:49) asserts
that style, is a means by which human beings have contact with others; it is

personality clothed in words and character embodied in speech.

Furthermore, he defines style as the effective use of language or a technique and
a way of harnessing language in a literary work to gain effective and intelligible
communication with the reader. On the other hand Abrams; (1981:203) regards
style as a manner of linguistic expression or manner of expressing whatever the

author wants to say in prose or verse. It is also important to mention that other
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scholars view style as the totality of techniques as they are employed by a
playwright in manipulating the language to express his thoughts, feelings and

emotions.

Murry, (1967:65) maintains that style implies the author’s ability to arrange his
ideas in logical and intelligible patterns which will enhance communication
between him and his reader. It means Lucas and Murry converge their ideas on
the issue of intelligible enhancement of communication between the playwright

and the audience or reader.

Most people prefer a play which is rich in style which an author does this by
using different words in different circumstances in order to attract readers’ and
viewers’ attention. In most African plays good style is affected by means of
proverbs, idioms, figurative language and periodic sentence constructions usage,
as these ehance the ordinary language to a higher plane. A society whose

language is weakening is a dying or waning society.

Style looks at how sentences are constructed. We note that from the
phenomenological analysis the sequent sentences act upon one another in
literary texts. Rice and Waugh (1992:78) maintain that the sentences are
‘component parts’ insofar as they make statements to convey information and to
establish various perspectives in the text. They set in motion a process out of

which emerges the actual content of the text itself.

In uMadakeni, Ngcobo through his actors, MaVezi, Mazwe’s mother and Zaba,
Mazwe’s only son addresses the language issue as a great concern. Zulu,
(2003:92) maintains that style characterizes the way in which a writer /
playwright / dramatist expresses himself in a language. A playwright of
Ngcobo’s status whose usage of the language displays such deep knowledge of
a native speaker cannot remain unnoticed, as researchers maintain that an author

is recognized by means of his style.
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This language issue in uMadakeni is addressed by MaVezi to Zaba a Grade 5
learner whose language usage seems to be impaired and Zaba is fully prepared
to acquire skills of a competent speaker as he engages in debates and poetry at
his school. Here a reference is made to Mbongeni who attends the former Model
C School in Pinetown and his isiZulu spoken language leaves much to be

desired. Ngcobo’s examples are of paramount importance and need to be
highlighted.

The scenario was sparked when Mbongeni was asked the whereabouts of
children and he answered carelessly “baphase la” instead of “badlule la” (they
went past here). Such talk is an insult to the native speakers. It must be noted
that a work of art is enriched by the playwright’s mother tongue. Each time a
playwright does so, he applies his style deliberately chosen with this sort of
consideration in mind. The new speech developments are sometimes working as
cancer to the language which is used with the considerable range of skills in
exploiting all the resources of a language.

Ngcobo decorates his work of art, amongst other things, by proverbs. The
Heritage Illustrated of the English Dictionary Language, (1975:1053) defines
the proverb as ““a short, pithy saying infrequent and wide use, expressing a well
known truth or fact”. The proverb is one aspect of language which reflects
culture and tradition more than anything else. No African author can ever
neglect proverbs in his work of art as his work maintains that it loses originality
and the common touch because all the traditional philosophy of such a people is
embodied in proverbs. The proverbs are examples that are found in Ngcobo’s

radio plays include these:

Haaawu ayikho impunga yehlathi
Isinamuva liyabukwa

Ingwe idla ngamabala

Icala lembula ingubo lingene.
Injobo ithungelwa ebandla.
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(1. There is no grey forest; that is, no one can hide forever.

2. That which dances afterwards is admired most; that is, he laughs best
who laughs last.

3. The leorpard is conspicuous by its spots; that is, one’s deeds bring one
into prominence.

4. The case opens a blanket and comes in; that is, no one can avoid
trouble.

5. Seek advice from those who know; that is, a man’s loin-tails are sewn
together in society).

Ngcobo employs proverbs and other forms of language in order to enhance the
development of dramatic events. Through proverbs we are able to know the life
characters such as Thulisile and Seth in uMadakeni. Thulisile, in her great
distress about Mazwe, looks for a diviner (isangoma) who can quickly divine
how Mazwe can be freed from the bondage of evil spirits. Seth tells her that
Ingane engakhali ifela embelekweni (a child who does not cry dies in the
carrying-skin) which means she must talk to other people who can quickly
provide help for Mazwe’s salvation. He says Thulisile will wriggle about her
problem until damage is eventually done. Ngcobo further applies poetic
language throughout the plays. This is what he says in Ngcobo, (1993, scene
7:3):

22. RAYMOND: Umuntu ohlakaniphile uba novalo uma
izulu lihloma, ngoba usuke engazi ukuthi lizoduma lithathe
bani, noma lizondindizela nje lingathathi muntu.

(An intelligent person is nervous when the rain brings
up thunder — clouds because he does not know who is
going to be laid hold of as it accumulates dark rain-
clouds, or if it rumbles without anyone being hurt).

JABU: Umuntu ohlakaniphile uhlala enabafana, okuthi
lingahloma abakhiphe, abafake ezindaweni zabo. Ahlale
ekhululekile.

(An intelligent person remains with boys (sticks that are put
outside the house when it is thundering), so that when it
rumbles he takes them out, and put them in their rightful
places. He remains satisfied).
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Ngcobo here displays his language expertise which in a way provides of
comparisons of hope. This poetic and philosophical language makes Ngcobo as
the playwright a custodian of isiZulu language. The basic element of style is
language, a rich vocabulary which allows the playwright to choose the words
that best communicates his ideas. As words form sentences equally so sentences
form paragraphs. This is what we observe from the quoted excerpt as Ngcobo
uses his figurative speech in trying to explain what a cunning man does in order
to avoid his disgrace at being caught. Here he makes an illustration of thunder —

clouds which are a way to caution a person to mind his actions.

As the historian, Ngcobo’s poetic talent has played a major role in his plays. His
poetic license defends him against any academic criticism regarding his use of
some isiZulu terms as this actually adds more life to his plays. As such the
dramatist directs the implications that will befall Jabu resulting from her deeds.
He dictates that every action has its own prize which one eventually reaps the
fruit of it. Poetic language in plays make characterization and structure more
vivid and effective as they may be regarded as works of art written particularly
in poetry and partly in prose. These two aspects function harmoniously such
that they bring the necessary facts to the surface with an appealing effect. In this
regard Crystal, (1987:32) tells us that:

In the 1970s, the notion of the linguistic variable was
developed, as a means of describing this variation. A
linguistic variable is a unit with at least two variant forms,
the choice of which depends on other factors, such as sex,
age, social status and situation.

Besides that Ngcobo being the historian, he often shows signs of being a poet in
his plays. Such a display of this nature is never divorced in prolific writers like
Ngcobo. In this research, it has been proved beyond doubt that poetic
utterances which also include philosophical features are prevalent in these

writings. Scholars maintain that poetry in drama reveals feelings with clarity.
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In uMadakeni, Ngcobo, (1993, scene 8: 2) writes:

23. THOKO: Kuthiwa ubonakale e —restaurant ephambili
udla noswahla lomlisa omuhle, oswenkayo, igcokama
langogobo. Kuthiwa benihleli ekhoneni elinetafula elihlala
ababili kuphela. Ikhandlela lakhona livuthela phansi;
kudlala umculo opholile ofanele izithandani. Nithe lapho
seni — oda nabiza okudliwa omacaphuna kusale;
izingquphunga zangogobo. Hhayi —ke senihamba, ningene
emotweni kanokusho enezinombolo ezithi GP. Gauteng
Province.

THOKO: (It is said you were seen in a dignified restaurant
eating with a tall, handsome man dressed in fine clothes, a
real dapper person. It is said you were sitting at a corner
table set for two only people. The candle light was low,
with soft music suitable for lovers. You ordered food which
is usually ordered by the rich people, well off. On your way
back, you entered in a posh car with G. P. registration
numbers Gauteng Province).

In the excerpt above Ngcobo describes Jabu’s paramour with such clarity which
is philosophical in nature. This sort of description which eulogizes gives the
picture which remains embedded in a listener’s mind as such Thoko’s
explanation suits lovers’ characteristics that are said to be deeply in love with
one another. Another Ngcobo poetic piece from Iwashi Legolide clearly reveals

the writer being a poet as he Ngcobo, (1989, scene 38:3) writes:

24. THULILE: Ngikhuluma ngomuntu osezingeni lakho
lempilo.

Nagikhuluma ngomuntu nawe osezingeni lakhe lempilo.
Ngikhuluma ngomuntu ozithanda njengoba nawe
uzithanda.

Ngikhuluma ngomuntu olenyanyayo ihlazo njengoba nawe
ulenyanya.

Ngikhuluma ngomuntu ozimisele ngenqubekela phambili,
njengoba nawe uzimisele ngenqubekela phambili ...

THULILE: (I am talking about a person who is at your
level of life.
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| am talking about a person who you are at the level of life.
| am talking about a person who loves herself as you love
yourself.

| am talking about a person who has an aversion to
dishonour as you have an aversion to dishonour.

| am talking about the person who is prepared for progress
as you are prepared for progress ...)

Thulisile’s descriptive introduction to Thula who is enticed to marry Sebenzile
(my own underlining) is tantamount to give in. This sort of marketing always has
an impact on one’s life. The excerpt which is cited above has the initial rhyme
(underlined) and end rhyme (underlined) lines. Mlondo, (1987:14) further
maintains that the word rhyme usually refers to end rhyme which is the repetition
of the terminal sound as Ngcobo has applied in this cited excerpt. Ngcobo in his
poetic description applies the rhyme style of writing. The Concise Oxford
Dictionary, (2006:1235) defines rhyme as:

... the identity of sounds between words or verse lines
extending from the end to the last fully accented vowel and
not further especially when used in poetry.

Rhyme is another characteristic of poetry. Mlondo, (1987:12) states that a
pattern of rhyme that is created by the words which complete certain lines, helps
to hold each of the stanzas together and makes each of them the kind of unit
whose autonomy the readers or listeners will instinctively feel. This is true in
that the unit brings different ideas together. Rhyme, especially end rhyme does
this in its penultimate vowels. In Inkanankana, Ngcobo, (1987, scene 1:1)
begins the scene with poetic words by MaMbhele in praise-poem form of the

factory siren. She recites thus:

25. MAMBHELE: (EXCITEDLY) Wakhala mshini
woMlungu, Wakhala magede wavalelisa! Sekwaphel’
iminyakanyaka, Ukhala magede siqal’ umsebenzi, Ukhale
magqede siyek’ umsebenzi. Namuhla usukhal’ okokugcina.
Namuhla sesiwuyek’ okokugcina ...
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MAMBHELE: (EXCITEDLY) There you cry the machine
of a European; you cried and made a farewell. It has been
for years, that you have been crying since we started the
job, you cried and we left the job, Today you are crying for
the last time, today we leave it here for the last time...)

It is noted that in other languages like ancient Greek and Latin, rhyme does not
exist. Mkhize, (1988:33) acknowledges that “rhyme as a line — end marker, does
not work effectively in Bantu languages by reason of their inherent structure”.
Mkhize and other African scholars are quite correct in that African languages
are mainly languages with open vowels do not fit easily into rhyme scheme.
Mlondo, (1987:16) states in the same vein that one of the main functions of
rhyme is that it automatically connects words and ideas together. Ngcobo like
all other praise-poets has not rhymed his compositions because he does not want
to lose the meaning he intends conveying. Praises are rather epic in their nature
and this imposes some constraints in his compositions. The excerpt cited
resembles that of Nyembezi, (1958:11) in the praise-poem of King
Senzangakhona where the initial rhyme was applied with great success when the

bard says:

Obemzimba muhle nangendlala enkulu
Obebuso bungenandawo yokusolwa
Obemehlo engenandawo yokusolwa
Obemlomo ongenandawo yokusolwa
Obezandla zingenandawo yokusolwa.

(Whose body is beautiful even during great poverty
Whose face has no place to be criticized

Whose eyes have no place to be criticized

Whose mouth has no place to be criticized).

This excerpt is the same in terms of style with the other cited in scene 38:3 of
Iwashi Legolide, the reason being that both have been written by the same

dramatist as it has both the initial and the end rhymes in its composition.
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For the dramatist it is very fitting that his sentences, characters’ statements vary
a technique in which Ngcobo has applied. His statements or characters’ words
vary from being literal, figurative, and poetic to philosophical and such a
mixture gives a new blending. In Iwashi Legolide, Ngcobo, (1989, scene 29:4)
writes:

26. SEBENZILE: Nx! Awubheke manje; ikusasa lami
limnyama ngenxa yoVusi noSizakele. Nx! Ngase ngisibona
isibani kude. Ngikubona ukukhanya kwaso.  Ngisho
buthule, ngisho ngenhliziyo ngithi ngelinye ilanga
siyongikhanyisela. Ngangizibona ngiya kancane, kancane
kuso; nokukhanya kwaso kuya ngokuya kwanda. (UQALA
UKUKHALA) Siphi manje leso sibani? Siphi isibani
esasingiholela kulelo kusasa elikhanyayo; lelo kusasa
elighakazile? Ikusasa elinezithelo ezingapheli?
(UKHULUMA EBIBITHEKA) Kwagala ngokuthi kufe
uFano, uFano owayesefana noBaba kithina. Ngiyamzonda;
(IZw1 LIPHAKAME) ngiyamzonda owabulala uFano!
Ngiyamgalekisa owabulala uFano. (SAKUTHANDAZA)
Awu Nkosi yokulunga! Nkosi yamakhosi; qalekisa lezo
zandla ezabulala uFano. Qalekisa lezo zandla ezacisha
isibani sami. Qalekisa lezo zandla ezabulala inkanyezi
eyabe ingiholela kulelo kusasa elighakazile. Zigalekise
Baba olungileyo.

SEBENZILE: (Oh! Look now, my future is gloomy
because of Vusi and Sebenzile. Oh! | had seen the light
from afar. Even it’s brighter, and says in silence, and says it
by heart that one day it will shine for me. | saw myself
coming to it slowly, by slowly to it, its shining was
becoming brighter. (STARTS CRYING) Where is that light
now? Where is the light that was leading me to a bright
future, that bright future? The fruit that has no diminishing
fruit? (SHEDDING TEARS) It started by Fano’s death,
Fano who was like father to us. | hate him (RAISING
VOICE) | hate the one who killed Fano. | curse the one
who killed Fano. (IN A PRAYING MOOD) Oh righteous
Lord! King of Kings, Curse those hands that killed Fano.
Curse those hands that extinguished our light. Curse those
hands that diminished my star that was leading me to that
blossoming future. Curse them our righteous father).
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This excerpt is purely philosophical as Sebenzile reminiscences her future that
has been destroyed by people such as Vusi, Sizakele, Sikhakhane and Sibongile.
She maintains that she had started seeing the light in its brightness. As she
thinks about this situation, she is forced to cry and shedding of tears in which
she curses the hands that led into this situation through the killing of her brother

Fano which resulted in to the heart failure of her mothers .

It is important that this research makes comments on how Ngcobo does his
sentence construction. Sentence construction refers to the way in which
sentences are constructed with a view to giving a complete thought or idea. In
such a study various types of sentence constructions are expected to make a
remarkable note ranging from being short and long for the development of the
story. Most writers have expressed their views concerning the impact being

made by playwrights through their sentences thus preferring the short sentences.

Mashiyane, (2009:28) maintains that the use of short sentences is used mainly
by a number of writers as effects. He comments that short sentences serve to
further intensify the already tense situation, especially when it is used with
another technique such as “repetition”. This type of device makes sure that the
drama secures and maintains its grip on the reader and works well with
suspense. Short sentences help playwrights to describe aptly the situations such
as moment and time as in Mashiyane’s (2009:28) words “they even help in

painting a clear picture of what transpired during those fateful moments”.

Ngcobo’s philosophical language in Iwashi Legolide portrays the image which
is a reality when Thula talks about Sebenzile and Sizakele regarding their
performance at school. They were disturbed due to love affairs with boyfriends.
As parent Cele looks at their results he complains that they would have passed
Standard 10 with ease but rushed into other things. In Iwashi Legolide, Ngcobo,

(1989, scene 23:2) in his character Thula writes:
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27. THULA: lzingane ziye zisukele amapentshisi
eseluhlaza, ziwaghumuze. Esikhundleni sokulinda aze
avuthwe kahle lawo mapentshisi kube yikhona ziwadla
esemnandi.

(Children have a tendency of ripping raw peaches eat them,
instead of waiting till they are properly ripe, and then eat
them when they are delicious).
Another philosophical statement is the one uttered by Zondi in Inkanankana as

Ngcobo, (1987, scene 9:5) puts it:

28. ZONDI: ...Ukhumbule ukuthi ulwazi lungumcebo
oseluhlaza.

(...Remember that knowledge is a half ripe wealth).

In this excerpt Zondi cautions Kwazi as he returns to the university that gained
knowledge must be utilized. Zondi goes on to simplify it in the same scene as

Ngcobo, (1987, scene 9:5) stresses:

29. ZONDI: Ngigonde ukuthi ndodana, ungafunda ube
nolwazi olunzulu, kodwa lolo Iwazi luyokulethela inzuzo
mzukwane walusebenzisa. Uma unolwazi kodwa uhlezi
nalo dekle, lolo lwazi ngeke wazuza lutho ngalo.

ZONDI: (I mean to say my son you may study and have
deep knowledge, but that knowledge will only bring profit
on the day you use it. If you have knowledge that is unused,
you will never gain anything back with that knowledge).

Zondi is of the belief that Kwazi may be puzzled by such talk that is why he
opts to clarify it.

Ngcobo adds another dimension in his language which proves that he lives in

the society. Young people have their own way of talking amongst themselves

which cannot easily be understood especially by adults from the rural areas. He
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uses the language commonly used in urban areas which the sociolinguists call it
Tsotsitaal or Flytaal. Various studies have been undertaken to corroborate the
presence of such language, and many scholars like Ngcongwane, (1988) have
expressed distress about it and have eventually referred to it as a cancer to the
Black people. It is almost similar to Fanakalo which is commonly used by
Indians and many foreigners who are not prepared to learn proper IsiZulu. It is
understood by those concerned and in this study we liken it to dialect, though it
does not cover a large area but since the play takes place in the urban townships,
it becomes easier for people in those areas to understand. In Iwashi Legolide,

Ngcobo, (1989, scene 23:3) writes as follows:

30. CELE : Kanti kade etadisha abafana ... Uma Kufika
ngale kubafana kuthi, “Eyi, lo potsho ngiwuthole kanzima.
UBaba ngimbambe nge 2-1 enzima”

(She was studying boys. If she meets boys that side she
says “Hey | got this for a long time difficulty. I tricked my
father with a fast move).

THULA: Usuwazi nolimi lwabo Bab’ uCele? Sewazi ne 2-
1?

(You even understand their language, Mr Cele? The 2-1?
You know about)

In this excerpt the word potsho refers to a chance of success and the 2-1 refers to the
trick used for conviction. In order for Sizakele and Sebenzile to meet their
boyfriends, they needed to convince their parents like smooth trickster. This is what
Crystal, (1987:32) maintains:

... Contemporary dialectology adds to this study the fact
that the same person does not speak in the same way all the
time. Individuals vary in their pronunciation, grammar and
vocabulary. Is there a reason for this variation, or is it
random — ‘free’ variation as it is called? The current belief
is that most of the variation is systematic, the result of the
interplay between linguistic and social factors.
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In this quotation Crystal stresses the issue of dialect is a variation of system
which adds as food of thought between linguistic and social factors. The issue
of Tsotsitaal seems to be prevalent in all Ngcobo’s radio plays which manifests
that he is socially connected and mingles with people. In Inkanankana he has
such a discussion between Ntathu and MaMbhele. Ngcobo, (1987, scene 2:2)

writes thus:

31. NTATHU : (SAKUHLEKA) Kanti uthule nje kuyafutha
Ma omkhulu?

MAMBHELE: Kufutha kufuthani? Uke wezwa ngithi
ngilimele yini?

NTATHU : Hhayi Ma omkhulu, ngisho ukuthi unekaga.
MAMBHELE: lkaga yani? Ngath’ angisifuni isitsotsi
lapha ekhaya! Kanti uzwa kanjani wena?

NTATHU: (EHLEKA ESONDELA / UHWASHAZISA
IPHESHANA) Kanti umi kahle kanje! Five! Thousand
Rand! Usemabhandeni nhi?

NTATHU: (AS IF LAUGHING) (You are so quiet and yet
it is throbbing my great mother?

MAMBHELE: What is throbbing? Have I told you I am
hurt?

NTATHU: No my great mother, I mean that you have
money.

MAMBHELE: Money for what? I told you that I do not
want Tsotsi / Flytaal at this home. Don’t you listen?
NTATHU: (LAUGHING COMING NEARER / PAPER
NOISES) (You are financially in good standing. Five
thousand Rand! You are in good position).

In this excerpt he talks of kuyafutha (you have too much). He further talks of
ikaga (money) and usemabhandeni (having money). Ibhande means a belt, so
as Ntathu talks with her; she refers to the paper money as if it is long like the
belt. It is good for the society to engage in such talks which is an indication of

being alive.

In an interview with Ngcobo, he admits that he consults with the youth of that

particular period when he writes his play. Inkanankana radio play was written
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in 1987 which means he consulted the 1987 youth to find out about the

contemporary slang or Tsotsitaal of that particular time:

32. VUSI: Kahle phela ukungishwabulela Mama.
Uzongibangela amashwa uma uphatha ibhovu
selazicishela kudala; futhi —ke uyazi ukuthi lalingigxobe
blind kanjani. Ngabe ngikude kabi ukube alicishanga ...

VUSI: (Do not grumble at me mother. You will cause me
misfortunes if you mention my father who died long ago,
and you remember that he had beaten me thoroughly
before he died. I would be very far if he did not die).
MAMBHELE: Ngabe zidliwe yikati ziyinyama yini.

(Have they (spectacles inferred) been eaten by the cat? Are
they meat?
Her eye spectacles are lost).

It is very fitting to comment on sentences used in Ngcobo’s radio plays. It
has been mentioned on a number of occasions that Ngcobo as the historian,
story teller, bard is rich in knowledge of isiZulu which emanated from his

attachment to the Ngcobo Royal blood.

As an experimentalist in history, it is no doubt to be the stern observer in
linguistic formations. Syntactical and semantic studies are wide
components of the language study, so no study can accomplish their
undertakings. The comment on serial verb construction is an important
issue since the language expert is always judged through the sentence
formation in his /her piece of writing. Ngcobo as the playwright has
various kind of sentence formations which range from being short, simple,

compound, complex to long sentences.
It is also noted that such colourful formation of sentences does not decorate the

language per se but enriches the listeners and readers to high horizons. The

serial verb construction is the type of sentence that uses verbs from two to four
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in one sentence to emphasise and highlight the message in question. Konig,
(2009) maintains that serial verbs may consist of one verb from a relatively
large, open or otherwise unrestricted class, with the other being selected from a
semantically or grammatically restricted class. These verbs are able to stand
next to each other without being connected. Nylander, (1997) argues that serial
verbs allow languages to have three arguments in a single sentence as each verb

is associated with a given number of nouns (actants).

Nylander, (1997:85) is of the opinion that the peculiarity of serial verb
constructions dictate that a single noun verb should function as the subject of
two or more finite verbs. These scholars Nylander (1997) and Byrne, (1987)
support one another’s views that serial verb constructions (SVCs) are found
mainly in a small number of language groups around the world. These language
family groups include Benue-Kwa (West Africa and the Caribbeans), Creole
languages (Atlantic) and! XUN (Namibia) but is also eminent in the main
languages such as isiZulu as quoted examples prove it beyond reasonable doubt

the existence of such verb serials.

There are three problems which the SVCs allow in a sentence, the first being a
restriction which is linked to the definiteness of the third noun (actant). The
second problem shows that there can be less than three actants a SVC. The third
problem is that one language that Nylander, (1997) refers to it as being
anglocentric, where this scholar compares English with French in their sentence
formations. Such sentences are familiar in Ngcobo’s radio plays. The examples
quoted confirm Ngcobo’s expertise as a language practictioner as he has various

kinds of sentence formations such as these:

33. La mazwi engiwafundile, afakazela isidingo

sokuxolelana.

159



(These words that | had read are a witness which indicates
the need for reconcialtion.

34. Abanye abantu baye benze izinto eziphambene
nokulunga, bone abanye ngoba bethembe ukuthi

bazoxolisa.

(Some other people do things which are opposite to
righteousness and annoy others because they have a hope
that they will ask for forgiveness).

In a conversation between Ruby and Solomon Sibisi (School Principal) in
Impesheni Yesiphalaphala Ngcobo, (1988, scene 1:4) has such a sentence that
encompasses it all. They discuss what leads learners to pass their classes with

ease:

35. SIBISI: Kubalulekile ukuthi umzali abe neqiniso
lokuthi ingane yakhe iyeza esikoleni, iyafunda, iyawenza
umsebenzi wesikole.

SIBISI: Kubalulekile ukuthi umzali abone ukuthi ingane
yakhe iyazinikela emsebenzini wesikole, iyatadisha, ifunde
nezinye izincwadi ezizokwandisa ulwazi lwayo, ifunde
amaphephandaba ,ikakhulukazi awesilungu, kuthuthuke
ulwazi lwayo ngezilimi, kanye nolwazi ngezinto ezenzeka
ezweni.

SIBISI: Kungumsebenzi wakhe umzali ukubona ukuthi
ingane yakhe ihlanzekile ngokomzimba nangezenzo
nangokukhuluma; izijwayeza ukuhlonipha ukuze ikhule ibe
yilungu lomphakathi elihloniphayo ukuze nayo ihlonipheke
futhi ihlonishwe.

SIBISI: (It is important that a parent has an assurance that
his / her child comes to school, he / she learns, does his /
her school work.

SIBISI: It is important that a parent sees to it that his / her
child dedicates himself / herself in the school’s work,
studies, reads other books that are going to increase his /
her knowledge, reads newspapers, especially mostly
English foreign newspapers, so that his / her knowledge is

160



developed in languages, and also develops in the
knowledge of current affairs that take place in the country.
SIBISI: It is the duty of the parent to see to it that his/her
child is clean bodily in action and in speech; he/she is
acquainted with respect so that he / she lives longer, to
become a social member who behaves well so that he / she
is respected and people respect him / her).

The principal analyses both the learner’s and parent’s responsibilities as their
obligation while they are still engaged at the school situation. He highlights the
learner’s expectations which may lead him to be the responsible and prosperous

citizen.

It is important to comment on Ngcobo’s sentence construction. Wales,

(1989:418) addresses the issue of sentence construction as he mentions that:

The sentence is usually taken as one of the most significant
units of grammatical analysis, and the largest: the others
being clause, phrase, word and morpheme. Attention
focuses largely on its structural characteristics, although
these are not easily distinguishable from those of the
clause.

On Wales’ quotation above Maphumulo (2001:242) has the rightful comment
about it when he states that a sentence is a relatively complete and independent
unit of communication — the completeness and independence being shown by its
standing alone or its capability of standing alone, that is of being uttered by
itself. Equally so, Ngcobo’s sentences have shown a degree of variety from
being short but mainly long but they serve the same desired purpose. There are
short sentences like: Ahlale ekhululekile (He remains satisfied) and long
sentences such as Jabu’s sentence: Umuntu ohlakaniphile uhlala enabafana,
okuthi lingahloma abakhiphe, abafake ezindaweni zabo (An intelligent person
remains with boys (sticks that are put outside the house when it is thundering),
so that when it rumbles he takes them out, and put them in their rightful places).

It has to be noted that through words and sentences the playwright is able to
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crystallize his thoughts, realises his emotions and brings his images of the mind
to the life of the radio play. Ngcobo has proved that through his writings he
knows the power of words and sentences that form his overflowing vocabulary.

Cuddon, (1976:663) classifies roughly the different types of styles as follows:

1) According to period, for example: Metaphysical or Augustan.

i) According to individual authors, level, for example: Jamesian or
Chaucerian.

iii) According to level, for example: low, plain or grand.

iv) According to language, for example: poetic, emotive, scientific or

journalistic.

So, it is important to note that according to this study Ngcobo has chosen the
last type of style which includes poetic as are numerous statements that show
Ngcobo as a poetic playwright, emotive, scientific or journalistic. We believe
that Ngcobo’s inspiration for writing emanated from his being in broadcasting
where he had many opportunities to share his experiences with the community
he served. It was his journalistic experience that has caused him to embark on
the extensive writing as he has done.

We need to conclude this section by highlighting that the study of style is a wide
open discussion where no conclusive and definitive remarks can be reached.
Serudu, (1995:191) is one of the proponents who maintains and supports the
view that style has the flexible approach as it can be approached from all the

angles when he declares that:

Style can never be given a watertight definition, since it
involves not only the choice of words and their appropriate
use in sentences and paragraphs but also the entire pattern
that a literary work assumes: it registers not only in the
theme (message) but also in its impact.
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4.3

On this Maphumulo, (2001:247) maintains that in dealing with style one should
be able to look at the author’s personality, attitude towards language and the
people whom the author communicates with and his or her emotions in terms of
the text.

Temporal

Scholars maintain that temporal has a basic meaning of time which has been
extended to contrast spiritual and eternal. In literature, the popular quotation is
the Bible’s 2 Corinthians 3 “The things which are seen are temporal; but
things which are not seen are eternal”. The fact that space and time have been
combined proves that they are two complementary aspects that together cover
all dimensions of empirical existence. This study though holds to a separative
theory which considers the aspects of space and time to be parallel yet

independent.

Zoran, (1984:310) highlights that some theoreticians like Newton, Kant and
Euclid support a theory which regards them as independent, composes together
a single complex. In the whole, independent or interdependent are perceived as
complementary aspects of equal status. Since radio drama deals with fiction, it
is really as limited as the human imagination. Amongst other things chapter
deals with setting, which is the general physical locale and time during which
the play takes place. Setting and social issues are grouped together with style in
the study as they are reflected in the point of view employed by the author. This
is what Abrams, (1971:157) says about setting:

The setting of a narrative or dramatic work is the general
locale and historical time in which its action occurs; the
setting of an episode or scene within a work in the
particular physical location in which it takes place.
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43.1

The quotation above makes an emphasis on the dramatist’s choice of a
particular locale and time. He places his characters in specific social settings
where he dramatically shows his audience what is good and bad about them. It
means Gray, (1981:50) is correct when he mentions that “the radio drama is not
bound by time, place or milieu ...” because it takes place everywhere and every
time. The audience has created the necessary atmosphere which enables them to

see everything in perspective.

Time

Zoran, (1984:310) avers that literature is basically an art of time which means
the dominance of the time factor in the structuring of the narrative text, remains
an indisputable issue. Ntshangase, (2001:141) mentions that time as an element
of setting is viewed from a number of angles. It refers to placing events in their
proper historical context or placing them at a specific time of the day. Radio
drama, unlike a film or television scripts which make considerations when a
script has to be published, radio drama poses no problem on time limit which is
considered for the script to be presented. It means when the text (radio play) is
structured, it is done on the basis of time. It is categorized into four namely;
historical time, revolution time, modern time and time in a day. Therefore, for
the study to be accepted as true to the setting, it must fit with the events,
characters, mode of dress and dialogue. Ngcobo uses all times interchangeably
in his radio plays. Zoran, (1984) is of the opinion that it is impossible to bypass
the time factor in the narrative. The narrative with all its components is arranged

in time so that the reader may speak of a temporal arrangement of space.

Time in the plays is observed through language used by characters. The radio
dramas use terms that can be referred to as the language spoken in the past.
Though Ngcobo uses modern vocabulary but does sometimes use the deep and
archaic language like ukugumba umuntu (to pester a person). In another instance
Ngcobo, (2001, scene 2:9) MaCele, Jabu’s mother says:
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36. Ukhe phansi wayeka imbiza igcwele.

(You failed to draw water from the full water pot).

Such a language cannot be spoken by any urban (township) person since imbiza
(water pot) is not a familiar object or known in the manner it is portrayed in the
story. The language suits mainly people who are and have been in the rural area
of the olden days. In another case, Jabu has been away from home and Mazwe
has phoned two times. When Jabu does not answer the phone call, Mazwe
reports the matter to his mother, MaVezi who responds as Ngcobo, (2001, scene
6:7) puts it:

37. MAVEZI: Weee bhatata. Kusobala uchakide uhlolile
imamba yelukile. Hhayi siyoyicela ivuthiwe. (ALUVALE)

(Wow! Sweet potato. It is evident that the weasel is at
ease, the mamba having gone. We shall wait till the proper
time).

It remains a fact that very few people can understand such proverbs except the
adults who also know the dynamics of the language. This in a way gives the

play its historical flavour and depth. Maphumulo, (1987:16) comments thus:

Uma sikhuluma ngenkathi yasendulo, sigondisa lapho
imfundo yaseNtshonalanga ingakafiki. Zingakabibikho
izinto zokuhamba, abantu besahamba ngezinyawo
amabanga amade. Zingakabibikho izinto ezifana
nezingubo. Abantu besambatha izikhumba. Singabala
nokunye okuningi okwakwenzeka ngenkathi yasendulo.
Izwe lisabuswa amakhosi kanye nezinduna. Kusekhona
amabutho, kuhlala kuliwa izimpi.

(When we talk about historical times, we refer to a time
before Western education and civilization came. There
were no clothes; people used animal skins. There was no
transport, people walked a long distance. There are so
many things that happened during historical times. The
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land was ruled by Chiefs or Kings and headman. There
were warriors; there were many wars that took place).

From the above excerpts it becomes clear that the younger generation can never
comprehend these olden words in the plays as some of them are seldom used.
Seth, Mazwe’s friend is still alarmed when he revises Mazwe’s adventures With
Jabu. All his thoughts are based on time, of happening which is an indication of
a well orchestrated incident, which he concludes by stating that it was precision

and total precision. This is how Ngcobo, (2001, scene 31:9) puts it:

38. SETH: Ayi, kodwa ngikubona, okothotho lokwenzeka
kwezinto mhla kuphuma uMazwe emzini wakhe.
THULISILE: Wamangaliswa yi- “precision,” Mzala
SETH: (EHLEKA) Kwakuyinto embi kodwa ehlelwe kahle.
“Total precision,” Mzala

SETH: (Hey, but I see all, the precision of events when
Mazwe left his house.

THULISILE: You were shocked by the precision, Cousin.
SETH: (LAUGHING) It was horrible but well
orchestrated. “Total precision,” Cousin).

This excerpt above summarizes the whole episode and the whole play should
have ended here. This is almost the climax when nothing can be added and
nothing can be subtracted, it is just the end of everything this marriage is
dismantled. The ability to manipulate time is essential for performance. Mircea,
(1965: 5 — 6) explains the phenomena of actualizing an event as making a past

even happen in the present:

.... The repetition of the ritual founded by Divine beings
implies the re-actualization of the original time when the
rite was first performed. This is why a rite has efficacy — it
participates in the completeness of the sacred primordial
time. The rite makes the myth present. Everything that the
myth tells of the time of the beginning, the bugari times,
(Dream Time), the rite, re -actualizes show it as happening,
here and now.
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Cruywagen, (1993:42) mentions that the ear is not entirely dependent upon the
clear cut indications of time and space. It has the ability to adapt instantaneously

to even the subtlest indications that time or locations have changed.

The whole play lasts six (6) months but according to events taking place it
should have taken more. The time span is too short for all the events that occur.
This means the time frame was not properly structured. Jabu’s actions needed
time to succeed as indicated in the play when the dramatist talks of precision
and total precision. It is further evident that by the time the play begins Jabu and
Mazwe’s marriage had already existed, with normal and usual activities taking

place.

Another dimension of time in radio plays is modern time which uses the events
that take place in modern times. It may be possible that the playwright has
experiences of some of those events that he chooses to use in his story. Zulu,
(1987:355) mentions that:

Ababhali abaningi balezi zinsuku babhala ngezinto
zesimanje.  Akufanele ukuthi umbhali abe nobunzima
ekubhaleni ngesimo sezinto asazi kahle. Indaba yakhe
ingahle igxile kulokho okwake kwamehlela naye, ngakho —
ke ngeke abe nobunzima ngesizinda.

(Many modern writers write about the things that take place
these days. The author should not have problems in writing
about the things he knows very well. His or her story
should concentrate on his or her own life experiences, in
this way he would not have the problem with the setting).

From the above quotation, it is observed that many playwrights and authors

prefer to focus their work on events that take place in these days. It may happen

that they write about their own experiences.
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The other most important time factor in the study of radio plays is time in a day.
This refers to the specific time in a day which may be ekuseni (in the morning),
emini (midday), ntambama (afternoon), ebusuku (at night). The story in some
cases concentrates on a particular time of the day which can be either as
mentioned in the previous discussion. This time in a day is mainly used to fit
with the theme, characters and setting and if this is an exception it leads the
story never to be plausible. In most cases Ngcobo in his plays used both time on
clock and time in a day interchangeably. That is why on many occasions in the

play like uMadakeni is written:

39. SFX: IMISINJWANA YASELOKISHINI EMINI YENYUKE,
INCIPHE IMISINJWANA  YASELOKISHINI  NTAMBAMA
YENYUKE, INCIPHE. IMISINJWANA  YASELOKISHINI
YAKUSIHLWA YENYUKE, INCIPHE. IMISINDO
YASEBUSUKU ELOKISHINI YENYUKE, INCIPHE.

SFX: (TOWNSHIP NOISES MIDDAY COMING UP AND
UNDER TOWNSHIP NOISES IN THE AFTERNOON COMING
UP AND UNDER TOWNSHIP NOISES IN THE EVENING
COMING UP AND UNDER TOWNSHIP NOISES AT NIGHT
COMING UP AND UNDER).

It is very seldom that Ngcobo, mentions specific time on the clock as it is in this

case, where he writes:

40. DUBE: Bekusemini ngabo 2 ngihamba ngemoto
ngaseBeach Front.

(It was around about 2 o’clock in the afternoon as | was
driving near the Beach Front).

It means he has forgotten to mention either time on the clock or time in the day

where Ngcobo, (2001, scene 14:1) writes:

41. SFX: (IMISINJWANA YASEDOLOBHENI
NGEMPELASONTO YENYUKE, INCIPHE).
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4.3.2

SFX: (CITY NOISES ON A WEEK END UP AND
UNDER).

He is too general here since the weekend begins on Friday evening and ends on
Sunday night, so in this regard no specific date, day and time on the clock have
been provided to the audience. They will depend on their own estimation of

time.

In an interview with Ngcobo to find out why he does not specify time on the
clock, he responds by articulating that the time factor has not been an issue
amongst Zulu people. He says time with them is just a wide issue mentioning
that the typical Zulu person always gives an approximate time based on the
position of the sun and can never be exact. This means the time on the clock is a

new phenomenon completely.

In the case of Dube’s utterances quoted previously Ngcobo says the
circumstances compel the dramatist to give the exact time because it is tactical
and binding as it involves the implications of law. As Mazwe is involved in a
car accident, the police and the magistrate need the exact time of an incident.
Ngcobo’s arguments can be refuted in that as the playwright, he writes to
educate and caution the community and his readers with regard to time. In this
instance, it stands to reason that Ngcobo should have informed his audience the

precise times of all the incidents in the plays.

Space

Space as it appears in the narrative is a very complex pattern. Language cannot
give full expression to the spatial existence of the object. The term space is used
to mean specifically the spatial aspects of the reconstructed world. Zoran,
(1984:309) maintains that the term can be applied to the literary text in various
ways. Therefore, the study examines the whole range of the term with regard to
the literally text in as far as maintaining the notion that language is a system of
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arbitrary signs with regard to the connection between the signifier and the
signified. However, it is important to mention that space does involve only
static objects and relationship — things may move and change. In the words of

Zoran, (1984) “space is one aspect of space time (chronotopos).”

In radio drama a playwright ponders, plans, writes and rewrites before a script is
ready for broadcast. It makes it easier to find out where events are leading to
and where they take place. The script indicates at the start of each and every
scene. Issacharoff, (1981:211) maintains that a play when enacted must take
place somewhere. Its performance must occur in some real, visible space, on a
stage or in an area fulfilling that purpose. Locations in radio drama are very
important as they are linked to theme, plot and milieu which this study happens
to discuss at length. The text supplies information about concrete local items
which compose space as well as about the wider global contexts within which
these items are structured. In this regard space dictates the kinds of settings to

be used in places thus bringing about a balanced level of mixture.

In the theatre, Issacharoff, (1981) highlights, space is a much more complicated
phenomenon embracing several conceivable theatrical areas. He maintains that
a fundamental distinction must be drawn between the two entities; space on
stage and space off stage, between what is shown to an audience and what is not
shown. It is stressed that the problem is the epitome of controversies and
aesthetic theory spanning some years. He mentions, dramatic tension is often
contingent on the antinomy between visible space represented and invisible
space described. It is essential to realize that space can include any or all of the
following: décor, properties, costumes and / or the body of the actor.
Issacharoff, (1981) argues rightly when he says the actor is classified under the
category of space, since it often interacts physically with the other elements of

the set (other properties).
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In uMadakeni, Ngcobo’s main events of the play takes place at KwaDabeka
which is an extension of township and in the neighborhood of Chesterville, in
order to give a full description of the social life especially pertaining to leading
characters such as Mazwe and Jabulile, MaVezi, MaCele, Thoko, to mention the
few. This is in the township area which is quite suitable and matches well with
the young couple in the struggle for survival. The dramatist’s introduction of the
first scene and the area is made quite vivid by the characters, Thomas and
Millicent. In their discussion, they inform audience as to where they are.

Ngcobo, (2001, scene 1:1) introduces the first scene as follows:

42.  MILLICENT: (UVUKA  EBUTHONGWENI,
UYAZAMULA) Sesikuphi manje?

THOMAS: Sesingena eNtabazwe ...

MILLICENT: (USEPHAPHEME) ENtabazwe! Kukuphi
lapho?

THOMAS: Sesingena eHarrismith. Kuzodingeka
ngithele upetrol. Wena uzobe uyothenga esizokudla.

MILLICENT: (WAKING UP FROM SLEEPING,
YAWNING) Where are we now?

THOMAS: We are entering Ntabazwe.

MILLICENT: (WOKEN UP) Ntabazwe! Where is that?
THOMAS: We are entering Ntabazwe. | need to fill up
with petrol! You can buy something to eat).

As Thomas is still struggling to recognise Mazwe, “Skies are Blue”, reminds
him of when they were in Std 2 being taught by Miss Khumalo at

EmaRomeni, Clermont. As Ngcobo, (2001, scene 1:2) reminds:

43. MAZWE: (EZA) Tom Tom; sasifunda nawe
sisebancane mfowethu. Sasinawe kuMiss Khumalo, ku
Standard 2  emaRomeni, eClermont  mfowethu.
Awusangiboni uMazwe, Tom. Kodwa angikusoli kufanele
ungangiboni, sewangishaya kakhulu umhlaba, mfowethu.

(COMING) Tom Tom; we were in school together whilst
we were young my brother. We were together in Miss
Khumalo’s Std 2 class at EmaRomeni, Clermont my
brother. You do not recognize me any more, Tom. But | do

171



4.4

not blame you that you do not recognize me, | have been
punished by the life, my brother.

The play further moves to the city (Durban), where there are recreation parks,
liquor bars, Maydon Wharf (near the ocean), apartments and City Hospital
Johannesburg. Ngcobo’s setting moves from life to life emphasises that life is a
vicious cycle. When Thomas first met Mazwe in Harrismith, Mazwe was in
deplorable state but as they met for the second time Mazwe was a completely
new person. He had never new life, revamped family and in a presentable mood.
They first met at the garage (place). The second time they met for the
thanksgiving. Ngcobo, (2001, scene 36:1) concludes thus:

44, THOMAS: (EGARAJI) Madoda! Kanti uvela
ebunzimeni obungaka, Mazwe! Bengisamangele ukuthi
umuntu owayehlakaniphe kanjeya kwenzeka kanjani ukuthi
aphenduke umadakeni, uhobo.

THOMAS: (AT THE GARAGE) Hey men! You have come
through such difficulty, Mazwe. | have been wondering a
person who was so bright how he could become a vagrant,
the hobo).
In most of these plays, the urban space is the main background and when
contrasted with the rural space it is often portrayed as a corrupt
environment which can only be redeemed by an aspect of African culture.
In this case the urban space proves to be the progressive space as views are
challenged to more than limits as would have been the case with rural

space, where traditional views dominate.

Characters / Actors

Characterisation is generally viewed as one of the radio play’s cornerstones
as the playwright makes an attempt to draw the readers’ attention to
different themes through his characterisation. Drama provides a framework
to help listeners understand how certain attitudes and behaviours shape
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everyday events by means of the play of characters. This is an indication
that there can be no story in any narrative without characters. A fictional
character (imitated human action) is an intentional object and for that
reason could never be identical to a material object. In this regard it is very
fitting to cite what Forster, (1974:30-31) says about the novel’s characters
on the importance of characters in this framework to make it easier for the

audience / readers to follow the story’s narrative. He comments thus:

The novelist, unlike many of his colleagues, makes up a
number of word- masses roughly describing himself ...
gives them names and sex, assigns them plausible gestures,
and causes them to speak by the use of inverted commas,
and perhaps to behave consistently. These word masses are
his characters.

Ntombela, (2009:7) argues that no matter how life like these word masses
can be in a narrative but they are still far from being human beings.

Malepe, (1967:47) in giving his own definition of character writes thus:

Characters, as presentations of persons, are an important
element in fiction which is dramatization of human
relationships. The author does not only create characters, he
selects, shapes them for the purpose of dramatizing human
life with its varied manifestations. He individualises them
by imparting into each character certain qualities which
differentiate him from other characters.

In his definition Malepe is in accordance with other critics when he stresses the
importance of characters when they are endowed with qualities which have
human traits. These enable the reader to judge and appreciate the undertakings
of the drama. A definition of character by Aristotle states that drama was meant
to be played and heard, not merely read during the rite ceremonies
commemorating the birth and resurrection of Jesus Christ. Abrams, (1981:23)

traces the history of a character where he relates that is the name of a literary
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genre; it is a short, and usually witty, sketch in prose of a distinctive type of

person.

The genre was inaugurated by Theophrastus, a Greek of the second century B.C.
who authored a lively book called characters. Maphumulo, (2001:133) makes
mention that an actor should rightfully be called the reader due to the nature of
his action. He cites that an actor must be as valid a drama character as those
from the rest of the stage since he relies solely on his voice, to establish himself
as a genuine character and to distinguish himself from the rest of the stage. In a
performance a listener is often aware that an actor is playing the role of the

character.

Maphumulo, (2001:26) says during such moments he would often regard the
actor more objectively and experience an emotional distance from the character.
The listener’s emotional involvement with the character would thus swing
between two poles, often being greatly influenced by the actor’s portrayal of
that character. Characters as described by Abrams (1981:23) are the persons
presented in a dramatic or narrative work, who are interpreted by the reader as
being endowed with moral, dispositional, and emotional qualities that are
expressed in what they say — the dialogue — and by what they do — the action.

The grounds in characters’ temperament, desires, and moral nature for their
speech and actions are called their motivation. A character may remain
essentially ‘stable’ or unchanged in outlook and disposition, from beginning to
end of a work. In this composition designed for performance, actors take the
roles of the characters, perform the indicated action, and utter the written
dialogue and the common alternative name for a dramatic composition in the
play. It is not always easy for the listener to remember who is who. Rimmon —

Kenan, (1983:59) explains characterization as the putting together of:

... various character indicators distributed along the text —
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continuum and, when necessary inferring the traits from
them.

We take the characteristic traits that we get from the focalization of the
writer on the action of the character and what he says. This is in line with
what Maxwell-Mahon, (1984:14) comments on how characters expose
themselves by what they do and through their general behaviour. He

comments thus:

Characters in a novel are defined in three ways: (i) by what
they reveal about themselves in outward and inner life, (ii)
by what is said and thought about them as characters (iii)
by what the author draws the reader’s attention to
concerning their behaviour.

In view of this Mahon attracts the readers’ / listeners’ focalization to highlight
what other characters say about other characters in a narrative / work of art. We
take these traits and link them up with the intention of the writer. In this regard
readers are in a position to interpret and comment of what the writer gives us in
its social context. The author arranges from time to time that characters are
addressed by name so that if the listener’s memory should fail, it is given

opportunities of being refreshed and of correlating voice and character.

Most often, drama is thought of as a story about events in the lives of characters.
It provides almost all the structure around which action is built. The play
develops when new characters are introduced as they add to the growth of the
play because each character added has a role to play. When one looks at the
nature of radio drama it becomes clearer that though radio drama is regarded as
a literary work, its main aim and objective is not written type of activity but is
the spoken word, hence characterization is a requirement. Scholars define
character as any person, persona, identity, or entity that exists in a work of art.
Sometimes, radio drama is the answer to hanging questions through the use of a

character in the role he / she plays in the play.
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To justify this in uMadakeni Jabulile, Mazwe’s estranged wife is the antagonist
in the play is prepared to ensure that Mazwe’s endevours are completely
shattered. She does everything possible to topple and dismantle their marriage.
She does not think of all the expenses incurred during marriage. This is how
Ngcobo, (2001, scene 3:3) puts it as:

45. SETH: Cabanga ngelobolo, umabo, indumezulu
yomshado, izindandatho zikanokusho ezibiza
izinkulungwane zama-Randi. Cabanga ngosizi
oluba  sezinganeni lapho sekwahlukana abazali
ezibathanda  ngokulinganayo;  sezizosala  noyedwa,
zehlukane nomunye ...

(Think of lobola (dowry) payment, umabo (presents given
to bridegrooms’ mates / people, an expensive ring which
cost thousands of rand. Think of the distress that is
experienced by children when parents they love equally
separate; they have to remain with one of them and leave
out another ...).

Through drama, listeners connect with characters and their struggles and
become involved in finding solutions to the characters’ conflicts and
challenges. The radio drama makes a clear distinction between principal
characters and other less important characters. With regard to this
Mlotshwa, (1990:3) defines that character portrayal in the following

manner when he writes:

In this discussion character portrayal will be associated
with the accepted ways of behaviour, actions and attitudes
of individuals towards life.

On Mlotshwa’s definition, Ntombela, (2009:9) asserts what the character does
must be associated with the normal behaviour of human beings. He (Ntombela)
declares that a character should not do what the people in real life do not do,
whether that is morally accepted behaviour or not. He emphasises that the

bottom line should be whether people in real life situations do behave in that
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particular way. Mazwe’s wife does not do what the people in real life do not do,
as her behaviour standards do not morally conform with the expected ways of
life in general. In uMadakeni, Mazwe, as protagonist always shows
characteristics of being a protagonist. Mazwe is portrayed as the driver of the

play who forces action.

The whole play is driven or centred around and acted through him as he is
troubled by his estranged wife. He has his guardian; Seth who helps so he is free
from all the bondage that has caused him to suffer. Seth is with Mazwe in all
walks of life to verify his success. He further fulfills many other character traits
and feelings since he makes correct decisions based on well — thought of
reasoning and takes the rightful actions in advising Mazwe to look for another
partner as his wife has let him down. Eventually Thulisile is prepared to marry
Mazwe on Seth’s advice. Other characters like MaVezi, MaCele and Thandeka

were all behind Mazwe’s successful life.

The names of characters are often quite important. The naming of characters in
uMadakeni has been done purely for the purposes of artistic creations where no
hidden agendas are carried over naming except that the protagonist, Mazwe
(countryman) in his actions suits his name as he travels to all the parks and
cities. He acts like his name. The conventions of naming have changed over
time. Research points out that there should be a limited number of principal

characters while less important characters are such a grave concern.

Ngcobo in uMadakeni has proved to be a sound researcher who does not simply
commit his pen on paper without thorough exploration. He maintains the
number of characters / actors according to the minimum requirements of a well
thought — art play. This is viewed as correct for serial radio plays to feature a
limited number of characters as the stretch over a span of thirthy to sixty

episodes. Ngcobo’s Inkanankana with 67 episodes is an example. This makes it
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quite comprehensible on the side of the radio drama listeners who should not

take pains in the persuasion of the plot structure of the play.

Esslin, (1976:35) concurs with this when he stresses that:

Brecht, a playwright who was also a superb director in the
theatre, demanded that the dramatist should use gestural
language, which means that he should write in a way which
imposes the right style of movement and action on the
actor, compelling him to conform to the playwright’s idea
of how the words should be acted.

Another important aspect of radio production is the selection of the actual
voices for the plays. Radio requires certain types of voices in order to prevent
confusing the listener. Drama is the literary form designed for the theatre.
Actors take roles of imitating and performing the indicated actions and utter
written dialogue for a particular play. Radio drama is written in scenes that are
prepared to be performed in dialogue and actions. In its original point drama
designated a play written for interpretation by actors and in the modern this
something dialogue to be spoken. Scholars such as Shipley, (1970:890) asserts
that from its inception drama has been created to impersonate certain characters
for ritualistic or religious purposes or entirely for entertainment. Pickering and
Hoeper, (1980:221) speak of drama as:

Story in dialogue performed by actors, on a stage, before an
audience - in other words, a play ... the literary genre that
encompassed all written plays and to the profession
writing, producing, and performing plays.

An actor is somebody who portrays the character, either of a fictitious person, or
of a person who really lives of lived. In other words being a person of flesh and
blood. Cruywagen, (1983:108) refutes the view that radio drama features a real
person, he maintains if that should happen, it no longer qualifies as a pure

drama, but rather as documentary drama but also mentions that it depends on
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the style of the text, as dramatized feature. This certainly qualifies radio drama

to be fictitious in nature.

In its essence it is a convenient label for the sentimental plays dealing with
contemporary problems. The contemporary themes were actually demanded by
the middle class as early as the 16™ to 18™ centuries which was coupled by the

prose plays but theatre has never lost towards poetry.

Therefore, it is evident that drama deals with the life of people as a social
activity and is complete form of art which is performed either on stage or is
listened to. This is particularly well illustrated when the death of a character
causes listeners to express their condolences to the surviving characters by
means of sympathy cards and letters. Cruywagen, (1993) mentions it as a reality
that once happened in Johannesburg studios where flowers were delivered to the
SABC. Even though actors are of flesh and blood people but it remains a
fictitious personality created by a playwright. These actors at most produced
reality regardless of the perception of the listener. In its essence it is a

convenient label for the sentimental plays dealing with contemporary problems.

Despite the fact that Iwashi Legolide is very long in its nature, the characters
which make the play are too many. The total number of characters is twenty -
five (25) and it becomes difficult for the listeners / audience to graps each
character’s significance and sometimes very hard to recognize their voices.
Iwashi Legolide has complex plots and many characters which is a
characteristic of the 18" century plays Sheridan’s The Rivals which was written
in 1706 had twenty five characters. As a result the playwright found it useful to
include characters of many ages, situations and classes ranging from lower to

middle class.
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Reading Ngcobo’s radio plays is sometimes disturbing and confusing with
regards to his characters. In different plays he repeats the same characters names

fortuitously. It is important that such examples be enumerated:

MaVezi: Ngcobo’s mother is born of Vezi at Entaphuka, so the Vezi surname is
reminiscent to Ngcobo in praise and remembrance of his mother. In both
uMadakeni and Inkanankana she occupies a leading role in shaping the
development of conflict which is settled in climax. These parallels are

confusing.

Raymond is a common character in both uMadakeni and Inkanankana. He is
portrayed as a corrupt, adulterous, divorcée who dies a shameful death. Ngcobo
associates his name with a boy who gave him a tough time at Clermont on his
arrival from Umzinyathi, oblivion someone, hard-hearted person who destroyed

Ruby’s life, and a womanizer who destroys other people’s marriages.

Thomas appears in both plays; uMadakeni and Inkanankana serving two
purposes. In uMadakeni, he is a kind — hearted man who saves Mazwe’s life by
offering him a a car lift to Durban whereas in Inkanankana, he is portrayed as a
destroyer who is killed by Kwazi for having an affair with Prudence, his lawful

wife.

Thulile in lwashi Legolide plays a major role which leads to Mpiyakhe, the
assassinator being arrested and convicted to life imprisonment by the Supreme
Court in Durban. In uMadakeni there are two characters Thulile and Thulisile

which is very confusing when you read the radio plays.
Dudu in Isela is depicted as Mac’s wife to be. She is kind hearted as she does

not forsake Mac after the revelation of his HIV positive status. In Inkanankana,

Dudu in Inkanankana appears to be a mediator between Prudence and Kwazi
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and further gave Prudence a shelter after being chased away by MaVezi

Kwazi’s mother.

Sibongile in Isela is a nursing sister and AIDS Counsellor. In Iwashi Legolide
she is portrayed as someone who disrupts Sibongile and Sebenzile (Cele girls)

in their quest for education.

Vusi in Iwashi Legolide is portrayed as an unfaithful father who abandons his
twin while in Inkanankana he is raised by a single parent, MaMbhele. He is
described as a university B Sc drop — out. He is problematic, does not work and

is an alcoholic, who demands money from her mother by force.

Though repetition cannot be tolerated in artistic works but Ngcobo in an
interview has reasons for repeating the same characters. Ngcobo admits that
some people contributed immensely when he grew up and that has pre —
occupied his mind which entails that they are historically embedded in his mind
and that they have a historical background in his life hence they have influential
tone in his writings. Ngcobo’s biological mother, Thengani (neé Vezi) passed
away when Ngcobo was two years and as he grew up he inquired about her
being; including her conduct and behaviour. They told him that his mother was
a soft-hearted woman who had no quarrel with other people in such a way that
her young sister used to protect her during the youth fights. That had an impact

in Ngcobo’s life which he transmits into his writings.

MaVezi is a married woman by status and is a parent - in - law and with one son
in both plays uMadakeni and Inkanankana. In the plays she is revealed
always looking for support in her marriage because of seemingly
insurmountable problems / predicaments she is faced with. In uMadakeni, she
has an estranged bride; Jabu who is encompassed with never ending problems

until she divorces with Mazwe. MaVezi is too soft with her son who is in
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trouble as a result of his wife. The MaVezi in uMadakeni never had a happy

marriage because of her son, Mazwe’s problems.

In Inkanankana, MaVezi appears as the mother of one son who has been
forsaken by her lover, Dube whilst she was working as a maidservant in
Johannesburg. She has financial problems as her intelligent son Kwazi is
pursuing his Bachelor of Commerce (B.Com) degree at the university. Mrs
MaMbhele Dlamini; MaVezi’s friend and guide are sympathetic towards her
plight. MaVezi’s son leaves the university and looks for part-time job and
eventually works for panel beaters. MaVezi’s factory Tommy Toys in Jacobs is
closed because of economic sanctions. She is in great financial trouble though
eventually Kwazi manages to complete his university education with two

distinctions.

Ngcobo is amongst the playwrights who see the value of women characters as
protagonists in his first plays in the 1987 and 1988’s respectively. His first play,
Inkanankana elucidates the problems that ragged, degraded and dehumanized
the woman character, Prudence who ended up marrying her own brother. This is
the incident that caused great pain and suffering that a woman has ever
experienced. The agony she suffered when she could not beget children caused
her to indulge into corrupt and shameful behaviour as she decided get involved

with her previous lover Thomas Manana in order to bear children.

She has been suspended at home by her mother —in — law who insists having an
heir for her estate. Prudence found herself having sexual intercourse with two
different men on the same night. Dudu, her guide has organized Thomas
Manana to be with her while Kwazi is also on the way to visit Prudence for the
same purpose for sexual intercourse as well. Thomas went out through the
other door while Kwazi was entering with another door and fortunately they
could not meet. Prudence complains about her immoral and corrupt life as

Ngcobo, (1987, scene, 15) puts it as follows:
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46. PRUDENCE: Ubunja le nto engiyenze izolo Mzala.
(AKHALE KAKHULU) Hawu Nkosi yami; ngaze
ngayenza into embi. Kodwa ngangizifakelani kulesi
silingo? Kodwa ngangizifakelani nje nempela?

(What | did yesterday was gross, Cousin. (CRYING
ALOUD) Oh My Lord, I did something immoral. Why did |
involve myself in such a temptation? But why did I involve
myself in something like this)?

In this excerpt Prudence is amazed when she reminisces of what has happened
as something that was far-fetched for her life as she has never thought of. The
same incident called her to become an alcoholic, smoker and a person of divine
life to try her luck. In this incident Ngcobo tries to emulate that a person’s
character and fate is never known and that through other people’s trespasses
many suffer those consequences. Prudence suffers as a result of her parents who
failed to identify the correct surname which causes disturbance in Kwazi and

Prudence’s lives.

In Impesheni Yesiphalaphala, Ngcobo talks of what befalls women as a result
of the lust for money. He talks of Ruby, the protagonist with her guide, Bongi
Vezi who wanted to be rich in corrupt ways. These two women characters
dominate the play until the end of the play which finally causes the dilapidation
of their lives as they diminish and disappear. He depicts corruption and
corruptibility as driving the two women who want to be rich. He does this by
creating the concept of impesheni (old age pension) and isiphalaphala (beauty

queen) who is so much concerned with adulthood.

Ruby is involved in affairs with five (5) men (a typical prostitute). Ngcobo
begins the play with Ruby as a prosperous and successful young woman who
has engaged in different activities that brings her extra money. Eventually she is
tempted to gain more in a very corrupt manner by claiming that lovers pay for a
falsified child. Ngcobo shows at the end how much people suffer as a result of
their consequences. We see Bongi dying after demanding money and

183



threatening Ruby with a gun. Ruby retaliates by stabbing Bongi with a
screwdriver which costs both their lives. Bongi is dead and Ruby continues her
life suffering for the next eighteenth years as people like Sibongile (Ruby’s
former employee) and Sibusiso (Bongi’s boyfriend) kept on grumbling and
commenting about their relationship as Ngcobo puts thus: “Lukhulu
oluhlanganise uBongi noRuby” ((There are great news that connect Bongi and
Ruby). This is a clear message that short cut and irreconcilable character / life
never pays. Ngcobo has made these women characters suitable for what a
corrupt person can be and look like. Both in Impesheni Yesiphalaphala and

Inkanankana women protagonists suit their positions and actions.

Millicent (Thomas Mthethwa’s wife) in Umadakeni is depicted as a woman of
high standing since she is not even prepared to talk to people of low standard
like Mazwe Fakazi (the hobo / the vagrant). She fails even to control her temper
when Mazwe tries to regard her as his sister. She responds furiously in their
discussion as Ngcobo, (2001, scene 1:4) puts it:

47. MAZWE: Ngicela wehlise umoya, Sisi.

MILLICENT: (NGOKUFUTHEKA) Eyi, ulahlekelwe
womadakeni yini? Uma ungibona nje ngingaba wusSisi
womadakeni mina?

(MAZWE: May | request tthat you humble your soul, my
Sister.

MILLICENT: (VEXED) Hey, are you missing the hobos?
If you look at me can | be sister to hobos)?

In the excerpt above, Mazwe is like an ant to Millicent, heavily denigraded and
dehumanized. It is important to comment on the minor characters as Ntuli,
(2006:141) notes that it rarely occurs that writers / researchers concentrate on
the portrayal of less important characters. She further highlights that in drama in

particular it is the hero and / or the antagonist who usually steals the show.
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Kunene, (1994:65) made such observations about minor characters when he

commented:

The fact that scholars often turn a blind eye to the role of
minor character is quite astounding because writers usually
intend a useful purpose for these characters. Are these
characters then not a representation of human beings in
society? Does our society not possess such characters? If it
does, how the society sees them, how do they behave in
society and how do they view the society?

This quotation above Kunene stresses the importance of minor characters as
researchers often turn a blind eye on them as a great deal can still be learnt from
their actions. Ngcobo’s radio plays make it clear that minor characters play a
significant role in intensifying dialogue, conflict and moving the play further
towards the climax. In Iwashi Legolide, it is Thulile (a minor character) who
makes it possible for Mpiyakhe and MaMngwengwe (Mpiyakhe’s mother) to be
caught and found guilty for killing Fano Cele. Thulile makes it possible that the
investigation is conducted until the Criminal Investigation Detectives (CIDs)
catch and prosecute them and they are sentenced. In Inkanankana, it is Dudu
Dlamini who heightens the conflict / dialogue between Prudence and Kwazi end
their marriage in divorce which led to Thomas Manana being killed by Kwazi.
She plays a big in enticing Prudence to re-unite with Thomas Manana after
which she bears two illegitimate children who subsequently suffer their

consequences.

Ntuli, (2006) further comments that contemporary happenings world —wide give
witness to major events where prominent figures (protagonists and antagonists)
have been brought down a peg by ‘less important subordinates’. In the same
vein Warde; (1974:146) highlights the idea of taking every character seriously
when he avers “Don’t skip small parts, such as servants, clowns, and rustics.
Read them all”. Another significant note still records Warde, (1974:148) as he
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4.5

warns researchers / playwright to avoid neglecting or omitting the minor parts

he writes:

This is to be deplored; for Shakespeare has placed many of
his thoughts and most pointed epigrams in the mouths of
comparatively un-important characters; so that to pass over
or neglect these passages is to lose many beauties of
thought much philosophic reflection, and a fund of
characteristic humour.

This quotation makes it clear how important the minor characters are in the
radio plays and significant role they play. Therefore, there are many instances
where Ngcobo takes his minor characters into considerations. In Inkanankana,
Vusi Dlamini who is described as a former university B.Sc student and an
alcoholic relates the biological or scientific explanation with regard to Kwazi
and Prudence for her not bearing children (INCEST). Such knowledge comes
from the neglected and dilapidated Vusi. To prove his intellectual knowledge on
this issue, it is proved when Kwazi engages with Philile, as they quickly bear a

boy child something that did not happen with Prudence.

Narrators

The introduction / exposition of the radio drama is the vehicle that introduces
the audience / listeners with a definite function to fulfill to the main characters
and the circumstances there are in. A narrator is the one who tells a story, either
orally or in writing. Ntuli, (1999:251) maintains that drama listeners do need
additional information to facilitate their orientation regarding the milieu in
which the play is going to unfold or regarding matters of characters. Barnouw,

(1949:56) stresses the importance of a narrator in this manner:

Any figure who, outside or temporarily outside the plot,
addresses the audience directly or through an intermediary,
narrating, interpreting, creating atmosphere or anticipation.
He is the middleman between play and audience.
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The quotation mentioned above highlights the role of a narrator whom Barnouw
refers to him as the middleman between the play and the audience / listeners
whom he serves. Maphumulo, (2001:80) has this to say about the beginning of

the radio play as he maintains that:

It sets the purpose of the play. It creates a picture.
Character, setting and situation should be established
immediately. The successful play begins with extraordinary
swiftness and economy of words. Immediate attention can
be obtained by a rapid development of the situation,
promise of action, conflict or threat, powerful atmosphere,
striking characterization, an intriguing unusual setting, or
an extremely familiar setting. In general, listeners prefer
introduction through dialogue.

The above quoted information helps the reader with the necessary information
that is required for a better understanding of the radio play’s settings of which
the omission leads to the failure of the drama. This is the duty of the narrator
who informs the radio play’s listeners about what is going to happen in the play.
Narration as part of the exposition is explained by Smiley, (1971:65) as the
component that begins the play when he refers to it as the initial situation that

gives the balance. He writes as follows;

Exposition is any information in the play about
circumstances that precede the beginning, occur offstage,
or happen between scenes. It can be sub-divided into
exposition exposition about the recent past.

The implication given by Smiley suggests that the narration looks at two sides
which are the characters and their environment which are introduced and the
problems confronting them. Maphumulo, (2001:134) observes that on the first
and the last pages of the radio drama the narrator introduces and closes the
drama. In fiction, like plays a narrator may be the ostensible author of the story

though Ngcobo has preferred to use sound effects.
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Abrams, (1981:123) gives the highlight of drama as being the narrative that is
not told, but evolves in terms of the direct presentation on stage of the actions
and speeches of the characters. The writers maintain that using narration in the
radio drama is never sinful and crime committed since radio drama is always
regarded as a “blind” medium in which narration is meant to function as the
audience’s “seeing — eye dog”. It is mainly aimed to be taken as great problem
solver for radio dramatist but which is used lately with limitation and
reservation. Narration is an optional characteristic in Ngcobo’s uMadakeni as it
uses mainly its narrator who is the producer (who is always a chosen Radio
Announcer) to open and close the scenes, worth listening to which provides

enough common ground.

Ntuli, (1991:250) contends that in a radio play a distinction is sometimes made
between umsakazi (announcer), and the umxoxi, (the narrator). Such a
distinction regards umsakazi (announcer) as someone who informs the listeners
about particulars such as the title of the play, the writer, the cast and the
production team. This role is solely confined to the sub-text or the didascalies
whereas umxoxi (narrator) is taken as a member of the cast / character whose

utterances contribute to the developmental stages of the plot.

Such a move is described by scholars like Maphumulo, (2001) who regards
narration as marking changes of scenes and the passage of time. Scholars call it
the first person narrator. As radio plays focus on different types of activities
(such as cultural, political, social and historical), the need of the narration may
be justified because what happens in one scene or episode is a result of some
significant event preceding it. In such a manner, Ntuli, (1999) argues that the
narrator must supply listeners with the background and the context which can
help them to follow the performance presented in the particular scene.

Doubtfire, (1983:110) cautions playwrights when she insists that “never use a

narrator unless there is no other way of writing your play effectively.”

188



Moeketsi, (1991:27) quotes Evans who is harsher in discouraging the inclusion
of the narrator in the radio plays, when he writes that “the use of a narrator is an
almost infallible symptom of failure on the part of the dramatist”. On these
grounds it becomes evident that Ngcobo has been cautioned to avoid the
inclusion of the narrator as criticized by renowned scholars of note, though
some communities like Sotho prefer a narrator in the radio drama according to
the research conducted by Lubbe, (1968). In uMadakeni, this device has been
applied whereby the words which are supposed to be narrated are written in
italics and the directions in capital letters. This is why the writer then puts it
from the beginning of this radio drama till the end. Ngcobo, (2001, scene 9:8)

writes:

48. JABU : (SAKUTHETHA) Kulungile phela. Woza,
woza, (KUTHI CWAKA) IMISINDO: KUVULEKA ..
KUVALEKE ISICABHA SASEKAMELWENI.

ZABA: UKUKHULUMA YEDWA ... AQALE ALINGISE
UJABU) “Yini ukuba namanzi emadolweni sengathi
kawusiyo indoda?”  hhayi, nami angibe indoda,
angingangenwa ngamanzi emadolweni. Angingavumeli
enye indoda izoganga emzini kaBaba ngikhona. (KUTHI
CWAKA) (KUZWAKALE IMISINJWANA YEZIPUNI
NEMIMESE EKHISHINI) Ya, ulungile lo, ucije
ngokwanele, mude ngokwanele; uzongena uzwele
endodeni. (KUTHI CWAKA ... AVULE ISICABHA
SEKAMELO NGOKUSHESHA). Ya, ndoda! Ucabanga
ukuthi kusemzini wakho la? Phuma! Phumal!
JABU:(NGOKWETHUKA OKUKHULU) Hawu, Zaba!l
Uthushukaphi?

(IN SCOLDING) It is all right. Come, come, (ITS QUIET)
SFX:  OPENING ...ROOM DOOR OPENS

ZABA: TALKING ALONE ... STARTS MIMICING JABU)
Why do | have weak knees (as if | am not a man? No let
me be a strong man, let me not be too far with the matter.
No let me not allow another a man to cause his mischief at
my father’s home. (IT'S QUEIT) (NOISE OF SPOONS
AND KNIFE SOUNDS IN THE KITCHEN). Yes, this one
is fine, its sharp enough, its long enough, its going to be
felt in a man, its going to enter in a man. (/7’S QUEIT ...
HE OPENS THE ROOM’S DOOR IMMEDIATELY). Yes,
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Man! Do you think this is your home here? Get out! Get
out!

JABU: (IN GREAT SURPRISE) Hurray, Zaba! From where
do you suddenly appear).

This has been a favourable device for handling narration, since it is as intrusive
as possible which does not break the spell instead it helps casting the spell.
Such a device by Ngcobo is the most recommended which is an indication that
he is a scholar who undertakes a thorough research before committing his pen
to paper for the public. He has ears and eyes to ascertain what his audience
expects from him. The bracketed words are of narration that has been omitted
and all that is left to the sound effects, music and dialogue in the studio. The
producer ensures that a top - quality radio drama is the final result as nothing
can be altered what when is said, is said. When narration is used, it is
important that sound effects are used to colour the feature. The role of the
narrator in the radio drama is mainly to inform, to bridge scenes and time
lapses to compress time and avoiding lengthy, awkward scenes. This has
allowed the dramatist to save a lot of time in describing character, setting and
past action. Ngcobo’s devices has been of a hatred as he prefers to use it
effectively only before and after scenic performance. This has depended
mainly on the types of plays under discussion. Ngcobo’s plays range from
being a cultural to a social play which makes the relevant exclusion of the
narration as compared to historical plays which sometimes require the
inclusion of the narrator / announcer. Ntuli, (1999:251) observes how the
prolific dramatist, Sishi has successfully introduced his historical plays with
the presence of the narrator. Sishi introduces one of his radio plays Umbango

WakwaNyuswa thus:

UMXOXI: KukwaNyuswa lapha. Indunankulu
yakwaNyuswa uDlayedwa ukhuluma nebandla
lakwaNyuswa. (IMISINDO: IZINKOMO)
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4.6

(NARRATOR: This is the place of the Nyuswa people.
Dlayedwa, the Chief headman of the Nyuswa, is addressing
the Nyuswa assembled men. (SOUND EFFECTS:
CATTLE).

The narrator further provides links between scenes especially when there is a
time lapse where he / she helps to describe objects, people and actions which
may be difficult to present convincingly by the use of voices and sound effects.
The usage of a narrator in the middle of scene has been avoided since it yanks
the listener out of the drama and breaks the spell that is being weaved. Every
dramatist is cautious not to overuse narration as listeners will not pay attention

to the man behind the curtain and turn off their radios.

In conclusion, it can be said that the narratives texts of Ngcobo’s radio plays
seem to be integrated into the plays. Such integration is what Laughlin,
(1982:44) calls the reflexivity which produces the most significant and varied
effects on the plays’ structure and on its reception. On that score the narratives
and the process of their reception play a central role in the play’s actantial
structure and in making way for an interaction of various semantic contexts.
This monologue in this regard contributes to the establishment of a semantic
structure which is essentially dialogical in nature. This inner narrative becomes
an integral part of a word whose dramatic and theatrical nature enhances its

development.

Conclusion

What is important about Ngcobo’s plays, they offer a starting—point, a kind of
cue to the dialogue which in turn makes their suggestions explicit. At the
beginning the place that characters physically occupy contributes to the creation
from the onset of a carnival atmosphere that modifies the normal perception of
space and time. This further leads to the number of symbolic relationships that
define the conditions of the action. In Isela, Ngcobo, (1993, scene 1:1) begins it

as follows:
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49. SFX: CITY TRAFFIC ... CAR IN MOTION ... MUSIC
PLAYING SOFTLY IN THE CAR ... MAC AND NZUZO
IN THE CAR.

MAC: Habe uthi uyasibona nje isikhathi? U — ‘twelve’
manje, asevalile amabhange. Usukhohliwe yini ukuthi
uMggibelo namhlanje?

(Hey do you see the time? It is twelve o’clock now, banks
have closed. Have you forgotten that it is Saturday today?)

He has introduced settings, characters and problems entirely differently from
other works and he devotes the attention to external intertextuality. Frow,
(1986) points out that the concept of character is the most problematic and the
most under —theorised of the basic categories of a narrative theory. Some
scholars aver that character is much more difficult to talk about than most of the
concepts. This emanates from the fact that characters in literature have more in
common with people in life than contemporary critical discourse suggests. It is
the most widely used of all critical tools, at all levels of analysis and presents

difficulties in its portrayal.

Satyo, (2001:442) maintains that a playwright who creates complex, lifelike and
developing characters is said to be more successful than the one who creates
static or one dimensional characters. This is what this ascertains as Ngcobo’s
characters have been observed having dynamic attributes. In some radio plays,
Ngcobo has used women characters as main characters though having some
weaknesses or unwholiness in their behaviour but has managed them alive and

they are not larger than the life itself.
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5.0

5.1

CHAPTER 5

THE LINGUISTIC APPROPRIATENESS OF THE RADIO PLAYS

Introductory remarks

This chapter seeks to address the linguistic appropriateness of the radio plays
which amongst other things looks at how Ngcobo as the dramatist manages the
language issue in his plays. The language of a play has certain basic functions.
It is principally through what is said by the characters that the playwright is able
to propel the action of his play. The lines in a play characterize the persons who
speak them and kind of language employed largely determines the general tone
of a dramatic work. In other words, the language of a play as Shroyer and
Gardemal, (1970:17) put it, is effective only when it contributes to the story’s
continuity, when it is appropriate to the characters and when it conveys the
dramatic view of life which the dramatist wishes to reflect.

Furthermore, this chapter seeks to ascertain how Ngcobo’s language suits his
characters, how it suits the situation, how it addresses questions and answers’
relationships as they crop up in the plays. Monologue is an internal and integral
part of the psychological process as it describes a mode of mental processes
which include sadness, elation and desolation felt by characters. The chapter
assesses Ngcobo’s usage of dialogue. It looks at other factors such as mood,
place, sound effects and sound effectiveness as important components that
heighten the development of the play to the horizons for its effectiveness. Music
has also been included since there can be no radio play with the accompaniment

of music. The radio play and music are inseparable twins.
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5.2

How language suits characters

This section looks at how Ngcobo formulates his linguistic phrases that portray
him as a language expert who is able to choose precise words that have
meanings, character and also the impact they make in his radio plays to give
better understanding to the readers. The emphasis is mainly based towards these
words and phrases that suit characters as they reveal the characters’ actions and
word utterances. In the quoted and underlined phrases below he displays the
state of anger in which Millicent becomes as she refuses that Mazwe to be

offered a car lift to Durban.

50. MAZWE: Kwala noma umkakhe esevutha amalangabi,
ethi angishiywe ezintabeni.

(It was as if his wife burst into flames saying | must be left
in the mountains).

This figurative type of language is a hyperbole which depicts its character
mainly through exaggeration. This is is an indication of the degree of angry and
fury displayed by Millicent. Millicent is adamant that she will not accept that
Thomas should give Mazwe a lift to Durban and this happens after several

warnings that she does not want him at her house.

In another instance in uMadakeni as Ngcobo puts it that Millicent is burning
flames of anger on this issue as Ngcobo, (2001, scene 2:2) echoes Millicent’s

sentiments when she states that:

51. MILLICENT: Uthatha izibi zepaki uzifaka emotweni
yami, ungihlalisa nezibi emotweni? Uyasuka lapho uziletha
emzini wami lezi zibi zakho? Kube ngcono ukuthi uzigcine
egaraji. Ukuba uke wazama ukuziletha lapha endlini,
ubuzobona into yamehlo. ngabe kusiniswa amahleza odoli
bekhona. Inkomo ingazala umuntu.
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(You take the dirt from the park and put it into my car; you
force me to sit with your rubbish in my car? You bring this
rubbish of yours to my house. It is just as well you keep it
in the garage. If you dared try to bring it into my house you
would have seen an amazing sight. It would be as if shelled
maize cobs are dancing whereas dolls are present. A cow
can give birth to a person).

In this excerpt, Millicent looks back (flashback) at what had befallen Mazwe
before they meet. She uses the word “izibi zepaki (park dirt / rubbish) which is
where Mazwe comes from after being thrown before his rehabilitation as he
meets with Thomas. She says Mazwe must be sent to the “United Nations”
referring to the recreation parks where all the displaced people across the colour
spectrum meet as a result of different tribulations. Her action diminishes peace
and harmony in the family as Thomas forces matters by offering Mazwe a lift
thus forsaking his wife’s concerns. This language is suitable for somebody who
has been neglected and whose new home is the recreation park where he meets

and makes new friends admitting his own failure in life.

Millicent refuses that Mazwe is offered the lift to Durban. Such the language
and talk of this nature suits the character of Millicent’s status that is furious,
angry and shouting whilst at the same time vilifies Mazwe’s character who is
distressed, heart —broken and needy. He is dehumanized and belittled by this

name of uMadakeni which refers to the person as a vagrant.

52. THOMAS: Ungayinaki i-tigress. Izogwavuma,
ihhahhame, igumbelane yodwa laphaya endlini, thina sibe
sizixoxela egaraji.

THOMAS: (Do not take care of the tigress. It’s going to
growl, snarls howls alone there in the house, while we will
be talking here in the garage).

In this phrase above Millicent is metaphorically referred to as the tigress that

growls, snarls, and howls as a sign of her being dangerous. South Africa prides
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itself on these five important animals; namely: a buffalo, a leopard, a lion, an
elephant and a rhinoceros which are well known for being dangerous. So
Millicent is referred and displayed in this case as a dangerous woman who is
harmful and easily annoyed. In uMadakeni Ngcobo, (2001, scene 16:7)
describes Mazwe’s new girlfriend, Thulisile as she is praised as somebody who
is a culinary expert and a champion. Seth, Mazwe’s friend comments that she

has a good hand in making delicious breakfasts (evuthayo — burning).

53. SETH: Ethi unesandla umenzela i- breakfast evuthayo.

(He says she has a hand that makes a burning breakfast)

THANDEKA:  Uwuchwepheshe  kwezokuggugquzela,
yinggwayinggwayi  kwezamabhizinisi,  yisingquphunga
yesicebi.

(He is a champion in motivating; she is a renowned

business woman and well off).
The underlined syllables form alliteration. Poetic language has on its own
course differs from ordinary everyday language. Ngcobo as a poet commands
the radio plays in terms of his terms and sounds as he pleases as is manifested in
his poetic language. Thandeka’s talk about Thulisile draws Mazwe’s attention
of a lady of a very high standing. She is given all the characteristics that qualify
her to be a special woman suitable for Mazwe to marriy as she is given a high

status as a champion who is likely to build a wonderful home.

Msimang, (1986:100) maintains that:

There are many methods and techniques of character
portrayal but in the final analysis they may all be divided
into two broad divisions, namely the direct and indirect
methods.

54. UNozimanga - Miss Miracles.
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Msimang’s definition is quite relevant when a reader engages in Ngcobo’s radio
plays as characters are full of surprises and are unpredictable in their actions which
exemplify exactly what happens in real life. As MaCele and MaVezi discuss the
matter concerning Jabu and Mazwe’s marriage, the child who had been sent by
MaCele to call Jabu, brings back negative response. MaCele reports that Jabu
refuses to take an advice thus uttering such words that: “usemdala yena akadingi
ukuthethiswa nguwena. Uyakwazi ukuziphathela impilo yakhe (she is old enough
she does not need to be reprimanded by you. She is able to handle her life) and such
words receive the confirmation of being uNozimanga (someone who can work
miracles). Jabu’s awkward bahaviour and conduct at home leads MaCele, her
biological mother to nickname her as uNozimanga (Miss Miracles). This is of
course due to her behavourable patterns which are peculiar to normal standard
living other society members as she engages in with amongst the relatives - in —
law. The word isimanga means a miracle, so MaCele is wondering about her

shocking miracles that are done by Jabulile hence uNozimanga (Miss Miracles).

The definition of a rounded character rests in what Msimang; (1986:102) observes

when he says:

He is more like people in real life, capable of surprising us
and not easy to describe with any degree of adequacy. This
means a character whose conduct is not readily predictable
and who changes under changing circumstances.

In Inkanankana MaVezi connects Prudence with ubunyumba (barreness). To
be a barren woman is something that is never accepted by everbody especially
the married couple but to show her anger MaVezi is not shy to discredit
Prudence when she calls her a barren. This statement hits back at her back
Prudence proves at a later stage that she is not barren but it is due to cultural and
traditional beliefs that have paid her such a painful prize of condemnation. She

gives birth to Qedusizi and Nokuthula (twins) from Thomas Manana. It is
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5.3

therefore very fitting that she is given such a name which is associated with the

barren.

In Umadakeni Ngcobo, (2001, scene 2:1) writes as follows:

55. THOMAS: Njengoba uThukela Ilugcwele lugola
izintethe nje ...

(Because the Tugela River is full and collects the insects

).

This sentence indicates the state of fury Millicent is in as Thomas insists on
giving Mazwe a lift on Durban. She is beside herself as she realizes that Thomas
is prepared to offer Mazwe a lift. Her anger is equated to the Tugela River when
it is in flood and lugola (collects) indicates the danger zone as it sweeps away
whatever it comes across on the way. This is the state in which Millicent is by
then.

How language suits situation

This section looks at how Ngcobo, the playwright has managed to organize his
language used in the plays in order to harmonise, suit and create the action to
take place. These words will be viewed in terms of consequences or damage

they cause.
56. MAZWE: (OKOMUNTU OZWA UBUHLUNGU) Eyi —
i—i.

(LIKE A PERSON WHO FEELS PAINS) (Hey i- i- i)

Here Mazwe expresses his feelings of pain. It was the time when the quarrel

between him and Jabu has begun.
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S57. SFEX:  (IZwl LIMUMETHE IZINYEMBEZI
ZOZWELO)

(THE VOICE HOLDS THE TEARS OF SYMPATHY).

This voice is holding the tears of sympathy indicating that this person is about

to cry. Even his appearance depicts the state of sadness and bitterness.

58. THOMAS: Siyadweba

(We are going non-stop)

As Thomas and Millicent fill in the car at the petrol filling station in Harrismith
they are concerned about the distance that they still have to travel before they
reach Durban. The utterance of this word siyadweba (going non-stop) gives a
sense that their plans are about to be disturbed when they meet Mazwe at the
nearby robot when they in actual fact are not aware of the long disruption ahead
of them. This word siyadweba (go non-stop) loses its meaning as they have to
wait a couple of hours as Millicent refuses that Mazwe be given a lift to Durban

otherwise the statement would have been actualized.

59. Ngesivinini esikhulu emgwagweni (moving at high

speed on the road)

It shows a high speed at which cars were travelling. On a free cars are permitted
to drive at 120 k/h which a high speed when compared with minor roads where
there is either one or two. In big cities like Seoul in Korea, the free or high -
ways there are either four (4) to six (6) lanes on their big roles as they take a big
amount of traffic. In this case cars have to take a high speed, so Thomas and
Millicent’s car had to be an engage in a high speed to reach Durban before

sunset.
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60. Umkhwenyana kade agala ukwenziwa ibhantshi. (The

bridegroom started being a coat / jacket a long time).
This statement is directed at Mazwe who is said to be dominated by Jabu. It
means Jabu started long ago to be an unfaithful wife to her husband. The word

ibhantshi (jacket / coat) indicates someone who is easily controlled by the wife.

61. Kwala noma umkakhe esevutha amalangabi

(It does not matter even if his wife is burning flames).

This speech refers to the state in which Millicent is when they meet Mazwe. The
phrase esevutha (the state of burning) implies the high degree of anger but

Thomas insists on being cool as he is prepared to help Mazwe.

62. Isenzo sokwendlula ingane yabantu
(An act of taking all the belongings of someone).

This is the situation whereby somebody is being stripped of his belongings and
left with nothing. It has been used in this play to show Jabu’s readiness to strip
of her husband, Mazwe of all his possessions including his house. This is what

the evil Jabu does.

63. Ohlaba eyakhe akangatshelwa.

(He who Kills his ox cannot be prevented).
This speech relates to somebody who can no longer be prevented when he is
prepared to do something wrong. In this situation it is Jabu and Ruby who are

doing corruption and nobody is prepared to hinder them from their action.

64. Siyajabula sithi umshado wangempela kanti ulayilayi,
lie, lie.
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(We were happy and thought that it was a true marriage
without knowing that it is lies, lies).

MaCele, Jabu’s mother complains that as parents they were happy and not
aware that Jabu’s marriage was fake. They did not know that Jabu was
deceiving them as she had other private lovers (Raymond, a former lover for
instance). She enters into marriage with Mazwe despite being in love with Ray.
The word layilayi (lie, lie) is a direct translation of lies and its duplication, lie,
lie means it is lies that can no longer be changed. It will never change that Jabu

entered into a fabric marriage.

65. MAVEZI: Kakade unya Iwabasha luyaphindana,
olwezalukazi luphindana ngogwayi.

(Indeed the callousness of youth pays back in its own coin,
but that of old women is settled over tobaccos).

SETH: Mina ngithi kubuya izinduku.

(I say it is a return of sticks / It is an avengeful event).

MAVEZI: Siyobamba kwephuke izikeyi, kungamuke
amajoka, kugqashuke izitilobho. Ngiyokuba yispring
chicken.

(We will hold until skeys break, until yokes break and until

straps for fixing the skeys to yoke break. I will become a

spring chicken).
This is the discussion between MaVezi (Mazwe’s mother) and Seth (Mazwe’s
friend) who takes place immediately after Jabu has left Mazwe without a word.
This is when Jabu is involved in a severe car accident and her legs are broken
and are on a car wheelchair. MaVezi (Jabu mother — in — law) is happy in that
Jabu is involved in this car accident because she stripped off Mazwe thus
involving him into economic bankruptcy. Seth insists that such an accident is
avenges Mazwe and MaVezi explains what she will do if Mazwe and Jabu

decide to reconcile and asks for forgiveness. She avows that she will do
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whatever takes to get Jabu away from her home. She makes an anology of skeys
(straps for fixing yoke) and yokes that will break which will be the aftermath of
the fight to get rid of Jabu. She maintains that it will be a fierce fight in which
everybody will be engaged.

In the following quotation by Montgomery he explains how language does to
give a clear picture of a situation which is fused with a fighting situation.
Montgomery, (1986:105) maintains thus:

There is, however, a further crucial dimension along which
language varies: it varies not just according to who we are,
but also according to the situation in which we find
ourselves. This latter type of variation is traditionally
approached the concept of register, sometimes also being
referred to as stylistic variation. The basic notion is that any
given instance of language is inextricably bound up with its
context of situation and that different types of situation
require us to handle the language differently.

In this quotation Montgomery highlights the predicaments of a situation as a
result of certain unhappy consequences which humiliates the society with the
purpose of causing social revolt and disorder. Jabulile, Mazwe’s estranged wife
has been involved in the car accident where her new lover Raymond dies and
both Jabu’s legs have been amputated as a result of the seventy of her injuries.
Everybody who knows the story of Mazwe and Jabulile hopes and wishes that
they reconnect their marriage partnership. Mazwe’s friend Seth vows that
Mazwe can reconnect with Jabu in a manner that they separated. Ngcobo,
(2001, scene 30:5) writes thus on what is said by Seth:

66. SETH: Esehamba ngesihlalo esinamasondo, noma
ngemilenze yokufakelwa engabe kusiniswa amahleza.
Kungawa ilanga licoshwe yizinkukhu.

SETH: (Walking the wheel chair, or with the artificial legs,

it will be like holding shelled maize cob dance. The sun
may fall down and be eaten by chicken).

202



In this excerpt Seth analyses the situation in which Jabu is as she has artificial
legs and walking with a wheelchair and he eventually vows that the sun may
fall down meaning they cannot reconnect. The play ends before the outcome of
the dispute is discovered but the likelihood is that they do not reconnect. By this
time Mazwe was closer to Thulisile and it is assumed they marry because they
are engaged in a sound business partnership. In Inkanankana, Ngcobo, (1987,
scene 3:3) describes Vusi, MaMbhele’s son metaphorically as he compares
alcohol with Vusi. He writes:

67. MAMBHELE: Pho utshwala! Uyayazi indaba yokuthi
uzale ingane uthi eyakho, uyajika uyibanga notshwala nabo
buthi eyabo. Bugcine buphumelele utshwala, buyihlwithe
unomphela ingane yakho, kube ngeyabo.

MAMBHELE: (Well, liquor! You know you gave birth to
a child who you think is yours, ultimately you contend with
liguor as it says it belongs to it. Liquor ends up
succeeding; it snatches your child from you for good, and
belongs to it).

MaMbhele is distressed as Vusi is indulging heavily in alcohol which has led
him to drop his B Sc studies at university. She describes him as having been
snatched by liquor due to his dedication to it. Her high hopes for Vusi involve
marriage which she thinks will take place one day but all that is washed away as

a result of his alcohol consumption.

68. MACELE: Akumane kugijime impunzi phakathi
kwethu.

(It is better that the duiker runs freely between us).

These words are referred to the conflict between Jabu and her mother, MaCele.
MacCele sends a child to call Jabu in order to discuss her actions which are
destroying her marriage. Upon Jabu’s refusal MaCele replies with this
statemaent. MaVezi needs the clarification of this statement and MaCele replies
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5.4

that when two people have friction they have so much distance between them
that a buck feels free to walk in the space. She maintains that they can no longer
have easy any contact with Jabu. Such a situation is uncalled for. In another
incident in Isela, Mac, the protagonist says:

69. MAC: Ngicela ukhulume iginiso noma ngabe lelo
giniso lizofana nomkhonto ongena enhliziyweni yami.

MAC: (I request that you speak the truth even if that truth
will be like a spear that enters my heart).

This is the terrible oocasion where Mac is awaiting for information with regard
to his HIV status. With this statement Mthiyane is hesitant to present the test
results. Mac is very bold and brave to accept whatever results may be. Though
he is found to be HIV positive but that assertion is what is required and
expected from all the HIV / AIDS patients. Mac admits Hhayi lingilahlile / |
have been found guilty that he is HIV positive.

How language suits time and place

This section focuses on language regarding time. Time is viewed in terms of
period and the role it plays as it shows when the event or action takes place.
Time as it is indicated language used, indicates obligatory forces in life that can
no longer be avoided as a matter of fact. The events in the radio play are
performed according to their occurrence as they reveal themselves amongst the

communities.

In the excerpt below in Umadakeni indicates concluded decisions as the play
would have failed its course had it not taken place. Jabu at this particular time
has organized the sheriff with a letter which bars Mazwe to continue staying in
the house. At the same time a truck appears to take Jabu’s furniture away. As it

leaves another truck arrives bringing the possessions of the new occupant. Seth
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stresses that he had never seen something so well — orchestrated. He calls it
“Total precision”. He is amazed when he looks at how Jabu (Mazwe’s wife) is

able to organize herself with an aim to exit the marriage as Ngcobo puts it:

70. SETH: Ayi, kodwa ngikubona konke; okothotho
lokwenzeka kwezinto mhla kuphuma uMazwe emzini
wakhe. (Precision Total precision)

(Hey, but I see all; the accumulation of things when Mazwe
was put out of his house, precision, total precision).

By now time Jabu has come to the decision to abandon Mazwe and such an
event takes the story to better heights. Eventually, Jabu manages to evacuate
Mazwe’s house by selling it, new occupants have bought it and the married
couple is stranded with a home. In Inkanankana, events in Kwazi and
Prudence’s marriage accumulated in such that Kwazi decides to look for a new
partner (Philisile). At this time, MaVezi, Kwazi’s mother insists that she cannot
die without having seen how her estate is going to be controlled. At this juncture
Kwazi must make a clear decision whether he loses Prudence or he loses his
businesses. As there are no children, he opts to part from Prudence than his

businesses. He can no longer wait before taking another wife as Ngcobo puts it:
71. KWAZI: ... Ngilinde umnyama ongenalifu
(... I am expecting nothing / Waiting for dark without

cloud).

In this excerpt below, Ngcobo shows when certain functions have to be
performed. After the discussion of the day, MaVezi asserts that the time has
come for her to cook dinner / supper. The word xabana (quarrel) which means
to cook indicates time when the action (cooking time) must take place in this

case which is in the afternoon.

72. MAVEZI: Ake ngiyoxabana nezimbiza ekhishini.
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5.5

(Let me go and fight with the cooking in the kitchen).

73. THOMAS... sinaso sonke isikhathi. Ngiyoze ngikuyise
kusasa eClermont.

(... I have all the time. I will take you to Clermont
tomorrow).

The discussion between Thomas and Mazwe indicates that these two characters
have sufficient time to discuss matters. Indeed there is time till the following

day as Thomas will be accompanying Mazwe to his house in Clermont.

How language suits questions and answers affect relationship

In uMadakeni, many questions have been left unanswered as the dramatist
leaves them for his audience to assess the situation and give judgements. The
play ends up not having informed the listeners how prosperous Mazwe’s
business is or the success of his relationship with Thulisile in their new
marriage. The play ends when Mazwe has just indicated that the business looks
promising and he manages to give Thomas R2000, 00 as a token of
appreciation. It is not stated as to how Jabu fared in her new life confined to a
wheel chair after the accident, property expropriated from Mazwe including the
sharing of money for the selling of the house as she has indicated in her

repentance.

In Isela it is not known as to how far do Mac’s wives are in as far as their
whereabouts are unknown to children. In Iwashi Legolide nothing is revealed
concerning the end of Sebenzile and Sibongile after their traumatic life having
been deserted by their boyfriends and also what happened to Sebenzile’s
neglected twins. Did they continue their education? That has been left to the
listeners to decide. This proves that there are more questions than answers that

are never addressed in the play which are left in balance to listeners to decide
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5.6

thus drawing their own conclusions and assumptions. In Inkanankana the
reader hears nothing about Prudence’s life after having divorced Kwazi and
children; Qedusizi and Nokuthula. We hear nothing either about the end of
Bongi and her son after a big quarrel with her boyfriend in Impesheni

Yesiphalaphala.

In Inkanankana, Ngcobo, (1987, scene 31:6) writes:

74. DUDU: ... izalukazi ziye zimthume umakoti zithi
akayotheza amalongwe.

(... sometimes the olden women send the bride to collect
cow dung).

Monologue

Monologue is derived from Greek, monos, one, alone and logos, speech. It is
derived from Latin, solus, alone and loqui, to speak Shipley, (1970:203)
declares. It is a literary term for soliloquy which can be referred as an internal
psychological process which describes a mode of mental process. It is a way of
bringing out the thoughts in the mind of the character and it can be classified as

the best method of character portrayal. Veltrusky, (1977:21) comments thus:

This term, which is often used somewhat loosely, ought to
be reserved for an uninterrupted speech of a certain length,
pronounced by one character and not directly addressed to
another ... The semantic construction of a dramatic
monologue is not affected by the presence or absence of
other characters, provided there is no addressee properly so
called.

In the quotation Veltrusky is in agreement with other scholars such as de

Fossard, (1996:103) who strongly discourages the use of monologue or

soliloguy as both authors maintain that it interrupts the characters’ speech. The
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derivation converges on one point which designates almost any kind of

extended individual utterance. Scholes and Kellogg, (1971:181) maintain that:

The refinement and development of the technique of
interior monologue in narrative literature really begins
when the narrative artist chooses to focus on a mind
tormented by dilemma.

This quotation asserts that in most cases the monologue or interior as term
complements each other is mainly used to echo sentiments of the character that
is tormented by dilemma. Monologue as it differs from other related forms such
as monodrama and dramatic monologue, presents itself to the discourse of one
speaker only. In its usage it can rather be equated to interior monologue. In
uMadakeni, Jabulile is worried about Raymond’s refusal to give her the driving
lessons. She is adamant that she needs to have a driver’s license. Ngcobo,

(2001, scene 24:6) exemplifies it as follows:

75. JABU: (UKHULUMA YEDWA ENDLINI) Wwwaaa - -
-, ucabanga ukuthi angangixosha kalula njena lo. Akazi
mina. Ucabanga ukuthi uzowudla nobani lo R 800 000, 00
engawubona encwadini eyayivela ebhange? Uzowudla
nobani uma engawudli nami? Usho ngoba edlala,
ukushayela imoto uzongifundisa ethanda, engathandi.
Angilubhadi nje esikoleni sokushayela mina. Ubani
ozobukwa yizwe ukuthi yikhona efundela ukushayela imoto
esemdala kangaka? Usho ngoba edlala, uzongifundisa
kahle nje. Angiyingeni eyokuthithiza esikoleni sokushayela;
ngilokhu ngithethiswa ngamadoda engingawazi. Kungcono
ngithethiswe yiyo le engiyaziyo; okuzothi uma isithetha
kakhulu, ngiyiphulule isifuba ithambe tobo.

JABU: (TALKING ALONE IN THE ROOM) Wow ... he
thinks that he can chase me away easily. He does not know
me. With whom does he think he is going to eat the R800
000, 00 which I saw in the bank statement that | saw? With
whom is he going to eat it if he does not eat it with me? He
says it because he is joking, to teach me a car, he is going
to teach me whether he likes it or not. I am not going to the
driving school. Who is going to be seen by the world that it
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is only now that she is still learning driving being so old he
is joking, he is going to teach me nicely. I am not going to
be confused at the driving school, being shouted at by the
unknown men. It is better to be shouted by the one | know
of who when he shouts loudly I will stroke his chest and he
will yield).

Jabu is s disillussioned at this time as she senses that Raymond may leave her
but what about such the money that she has seen. Such a monologue is what is
known as interiorizing monologue because the voice is the mind or better
known as internal focalization. On the other hand she fears that she will be
humiliated since at her age she cannot drive. She considers herself as a person
of high social status and she does not want to be seen still learning for a driver’s
license. This monologue explores the character’s memories and perceptions,

rehearses them, redefines and modulates them.

Monodrama and dramatic monologue associate themselves to the stanza forms
and meters in poetry whereas monologue has an association with a soliloquy
which is any speech or narrative presented wholly by one person. Interior
monologue, Holman, (1980:232) records the internal, emotional experience of
the character on levels of consciousness down to the images which must

represent emotions and is similar to stream of consciousness.

Shipley, (1970) further extends that monologue in its literary usage is broader
than soliloguy. In this sense monologue is distinguished from dialogue by its
length and completeness. Radio is very good at dramatizing what people are
thinking. The contrast between what people say and what they think is
illustrated very effectively on radio. Interior thought is a convention which is
special to the radio medium. In radio drama the listener is instantly transported
inside the head of a character and hears those secret, private thoughts that are
often better left unsaid. In Iwashi Legolide, Ngcobo has almost the longest
monologue when Sizakele has given birth to twins and Vusi; the children’s
father has disappeared. Sizakele has left school because of the pregnancy and
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has no job or home to support and raise these twins. Ngcobo, (1989, scene 24:7)

writes:

76. SIZAKELE: (ECABANGA) Mmm! Nkosi yami, kodwa
yini lena  engiyenziwa nguVusi? Bekufanele afike izolo
ezongilanda nezingane, kodwa lutho ukufika. Ngabe
ubanjwe yini? Ngabe kukhona i-‘spesheli’ esimthathile?
Yisipesheli sakuphi lesi esithatha isikhathi eside kangaka?
Pho uma ethathwe yisipesheli sakude; akasaqgali ngani
lapha kimina azokusho? Uma engasalitholanga ithuba
lokuza lapha kimina; yini enganikanga uSebenzile imali
yokugibela eze lapha kimi? Kungase kube usethole enye
intombi wakhohlwa yimi? Wakhohlwa ngisho nayilezi
zingane zakhe? Konje kuthiwa amadoda kawanandaba
nezingane; ngoba nakhu engenazinseka? Mmmmm.
Kungase kwenzeke nje ukuthi sekugala yona le nto eshiwo
ngabantu yokuthi uma uke wamzalela umfana usuke
usuzifake isichitho esikhulu kuyena? Kungase kube uVusi
akasangifuni? (NGELOSOZI) Awu Nkosi yami. Awu,ngaze
ngaziyala. Kodwa ngangimlalelelani mina uS bongile?
Kodwa Vusi usale usungenze nje. Kodwa Vusi awusalindi
nje nokuthi zithi ukukhula kancane lezi zingane, nami
ngithole umsebenzi, kube yima ungichayisa —ke? Kodwa
Vusi usungichayisa zibekwa nje? (UYAKHALA) Awu Nkosi
yami; kodwa ngizothi webani asabelephi? Awu ngaze
ngazifaka obishini!

(THINKING) Mmm! My Lord, but what is it that Vusi
does to me? He was supposed to have to me yesterday to
collect me with the children, but nothing he did not come.
What has held him not to come? Is there anything special
that has taken him? What type of special trip that takes so
much time? Even if he has been taken by a special trip why
did he not start from here to notify me? If he did not get an
opportunity to come here, why did he not give Sebenzile
the money to come here? Is he in love with another girl,
maidenhood? Has he forgotten his children? It is said that
men do not care about their children, because they have no
after-pains of childbirth? Mmmmm, it may happen that he
is starting a new habit that is said by people that when you
have given birth for a boy you have caused separation with
him? It may happen that Vusi is no longer in love with me?
(IN A SORROWFUL MANNER) Oh! My Lord. Oh, I have
caused a severe blow. But why did I listen to S’bongile?
But Vusi you caused me this. But Vusi you do not wait
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even so that your children may grow up a little bit, so that |
also get a job, and then you start slandering me? But Vusi
you slander me like this? (CRYING) Oh My Lord, who am
| going to call and answer? Oh | have put myself into
trouble).

Whilst many scholars and authors maintain the monologue deals with the mind
tormented by dilemma, Bokwe, (1993:83) avers that monologue serves the dual
purpose which is sadness and elation. In most cases, researchers look at the bad
side of monologue thus despising the jubilation which is sometimes embedded
in the mind of a character. In uMadakeni there is no specific area where
Mazwe, as the protagonist is found thinking and talking badly about his
negative adventures that befell him due to the actions of his wife Jabu. He only

praises Thomas who saved and took care of him. Ngcobo, (2001, scene 2:2)

avers thus:
7. MAZWE: (USEMOTWENI EGARAJI,
UYACABANGA) Baginisile uma bethi ukusiza umuntu
ukuzibekela. Mm ... wangisiza uTom, madoda! Kwala

noma umkakhe esevutha amalangabi, ethi angishiywe
ezintabeni kodwa uTom  waphikelela, wangisiza.
Kabasandile abantu abanesihe esinje. Iningi selifuna okuza
kulo kuphela.

(INSIDE THE CAR AT THE GARAGE, HE IS THINKING)
They are right when they say to help a person is to help
yourself. Mm ... Tom certainly helps me, man! It did not
matter even that his wife was furious, saying that | be
abandoned in the mountains but Tom insisted, and helped
me. Such compassionate people are very rare. Most people
want something that is going to benefit them).

Mazwe is elated at the manner in which Thomas has helped him despite his
wife’s behaviour. He is delighted with Thomas’ hospitality. In this instance
radio drama is described as ‘The Theatre of the Mind’. It is noted therefore that
in uMadakeni, Ngcobo has managed to minimize the use of monologue

passages in order to allow the free flow of the uninterrupted speech. Very few
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monologues have been used and where they have been have chosen with great
care for specific purposes. There is no character showing signs of desolation or
is a state of despair, despondency and dejection. Ngcobo chose to avoid the
situation where characters decide to commit suicide when they experience

insurmountable difficulties.

In Inkanankana Ngcobo, (1987, scene 2: 6) reflects MaVezi’s tormented

feelings as her problems are more than she can bear. He writes:

78. MAVEZI: (UKHULUMA YEDWA ENDLINI) Kodwa
ngizokwenzenjani Nkosi yami. Uma ngingalutholi usizo
ngingabe ngilimele kakhulu. Kodwa akusaveli nasiqumama
nje esithile, umuntu aboleke kuso, abuye asikhokhele uma
ekulungile. Kodwa yona imali ~ yomshwalense
ngizoyikhokha ngani. (SAKUKHALA) Ngizowakhokha
ngani ama — premiums anyanga zonke! PAUSE. Hhawu
kodwa Nkosi ungake wenze umlingo nje, ngithole omuny’
umsebenzi! Yona irenti yalomuzi ngizoyikhokhelwa
ngubani? Hhawu ... ukube nje ... ukube nje ... ukube ifemu
ike yathi ukughuba lonyaka kuphela, ngabe angikhali
ngalutho! Hhawu Nkosi yami ... konakala ekugcineni ...
sekusele izinyanga eziyisishiyagalolunye nje kuphela
ukhokhe umshwayilense wami. Ukube nje ifemu ike
yadonsa kwaze kwaphela lonyaka, kwageda uKwazi e-
university kwakhokha nomshwayilense wami ......

MAVEZI: (TALKING ALONE IN THE HOUSE) What am |
going to do My Lord? If | do not get help | would be hurt
indeed. Is it not there a certain well off man who appears so
that a person borrows from him and pays him when things
are right. But how am | going to pay the premiums? (AS IF
CRYING) How am | going to pay for the monthly
premiums! PAUSE. Hurrah but if Lord you make a miracle,
in that I get another job! Who is even going to pay the rent
of this home? Hurrah ... if ... if ... if the factory continued
even one year, [ would not be crying. Hurrah My Lord ... it
went wrong at the end ... only when it is only eight months
that my insurance pays me. If the factory pulled along until
the end of this year, Kwazi completes at the university, and
my insurance pays ...).
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The monologue in this excerpt above encompasses many of Mirriam MaVezi
Dube’s critical issues. Her son Kwazi Dube, a final year B.Com university
student is abandoning his university education due to financial constrains. He
has tried everything to no avail. She has no income to be able to pay for the
insurance premiums before her insurance policy lapse. This policy will mature
in nine months time then her plight will be relieved. Lastly, she is faced with the
accommodation problem. As she has no income after the factory Tommy Toys
in Jacobs, Durban has been closed due to economic sanctions which were
common in South Africa before and after (1994) elections, the house rental
becomes a major issue for MaVezi. Any matter pertaining to housing rental

causes serious consideration emanating from unemployment.

In Inkanankana Ngcobo, (1987, scene 46:1) has written a long monologue for
Kwazi who is troubled by his wife, Prudence whose actions are hysterically
uncontrolled as the home is in the state of confusion. She has thrown away
Kwazi’s tape recorder into the sea as a result of her sexual jealousy of Philisile.
This disturbs peace at home which causes the stern look between her and
Kwazi. The long serving shop assistant, Ntathu approaches Kwazi for financial
assistance as she is thinking of pursuing her studies at the Teacher’s College the

following year.

Kwazi considers reporting the matter to her family. Prudence refuses that
Ntathu should be given such financial assistance. Ntathu has not followed
protocol. Prudence identifies that communalism amongst the Africans is the
basis of social cohesion. This is the reason that scholars such as Kunene,
(1980:241) speaks of social cohesion and not individual cohesion. The spirit
encourages that individuals are drawn towards one another as part of whole, a
community and not away from others. On this basis of ubuntu “humanness” it is
the philosophical way of life mainly amongst the Africans. Jafta, (1996:108)
quotes Mbiti who argues correctly when he declares “I belong, therefore I am”

and “that a person is because of other people are.”
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According to her concern Ntathu was supposed to have approached her first and
not her husband direct because this is a sign of sexual attraction. On this score
she objects to such financial assistance. In internalising such problems, Kwazi’s
thoughts go back to the time when he met Prudence at the university,
remembering how much he loved her, how appealing and ladylike her
demeanour, how quickly he and paid in full lobola. He remembers that
complained about the long distance to Lynnville but muses that it was a short
distance for him for love. Today, this has become null and void as he feels
remorse as to why he married Prudence who is now so troublesome. Ngcobo,

(1987, scene 46:1) takes Kwazi’s memories back as follows:

79.  KWAZI: (USEMOTWENI  EHAMBAYO /
UYACABANGA) Bagininisile abantu uma  bethi
intombazana iyakwazi ukuntshontsha izinkomo. Baginisile
abantu uma bethi wamuhle makoti, wamuhle usafika kanti
uzothi ungajwayela uyikhahlele indoda. Wawumuhle nawe
Prudence sise-university. Ngangingakhohliwe ngithandwa
yi —‘leti’ langoqobo. Imali yelobolo ngayikhipha
ngenhliziyo ekhululekile. Ngenhliziyo ekhululekile. E-
Lynnville ngakubona kusenqulwini, ngangibezwa bebheda
ababethi kukude. Ngosuku lomshado wawufana nengilosi
ugobo. Umuntu  owakubona  ngosuku  lomshado
angamangala uma ekuzwa usukhuluma kanjena namuhla.
Angaze azincinze efuna ukuzwa ukuthi uphapheme noma
lento uyizwa ephusheni yini. Uwena lo Prudence
osukhuluma kanje namuhla? Nangesikhathi ngiswele imali
yokufunda, ngize ngishiye e-university; wakhombisa
ukungizwela okukhulu. Nami angikhohlwanga yingane
yabantu enenhliziyo enhle, ingane yabantu ebenhliziyo
enozwela; ekwaziyo ukudabukela abanye abantu. Kepha
namuhla awusafuni ukumzwela uNtathu. Esikhundleni
sokumzwela umchapha ngezinhlamba; umbheca
ngobubende sokumzwela benyama angayidlanga. Mm!
Kunzima ukwazi umuntu. Sengiyayibona into ehlala ishiwo
ngamadoda uma ebona umfana eshada intombi; uma ethi
“Nangu umfana ezifaka ejokeni ebhekile bo!” Ukube
yayikhona indlela yokubalekela ukuganwa, ngabe umuntu
uzithathela yona, abaleke unomphela. Pho ayikho.
Yisiphambano nje lesi okufanele umuntu awe evuka naso.
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(IN A MOVING CAR / HE IS THINKING) They are true
those people who say girl is able to steal cattle. People are
true if they say how beautiful is the bride, how beautiful is
the bride when she is arriving but when she is acquainted
she kicks the man away. Prudence was beautiful when we
were at the university. | could not forget being in love with
the real lady. | paid the lobola money with a willing heart.
With a willing heart. I saw Lynnville being nearer; as |
heard people who were talking nonsense that it is too far.
On the day of the marriage you were like a real angel. A
person who saw you on the day of the marriage can be
surprised if he hears you talking like this today. He can
pinch himself whether he is asleep or not of what he hears.
It is you Prudence who talks like this today. Even at the
time when | was running short of money, for my studies,
leaving the university; you were considerate to me. | also
did not forget getting a person with a soft heart, a person
with a considerate heart, who can sympathise with other
people. But today you do not want to sympathise with
Ntanthu. Instead of being considerate, you befoul her with
abuse, you smear her with broth, and you overload her with
complaints. Now | can see what people say when they see a
young boy marrying a girl, if they say “Here is the boy
putting himself in a yoke being alive”! If there was a way
of dodging marriage a person would be taking it and run
away indefinitely. There is none. This is the cross that a
person must carry through thick and thin).

Similar sentiments were expressed by Seth in Umadakeni as Mazwe was at
loggerhead with his wife when he repeats the same words “...izintokazi eziningi
ziyawuntshontsha umshado. Neculo lithi: Wamuhle makoti, wamuhl’ usafika,
uzoth’ ungajwayela uyikhahlel’ indoda (... many beautiful ladies do steal
marriage. Even the song says: “How beautiful you are as a bride, you are
beautiful on your arrival, as you become established here you will kick the
husband). It is through this monologue that the listeners learn about Kwazi’s
past experiences and what he thinks about the present situation. These types of
thoughts have been presented in the story as a flashback or analepsis on the

reason of Prudence’s past events about her life span.
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This technique shows how the character’s ideas move, how a character thinks
within about certain issues which occupy his mind. Therefore the method of this
character representation is good in that it evokes empathy in the listeners to feel
sorry for Kwazi who is in the state of confusion and whose marriage matters are
up so high and somehow difficult to be solved. Such thoughts force the
character (Kwazi) to utter words unconsciously as he is in a state of disquiet and
the listeners will be eager to know the root of his real problems. According to
Kwazi’s venture there are few or no explanations that can be carried out due to

the seriousness of their nature.

Dialogue

A play is more than 2000 years ago; a picture was fundamentally what of
human life revealed in successive changes of events and told in dialogue and
action for the entertainment and instruction of an audience. Maxwell-Mahon,
(1988:29) puts together the elements of Aristotle’s tragedy to indicate what a

tragic hero should be:

. a person neither eminently virtuous or just, nor yet
involved in misfortune by deliberate vice or villainy but by
some error of human frailty, and this person should be
someone of high fame and flourishing prosperity.

In response to Maxwell — Mahon regarding the status of a tragic hero Brereton,
(1968:20) agrees that the hero must be of such stature as to “evoke admiration,
respect and sympathy”. Jafta, (1996:107) mentions that in the medieval period,
the rank of personages was very important in its politics as the fall of such
eminent personages affected the lives of all the community. Characterization is
supposed to be consistent with the tragic vision of a particular society at given

time.
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The researcher looks at the intention of the writer which is discernible from the
work as a whole and also in its context. Our duty as interpreters of the texts is to
interpret what we are given in its social context. The characterization in this
study focuses on the tragic aspects of characters and their implications thereon
though Draper; (1980:22) regards a tragic hero as a representative of certain

qualities in human nature. On these bases he must:

... possess extraordinary issue of charisma, courage and, more
importantly, nobility of spirit and capacity to learn through
suffering and thereby achieve self - knowledge.

The study is not going to single out the functions of individual characters but
their role in enhancing the conflict or tragedy to its highest position. We take
Janko’s, (1987:150) overview of what characterization can be expected to be

like and what it should achieve at the end.

) The characters must be good. Anybody can make good decision whether

it is a woman or a slave.

i) The character should be appropriate. He must suit his role. He maintains

that character to be manly.

iii)  The character should be consistent. If the model for representation is
somebody inconsistent and such a character is intended even so it should
be consistently inconsistent. He advocates coherence in the whole work.
Characterization must always be seen in relation to the intention of the

writer.

All critics maintain that literature, including plays, is made up of spoken words
and are unanimously agreed that dialogue is a very important component of the
play. Writing a great dialogue which is spoken words between two or more
characters is an art form. A work of art has never been an easy undertaking to

perform. Therefore, this means by implication elucidates that the writing of
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dialogue is never easily accomplished. Many dramatists get stuck and are never

successful in producing works of art. Cuyckens, (1985:1) says:

Dialogue is presumably, the most complex pervasive and
specifically human form of interaction. Perhaps this is why
it has received little scholarly attention until fairly recently.
It was too pervasive and obvious a tool, used everywhere
by everyone, to be noticed as substantially problematic. It
was also too complex a phenomenon to be tackled by any
of the new ‘sciences of man’ which preferred to choose
simpler objects of investigation, so as to quick progress at
their early stages of development.

This quotation highlights the difficulties in trying the art of writing which calls
for a dramatist to possess many skills. Writing effective dialogue depends a
great deal on the writer’s control of the language, storytelling skill, sensibility
to how people really talk, and most importantly, experience with and
appreciation for reading a play. Dialogue which is the method of giving words

the characters what to say to each other gives authentic dialogue.

Such characters always create the impression that their conversation is a normal
everyday discussion between them. In so doing Ngcobo has shaped his actors in
order to speak to each other, directing their conversation to one another thus
avoided speeches intended and directed at the audience. In this sense it is a way
of giving a psychological location in which space and time and which makes
history alive. Moto, (1988:151) notes that if all playwrights could follow
Ngcobo’s style, their dramatic works would improve and should be in a position

to construct acceptable plots of a high standard.

A clear definition of dialogue is necessary in this study. Many scholars and
authors give a variety of dialogue definitions so that it is difficult for one to
choose the best. However, most scholars do give satisfactory definitions.

Though most of these definitions show some differences, they have some
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features in common. Dialogue in drama, dates back to the primitive era where
according to Szondi, (1987:7) states that:

The verbal medium for this world of the interpersonal was
the dialogue. In the renaissance, after the exclusion of
prologue, chorus, and epilogue, dialogue became, perhaps
for the first time in the history of the theatre ... the sole
constitutive element in the dramatic web.

Szondi mentions that dialogue got power and strength during the elimination of
other aspects of drama such as prologue, chorus and epilogue. Bokwe,
(1993:87) is of the opinion that drama differs from other genres with dialogue
made by chosen characters. It is dialogue between characters that determines
the nature of the play. After narration by the narrator, Ngcobo leaves the
discussion to the characters in a direct speech which makes an interesting, real
and lively dialogue as the audience easily imagines what transpires between

characters through their dialogue.

Ngcobo’s dialogue gives a certain amount of verisimilitude which makes it
seem real to the audience without the “umms” and “errs” which makes it
sound natural. This creates an impression that the conversation taking place is
normal and is an everyday conversation between people. By so doing, the
listeners hear the words that are expected from a particular speaker in a given
situation, taking into account the state of mind at a given moment. It is this very
technique that enhances the development of the theme amongst characters. In
this case dialogue does not to give the reader information only which makes the
speech sounds clunky and unnatural as characters end up telling one another

things that the readers are aware of.
Ash, (1985) maintains that there are three things a listener hears in a radio

drama; dialogue, music and sound effects (SFX). Dialogue is an integral part of

a radio play. It can be supported by music and effects but music and effects
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cannot relieve the dialogue of its central responsibility. They assist dialogue.

Ash, (1985:35) in his articulation about its importance, writes:

Radio drama is dialogue. Through dialogue we know the
characters. Dialogue may be the most important element in
a stage play: it is the sine qua non of radio play.

Here Ash gives the highlights of what radio drama is and how important
dialogue is for the introduction of characters. Satyo and Jadezweni, (2001:19)
aver that the success of the radio drama dialogue dialogue lies solely in the use
of dialogue to complement the sound effects. For events and incidents which
cannot be seen but only heard over the radio, radio drama requires language

which is bright, vivacious and incandescent.

Emslie, (1982:121) maintains that all dialogue is inherently dramatic, since
dialogue presupposes some kind of encounter between two or more persons.
Tension between dialogue and narrative as caused by the multiplicity of voices
that fiction allows and is the infinite shades of irony between them. Hudson,

(1910:203) also underlines the importance of dialogue when he writes:

It has immense value in the exhibition of passions, motives,
and feelings; of reaction of the speakers to the events in
which they are taking part; and of their influence upon one
another.

It is important to know the purpose a dialogue has within a story or a play.
Amongst other things scholars maintain that dialogue should accomplish at least
one of the following though should aim to meet them all:.

1. Moving the story forwards.
2. Giving information.
3. Contributing to characterization.
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Other scholars like George suggests that good dialogue must go further in that it

makes the following:

1. Foreshadows events which are still to come.
2. Makes the events more vivid when they do arrive.
3. Gives characters, and the relationship between them, life.

All these scholars try to draw attention to how characterisation should be treated
as Ntombela, (2009) points that characterisation is as easy an aspect as it seems
to be. It is of great importance to note that it has certain obligations, strengths
and limitations. The peculiar nature of dialogue has basic functions to fulfill. In
uMadakeni, Ngcobo, (2001, scene 34; 1-2) this is what characters say in

dialogue:

80. ZABA: Kungiphatha kabi kakhulu ukuthi uKhulu
angangitsheli into ethinta umzali wami, ngize ngiyifunde
ephepheni. Lokho kungenza ngizibone ngifana nekati nje
lalapha ekhaya; into efuyiwe, engenawo umgondo
womuntu.

(It really hurts me that Granny did not tell me about
something that concerns my parent until 1 had to read
about it in a newspaper. That makes me feel like a house
cat, something reared, which has no brain like a person).

MAVEZI: (EDABUKA) Mmm! Ngiyaxolisa
mntanomntanami. Ngokuzayo sengiyokwazisa uma
kukhona okwenzekile.

(IN SYMPATHY) Mmm, | am so sorry my grandson. Next
time 1 will inform you if there is any taking place).

ZABA: NoBaba wagula ngenggondo waze wayokwelashwa
eGoli esibhedlela sabagula ngenggondo. Kodwa uKhulu
akazange angitshele konke loko.

(Father was mentally ill- disturbed until he was taken for

treatment to a psychiatric hospital in Johannesburg. But
Granny you did not tell me any of that).
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ZABA: Angithethi, Khulu. Ngizama nje ukuzwakalisa
imizwa yami.

(I'am not scolding you Granny. | am trying to show up my
feelings).

In this dialogue, Zaba indicates to his grandmother that he is old enough to
ascertain factors that destroy good relationship amongst the family members. He
points out no member is less important than any other in the family structure.
Zaba is feeling the trauma and pains of a family that once existed and
flourished, is by now in a demolishing state; parents are separated and divorced
and his father is without the home. This dialogue shows that characters speak on
their own interacting with one another. The audience is in a position to learn
more about the personality of other characters through their speech words or

through conversation of others and about others.

Dialogue, in the main, is controlled by the function of the particular scene of
which it is a part, it advances the plot one or more stages in its progress, or shed
further illumination on the nature and motives of the major figures. Amongst
other things dialogue proves to foreshadow great or small events which are to
come. In most cases foreshadowing is coupled by suspense which heightens the
conflict especially if it is directed at the protagonist as a victim. In uMadakeni,
Jabu’s parents - in — law are not happy about the way she conducts herself in the
marriage. Signs and hints indicate that she plans something sinister behind the
scenes. At the last meeting with her estranged husband Mazwe, she issues a
doubting statement which indicates the parting of ways and this is how Ngcobo,

(2001, scene 4:1) in uMadakeni recalls:

81. JABU: Asazi noma uyobe ubuya okokuphela yini, noma
kuyobe kugale olunye futhi ushikishi. Phela umsebenzi
akusiwo owakho. Abaniniwo bangase basungule ezinye
futhi izinhlelo ebezingalindelekile, uzibone sewehla
wenyuka futhi.
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(We do not know whether you will not be coming back
permanently or may be chaos will start again. The job is no
longer yours. The owners may start / introduce other
initiatives / programmes which were never anticipated
where you find yourself moving up and down again).

This is the final speech made by Jabu to Mazwe. On return from his trip in Cape
Town, he has no longer a wife as she taken by Raymond, he had no house as it
had been sold by Jabu and according to her words ... nhoma kuyobe kugale
phansi olunye futhi ushikishi (... may - be will start afresh). The ushikishi
(chaos) refers to chaotic situation as Mazwe is mentally disturbed after all these
adventures he has fallen which amongst others involve car accident and stressful
life. Jabu keeps her words. Dramatic dialogue has two obvious ends, the telling

of the story and the disclosure of character.

The language of a play has certain basic functions:

1. It is principally through what is said by the characters that the
playwright is able to propel the action of his play;

2. The lines in a play characterize the persons who speak them; and leaving
out everything that is superfluous.

3. The kind of language employed largely determines the general tone of a
dramatic work. It depends on the character’s tone of voice and state of
mind from the spoken words themselves and the context of the story
which makes an effective dialogue. Thus, the language of a play is
effective only when it contributes to the story continuity, when it is
appropriate to the characters and when it conveys the dramatic view of
life ... that the dramatist wishes to reflect. (Shroyer and Gardemal,

(1970:17).
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Other scholars such as Kennedy, (1983:1) describes dialogue as follows:

On the face of it, ‘dialogue’ is a transparent term without
marked ambiguity or haziness, and what is more, without
marked contradiction between the popular and the critical
denotations of the word. Ordinary usage overlaps at several
points with the (all too few) useful definitions offered by
the theories of drama. | myself have been able to assess
everyday usage by noting the response of all kinds of
people to the word ‘dialogue’ over a certain period of time:
always some idea of conversation is at once understood or
implied, it tends to have further, a connotation of serious
talking: rather than a ‘chat’ ... It also seems to be
understood that ‘dialogue’ is primarily a verbal activity.
Paying attention to the choice of words, by speaker and
listener as partners, is a prime rule of this particular
‘language game’ ...

In this quotation Kennedy endeavours to emphasise the importance of choosing
precise words to create good dialogue / speech / verbal activity between the
characters / actors. The reader is able to make conclusions on the pieces of
literature when the story has been read. Kennedy, (1983:2) supports this view

when he says:

The word ‘dialogue’ itself carries with it a fuller
etymological connotation than is generally recognized;
even those who have a sound enough grasp of the concept
‘dialogue’ seem to think that the word must mean two (di)
people talking. However felicitous such a restricted
meaning would, in one respect, be for a study concentrating
on the dialogue, we need to recall the very much richer
network of ideas behind dialogos (from dialegomai = to
converse, a compound of dia= through, and logos).

In this quotation Kennedy further makes another attempt at stresssing the
etymological connotations that dialogue tries to unfold as compared to generally
thought conclusions. He further notes that dialogue has deeper meanings and
generally assumptions can be made to mislead shallow thinkers and that

dialogue does not only engage two characters.
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Kennedy, (1983:19):

Most interactive dialogue embodies a transference of
values, which amounts to a transformation of the
speakers. Those who have exchanged values are no longer
the same persons as those who entered into that dialogue.

In the final analysis Kennedy draws conclusions as to what role dialogue plays
in the lives of readers. He talks about transformation of readers after reading the
passages where characters have shared their ideas in that readers get lessons
from. In Isela, Ngcobo, (1993, scene 5:7) has tried to engage his characters into
dialogue of high quality as will be seen in the following excerpts. He writes
thus:

82. MAC: (UKHULUMA YEDWA) ... Kungase kube
kukhona ukungathembeki okwenziwe nguDudu noma
uClara? Uma kutholakala ukuthi banaso bobabili
ngiyokwazi ngani ukuthi yimuphi owenza ukuganga
phakathi kwabo? Nansi —ke ingozi yokungagxili kumuntu
oyedwa kuphela. Kungase kube banaso bobabili? Uma
benaso bobali kuzokusho ukuthi nezingane zabo zinaso.
Kungase kube abantu abayisihlanu bazophathwa yisifo
esisodwa kanye kanye? Madoda, yinto ezomiswa kanjani
lena? Ayophela nini amasonto amabili ngidliwa vyile
micabango? Kuzodingeka ukuthi ngisheshe ngiphindele
kuMthiyane anginike amapheshana achaza kanzulu ngalesi
sifo.

MAC: (TALKING ALONE) ... Could it be that this is
unfaithfulness that has been caused by Dudu or Clara? If it
is found that both of them have a hand how will 1 know as
to which one who did the mischief amongst themselves?
Here is the problem for not sticking to one partner only. If
both of them have this disease it means their children have
the disease. Is possible that five people are affected by the
disease simultaneously? Men, how can this be? When will
the two weeks end being under such thoughts? It will be
needed that | hurry up to Mthiyane so that he gives me
more leaflets that explain deeper about this disease).
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In this excerpt we find Mac being concerned about the HIV status of his lovers,
Dudu and Clara. He is very worried about their highest standard of being true
lovers and he suspects that if it is found that they are unfaithful how will he
know as to who did it first. His main worry extends to their children as well who
might also have been infected with the virus. At the end of the monologue Mac
has decided to acquire literature on HIV in order to gain more knowledge

regarding the pandemic.

As previously mentioned, dialogue moves the story forward. The inclusion of
Mrs Bella Hlatshwayo, who is described as a wife with fierce temper, a tigress,
in the matters affecting her husband in Impesheni Yesiphalaphala, moves and
reactivates the play through powerful dialogue at a time when the play becomes
static. After her husband has reported the matter in the cunning / tactic way he
applied Bella vows to take the matter further. Joes fears his wife as he regards
her as a ferocious beast, as a result of her violent temper refuses that she should
intervene in this matter. His wife maintains she is aware of all the dirty tricks

that women are engaged in when they want to gain something from men.

She states that even if Ruby’s child belongs to her husband, Joseph (Joe) Ruby
cannot demand an amount of R 300.00 a month for eighteenth years they are
simple business people. She phones Ruby and the exchange of words over the
phone is shocking as it is full of threats and disrespect. Ruby yells and Bella
yells and threatens to take the matter to services. She tells Goba, the lawyer to
stop the exploitation as practised by Ruby. Ngcobo, the playwright to activate
Joe’s mind which is somehow puzzled as has no other plan but to pay the
maintenance of his child and such a move gives the play a new direction,
development and trend. Bella maintains that Ruby is on a campaign to collect
money using dirty tricks which must be stopped. Ngcobo, (1988, scene 16:4)

records their dialogue thus:
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83. BELLA: Uhlale ukwenza kukulungela, ufike
ekugcineni namhlanje. Usufike kwabangangawe
namhlanje. Wawuhleli ungashadi nje ngoba ucabanga
ukuthi uzothatha lena yami. Ucabanga ukuthi uzoyithola
ngokuyizalela ingane. Ushaye phansi kwathunga uthuli,
ngeke uze uyithole. Nijwayele ukuthatha amadoda abantu.

BELLA: (You always do it successfully; you have reached
the end today. You have met people who are like you
today. You did not marry because you think you will take
mine. You think you will get him by begetting the child.
You will fail dismally, you will never get him. You are
accustomed in taking other wives’ husbands.

RUBY : Awezilwane kawathatheki, yingakho sithatha
lawa enu. Man share and share alike. Ungacabangi ukuthi
uzokuba nendoda wedwa.

RUBY: (It is difficult to take animals’ husband, which is
why we take yours. Man shall share and share alike. Do not
think that you will have a man alone.

The excerpt shows the highest peak of tension between Bella and Ruby. Bella
emphatically states ushaye phansi kwathungga uthuli (you kick up a dust) that
Ruby is not going to get any money from her husband to support the illegitimate
child. Such talk does occur when things are not normal but the harshness of the
language is an indication of the degree to which the situation has deteriorated.
Bella is trying to protect her husband from being exploited by Ruby. She
mentions that prostitutes easily entrap their lovers by giving birth to their
children and this is highly detested to Bella. Goba, the attorney confirms that
Bella is going to be a great help in the case as she offers to get the tangible

proof and evident about Ruby’s other lovers.
Mood
A word mood comes from an Old English word ‘mod’ that meant “heart, spirit

and courage.” It can be described as a psychological state / disposition

imaginary feel of the mind in which emotion or set of emotions has ascendency.
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In the literary work, Holman, (1980:1420) maintains mood as an emotional —
intellectual attitude which the author takes toward the subject or theme. It refers
to the work’s predominating atmosphere or tone. It meant every major work of
literature has a prevailing mood but many shift in to achieve counterpoint, to

provide comic relief or to reflect changing circumstances in plot.

Mood is created by music which is known as mood music; for example,
instrumental music that depicts the relevant mood as it shows the characters’
happiness, sorrowfulness, being angry, furious and being sarcastic. In lullaby it
starts from being active to non-active. In this sense it makes it easier to
distinguish between subject matter and mood. This study therefore is undertaken
to access how Ngcobo views the subject to differentiate moods. The mood as an
expression of the author’s attitude becomes a control over the techniques of

literary expression.

Mood in radio plays gives the real colour as it goes together with sound effects
and in that it must be correctly introduced otherwise it may disturb the real tone
of the radio drama. It is versatile in its own nature which means it cannot be
static but must change to depict various moods. Mood is manifest in protagonist
characters when it shows their psychological state / disposition of the mind’s
memories, encapsulating of their experiences especially amongst the protagonist

type of characters.

In characterisation it becomes clear when it depicts the way it relates to the
function it fulfills. Frow, (1986:231) assumes that the character’s simple or
complex integration in classes is observed amongst the character - types or
types or actants. He states as an actant the character relates to other actants
within the well-defined types of sequences and figures; for example, quest or
contract and its relation to a series of modalities which shows the wanting and
knowing of the characters. Mood is also prevalent in music which enhanced in

that mood as the listeners experience the sorrowfulness and happy music. Mood
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is also important in the production of the radio play and happy music. This issue
depends mainly on the producer who must be good and versatile in his work. If

the producer is flat therefore the drama will be flat as well.

Place

Place refers to the physical place in which the events takes place. De Fossard,
(1996) maintains that establishing the place where a radio drama occurs is more
important than establishing time. Drama location becomes important for an
audience to visualize clearly the surroundings in which the characters live and
work. There are always sound reasons for choosing the right and suitable place
where the play occurs and acted. There are three types of places that can be used

in literary works, namely; urban, rural and fictional place.

It becomes upon the prerogative of the dramatist to choose and use the place
that he knows very well for the purposes of plausibility to its audience / readers.
In the case of uMadakeni, the play takes place in the township of KwaDabeka,
a place which is familiar both to the audience and the dramatist especially of
Durban and surroundings. In this instance, the message is presented in a natural
manner as characters are recognizable and people in the area are familiar even

with minor places surrounding KwaDabeka like Chesterville and Clermont.

As Ngcobo has chosen KwaDabeka it comes up as a result that he knows this
place as the palm of his hand and for him it does not taking time to make any
research about it for the writing of uMadakeni. This has made him writes
clearly about the place KwaDabeka and the way the urban people lead their

lives in terms of culture, norms and customs.
Such a place makes it easier for Mazwe when he reconnects with KwaDabeka

when he returns from Johannesburg Hospital. He is eager to pay a visit to places

like; eMngeni, eNdunduma, eMvuzane and eFanin to revive old memories of
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the well known places. The chosen location further makes it more comfortable
for listeners by sticking to one venue rather than being moved from one place to
another. The theme relates easily to the place, time and its environment. For the
purposes of each standard plot, listeners easily recognize where a scene is taking
place when it has an established standard setting for story to be more coherent

and believable to the audience.

In uMadakeni, it is easy to recognize township sounds like taxi hooters,
people’s voices calling loudly on the roads (UKUMEMEZA KAKHULU /
SHOUTING LOUDLY) especially during the peak hours in the morning and in
the afternoon which are typical of township style and life. Ngcobo has used
township sounds more regularly in order to avoid the interruption of the narrator
who can interrupt the dialogue by actors / characters as his narrator is always at
the beginning and at the end of the scenes. At the beginning of the scene

Ngcobo always includes location sounds which he describes as:

84. SFX: IMISINJWANA YASELOKISHINI IYEHLA IYENYUKA
(TOWNSHIP SOUNDS MOVING DOWN AND UP).

Sometimes he refers specifically to the traffic sounds as they are easily

discernible exemplify the township:

85. SFX: IMISINDO YEZIMOTO EMINCANE NEMIKHULU IYEHLA
IYENYUKA IYAPHUMA
(TOWNSHIP SOUNDS WITH LIGHT OR HEAVY TRAFFIC MOVING
UP AND DOWN UP AND OUT).

When Mazwe goes to the park place is depicted by suitable sounds to the

listeners for them to follow the play easily. To ascertain that he is at the park

such:
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86. SFX: IMISINDO YASEPAKI ENEMISINDO YAMAGAGASI
OLWANDLE IYENYUKA IYAPHUMA

(PARK NOISES AND SEA WAVES FADE UP AND OUT) is used. This

makes it easier for the listeners to visualize the place/ location.

On the other hand Raymond and Jabu decide whilst they are at the sea
pondering about their new plans amongst others; re-marriage, beautiful home
and also bearing children. The sea is a suitable place to wander and ponder upon
new dreams of life whilst appreciating the creation of the Creator and the

universe.

Besides Umadakeni which has been highlighted in the previous pages, most of
other Ngcobo’s radio plays take place in the urban areas except lwashi Legolide
and Isela which include both urban and rural environments. A play like
Impesheni Yesiphalaphala is based in two the cities of Durban and

Pietermaritzburg these settings the sophisticated life surrounded by wealth.

Inkanankana’s events are also based in the urban area. A reason may be that
the playwright, Ngcobo grew up in such areas and he came to know them well
during his youth. His experiences are manifest in the milieus he constructs.
Even the people who have been chosen by the protagonist (Ruby) are wealthy
men as she needs rich men. Other dramatists prefer to create fictional places
based on from their imaginary worlds. These places are presented in a way that

portrays the real world as it is achieved through the use of social circumstances.

Zulu, (1987:354) has the following to say:

Abanye ababhali bavele bazisungulele eyabo indawo esuka
emakhanda abo. Kwesinye isikhathi lokhu kuyamsiza
umbhali ngoba wenza umathanda khona endaweni
azisungulele yona. Angabheka izintaba nemifula lapho
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ethanda khona angaphikiswa muntu. Nokho | indawo
ayisungulile  kufanele  ivumelane  nesimo  sayo
esiyejwayelekile uma indawo ayisungulile
ingeyasemaphandleni, noma eyasedolobheni, kufanele
ivumelane nesimo esijwayelekile kuleyo naleyo ndawo.

(Other writers tend to create their own by using their
imaginary places. Sometimes this helps the writer because
he can do what he feels like doing in his own created place.
He can place the Mountains and Rivers wherever he wants
and no one is going to bother him or her. But his created
place should relate to its normal social circumstances. If he
or she chooses the urban or rural area, it should relate to the
normal circumstances of that area).

For the above guotation Zulu mentions that fictional areas are advantageous for
the author because he uses whatever he wants to. No one can argue and say he is
wrong, as long as the theme matches the characters and place they are in. In an
interview with Ngcobo, he mentions that KwaDabeka is an extension of
Clermont which is an up - market development, with beautiful houses for people
of class. He grew up at Clermont, attending the Clermont Catholic School for
his primary education which was later closed down and places remains St

Clement Mission.

This is no doubt why Ngcobo has chosen the area he knows so well. Another
interesting reason for his choosing this environment is historical one. He states
that KwaDabeka was named after his great grandfather, Dabeka (the son of
Dube). Dube kaSilwane Ngcobo was a great friend of King Shaka (The
monarch and the builder of the Zulu nation) who helped defeat the invincible
iNkosi Zwide kaLanga Ndwandwe of the Ndwandwe tribe. Therefore, the
Ngcobo people became famous and popular during Shaka’s era which entails
that the place was chosen amongst other reasons to be made popular, yes it is

popular.
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This history is reflected in the praise — poems of Dube with lines which read as

follows:

Induku egawulwe uShaka uMntakaSenzangakhona
Wagadla ngayo ngapha, wagadla ngapha
Waze wayogadla nakuZwide kaLanga.

(A fighting stick that was chopped down by Shaka the son
of Senzangakhona, He strikes with it this way, and strikes
with it that way, until he struck down to Zwide of Langa).

This quotation highlights that King Shaka headhunted Dube for fighting
purposes as he striked with him in different places where King Shaka was
engaged in his wars which were aimed at building and finding a powerful nation
lof the Zulu people. This Dube is the chronological father of John Langalibalele
Dube (the first ANC President in 1912). Dube Ngcobo sent his son, James to
America for the pursuit of his studies and the Americans were unable to
pronounce ‘Ngcobo’ but instead resorted to calling him Dube (the first name)
hence the introduction of the surname of Dube. John Langalibalele was also not
under the impression to change the surname to Ngcobo and retained Dube for
various reasons but they recognize themselves as Ngcobo. An assumption can
be made that Dube did change the surname back to Ngcobo as he was known as
dube overseas and it was more convenient to maintain it as it included his
pursuit of academic work and profession on evangelism. Even in their clan
praises they are Dube — Fuze — Mashiyamahle because they do not follow the

lineage Dube — Mbuyazi etecetera.

In Iwashi Legolide, Ngcobo is explicit in his efforts to popularize his birth
place. Mpiyakhe relates the history of Dabeka when he tells Zoro, the police spy
that most institutions have been named after his ancestors. He cites Umzinyathi
Higher Primary as named about the where Ngcobo tribe lives, Clermont which
is an up - market extension of KwaDabeka which decent house have been built

for those who can afford financially. The township and the KwaDabeka were of
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course named after Dabeka, the great grandfather of Ngcobo. In the discussion

between Mpiyakhe and Zoro, Ngcobo, (1989, scene 26:5) relates thus:

87. MPIYAKHE: Yebo, kodwa kokubili kuganjwe
ngomuntu oyedwa uDabeka kaDube kaSilwane. UDabeka
phela uzala uMghawe iNkosi yeSizwe samaQadi
eseyakhothama. Ngapha esandleni sokudla sishiya
uMghawe High School.

(Yes, both institutions are named after the man, Dabeka, of
Dube of Silwane. Dabeka gave birth to Mghawe the iNKkosi
of the Qadi tribe who passed away. On the right hand side
both we leave behind Mghawe High School).

ZORO: Habe, yiwo uMghawe lona okuthi phatha phatha
uzwe kuthiwa usuphinde wahlabana futhi ngesifundo
seSayensi; uzwe kuthiwa kukhona umfundi wakhona osegile
izimanga kwezeSayensi, usewelela phesheya kwezilwandle.

ZORO: (Oh, this is Mghawe which is often spoken about

hear people say it has achieved again in Science studies,

you hear people say its learner has achieved tremendously

in Science and has gone overseas).
This excerpt is part of a digression in the play but the dramatist intends to
highlight the success of these institutions through his ancestors. In his nature of
being the historian, he popularizes and enhances the fame in the works and

success of his forebears.

Music

Music is an element of the drama which adds atmosphere or creates a mood; a
convention developed to indicate a scene or time lapse. It has essential elements
such as rhythm, melody, harmony and tone colour. The rhythm and tempo of
music gives an underlying foundation to dialogue. Music is enhanced by stereo.
Stereo can be useful for providing breadth and perspective like crowd, battle,
traffic and sea effects. It is important to mention that music is invaluable in

evoking resonance, emotional and dramatic development in the scenes in drama.
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There are three types of music cues which are used to help characters and actors
know how a cue functions in the play. These cues are: bridge which is the music
that is played between and separates scenes with no dialogue over it, the bed
which is the music that plays under dialogue, either as a brief introduction
before fading in and out entirety of speech for dramatic use and the sting which
is the music that arises suddenly to emphasize a line of dialogue. The musical
bridge depicts the mood of the previous scene or the scene to follow but in most
cases it is the scene that follows. The sting in comparison to the bridge is the
shortest bridge which gives no time that elapses but is dramatic in nature and
happens simultaneously. Pause is another technique that is used to indicate the
immediate stopping and joining in without disturbance. Whilst still on music the
playwright / dramatist uses the cliffhanger which leaves the listeners in suspense
and all these technicalities happen simultaneously and quickly in the radio play.

Madondo, (2005/6:8) stresses the importance of music in the play when he says:

Owomsakazo umdlalo uncika kakhulu emsindweni.
Okwenzekayo kweyeme emsindweni owenziwa abadlali
kanye nomsindo ohlelwe ngumdidiyeli ofaka izinto
ezinjengokuduma kwemoto, ukuvaleka kwesivalo, izinyoni,
izinkomo nemfuyo yonke neminye imisindo. Kuba namabika
angumculo owandulela futhi ulandele umdlalo. Kuba
khona nomculo ode ungena phakathi nomdlalo. Lo mculo
uye uhambisane nesehlakalo osandulelayo. Uma
kuzokwenzeka into embi nawo uba nokudlikizela wethuse.

(The radio play is based so much on the sound. What
happens dependson on sounds that are made by characters
and the sound that is done by the presenter which include
moving cars, banging doors, birds, cattle and livestock as a
whole? There are signature tunes which are in the form of
music that introduce and are followed by music. There is
also music that occurs within the scenes. This music goes
together with an event that it introduces.If something evil is
about to happen the music used could be eerie or
frightening).
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Madondo’s quotation is still another attempt at emphasising the value of music
in radio plays as an indispensable device for a play’s enhancement. Dramatists
emphasize the importance of music in the radio plays and Crews; (1934:127)

says this about music:

Music is certainly one of the most flexible of all sources of
sound and has the additional artistic value of giving an
audience the effect of sound without giving them ....

In this quotation Crews highlights its flexibility and also being an ingredient to
the addition of artistic value. Besides Crew’s sources, music adds other
functional value to the play by suggesting character, setting, time, date and
mood. Other scholars maintain that it can create a sense of unity across the play
and interacts with human speech. Sieveking, (1944:66) is in agreement with

Crews when he comments thus:

Using music as sound effect is probably merely a more
artistic way to the same end, creating the mood of the
sound and causing a subliminal effect, which has a stronger
effect on the audience than an ordinary realistic sound
effect.

Whilst Sieveking stresses the importance of music but he warns that most music
is dramatic underscoring, mood music that the characters are not supposed to be
aware of. To confirm Sieveking’s comment, there is a special problem about
music and singing. The use of lyrics always presents problems with dialogue. It
is very difficult to have underscoring music with lyrics under dialogue. The
research finds out, Ngcobo has used the sound effects sparingly to heed the
warning issued by Cruywagen, (1993) who maintains that the radio drama
becomes a radio spectacle when there are too many sound effects. There are

many acoustics that Ngcobo has used as follows:

88. SFX: MUSICAL BRIDGE WITH A TOUCH OF SORROW ...
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This is an indication that music is used in various instances in the radio plays
either for joyful or sorrowful purposes. In funeral services, sorrowful music is
used and on happy occasions music is used to suit the situation. This concludes
by showing the dominant music in Ngcobo’s radio plays which is mainly for
sadness, suspense and joy. Of the three, music for a happy mood is very
minimal as compared with the two which is a result of tension and conflict in
the plays. Thomas in Umadakeni whilst they are in his garage has been longing
to hear what circumstances led Mazwe to be ashamed of problems. Mazwe
starts relating what befell him after music which according to the narrator
(playwright) is indicative of a great occurrence still to come and painful news. It

means music can be a harbinger of painful occurrences still to come.

Sound effects

Sound effects, in the radio drama scripts are said to be the second most
important technical tool that the dramatist should understand and know how to
use it properly. A blind person where sound effects are seen to be effective and
to realize their effectiveness coupled with the role they play. A blind person is
able to relate the facts because his attention is undivided and not disturbed by
outside factors.

Stanton and Banham, (1996:5) assert that sound effects are used more in the
theatre for a variety of reasons to establish (a) locale (b) time of year c) day or
night (d) weather conditions. They serve other purposes such as to evoke
atmosphere, to link scenes and introduce scenes to the listeners which means
before and where the action takes place, to provide an emotional stimulus and to
reproduce physical happenings: cars arriving, babies crying, clocks striking.
This variety can be achieved by altering the lengths of sequence, number of
people speaking, pace of dialogue, volume of sound, background acoustics and

location of the action. O’Donnell et al., (1986:251) define sound effects as:
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. any sound other than music or speech that is used to
create an image, evoke an emotion, compress time, clarify
or reinforce a message.

The quotation which is cited above still emphasises on the nature and role that
sound effects play in the radio drama. In radio drama as Turvey, (2003: 3)
makes an assertion that one way of capturing the imagination of the listener
with very fine strokes of sound can be achieved with a subtle use of effects. On
that score, the producer must be well - versed in controlling the technical side in
order to ensure that sound effects are well - balanced and to the best background
which is necessary to be heard by listeners for the best production and sound

radio drama.

Therefore, this enables the sound effects to maintain the mood of the radio
drama. A variety of sound is essential for holding the listeners’ attention and
engaging their imagination. She further maintains that silence in radio can be as
dramatic as the spoken work or a devastating sound effect. Satyo and
Jadwezweni, (2001:176) stipulate that they bring so rich a contribution to the
money fold of radio drama that the double art becomes a new art altogether of
African aesthetic. In any radio play sound effects are commonly abbreviated as
‘SFX’ or ‘SX’. Tshamano, (1993:47) differentiates between noise and sound
effects as follows:

Sound effects differ from noise in that they are intentional

and used with a communicative purpose in mind, whereas

noise may be defined as unwanted sound.
This quotation suggests that sound effects are intentionally used in the radio
dramas with the purpose of creating certain effects which are of communicative
value to the listerners. In the radio drama, action is suggested by means of
sound effects. At this juncture it is paramount to cite the different types of sound
effects that are used. The best production is obtained where we have the pre-

recorded sound effects (SF). The volume is raised and decreased as the intensity
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is usually controlled by the producer. The second group involves the sound
effects that take place on the spot (spot effects) which happen during the actual
scene as they are not pre-recorded. These can be created by the sound made by
someone during the recording. Many other sounds that can be heard taking
place on the spot. The third group consists of faked sound effects. These sound
effects cannot be done and recorded but the producer has to fake it in such that

it is next to or close to reality.

The producer does this by taking the tape from the reel to reel tape which is
shaken during the recording. It is important that the listeners are able to hear it
properly, in other words, the producer and the technical engineer must be well
trained and has an access to it so that they produce the quality of it. If this is
properly administered, sounds like fire, grass (burning) and times of the year
(seasons) where the bird singing and the frog sound can be heard. They go hand
in hand with acoustic sounds (ambiance) which are able to indicate to the
listener the exact time of the day as in hall and jail acoustics.

It is of great need for the playwright, the producer and the technical team to
stick to the original times because they give the real illusion of the mind and
new technology does not feature. There are other kinds of sound effects that
take place outside the studio / theatre which are known as dead room / studio as
they have many forms and the sound here does not bounce back. Such sound
effects (SFX) are commonly known as exterior (dead room / outside recording)
and interior (inside the room). The echo in this regard becomes manifest as its
reverberation (low and high) works especially when someone is dead (evil

spirit).

Brooke, (1995:109) states that sound effects amongst other things are used to
establish a drama’s different environmental settings and furthermore this is done
to illustrate actions, movements time changes for the necessary mood of the

radio drama.
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Fourie et al., (1989:60) draws six sources from where sound effects may

emanate. They are categorized as follows:

SIGNIFIER | «— | SIGN «—> SIGNIFIED
Individual human being «— Coughlng, snoring,
Shouting loudly
Human beings as a Crowd at sports stadia,
group Audience laughing or
applauding, regiments
shouting slogans
Nature
> thunderstorm, rain,
surf crashing against
rock.
Animals sheep, birds, cows,
—> .
cock crowing.
Man-made objects «— a clock ticking, a door

slamming, an engine
running, a car crashing.

echo effects, the
‘boink’ sound of a
harp, siren of an
ambulance.

Special effects

This illustration determines which signifier is signified and the interpretation
thereof. They are codes which act to prompt the audience into participative
creativity. Their presence or absence creates a certain mood of reality or

absurdity. These sound effects in a way work against the pre-recorded sounds
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such as rain, sounds in the shebeen party or traffic sounds. These are opposed to
what McLeish, (1988:20) calls intermittent sounds which are ‘incidental
furniture or props’ as they are applied in the studio by actors. Cruywagen,
(1992:10) warns that they need to be used sparingly, lest it becomes a radio
spectacle, emphasizing the effect of sound, rather than the dramatic quality of

sound — and — speech.

Cruywagen, (1993) gives another warning in that a script that could have been
published during the Biblical times or pre-historic setting, relevant
precautionary measures are taken with regard to sound effects and music with
verbal cues. He says the playwright should be aware of anachronisms,
especially when dealing with the past. He cites the incidents like War 1 or 11
where his characters refer to issues that happen nowadays. What is important for
a script is to be convincing and properly arranged and planned which means

they must bring life to the listeners.

Sound effects in the radio drama are of significant importance in that they are
the vehicle means which leads the audience to visualize a scene. They are the
most important element in well structured radio plays. Radio drama works
within the medium of sound only and all information is transmitted by the
human voice alone, supported by sound effects and music. Using music as a
sound effect is probably a more artistic way to the same end, creating the mood
of the sound and causing a subliminal. Moeketsi, (1990:25) emphasises of this
point when she explains that an individual, when listening, translates the sound

patterns he hears into his own particular mental language.

Sound effects are not mere incidental aids in establishing the conventions of
radio drama as they may achieve more than words in certain cases which can
strengthen, support or even replace words. They are categorized into two
groups, being the recorded and the live or manual sounds. Any sound effects

may be found on records depending on the situation whereas live or manual
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sounds would include sounds such as the opening and closing of a door. Live or
manual sounds also involve those sounds that emanate from natural sources

such as walking feet of a character.

Makosana, (1991:96) speaks of self-identifying sound effects where the former
refers to sounds that immediately create pictures such as telephone, chirping of
birds and many others. The latter is the more difficult one which requires the
listener to identify it. In this category mention of the event or incident needs the
gun sound the like “gunfire” in order to attract and stimulate the listener’s

imagination.

Playwrights use the sound effects with the aim of performing special functions
which are used to enhance and convey a clear message to the audience.
Makosana, (1991:97) mentions their incorporation into drama as a way of
establishing mood and creating atmosphere in a situation. They are further seen
as signifying other functions such as the entrance and exist of characters in the

Scene.

In this case the most noticeable evidence is the sound of footsteps fading in and
out. They are also used to indicate stimulus and emotions of the listeners, for
example; the sound of a breaking window or mention of gunfire alerts the
listener to the possibility the imminent violence. Another way of telling the
listeners about a place is through the establishment of the locale. The ringing of
a school bell indicates the school as the setting and a church bell signals the
beginning of a church service or marks the day as Sunday. Barnouw, (1949:44)

highlights the function of sound effects as follows:

Thus properly handled, sound effects, whether used for plot
action or to suggest a locality by its characteristic activity,
are of value in steeping the scene in a sense of reality.
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In the quotation above, Barnouw stresses the valuable point that the radio drama
cannot be of a good standard without sound effects that bring variety in the play.
What is remarkable about sound effects is that they are mainly utilized to
establish mostly the locale which is an invaluable device to radio drama.
Tshamano, (1993:56) maintains that sound serves as a transition between
changes and time. If the sound effects are correctly used the playwright is able
to take the listeners wherever he wants them to go in his imaginary world. This
can be realised if sound effects are carefully chosen they are artistically turn
dialogue of the radio drama into a lively and thrilling story. Ngcobo’s sound
effects in Isela, are based in two different places namely; urban both township
and city and in the countryside. He directs his listeners through the sound
effects. More often than not, his sound effects are indicated (SFX) record as

follows:

89. SFX: INTERIOR ACOUSTIC ... TOWNSHIP NOISES
UP AND UNDER, or CITY TRAFFIC UP AND UNDER ...
CAR DOOR OPENS AND CLOSES ... CAR TAKES OFF
... CAR ACOUSTIC.

These may be many people in the morning and in the afternoon rushing to work
and sound of cars especially taxis hooting for commuters. In jail the acoustics
are characterized by the clank of big keys which forcefully open metal doors

which also bang abnormally:

90. SFX: JAIL ACOUSTIC ... JAIL DOOR OPENS AND
CLOSES AND LOCKED ... FOOTSTEPS ON CEMENT
OR GRAVEL FLOOR +/- 5 SECONDS ... ORDINARY
DOOR OPENS AND CLOSES ... INTERIOR ACOUSTIC

This was when Mthiyane paid Sipho, the rapist, a visit in jail to conduct
counseling and also for blood testing which was supposed to be conducted.
Ngcobo takes his listeners to the rural areas with rural sounds that are typical of

the countryside.
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91. SFX: DROPPING OF THE PHONE SORROWFUL
MUSICAL BRIDGE RURAL SOUNDS ... FADE TO
CHURCH ACOUSTIC.

SFX: (KUZWAKALA EHAMBA ESIKHOTHENI KUKHALA
NAMAHLAMVU)

(THE NOISE OF LONG GRASS AND BRANCHES IS HEARD)
SFX: (KUKHONKOTHA INJA)
(THE DOG BARKS)

SFX: RURAL SOUNDS ... CHICKENS AND HENS ... POULTRY ...
UP AND UNDER. EXTERIOR ACOUSTIC.

The above SFX description relates to the occasion when the rapist Sipho is visited
by Mthiyane in jail to conduct counseling and blood tests. These sound effects are
used during the funeral service of Thokozile Ngqulunga. These steps happened

almost simultaneously and in their chronological order.

Even in schools where HIV / AIDS counselors used to visit, sound effects indicate

that they are now at school which is heard by its acoustic:

92. SFX: SCHOOL BELL RINGS AT A DISTANCE ...
CHILDREN'’S NOISES UP AND FADE AWAY ...

The school bell differs in tone from other bells.

Finally, sound effects are more than mere sounds added for effect. They are
invaluable dramatic elements without which the radio drama could not be
effective. The inclusion of sound effects makes a rich contribution to the
manifold radio plays making this a new art altogether. It is noted that they
artistically turn dialogue which is the engine of the radio play, into a lively,
thrilling encounter and add humour to a story. Having explored sound effects in

Ngcobo’s plays, it is evident that he understands the rules that affect the

244



5.12

creation and art of this theatre of the imagination. Here a reference is to a radio
drama. He has managed to handle sound effects and music successfully to the

rural areas to achieve various effects.

Sound effectiveness

As sound is appealing to the ear, so sound effects bring certain outcomes to the
story line or enhance the message either positive or negative. In this regard
sound effectiveness adds more value to the story in that it brings an emphasis to

the main aim of the story / message. Barnouw, (1949:30) maintains that:

“The radio script is like a trio for three singers: 1) sound
effects 2) music 3) speech. At any time, any of these can
carry a solo passage, or they may be used in any
combination”.

This quotation states what must be contained in each script that is meant for a
radio play’s production. He mentions that the script contains three inseparable
important parts which are sounds effects, music and speech / dialogue. It means
such a script is incomplete with the omission of any of these items. A script that
could have been published during the Biblical times or pre-historic setting is
relevant precautionary measures are taken with regard to sound effects and
music with verbal cues. Sound effects are used in such a manner that auditive
aspects enhance the impact of the perfomance. The listener is often deeply
influenced by the atmosphere created by this device.

Maphumulo, (2001:25) states that the listener of the radio play is limited to the
auditive information given in scripts and will have to visualize this information
in his imagination. Cruywagen, (1993:41) warns that the playwright should
beware of anachronisms, especially when dealing with past. He cites the
incidents like War | or Il but his characters refer to issues that happen

nowadays. It is important for a script to be convincing and properly arranged
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and planned. Radio drama, unlike a film or television scripts which make
serious considerations when a script has to be published, radio drama poses no
problem on time limit which is considered for the script to be presented. A
PAUSE in Ngcobo’s plays has been mainly used to break the talking for various

reasons being; thinking, crying and interference.

Conclusion

Great writers like Ngcobo handle dialogue with dexterity and taste using neither
too much nor too little who make events more vivid when they do arrive. Indeed
its language, which it shares with the listener, is really a kind of mediating
system of ‘sound-sign’ which both parties agree will conventionally represent
particular kinds of experience. Since Ngcobo’s language is not a sophisticated
parole by which his characters can convey meaning but rather a simple language

which reveals its own limits.

Characters state what they see, remaining ignorance, rather than imposing
meaning by stating what they think they should see. On the issue of sound
effects the study highlights that sound effects are used in the radio drama for
various reasons primarily: to character referring to a specific sound effect, to
add generally to the credibility / reality of the play, for greater clarity /
comprehension and for effect / atmosphere. As this concludes this chapter the
next chapter will be Chapter 6 which deals with Meaning and Interpretation of

Ngcobo’s sociological radio plays.
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6.1

CHAPTER 6
MEANING AND INTERPRETATION OF THE RADIO PLAYS
Introductory remarks

Meaning is inherent and determinant in the text therefore all other
considerations are irrelevant. This chapter aims to give meaning and
interpretation to the radio plays as presented by Ngcobo, the playwright. Theme
is another important element of the literary work. It is an author-centred term
with an idea that readers can read theme out of a work and recognize it in many
different works. In this regard theme enables readers to connect the text with
their experiences of the world. In relation to this, theme is never an exception to
this kind of work. Sirayi, (2002:250) points out that some African playwrights
borrow their things from the oral genres such as oral history, epic, myth and
many others integrating these with European drama traditions such as an

envelope of auditorium, stage, scenery, lights and actor.

The term ‘theme’ originally meant the subject around which the orator proposed
to construct a speech whilst Tacitus speaks of themes as equivalent to ‘topoi’
and Quintilian discusses theme under the rubric of ‘invention’ in the case. By
the Middle Ages theme meant the spiritual text on which a sermon was founded.
The term was popularized in the 20" century by the formalist schools which
emphasized techniques of close interpretive reading. Though theme has
undergone theoretical accusations it remains in common use especially in the
classroom and an anthology designed for teaching but is never accepted in
critical discourses which are engaged in interpretive readings of texts by
contemporary theorists. Reception theory and reader-response criticism make
statements of theme without necessarily arguing for intrinsic meanings in the

literary works though other critics view it as a subjective projection onto the
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work one that arises entirely from the reader and is described as mediating

between word and world.

Abrams, (1981:121) states theme is sometimes used interchangeably with motif
but the term is more usefully applied to a general concept or doctrine whether
implicit or asserted which an imaginative work is designed to incorporate and
make persuasion to the reader. The literary work contains or implies general
thematic statements about the word which the reader as part of an appreciation

of the work has to assess as true or false.

Gaskin, (1995:399) maintains artistic success depends on verisimilitude; it
draws on the truth about how real people behave. If it could not do so, it could
not have the ‘humanly interesting content’ which is the cornerstone of the
author’s account of the value of literature. Some of the truth that literature offers
us is uninteresting because they are obvious; others will be interesting in spite of
being obvious. A large interest in the investigation of literature concentrates on
the special, literary mode of presentation of the objects and truths of its

discourse.

Therefore the chapter looks at how the author has applied motif and theme in
his writings and in trying to distinguish motif from theme. The chapter also
aims to explore and examine themes as they are found in Ngcobo’s work since
it is the core or essence of the story which causes the writer to commit his pen to

writing that particular story as Msimang, (1986:133) says:

A theme is the central idea in a story, its subject of discourse.
The fact that theme is central, implies that everything else,
including plot, setting, characters and their action, is
concerned with conveying that theme. Moreover, if the story
is a work of art, the thematic structure will draw all these
elements into a unity.

Boshego, (1993:24) expatiates on the significance of theme when he says:
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This controlling theme selects and arranges everything that

goes into the story, the characters, action, the resolution of

the conflict and everything else used by the writer to

dramatise their total meaning.
Both Msimang, (1986) and Boshego, (1993) are converge their ideas in that
theme is the central idea in a story that selects and arranges everything that goes
into the story. Theme which is the emotional focus of the radio drama reflects a
universal moral value or emotion that is understandable to all people at all
times, such as truth, courage, love, fear, greed or envy. Amongst other things,
theme originally meant the subject around which an orator proposed to construct
a speech and it has undergone a metamorphosis which this study has no

intention of discussing.

Kenny, (1966:44) rightly maintains it is meaning of a work of art in a broad
sense as he concurs with Nyandoro, (1994:93) who declares that theme occupies
an important place in literature so it is worth probing. Writing a play is an art
which not everybody can afford. Whilst a published play book sometimes deals
with subjects known to readers, the dramatist tries to convince everybody that
his ideas gathered from empirical research are more valuable and truthful. The

audience / readers get what they did not expect to find out from the play.

Theme as an author — centred term refers to subject matter, topic or idea that
readers can read theme in many different works. It became frequently used in
the 20" century by formalist schools such as American New Critics that
emphasized techniques of close interpretive reading. The themes reflected by
Africans are largely determined by the circumstances prevailing in a particular
region and time. The trend of these themes lies in the division of Africa into
West Africa, East Africa and South Africa.

The North Africa falls outside this trend, since it has been inhabited by Arabs
whose conditions and experiences were unlike those of other people in Africa.
Makaryk, (1993:643) mentions that it has objections that have been made which
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6.2

amongst others highlight that it is too vague to be truly useful. When applied to
a single work it may not distinguish between dominant content, central subject,
unifying thought or authorial intention. Some critics have enlarged the concept
so that it becomes equivalent to all the non - formal aspects of a work.

The contemporary themes were actually demanded by the middle class as early
as the 16™ to 18" centuries which was coupled by the prose plays but theatre has
never lost poetry. It is will be noticed that Ngcobo’s themes have one main
feature in common which deals with topics that border on religion, customs and
moral issues which was the characteristics of the earlier writings in the literary
history of literature. These themes are similar to the post-colonial or post —
apartheid themes as Zulu; (2003:79) refers to them as bordering array of themes

and future reveal qualities of a rich literary culture.
Intention

The main aim of this chapter is to show that the tragic and tragedy are primarily
experienced as a cultural phenomenon that is interpreted according to the world
view of the Zulus. Mafela, (1997:25) categorises issues that themes address as

he says:

Themes can be catergorised in different ways. Firstly, they
can be classified according to time and place in which the
actions occur. These themes can be divided into two types,
that is, topical and universal themes. In topical themes,
events take place in a specific limited time and space ...
there are also themes that are universal, that is, which cover
events taking place in unlimited time and space.

It means Mafela’s ideas emphasise the importance of categories in which
themes are classified. The socio — cultural approach is used here to select the
elements of the tragic as we break down bonds between progenitors and their

offspring as a result of cultural transition and or change as evident in conflict,
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characterization and emotional intensity of the tragic. Deurden and Pieterse,
(1988:V11) concur with what has been said above when he comment as
follows:

Authors in Africa today often write from a strongly felt
social position that is akin to the position of the dedicated
prophet. For him or her it is often the large social themes or
questions or problems that are to be dealt with, not only
citizen or politician, but also as poet, playwright or
novelist. And it is for this reason that the enduring question
of “Why do you write about these matters is asked so often
and so insistently by interviewers”.

This quotation puts an emphasis on themes that are of socio-cultural in nature as
some playwrights embark on them. Jabu as a bride in Mazwe’s home is part of
the family. Amongst other things, meaning and interpretation of theme
demonstrates that the dramatist uses characters to express his own viewpoints.
Pfister, (1988:66) points out those characters are used or manipulated to present
a particular theme. Gule, (1996:91) refers this to features which he names as
open and closed perspective structures whereby characters in the play do not
develop their own independent perspective, but are manipulated into being
stereotypes that serve to satisfy the needs of the dramatist. In other words,
characters are manipulated to address the audience directly and by so doing the
views of the dramatist are expressed by the characters. In this case Pfister,

(1988:66) summarises these perspective structures when he alludes to the fact:

. a text in which the author uses the utterance of the
figures to express his own conviction and in which, in turn,
the figures serve as the mouthpiece for the author by
addressing the audience. In terms of verbal communication,
the communication model for this kind of text is identical
to that for expository texts.

In this summary Pfister emphasises of verbal communication as a theory of

semioticians in the interpretation of texts.
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With regard to this previous discussion in Isela, Ngcobo, (1993, scene 30:5-6)
uses his character, Mac to articulate in summary the whole message. It takes
almost the whole story to understand the relevance and the suitability of the title
to the play. It is realized at the end when the protagonist Mac delivers his
speech at the funeral service of his cousin, Thokozile Ngqulunga who is buried
in the rural areas which clarifies the purpose of writing a radio play such as
Isela, and expresses the dramatist’s viewpoint which is presented

metaphorically when he writes thus:

93. MAC: Kulezi zinsuku esiphila kuzona kunesela
elihlasela umhlaba wonke jikelele. Isela elihlasela
abancane nabadala bazo zonke izizwe nezinhlanga. Isela
elihlasela abacebile nabampofu. Isela eselishayanise
ngisho izazi nochwepheshe ngamakhanda, bethi
bayalibamba lingabambeki).

(In these days there is a thief which attacks the whole world
all the homesteads, gunning for young and old of all races,
rich and poor without meek, even those who have not yet
been born. This thief surpasses all human understanding
which outwits even experts and once you are affected you
can no longer be cured).

This is how Ngcobo introduces his radio play Isela in this excerpt which
discusses the pandemic called HIV / AIDS and its impact in all the communities
of the world. He prefers the metaphorical description of isela (thief) the effect
that it steals people’s lives. The thief never asks for permission when it steals
property as a result many people have died because of the thief HIV / AIDS. It
is estimated that there are 33 million people who are affected by the HIV /
AIDS globally especially women and youth. Research institutions such as the
Centre for the Aids Program of Research in South Africa (CAPRISA) maintain
that they use medicines such Tenofovir and antiretroviral microbicide to prevent
mainly the gel fluid that transmit HIV / AIDS to the women. Women give
praises to such medicines since there are male partners who refrain from

engaging in the protected sextuality. They apply Tenofovir by smearing it to the
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parts prior and post the intersexual course and it is good because male partners
do not feel it. It is believed in that such a medicine is going to decrease the
number of people (especially women) who die because of HIV/AIDS also to
people whose private parts are surrounded by sores. In this excerpt above he
cautions the society how it is acquired in multifaceted ways and what
precautionary measures that can be taken to avoid it. He further emphasises the
importance of reading the information leaflets. At the end Mac tells the whole
congregation / mourners/ society that he has AIDS. Ngcobo, (1993, scene 30:6)

concludes thus:

94. MAC: Ngikhulume ngezinsizwa ezimbili ezathola leli
gciwane ngokugwazwa utsotsi ngommese owawuke
wagwaza umuntu onaleli gciwane. Enye yazo yiyo lena
ekhulumayo.

(I spoke of two gentlemen who were infected by this
disease through being stabbed by a knife which had stabbed
another person who had this disease. One of them is me).

The above two excerpts affirm Scholes’, (1977) belief that the dramatist can use
the title of his work of art to help in determining the theme by presenting the
theme directly or indirectly. Isela is the title of the radio play but Ngcobo has

used it as the shortest possible summary of the play.

The strength of uMadakeni however lies in the motivation behind the dialogue.
It deals with the doubts, the hope, the coming to terms with death, the anger and
the dispute between the married couple. Mazwe’s feelings of desperation and
being alone in the dark renew sincerity of speech which is lost in an alienating
society. Radio drama is thematically limited. Odendaal, (1968:11) stipulates
that:

... die massa — gerigheid oefen ook beperkinge uit op die
tema. Die Groot aantal luisteraars wat ‘n ongeselekteerde
massa vorm, is ook ‘n beperkernde faktor.
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Odendaal is trying to explain that due to the casual nature of its listenership
radio drama’s is limited in the themes it can deal with. The study reveals that as
the radio audience is a casual one, not a paid audience, it gives rise to the
contention that such programmes should be thematically limited. It stands to
reason that certain themes are not suitable for children; themes such as sex and
violence, or any theme that has a negative effect on children are of great

concern in this regard.

In uMadakeni, the dramatist makes a sort of an emphasis that life is a vicious
cycle though divorce wreaks havoc on a person’s health, even after remarriage.
The play begins with an end, where in scene 36 which is the last scene is a
continuation of scene 1. Mashiyane, (2009:28) calls such a beginning a hair-
pinned shaped story which is U-shaped. The story starts with the event which is
the climax or which is the complication, and thereafter untwines by revealing
the events which led to the complication. The play opens up with highest peak
of the complication. Here Mazwe is found by Thomas in a shabby and
vulnerable state and yet Thomas is not aware that Mazwe is restarting his life
and its time that he blossoms after having been engaged in a hectic life situation

with Jabu who impoverished him.

Such conditions that befall Mazwe are not meant to occur infront of his only
son, as they affecting directly. The play aims at informing its audience those life
upheavals which must never devastate a person completely. This sharpens the
sense of touch, sight and hearing. After reaching the highest point the story
takes a sharp U-turn back to the beginning to assemble the events which led to
the complication. The hairpin has the effect of emotionally drawing the listener /
reader forcefully into the drama. As the device sweep down the reader with the
story and ultimately finds he has read up to the end.

Mazwe, as a protagonist, is married to Jabulile and they have only one boy

child. Jabu as the young married township woman aims to live a high social life
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at the expense of her hard working husband. She is always angry and worrying
to her humble husband who is sympathetic to her in a perverse way. She puts
money as a stumbling block in her marriage life despite the beautiful house that
her husband has been able to build. Such women of Jabu’s status tend to mull

over the problems in their marriage and think about it all day long.

Yet, it is not that men are not concerned about the issues, they just do not
become overwhelmed the way women do. So, it was with Mazwe who had
difficult times with her estranged wife. This bahaviour is based on that men tend
to internalize stress and relate to situations differently from women, as they
handle stress better. She buys heavy clothes and live heavy life with extra
expenses. Her husband Mazwe is portrayed as a hard working man, moderate,
loving and very soft — hearted man who can afford from what he is paid at work

as salesman of high note.

In Inkanankana, Kwazi also is in agreement in that women are obsessed with
the status especially on matters that have a name and fame. This is after he has
received a love letter from Prudence his girlfriend and he is too shy to tell her he
has a blue collar job (panel beating). Instead he lies to Prudence about his actual
work as he intends saying he is doing the clerical job. MaVezi is an impetuous
and short - tempered character who has a deep longing to see his son Kwazi
completing his university studies. She complains of the nature of the job (panel
beating) that Kwazi has been employed for and further despises it as the job for
hobos. She is concerned about Kwazi’s university education and also has a
perception that people will not be able to discern between educated and
uneducated. This is the reason that causes MaVezi to hunts from various sources
of income for Kwazi to complete at the university. She insists he never made
university a holiday resort as she expected good and quality results. In
Inkanankana, MaVezi puts it in a discriminatory, sarcastic or ironical way as

Ngcobo, (1987, scene 5:4) exaggerates thus:
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95. MAVEZIl: Ucabang’ ukuthi lemali yami engaka
ebengikufundisa ngayo yonke leminyaka bengidlala ngayo?
Yini le oyenzayo? Ngingakufundisa, ngikufundise ngezimali
zami ezishisiwe uyasuka wena uyokwenza umsebenzi
wosikhotheni? Ungenelwe yini nje nempela?

(Do you think that I was playing with my money that | have
been paying for your education for all these years? What is
it that you are doing? | can educate you with my monies
and in the end you opt for hobo’s work? What are you
really up to?)

This is another reason that forces MaVezi to stop Kwazi from working for
Zondi immediately after receiving the R10000, 00 from the Good Samaritan
who does not want to be known. To Kwazi this issue is not probable and not

characteristic as he calls it insumansumane (myth) as they relate it to him.

Other themes of serious consideration, include ridiculing / offending a race,
religious group, propagation of violence in an unstable or political climate is not
accepted in radio listening. The affected communities always have the right to
make a petition that prohibit the continuation of that broadcast even though the
matter was subtle reference and not even the focal point of the plot. Cruywagen,
(1993:47) states that Independent radio stations such as Radio 702 and Capital
Radio 604 have the right to broadcast their programmes but be preceded by an
announcement to the effect that the following programmes might be offensive to
some listeners and the topic is not a suitable material for children under certain

age.

Straczynski, (1996:240) maintains that it is proper for the ordinary reader to
absorb the meaning of a story or description as if the words were a transparent
sheet of glass. Words, in short, must be there, not unseen or unheard, as they

probably are and have been up to now.
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Ngcobo intends emphasizing the African renaissance in his character in
Thulisile who suggests that they must look for other traditional ways of
searching for Mazwe’s whereabouts including going to a diviner for a
consultation (bayobhula esangomeni). He mentions also that in ancient times
when things were not right the people would consult a diviner. He cites the issue
of King Shaka who was not above divining the affairs of the nation with the
witchdoctors. Likewise, King Pharoah in the Bible called Joseph to throw light
on difficult dreams on the issue of famine and abundance for seven years.

Joseph’s explanation saved the country of Egypt as well the neighbouring
countries from perishing. He emphasises that this is an ancient tradition. He
examines the comparisons between the traditionalists (African) way of healing
izinyanga (herbalists) and the modern (western) way of healing, it differs on the
methods. He says in these days there is sharing between the traditionalists and
the modernists. They refer patients to each other which is the result of the
diversity of diseases in this new dispensation. In Umadakeni Ngcobo, (2001,
scene 24:8) defends thus:

96. THULISILE: (SAKUDINWA) Angigali ukuyizwa le
nto oyishoyo. Likuphi ihlazo ekwenzeni into yakini,
yendabuko. Nasendulo kwakuyiwa emhlahlweni. Ngisho
neLembe lake lazibiza izanusi. Ngisho noFaro
waseBhayibhelini wakhipha uJosefa ejele ukuba azochaza
iphupho leminyaka eyisikhombisa yenala kanye neminyaka
eyisikhnombisa yendlala. Incazelo kaJosefa yasindisa
elaseGibithe  kanye  namazwe  ayengomakhelwane.
Ngaphandle kwencazelo laliyobhujiswa  yindlala
elaseGibithe nomakhelwane balo. Ukuhlola loku akusiyo
into yanamuhla. Yinto yasendulo; njengoba nina
zicwicwicwi seniyibukela phansi.

THULISILE: (WEARILY) (It is not the first time that | hear
what you are saying. There is no disgrace in following your
original custom? Even in the ancient times they used to
divine in the affair. Even King Shaka once called in the
witch- doctors. Even Pharaoh in the Bible released Joseph
from prison to explain the dream concerning the seven
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years of plentiful harvest and the seven years of famine.
His explanation saved the land of Egypt and her
neighbouring states. Without the explanation the land of
Egypt and its neighbours would have perished from famine.
Divining is not something new. It’s a thing of the ancient
time; as the tidy people despise it).

SETH : (NGELIPHANSI) Kahle Mzala, ngolaka.
(FILTERING) (Do not lose your temper, Cousin)

THULISILE: Ngamanye amazwi usho ukuthi babedukile
okhokho bethu uma beya ezangomeni nasezinyangeni?
Ingani  namuhla  sebekhona  ngisho  nodokotela
abasebenzelana nezinyanga?

(In other words you mean our forefathers were lost as they
went to native doctors and witch - doctors? Even today
there are doctors who work together with traditional
healers).

These excerpts discuss the historical and traditional events that took place some
time ago. In Isela, the emphasis is the assumption that HIV / AIDS goes across
colour line as there have been myths for finger — pointing where overseas
people have a negative attitude on African people as they towards that
HIV/AIDS emanated from Africa. At the same time Africans also that negative
thought that it came from overseas and it is the Whites’ intention to spread it to
African for various reasons for various purposes emanating from socio- political
to economical purposes. The Africans base their arguments on the rumours that
it started from North America and was spread to Africa. Research reveals that
the 1970s and early 1980s were the height of sexual liberation for many gay
Americans, many of whom were congregated at gay bathhouses in urban areas
like New York and San Francisco. The bathhouses were commonly referred to
as “the tubs”, which evolved from being discreet meeting spots for sex to fully-
licensed establishments that served as informal gay meeting spots where many
in the community would congregate to discuss social politics. Nevertheless, the
tubs were still a Mecca for unprotected sex, and by the mid — 1980s, most were
shuttered including the San Francisco club in an effort to prevent the spread of
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HIV. Such mentality is wiped out by the occurrence of HIV/AIDS in whatever

culture or country.

Therefore, on the educational perspective Ngcobo is trying to emphasise the
need for training the teams for Voluntary Counseling and Testing (VCT) on
Human Immunodificiency Virus (HIV) and Acquired Immuno Dificiency
Syndrome (AIDS). He makes an emphasis much on patience which is needed to
disseminate and cascade the information to those affected and infected with the
HIV/AIDS. Mthiyane and Nursing Sister Sibongile Magwaza are trying their
possible means to adhere to guidelines as they can on this practice. They have
done this from the very first day when MacPherson (Mac) came for testing, as it
is discovered he got HIV/AIDS from being stabbed by a knife. Such training
brings hope and trust to the very affected members. This dogma is inculcated to
other members who must also follow suit. Mac Mngadi lives in the Durban
Township but it is never problematic for him to visit his cousin Thokozile who
lives far away in the rural places from towns including schools, jails and people
individually. The illustration below shows how HIV/AIDS is acquired which is

the fundamental objective for the writing of this play.

ACOUIRING OF HIV/AIDS

1%
1%

Unprotected Sex

1% Shaving or razor Blade

" Used injections

(]

Tooth brush
99%
1% Scars

Love bite

Figure 2
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Figure 1 indicates how watch category acquires HIV/ AIDS of the dominating
category is the unprotected sex which is 99% and other categories follow with
on 1% each. Therefore, this is one of the intentions of the play to encourage all
the societies to actively participate in this exercise to disseminate and cascade
the acquired knowledge on HIV/AIDS programmes. The sick people usually
have a short temper and anger about their sickness and diseases but Ngcobo
inculcates the spirit of being calm, tolerant even if being reprimanded as it the
case with Mthiyane and the belligerent Sipho in jail. Sipho bears grudges with
the victim (the girl) who was raped by him. He wants to find out why she did
not tell him before they were engaged in the unsafe sex. The same exercise
further goes forward into the girl who was unaware. This is similar to Nzuzo
Biyela who got HIV/ AIDS through being stabbed by the criminal who is
serving 15 years imprisonment. Nzuzo is patiently waiting for him for revenge
on his release. Ngcobo touches shortly on the issue of witchcraft and mysteries.
The playwright does not write the story to make an explicit didactic message but
he tells the story as the story that shows how the society reacts to witches.

Ngcobo’s Iwashi Legolide displays the role played by jealousy and the grudge
which marked the twilight of diminishing Cele’s family. Jealousy is what drives
a man’s eager to devour the attempts of others and needs to be conquered.
Ngcobo’s failure to exaggerate Mpiyakhe and his mother’s actions needs its
own analysis in that public’s opinion. It needs an exaggeration which expands
and expounds the public to shun into such activities that retard the society’s

progress.

In uMadakeni (scene 34:3) Ngcobo gives the original cause of jealousy as he
dates back to Adams’s sons. He makes an assertion that the human creature is
created out of jealousy. He quotes the incident of Cain and Abel in the Bible as
Cain killed his brother, Abel. He further refers to another incident of Joseph
who was sold to Ismael people as he eventually ended in Egypt. At the end
Ngcobo asserts that there is nothing that you can do for a person who is
controlled by jealousy. Satan easily manipulates these people. There is no sin
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when someone is tempeted but it is sinful to abide by Satan’s instruction in that
you become his instrument. As a cause of jealousy, MaMngwengwe is without
her only son, Mpiyakhe who is guillotined, MaMwandla and her only son, Fano
died despite all the efforts in trying to develop their place, family and the
surroundings.

The dramatist intends challenging and putting the message across that crime
does not pay. A message is clear in this text, which magnifies the rule of law. A
life span of this radio play takes six (6) years and few months which causes
Mpiyakhe to completely forget about the case and after such long the incident is
made new and the verdict takes its own cause. Mpiyakhe had planned in brutal
and chilling detail this action over months. He clearly was out to demonstrate
he could destroy Fano’s life on jealous and hatred the act that he successfully
managed to accomplish. Their actions were out of social patterns. In African life
social conventions have great authority over the individual so that conformity to
social patterns forms a communal good and any personal denial of the group
commitment appears to weaken the whole and is deplored. Harmony with the
society ensures man’s happiness but discord results in chaos and suffering.
Anyone like Mpiyakhe who ignores or defies such traditional patterns is inviting
disaster. It is this disaster that destroys MaMngwengwe’s family. Mpiyakhe’s
actions are out of African philosophy humanness which is a philosophy of life
that Jafta, (1996) lately says it is generating interest in the western world. The
ring was tightening for Mpiyakhe and obviously was desperate with no choice,
as the heavy penalty sentences were finally imposed. Thulile acted heroically
and risked her own life she was not taking into consideration her personal safety
but she was taking the greater good into mind to see justice being done to save
other people’s lives. This is how Ngcobo, (1989, scene 45:5) puts it:

97. IMANTSHI: Inkantolo isibuzwe bonke ubufakazi.
Kuyacaca ukuthi umona nenzondo okwaholela kulesi senzo
sobulwane. Umufi uFano Clifton Cele wenza konke
okusemandleni akhe ukukhombisa ukuthi wayengatholanga
lifa likayise. Phezu kwakho konke lokho, bobabili
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abamangalelwa  baghubeka  namasu  okumbulala.
Ummangangelwa  wokugala  uNkosikazi  Gertrude
Ntombana Cele utholakala engumsunguli wozungu
lokubulala uFano Clifton Cele. Ummangalelwa wesibili
uMpiyakhe Hilton Cele waba nobuhlakani obukhulu,
wagasha imoto ukuba imphuthumise ekhaya. Wafike
wabulala, wabuye ngokushesha. Ekubuyeni kwakhe
wabonana nabantu abaningana ehositela ahlala kulo ukuze
kube nobufakazi bokuthi akazange aye ndawo ngalobo
busuku. Leli su lakhe lasebenza. Ukube ufakazi wokugala
akabanga nenhlanhla yokubona iwashi abe elithengele
umufi; eselibona lifakwe ngummngalelwa wesibili, ngabe
namanje akakatholakali umbulali.

(The court has heard all the evidence. It is apparent that it
was envy and hatred that led to this act of inhumane. The
late Fano Clifton Cele made it in his power to show that he
received nothing from his father’s estate. On top of that
both accused continued with the conspiracy to kill him. The
first Mrs Gertrude Ntombana Cele is found to be the
initiator of the conspiracy to kill Fano Clifton Cele. The
second accused Mpiyakhe Hilton Cele had all the great
cunning, hired a car to rush him home. On his arrival he
killed, and came back quickly. On his return he met many
people at the hostel his dwelling place so that there would
be evidence that he did not go anywhere on that night. His
tactic worked. If the first witness was not lucky to see the
wristwatch she had bought for the deceased; seeing it on
the accused, even now the killer would have not been
found).

This excerpt discusses the issue of hatred and jealousy as the leading
characteristic in these Ngcobo’s radio plays. In lwashi Legolide, a township
girl, S’bongile lured a country girl, Sizakele into love affairs. Sizakele has given
birth to twins of whom their father Vusi is jailed for dagga smoking and there is
no one to support these children. S’bongile continues with her school education
and yet her friend Sizakele is in trouble. She finds the job for Sizakele to be a
maidservant at Isipingo. There has never been good talk when someone works
for Indian employer because of the long history for Indians’ exploitation to

Black people. Indians do not pay good salaries so Sizakele is to work for low or

no salaries at the expense of two identical twins:
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98. SIZAKELE : Yini nje ozongisiza ngayo S’bongile? Yini
ozongisiza ngayo ngoba nawe awusebenzi uyafunda?
Awubheke nje, wena uyaghubeka nemfundo, thina
sesingamabhola amadoda nje. Awu, kodwa ngangenzani?

(What are you going to help me with S’bongile? What are
you going to help me with because you are not working but
you are learning? Behold, you continue with your
education, we are playing balls of men. Oh, but what was |
doing?).

S’BONGILE: (AKASAKHALI) Okunye engikuzele
Sizakele Ukuzokutshela ukuthi sengikutholele umsebenzi.
U- Anti ukhulume neNdiya elithile eSipingo. Uthe uyingane
kadadewabo. Ngiyofika ngoMggibelo sengikuphelezela siye
khona.

(SHE IS NOT CRYING) Another thing that | am here for

Sizakele is to tell you that | have found a job for you. My

aunt spoke to one of the Indians at Isipingo.She said you

are her sister’s child. T will come on Saturday to

accompany you so that we go there).
This excerpt highlights that there is no cry over the spilt milk which means
damage can no be recovered. Ngcobo’s intended mission Inkanankana’s
(difficulty) radio play is to highlight the difficulties caused by irresponsible
parents without being aware of the implications thereof. The difficulties are
never new in the social life of the Zulu people and tradition but the society is
once again made aware and warns against indulging in such practices. In scene
31:6 of Inkanankana, Ngcobo highlights the old and accepted custom that was
practiced amongst the Zulu people. If the new bride (recently young married
woman) did not conceive she was sent to collect cakes dry of cattle dung
(ilongwe) so that she could meet another man who would impregnate her. That
was done to keep the young bride’s marriage in order to avoid divorce. The
elderly people would know that the child conceived by the young wife who does
not belong to his actual husband but he / she is ilongwe (cake dry of cattle

dung).
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Dudu (Prudence’s cousin) espouses the same tradition. After Prudence married
Kwazi they did not have a child; something that shakes her wonderful marriage.
MaVezi (Prudence’s mother - in - law) is worried that Kwazi has no heir to
carry forward the family name which is intolerable for MaVezi. This issue
causes much tension, inter alia; that have forced MaVezi to give Prudence an
ultimatum of six (6) months to get pregnant. She is labeled as inyumba (the
barren); ultimately she is living with Dudu as her return to Kwazi’s home

depends on her producing a child.

Before Prudence fell in love with Kwazi she was involved with Thomas
Manana in Lynnville, Witbank and they separated being at different schools
perusing their education.  As Prudence is in this dilemma Dudu organizes
Thomas Manana to impregnate her; the child will be regarded as Thomas’. In
this tradition the father of the child would not be known and was cautioned
never to reveal his identity as he would be killed. Dudu does the same as she
warns Thomas Manana never to reveal his deeds to anyone even to his best
friends. The act is likened to a mouse which gnaws the heels of a person at night
and is never found. That is how Thomas should behave in this instance, to be as

careful as possible so that the matter remains secret.

This old tradition sustained many marriages that could otherwise have
dismantled had it not been the practice of it but Prudence is afraid to yield into
it. Dudu’s actions are empowered by the estate that Prudence is going to lose

and in this regard Ngcobo, (1987, scene 31:7) echoes such words:

99. DUDU: ..., nawe uyobe uyisilima uma uke walishiya
leliya lifa. Ifa leliya Mzala.

(..., and you will be a fool if you leave that estate / wealth.
That is an estate, Cousin).
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In this excerpt, such words take Dudu into madness as Kwazi on the other hand
has proposed Philisiwe Phewa, a deputy principal lady whom by now they are

in love as his mother encourages him for another marriage.

In scene 67:1 the resuscitated B.Sc university graduate Vusi Dlamini, gives the
biological or scientific explanation as to why Prudence and Kwazi could not get
children. After all has been done Joseph Dube reconnects with his family. In his
re-union he is told about what has transpired concerning the dismantling both
Kwazi and Prudence’s marriage. He explains the unintentional root cause of the
trauma which emanated from hiding his real surname when he fell in love with

Prudence’s mother, Beauty Dlamini.

Unfortunately Beauty Dlamini died when Prudence was still very young in such
that Prudence does not know her mother. Ngcobo traces the root cause which
led into this fiasco. He (Ngcobo) in Vusi’s mouth explains what happens when
two sexual related people are married to each other. Therefore Vusi expands in
that this difficulty (Inkanankana) is a result of self-pollination whereby he
states that pollination is the transfer of pollen grain from one flower to another
so that food is produced. The pollen moves from the anther through wind or is
carried by insects like bees where it lands on the stigma as it goes down through
the pollen tube until it reaches the ovary where photosynthesis takes place until

food is manufactured.

If the pollen grain of the same flower moves to the stigma of the same flower
what is called cross-pollination. It is that works well so that proper fertilization
takes place. If the pollen grain the pollen grain moves from the anther of the
same stigma of that flower such the process is called self-pollination because it
is the same pollen grain. If by mistake the self — pollination happens to survive
it does not last and the fruit is not of a good quality. This applies even to

animals to animals like dogs where puppies that were reproduced during
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reproduction by the same ichalaha (male dog) there are slim chances that they

survive as in many a times they die.

He further explains what happened to Kwazi and Prudence. He says if people of
the same related genes get the children what normally happens is that children
are born crippled and deformed. Normally there are three possibilities that
happen when an incest occurs , that is, i) there may be no pregnancy as it is the
case with Kwazi and Prudence ii) deformed and crippled children may be born
and iii) dead children may be born. Normally these die in the mother’s womb or
dies immediately after birth. These are bad consequences of self — pollination
which is called INCEST (which is a sexual relations between people classed as
being too closely related to marry each other) or which is positive and positive
or negative and negative. Vusi further enunciates that such perplexes frustrate
the social workers which Dudu responds by referring to it as ubunja (rudeness
or low) moral standards. Dudu and Vusi further pronounce that even (izelamani)
siblings do engage in such practices and children are born deformed.

Ngcobo further tries to highlight the sexual relations amongst the relatives such
children of the same mother or who were born consecutively after one another
as they sometimes escape getting deformed / crippled children. Vusi elucidates
that each one of them takes the parental hereditary genes either of his / her
mother or his / her father. If they meet for intersexual it happens that they are
not the same it is positive and negative and it is susceptible for successful
mating and reproduction. Culturally, this is always based on the wrath of the
ancestors as they detest such the behaviour and malpractice. It means Kwazi and
Prudence have the same hereditary genes from their father Dube. Ngcobo once

distinguished that Prudence and Kwazi resemble one another.
In another occasion it is Ngcobo’s intention to revive the cultural custom of

ukushweleza (forgiveness). Forgiveness tradition has been prevalent and

dominated the Zulu philosophy. In the olden days of KwaZulu (region)
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especially during the genealogical dynasty of constitutional monarchs, when a
married woman had committed adultery she was not divorced. Ngcobo’s
objective in this radio is to remind, instill and revive this tradition that whenever

the woman has committed adultery she must never be divorced and expelled.

Even the present monarch, King Zwelithini kaBhekuzulu still insist that women
adulterers must never be divorced. This is the stance that guards the rebellion
against the Zulu cultural tradition and faith. When a woman was found having
committed adultery with another man sometimes with the baby of another man
certain cultural procedures were followed. The matter would be tried by both
families affected / involved of which the end results would be to purify the
home which is the sacrifice for slandering a person (a sacrifice). The woman
would collect a beast to be slaughtered and eaten outside home by family

members only.

If the husband felt that he was not eager to pardon his wife (the victim), he was
requested to establish another home for his children who would live with their
mother. Though there would be no sexual intercourse between the husband and
the estranged wife, but he was expected to support his children who are living
with the estranged wife with amavezandlebe (illegitimate children) as they are
called. Therefore, Ngcobo denounces what is done by Kwazi and MaVezi when
they throw out Prudence through the window with her illegitimate children and
she is given a small amount of R 10 000, 00 to cover transport and support for
both the mother and children. Poole, (1978) maintains that a tragic hero must

always be put in a difficult and trying situation in which he must find solution.

The action is always handled in such a way that it produces a number of
dilemmas. When he reconnects with his family such the tradition is revived as
they agree to keep Prudence’s illegitimate children at home under the Dube
surname which would be changed later on to their real surname of Manana.

Culturally such children belong to the uncle. Dube, Prudence’s father sees to it
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that he buys her a supermarket for consolation in order to manage the living.
This is what Ngcobo tries to instill in the society which is done under very
trying circumstances and agony. There is no pith or hole to throw and bury the

adultery wife.

In Impesheni Yesiphalaphala, Ngcobo relates a very critical situation where a
saloon hairdresser (Ruby) is in financial difficulties as her hairdressing business
is not doing right due to that there are many and crowded. She has a bird-lime of
boyfriends; namely; Ray, Joe, Mduduzi and Solomon Sibisi (school principal)
who they were attracted to each other when they met in his office. Umadakeni
and Impesheni Yesiphalaphala share same name of Ray and Inkanankana and
Impesheni Yesiphalaphala share the same name Joe. Here she spots / points
many businessmen to harness them on the pretention that she is pregnant. She
does this with a premonition of collecting as much money as possible in order to

boost her fading saloon business.

Bongi, her servant complains she was to leave such a fading business and opens
the training school for hairdressing. While she tells Sibusiso about her
pregnancy that causes a large pillar of smoke as he complains that such
pregnancy is a planned affair. Amongst the complaints levelled against Bongi is
his future on education because all the collected money must be taken for a fine.
When Bongi reports the matter to Ruby they plot evil deeds. Ruby takes this
opportunity to make money as Ngcobo, (1988, scene 5:7) puts it:

100. RUBY: Mmmm! Le ngane ikhulelwe. Good;
ngalithola isu engizokwakha ngalo imali; futhi lizosebenza
ngempela. Ngizwa ekhanda ukuthi lizosebenza. Kwangisiza
ukukhulelwa kwale ngane, belingeke lingifikele leli su.
Kodwa sonke lesi sikhathi bengingalicabangi ngani isu
elinle kangaka? Ngizogala ngoJoe. Buzophela lobu
buthothotho bakhe. Uzovuka emagandeni.

(Mmmm! This child is pregnant. Good; I have found a plan
which I will use to make more money, and it is going to
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work in reality. | can hear from my brain that it is going to
work. It has helped me this pregnancy of this child
otherwise this plan would have not come into my mind.
Why have | not thought this all this time? All his
helplessness will come to an end. He is going to change
suddenly).

Ruby plans that she will pretend to be pregnant and the fine will be paid to her
and no longer her parent because she is old enough to handle her matters. They
make a plot to hypnotize all Ruby’s lovers. Sibusiso vows he is not going to be
fined for a purposeful pregnancy because Bongi did it deliberately as she did not
apply the family planning. Their arguments end with a quarrel and they depart
Sibusiso having rejected Bongi and the child to be born something which gives
Ruby a chance to capitalize on it as she wants to strip him. They make an
impulse that Ruby is pregnant and the matter will be decided by the attorney for
the payment of rearing a child. They treat the matter with all the confidentiality
it deserves. In Impesheni Yesiphalaphala Ngcobo, (1988, scene 7:2) puts it as

follows:

101. RUBY: Ungaxoxeli ngisho utshani, ngoba nabo bathi
buyakhuluma.

(Do not tell even the grass, because they say the grass is
also talking).

This excerpt shows that the matter is confidential and the information between
Bongi and Ruby cannot be divulged to anyone. Ruby starts reporting the matter
to the lovers attached as she starts with Ray in the list whom she claims to be
intelligent of which Ray denies it saying that Ruby planned it because she wants
a child. A character of Ruby’s status may upset the social cohesion as she goes
against the norms of the society. She proceeds to Joe reporting the same
pregnancy that they end up the assault and Joe slaps Ruby for insulting his wife.

Ray who claims to know a woman says as Ngcobo (1988, scene 7:5) narrates
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that at the end of the day he does not trust women even his own wife on the

matter pertaining to pregnancy. He puts it thus:

102. RAY: ... Nina nikhulelwa nivele nikuhlosile
ukukhulelwa, bese nigamba amanga nithi kube yiphutha.
Nithi benigaphile impela, anazi ukuthi kwenzeke kanjani.
Nisho nigamba amanga bho. Nifana nonke futhi, umuntu
angathi  nizalwa ngunkosikazi oyedwa.  Umkami
savumelana naye ukuthi siyama ezinganeni ezimbili; ngithe
ngibona fuku fuku isisu. Ngathi uma ngimbuza wangitshela
ukuthi kube yiphutha. Kanti kuzothi ngelinye ilanga
ngimuzwe ekhuluma nomunye umngane wakhe, ecabanga
ukuthi angizwa. “Uyazi yimbi kabi le nto eyenziwa
nguMatron. Ngangimtshele kahle ukuthi sengifisa ukuba
nomntwana wesithathu, savumelana. Uyajika usengiyekisa
umsebenzi, usengitshela ngomthetho ongavumi”.

(... you get pregnant simple because you like it and you
tell lies in that it has been a mistake. You say you were
watchful so you do not know how it happened. You say
that telling lies. You are all the same; a person may say you
are begot by one woman. We made an agreement with my
wife that we will stop at two (2) children, and all of a
sudden | saw a swellig stomach. When | asked her she told
me that it was a mistake. It happened that one day | heard
her talking with her friend, thinking | was not listening “Do
you know what this is a bad thing that is done by the
Matron. | told her straight that | need to have a third child,
and we agreed. Now she stops me at work, she tells me that
law does not permit me”).

Both Bongi’s boyfriend and Ray are unanimous that women do not plan for the

child but just get children as they relate their similar experiences.

A similar real-life incident was reported in the llanga LaseNatali, newspaper
where a igola (ruffian) girl demands child support from fiancés of neither of
whom the child belong to. The newspaper reports that Ntombenhle Miya from
KwaMashu, north of Durban demands the support of a child from two of her

fiancés (Xolani Nzama and Xolani Hlazo). These two men come from the
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Nzama and Hlazo families, and they both live at Lamontville, south of Durban.

The reporter puts it as follows:

Liswele umgodi wokucasha igola lowesifazane elibanjwe
oqgotsheni ngabesilisa ababili kwabathathu elibondlisa
ingane bonke abangayazi.

(A woman ruffian who was caught red-handed needed a
hole to hide as two of three fiancés who are supporting an
unkown child found her).

(llanga LaseNatali, 2010, August 9-11; p3).

This is an indication that such events still take place in many areas /
communities and not just that it may be Ngcobo’s own creation of the story. The
trap to catch Ntombenhle red-handed was planned at the flat at the central
Durban where the Hlazo family resides. The Hlazo family organised a child’s
birthday party and the Nzama family was also invited but was requested to wait
in another apartment. When the party got underway two unrelated families
(Hlazo and Nzama) appeared before the talks and the girl looked all sides with
an aim of running. Suddenly, she was brave, faced with the situation of having
to answer the flood of questions from the two families. Eventually, she agreed
that she knew both “fathers” as lovers and further admitted that she collected the
child’s support from both men on the 15" and the 25" of each month. She lied
saying she demanded the supports from them because she was uncertain whom
the child belongs to. Later on she admitted to the people that the child did not

belong to either of the two “fathers” but she refused to name the real father.

Nzama could not control his temper and protested loudly. This was be caused
they had been involvde for more than ten (10) years and supports the child on
monthly basis as Ntombenhle (mother of the child) gets the money on the 15"
of each month and buys from the expensive shops. Nzama admitted that at
month ends Ntombenhle would request to go home at KwaMashu. Both
Ntombenhle and the child, whose name is not mentioned, have a R400 000.00
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insurance cover from Nzama. On the other hand Hlazo states that on the 25" of
each month; Ntombenhle used to come and collect the support grant (money)
but could notice that after the 15™ of each month she used to have a lot of
money. She would sometimes be phoned when they were together with Hlazo
but would not answer that call. Hlazo was alarmed when Ntombenhle came
along with the child wearing isiphandla (an armlet of the hide skin) on the wrist
which is claimed to have been given by the child’s grandfather. No proper
answers and convincing reasons were infected by Ntombenhle to that effect.
Hlazo also mentioned that both the mother and the child are covered in the
insurance as part of their estate. Ultimately, both fiancés concluded that they
were going to cancel both the child grant support and the insurance covers from

their insurance companies.

The matter became known in view of the fact that Ntombenhle wanted to kill
another “father” of the child because the other “father” of the child wanted to
marry her and it would not be proper when they are all alive. Both families of
the victims suspect that the real father of the child is a foreigner when look at all
the features of the child. When they dismissed Ntombela vowed that she is
going to revenge to the informer as if she knows him / her. She further
maintained that she will carry on with the fiancés and they are still going to
support the unknown child because she is able to convince them. The reporter

puts it as follows:

Ucele ILANGA ukuba limhambise erenki yangakubo.
Endleleni uthe noma ingathini imindeni kodwa
usazoghubeka nokubondlisa ngoba uyakwazi ukuxoxa
nawo la madoda futhi amuzwe.

(She asked llanga to take her to the rank where she could
get transport. On the way she vowed that no matter what
the two families say but she is still going to continue
forcing the fiancés to support the child because she is able
to discuss with these men and they understand).

Ilanga newspaper, 2010, August 9-11 p.3)
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There are similarities between Impesheni Yesiphalaphala and llanga
LaseNatali’s report. Here is what can be observed as both incidents took place
at the apartment in the centre of city in Durban. Both incidents crave for money
which must be collected wrongly from all lovers. At the end all lovers /
boyfriends are revealed with a great shock which results to an action to be
taken. In both incidents girls are stripped off of their properties in different ways
but still persist to continue with the dirt. This proves beyond reasonable doubt
that people have the same capacity which is aimed towards enriching
themselves in a cheating manner. This is noticed in that Impesheni
Yesiphalaphala was written in 1988 and the newspaper report came out in 2010

which marks a 22 years difference

Another incident where confidentiality is stressed but never successful and
materializes is between Thomas Manana and Dudu Dlamini in Inkanankana.
After Prudence and Thomas have reconnected Dudu uses simile as she likens
their love as that of a mouse which must be secretive enough. Dudu tells
Thomas about the habitual actions of the mouse when it enters into someone’s
house. She says the mouse enters someone’s bed at night and gnaws the heel
slowly but surely with all the greatest care in a way that the owner does not feel
the pain. The owner feels the heel’s pain in the following as he tries to tread the
foot. In their discussion Dudu concludes that it is Thomas who is likened
(simile) to this type of a mouse. She explains that he must tell not even his

friend as Ngcobo, (1987, scene 32:2) stresses thus:

103. DUDU: Konke okwenzayo kufanele ukwenze
ngokukhulu ukucophelela. Ungalokothi uhlebele umngane
ngesithende osilumile. Imfihlo iyimfihlo ngoba yaziwa
ngumnikazi wendaba kuphela. Uma uke wathi uhlebela
umngane wakho, usuke usuyone yonke lento. Usuke
usutshele lonke iTheku namaphethelo. Naye umngane
wakho lowo, unabangane bakhe azobahlebela. Athi usize
mngane wami ungatsheli muntu.
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(All that you do you need to do it carefully. Do not tell
anyone about the heel that you have bitten. A secret
remains a secret when it is only known by the owner only.
If you dare try to tell your friend, you have spoiled the
entire thing. You are like a person who has told the whole
of Durban and suuroundings. Even your own friend has his
own friends he gossips with. He will say do not tell anyone
else).

In all his actions Thomas must never be like foolish highwaymen/ gangsters
who confess everything after drinking liquir. They say it has been a long time
that they are involved in plundering, even so and so was murdered by me
without being convicted. Instead he must eat stealthy like a mouse. The secrets
never last as they were nearly caught on the point of action of the first meeting
with Prudence. On that day Kwazi was filled with Prudence’s remembrance as
he paid her a visit in the early hours of the new day at 02h00. As a guard Dudu
was watching as she heard and saw Kwazi’s car which precipitated her to hide
Thomas in her room while Kwazi proceeded to Prudence’s room which was by
that time filled with air freshner to wipe out smoke and beer smell. Dudu
indicaed to Thomas when she said ‘the cat is away, the mice may play’ and that
signaled him to come at 12h00 midnights. Prudence complains about the new
experiences in her life as she has never thought she would be involved in this
type of affair in such that she sleeps with two men on the same night. In her
criticism of such behaviour of a dog — like suspects that Dudu called Thomas to

come. Ngcobo, (1987, scene 33:5-6) records her words as follows

104. PRUDENCE: Ubunja le nto engiyenze izolo Mzala.
(AKHALE KAKHULU) Hawu NKkosi yami; ngaze ngayenza
into embi. Kodwa ngangizifakelani kulesi silingo? Kodwa
ngangizifakelani nje nempela?

PRUDENCE: (UYACHIPHIZA) Akasolanga lutho Mzala.
Kodwa, kodwa, kodwa ... (AKHALE KAKHULU) Amanyala
le nto engiyenzile Mzala. Abantu ababili busuku bunye
Mzala ... (AKHALE KAKHULU.)
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6.3

PRUDENCE: (It is rudeness that | did yesterday Cousin.
(CRYING A LOUD) Wow My Lord, I did something bad.
Why did | involve myself into such a temptation? But why
did I invove myself in actual?

PRUDENCE: (SHEDDING TEARS) He did not suspect
anything Cousin. But, but, but ... (CRYING LOUDLY) It
is disgusting behaviour that did Cousin. Two people on the
same night Cousin. CRYING LOUDLY).

All Prudence’s concernes are nothing to Dudu who insists that Prudence must
go back to Kwazi’s home no matter what. Prudence was not aware that she
became pregnant on the first instance with Thomas and gave birth to twins;
Qedusizi and Nokuthula.

Significance

Before embarking on the significance of meaning and interpretation of these
radio plays, it is very important to look at various views on theme. Many writers
refute on theme to be a moral lesson. Mashiyane, (2009:31) expresses the
concern regarding the split views whether or not there should be a moral lesson
in every story / drama. He avers that a playwright must not strive to be a
preacher because he may not be successful in doing so and thereby dent his
relationship with the reader. He asserts that “let writers be writers and leave
preaching for preachers. He condemns those authors who preach to the readers
because writings are primarily meant for entertainment and teaching. A warning
is extended to authors who try to teach moral lessons because the tendency is
that some people / readers who are being taught might have learned those
lesoons long ago. The meaning and interpretation of these plays must solely be
left to the reader for his / her contention and conceptualisation. The New Critics,
the masters in literary criticism, dominated the scene in the 1930s and 1970s on

theme but their views on theme were somewhat impressionistic and one —
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dimensional. This can be seen in a description of theme by Brooks and Warren,
(1979:273) who stipulate that:

The theme is what a piece of fiction stacks up to. It is the
idea, the significance, the interpretation of person and events,
the pervasive and unifying view of life which is embodied in
the total narrative ... what we make of such human
experience always, directly or indirectly, some comment on
values in human nature and human conduct, on good and
bad, on the true and false, some connections of what the
human place is in the world.

This quotation by Brooks and Warren emphasises what the idea of theme entails
components that are included in a theme such as the interpretation of events,
human values and human experiences. Scholes, (1977:20) is more relevant in
the explanation about what is aimed in this study when he talks of meaning.

This is how he infers:

More often than not, when we talk about a story after our
experience of it, we talk about its meaning.

Scholes, (1977:20) proposes the following to identify theme:

Discovering theme or meaning in a work involves us in
making connections between the work and the world
outside it. These connections are the meaning.

These two quotations by Scholes give a clear picture concerning the meaning of
theme and message or moral lesson as they are inseparable. A problem arising
in identifying theme is the fact that interpreters or readers / audience may
propose different themes which may be closely related in one way or another.
He (Scholes, 1977) articulates thus:

If we isolate everything in a story which is not just narration,
description, or dialogue, some clues are likely to appear. The
title of a work is often a striking instance of this kind of material.
Sometimes it will point our thinking about the work in a
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particular direction, or it will emphasize for us the importance of

a particular element of the work.
In this quotation Scholes maintains that no part / element of the play must be
excluded since it makes an incomplete piece of writing. Gerard’s observations,
which he made on the literature of Xhosa, Zulu, Sotho and Ambharic, are of
significant note. He makes this point as quoted by Kwetana, (1987:246) when

he declares:

Contact ancient wisdom and superstitions, and exciting and
perplexing experiences with Western civilization was also
responsible for the chief original theme of African literature, the
theme of acculturation, with its many subordinate motifs: new
money industrialization, and technical development, impact of
city life and economy on ethical behaviour, transformation of
marriage customs and sexual mores, contrast between more
education and privilege few who have gained first hand
knowledge of Europe or America.

Kwetana in this quotation mentions what the ancient literature mainly discusses
after mixing with the western civilization as it embarks on acculturation,
industrialization, the impact of city life as aspects that were not popular before

the contact with the western people.

Amongst so many things in uMadakeni, Ngcobo has tried with great success to
indicate how important it is that all families live happily, how important it is
that families enjoy stable marriages. Women are responsible for overseeing the
relationship, making sure the relationship runs smoothly, that everything gets
done and that everybody is happy. Wife power can signal a harmonious couple.
On the other hand he further tried to indicate with great success to indicate well
the miseries and tribulations that are as a result of badly managed marriages.
Jabu maintains that bad marriages strain women but not men’s hearts. In this
sense a high —conflict, abusive marriage, divorce is a relief and does not
recommend that people in high —conflict, abusive marriages must stay in them.

He gives highlights of expenses that are caused as a result of broken families.
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He makes a distinction between the real love and the fake which eventually
brings destitute between the partners which spill over to innocent people of

which children are always never an exception.

The dramatist portrays daily experiences through his antagonistic character,
Jabulile, alias; Jabu, who lives an immoral, corrupt, selfish and greedy life. It
may be that she does all these things under the pretext that wives have more
power than their husbands in making decisions and dominating discussions. The
marriage is a place where women can exert some power as a result of changing
societal roles. There is an assumption which is a marker of a healthy marriage —
that men accept influence from their wives which means the woman makes
more of the decisions in the domestic realm than men do. She strips her husband
of tell all his belongings which are reminiscent of the urban life. These events
happen off course and play takes place at KwaDabeka Township, an urban area.
She sells the house with an undisclosed amount to her friends without sharing it
with her husband. The dramatist cautions about the repercussions and dangers
of a one sided love. Mazwe works so hard and eats so little like a canary
whereas Jabu lives like Her Royal Highness but opt to live an immoral and
corrupt life in her husband absence as she is engaged with Raymond, her
boyfriend at College, in love affairs. The scenery in this instance is mistrust

which is the end result of the corrupt life.

Jabu’s life is like that of a white woman, who is described by Serudu, (1991:10)

as destructive. He infers it thus:

A white woman does not enrich a family. She impoverishes
it by undermining its unity. She cannot be integrated into
her community. She keeps apart, dragging her husband after
her.

This quotation describes the white woman as opposed to an ordinary African

who with regard to the lifestyle who is never demanding from her husband and
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family members. Jabu is ever demanding from her husband which is the end
results of jealousy for a costly life. High social status people like Jabu never get
satisfied as she lives a competitive life with neighbours and other fellow people.
Such life always has the negative impact on others. Research consulted shows
that 20 percent of those who have divorced or widowed suffer chronic health
conditions, such as heart disease, diabetes or cancer compared with individuals
who are currently married. The dramatist further makes an emphasis on
thorough planning and a correct choice of a life partner. Jabu gives account of
the dilemma that is faced by females before they commit themselves into
marriages. She cites the shortfall of females to make correct choices which ends
into the destruction and the dissolution of marriages. She cautions parents to
give freedom to their girl children to discuss the love affairs with their children

to avoid such occurrences.

The co-operation amongst the family members is overemphasized. This is what
Greunen, (1993:84-85) says in an emphasis about the family where it is cited
that the family is the homeport where the child begins on his or her long journey
through society. The dynamism of culture change brings about conflicts in
families and communities so that it becomes difficult to establish why people
stick to their traditions even at the expense of peace and happiness in the family.
The family is taken as the tragic milieu and the breaking of family bonds results
in alienation of parents and their offspring. Jafta, (1996:1) stresses in African
culture marriage is not a concern of individuals who fall in love. It is a public
concern that involves the whole community because it is where the values of the
society are nurtured and perpetuated. Had it not been the co —operation and
efforts of Mazwe’s family and relative members as a result of the stress caused
by Jabu’s evasive actions, Mazwe’s life would have been history today. The
Africans are known by their communal culture which emphasizes interpersonal
relationship and this co-operation shows the communal nature of Africans from
which their literature takes root. In African way of life no individual is an island

but everybody is part of the corporate whole. All the family members co-
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operated and fought together until Mazwe is freed from psychological and
mental stress coupled with evil spirituality. All members in unison fought

tirelessly.

The same co-operation is shown by Kwazi and MaVezi in Inkanankana after
Joseph Dube, Kwazi’s biological father has re-connected with the family
entirely. After having been told about the critical situation at home concerning
Kwazi and Prudence’s marriage, he solves the matter by putting the blame on
himself. That truth revamps the healthy home atmosphere and everything goes
back to normal. Prudence and Kwazi co-operates with him therefore re-surface
solves many familial problems. There is co-operation in that Kwazi accepts
Prudence’s illegitimate children (Qedusizi and Nokuthula) as his uncle. He
agrees that they grow up under the influence of his uncle until they assume their
real surname of Manana. Through this co-operation Prudence is consoled by
being given money to buy her business (shop) and all is done under the spirit of
ubuntu (humanness) as all problems are solved in an amicable manner. Had it
not been this co-operation, the opposite could have resulted. Even Prudence as
far as she is, has the right to join the home at her suitable time in order to check

her children.

Lastly, the dramatist takes note that when something big or small takes place or
occurs at home, all affected members need information. Zaba, Mazwe’s son
complains that the status of his parents is hearsay to him. His father has suffered
mental and psychological disturbance which has forced him to be in recreation
centers including being taken to hospital in Johannesburg, with nobody taking
care to inform him. His mother is involved in a car accident where both legs are
amputated which eventually causes her to spend her lifelong on the wheelchair
without his knowledge. He maintains that his family members are susceptible to

criticism.
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Marriage can boost a man’s health and augment a woman’s purse but divorce or
losing a spouse to death can exact an immediate and long-lasting toll on those
mental and physical gains. The sociologists maintain during this time that this
event is taking place it is extremely stressful, in that the victims ignore their
health; they are stressed of which itself is a healthy risk; they are less likely to
go to the doctor, they are sleeping poorly. Divorce and spousal death have
similar impacts on a person’s health which suggests that divorce operates like a
traumatic event in one’s life. Though Mazwe is assumed to have recovered
economically with Thulisile, the new partner, but once a person’s health has
been tarnished, it is hard to snap back even if the person tie the knot again.
Ngcobo maintains that remarriage helps but it puts life back on a healthy
trajectory. The study suggests much of health can be altered by these major

turning points in one’s life, like divorce from which one does not recover.

In Isela, Ngcobo stresses the importance of testing for a person’s status so that
test results are known. If tests results confirm that a person surely is HIV
positive that he needs to be cautious in monitoring his life and being positive to
the situation to which he has fallen into. Amongst other things, he needs to
control his diet, engages in the bodily exercise, have enough rest and adequate
sleeping time. It is important that people who are HIV positive and who fully
understand the dangers of HIV / AIDS need to be part and parcel in advocacy
campaigns as does Mac Mngadi. He looks for more literature from Mthiyane
(HIV/AIDS Counselor) in order to increase his knowledge for his personal gain
and for his community in its entirety. He has high plans to become a columnist
in the newspapers where he will write and address the community on the
dangers of HIV/AIDS and what precautions need to be taken to safeguard life.
As a caseworker, Mac is prepared to buy his own stationery which entails
digging deep down his pocket for the love of his community.

Mac will stick predominantly on the preventative measures of the diseases, what

measures to be used by the affected to avoid re —infection and the affected must
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never spread such diseases deliberately. He will also promote the positive
attitude and mind to those who take care of the affected people and those who
are suffering from such chronic diseases as a result of AIDS. Therefore Ngcobo,
(1993, scene 20:8) in appreciating Mthiyane’s attitude in agreement with Mac’s

ideas writes:

105. MTHIYANE: Cha, uza kahle impela. Ngizozama
ukukusiza ngazo zonke izindlela.

(No, you are coming alright. I will try to help you in all the
ways).

In this excerpt Mac is praised for the treatment seriously as opposed to other
people who take this type of treatment. He is learning more about HIV / AIDS.
Such positive thinking is highly recommendable from Mac. Some patients
complain that the treatment is heavy, tiresome as there are tablets and even
ARTSs have many complications that lead to bad effects. It must be remembered
that the HIV / AIDS goes hand in hand with the tubercolosis (TB) and once a
person has been diagnosed with the TB it means he / she must get a treatment of
six (6) to eight (8) months to set a cure. They visit the clinic every month for a
check up. The blood test results of a person’s sputum shows if a person is
infected with the TB thus starting the treatment programme under the health
care workers supervision that are well trained on TB and AIDS like Sibongile
(AIDS nurse in Isela radio play). The play Isela touches on pregnant women of
Mac who goes for HIV checking to find out about their CD4 status. They start
the antiretroviral treatment (ARTS) programme if they have a low CD4 which is
below 350 as ART controls the HIV virus and delays AIDS. Patients are warned
in that if they stop ART the AIDS illness comes back again but if they take the
ART medicines everyday they can live a long land healthy life. The non-
governmental organizations such as Treatment Action Campaign (TAC) and
NAPWA do help HIV / AIDS patients in great deal. Most people complain with
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such the treatment because they are given many tablets in this regard as the

person also gets treatment for any infections.

The danger of TB is observed in the Multi - Drug Resistance (MDR) which is
another type of TB. The study that has been conducted recently comes out with
erious results as there are patients who and become deaf people after the intake
of such tablets and medication. It is revealed that there are patients who even
think of commiting homigide after taking Kanamycin, Amikacin and
Cycloserine. When the Department of Health officials in KwaZulu — Natal are
approached they admit that they are aware about the consequences but also state
that there is nothing they can do because the patients need the medication. They
maintain that the failure to issue such medication implies that they sign the

death certificates to the patients.

The dramatist, in Iwashi Legolide displays the multi plot structural type of the
play. Of these plots, the dramatist takes many scenes / episodes discussing the
health related issues. He begins the story through deserted Cele girls who are
orphans got refuge at Umlazi Township and expelled by their uncle after one of
them (Sizakele) has fallen pregnant. The greater part of the story continues
when Sizakele (the younger sister) has given birth to twins. They stay in the
squatter house where they are dumped by their boyfriends. The dramatist makes
precautions to the society and community about safety measures that need to be
considered to maintain healthy living conditions. The issue begins when the
twin children are never taken care of by Sizakele, amongst other things the poor
feeding programme which results to kwashiorkor; lose weight, inactive and
ineffective. The nurses pay visit to their squatter house which is also found
wanting. Lectures are given to these two girls concerning the correct diet,
clothes that must be washed often and general cleaning procedures.

The dramatist emphasizes physical exercises, fresh air (with oxygen), eventually

nurses maintain that if the society takes heed of the major diseases such as

283



Tuberculosis (T B) will not affect the society. He stresses the notion:
prevention is better than cure. These girls indicate to nurses they are afraid of
the T.B. and they are given an assurance that they will never be affected by
these endemic and fearful diseases. She even gives symptoms of a person who
has been affected with the T B such as unceasing cough, tiredness, without the
appetite, difficulty in breathing and many more. On the other angle the
dramatist is on a campaigning spree to educate the society about the correct
measures that need to be followed to bring up healthy children. As these twins
have acquired kwashiorkor, the dramatist exploits the chance given to him to
highlight on the measurements that need to be taken to bring up a healthy child.
He articulates the right type of diet that must be given to the young growing
children to avoid healthy hazards. This is tangible evidence that before Ngcobo
commits his pen on the paper he makes research. It is a clear indication that he
spent time with Health Authorities to find out about the issues that are pertinent

to the society at large as far as diseases and general hygiene are concerned.

The acknowledgement and admission of guilt is always important no matter
how difficult circumstances are. The issue of confession comes into play.
Confession of truth and admission of guilt break no friendship. The court
describes MaMngwengwe as the hard-hearted person who is pushed and driven
by jealous and all these are construed in a witted networking of a cunning fox -
like. At the highest peak of circumstances, MaMngwengwe realizes the reality
of how bad and it was to kill Fano. She confesses with agony coupled with tears
how she orchestrated the plot to kill Fano. Ngcobo, (1989, scene 44:7) avers

MaMngwengwe’s words as follows:

106. MAMNGWENGWE: (EKHALA) Cha, sengibonile
ukuthi ngenza  iphutha. Ngangenziwa  umona.
Kwakubuhlungu  kimina ukubona indodana yami,
ummangalelwa wokugala esedlulwa ngumufi
ngokwensebenzo yize umufi wayesanda kugala kugala
kusebenza. (UKHALA KAKHULU) Ngicela iNKkosi
ingithethelele. Sengiyabona ukuthi ngenza iphutha.
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(CRYING) (No, I have seen that | made the mistake. | was
pushedby jealousy. It was painful to me to see my son, the
first accused being defeated by the deceased as far as work
Is concerned despite that the deceased worked later than my
son. (CRYING LOUDER) I ask for forgiveness from the
Lord. I realize that | made the mistake).

It is cruelty that leads to their arrest as they have no respect for life. Their
boastfulness about an evil action leads to their punishment. Nobody sympathises
with such vilians like Mpiyakhe and MaMngwengwe but it is the consequence
of their statements that injures and even kills others. Mpiyakhe’s actions make
him a villain and less of a dignified eldest brother who should be providing for
their entire family. He is selfish and and cruel and seems to misuse his power as
head of his father’s family. As Kwazi in Inkanankana has finalized the
purchase of the supermarket and now he has the duty to organize all the systems
and processes of running the business in a professional manner following all the
correct procedures. After he has taken over he immediately reduces all the
prices with the purpose to entice and attract most customers for very good
turnover. He organizes the opening party where he emphasizes the importance
of the treatment of customers by workers where he stresses the language used in
business. He asserts that any business cannot sustain without buyers /

customers. Ngcobo, (1987, scene 20:5) maintains:

107. KWAZI: Lo msebenzi ughubeka ngoba kukhona
abathengi; ngaphandle kwabo awukho. Ngakho-ke kufanele
sibaphathe kahle; sikhulume nabo ngenhlonipho.

(This work exists because there are customers; of which
without them it cannot. Therefore we must treat them well,
talk to them with respect).

The excerpt above makes it clear that customers are the cornerstone in business,
so for it to be sustainable workers must be polite. He conducts the lessons
regarding the language aspect which aims at the proper approach emphasizing
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the proper way of greeting which avoids statements such as “Ya, ufunani wena?
Yes, what do you want?) (Ya, uthini? (Yes, what do you say?) He articulates
this is the language that is not acceptable in the business sector but statements
such as “Sawubona; ngingakusiza? (Good morning, can | help you) and
“Ngicela ukukusiza” (May | help you) adding whether “Sisi, noma Bhuti, noma
Mama, noma Baba” (Sister, or Brother, or Mother or Father) as the acceptable

approach that comforts the customers.

Kwazi maintains that in life there are upheavals as it happens that some
customers fail to remember what they exactly want so the workers are expected
to respond positively thus avoiding arguments and confrontation as they are
sometimes not very sure of the items they are looking for. The workers are
never expected to teach customers on how to mention items that they want but
they have to give them and market / praise that item as they are not teachers.
Workers have to listen carefully to what the customers want / need and just

respond to their needs with a smile if necessary.

Workers have questions about customers, who come for shopping bringing their
arrogance, fighting and never co-operative. Kwazi responds by stating that such
customers need the first attention so that they can go immediately since they
have no time and patience for anything as they are angry. As the businessman,
Kwazi knows the different types of customers / buyers as he enumerates them
according to their categories. Kwazi has the solution to treat them as Ngcobo,
(1987, scene 20:6) puts it:

108. KWAZI: Bakhona-ke abayinkinga, abeyisa sengathi
bayahola ngokweyisa kwabo. Kodwa —ke lokho akusho
ukuthi nawe beyise, wena enza lokho okufanele,
ubathengisele ngokushesha ungakunaki ukweyisa kwabo.

KWAZI: (There are customers who are troublesome, who
are insolent as if they are paid for their insolence. That does
not mean that you must also treat them as they do that, you
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must do what is right, sell them their items without taking
into consideration what they say).

Attached to the business language is the business etiquette which is
emphatically addressed by Kwazi which he regards as the serious concern
which may lead the shop being losing customers and businesses? In this light he
highlights three phariphenal / fundamental points of which packaging tops the
list. He cites packaging as the tool that keeps customers attached and clanged to
the shop as the reliable source of their demands. The shelves must always be
full of the stock where older stuff is packed at the front and new at the back. He
articulates this with the underlying reasons thereof. Attention is also given to
cleanliness as a major concern at the shop. All the destroyed items must be
quickly attended to otherwise customers lose interest. In this regard, he
concludes with metaphorical mice which are referred to thieves as an issue
which he never entertains. He says these mice are never seen stealing but the

shops are dropped down because of their presence, they cannot be tolerated.

Ngcobo, the dramatist is the man of cultural conscience. In his plays he cites
cultural beliefs that are practised in the black society as a premonition that needs
to be revived for its sustainability. Bongi was arrested, charged and sentenced
for four (4) years imprisonment of which she served full three years as one year
was a remission of sentence (parole). On her release she does not come home
and MaNzama(her biological mother) and MaKhoza (her mother—in-law to be)
complains that why has he not come home in order to practice a tradition that is
normally done when somebody has befallen something evil which may be
killing of a person or being imprisoned to remove misfortunes. Ngcobo, (1988,

scene 47:6) puts it thus:

109. MAKHOZA: Cha, nami ngithi ngimdala nje;
angikwazi okunje. Esikhundleni sokuba aphume eze
ekhaya; kuzokwenziwa nezabana zokukhipha leli shwa
lokuboshwa ukuze kungamphindi ngelinye ilanga, yena
ukhetha ukuzula futhi? Nansi imihlola bo!
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MAKHOZA: (No, as | claim to be old, but I do not know of
such. Instead of coming home from jail, so that we make
some means to take away this misfortune of being arrested
so that it does not happen again, she has opted to wander
around. Here is awe-inspiring occurence).

This is an old Zulu tradition that Ngcobo revives in his plays which needs to be
considered to avoid it becoming a family weakness. By this time Bongi was
wandering in the township being shun going home as she is afraid of her mother
(MaNzama) which marks the end of her life as in few days later she is stabbed
with a screwdriver and dies. In other words she sets a precedent that wrongdoer
must be given an eighteenth year punishment. The misfortune was never taken
away from her which is a similar case with Bee (another thug in the township)
who is also serving eighteenth year imprisonment.The eighteenth year is a
yardstick of punishment in Impesheni Yesiphalaphala. Ruby decides to
demand a child’s support from all her lovers for a period of eighteenth years as
a standing rule in the South African courts. Bee (new Bongis’s boyfriend) a well
known ruffian after being convicted of so many charges including the cutting
off of a white woman’s hands with goldfingers, is given an eighteenth year
imprisonment. Lastly, Ruby is sentenced to eighteenth year imprisonment which
marks her incarceration to mingle with the society and confirms the Biblical

doctrine “do what you would expect others do unto you”.

The actions of Ruby could be thought of metaphoric devices. She is said to be this
.... (Role model, business woman) but surprisingly does that; for instance she
grooms young girls for better avenues in business but also robs the very same
girls she is supposed to be nurturing. It thus becomes logical to examine all her
actions individually in order to gain a least understanding of her. Each of her
action defers meaning, sometimes to an extent of giving rise to the opposite, to
say laziness and greedy. Her actions could be equated to killing because she

jeopardises other people’s opportunities. She is not a killer per se but she kills
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because she is too lazy to work industriously to support herself and family.

Laziness, hunger, greediness and deception give rise to killing.

Majola, (1995:17) alludes to the fact that such instances in life claims that “no
surpasses the other” and is ironical, given the general view of her status as a
woman. From where does Ruby get such powers that she boasts of. This points
out to the fact that there is no relation between sign and meaning as the two
antithetical signs (woman, powerful) dissolve into identity. This, by its own right,
defers the comprehension of the signification of the character. As a troupe of
metaphor, animality of Ruby could well refer to people who behave like her
character represented in the texts: people who do not respect other people. This is
somehow an insult to other people (especially women) who kill and rob other
people. People, who do all these things, definitely deserve to be called animals
and they are. Thus “animality” represents bad and corrupt behaviour. This further
gives signs “the bad woman” as signifier that signifies upon several rhetorical

figures as Majola, (1995:19) mentions it including and other corruptible devices.

The years from 1994 onward in the Republic of South Africa are known and
recorded, to be the years for reconciliation, forgiveness and renaissance (revival
of humanness). It is believed all things are done anew. Attached to the tradition of
misfortune avoidance (amashwa) is the tradition to bring home all illegitimate
children who were born outside the legal marriage. To all the typical and
traditional Zulu people it is customary that all such children must be brought
home to legitimate parents in order to appease the ancestors’ anger as it is
manifest through umkhuhlane (the influenza sickness). This is what Ngcobo is
also emphasizing in his Impesheni Yesiphalaphala as a call for Zibuya
emasisweni (renaissance) all forgotten things are done anew. Because that
MaNzama (Bongi’s mother) is old customary she concludes that Bongi’s child
must be taken to Sibusiso’s home and that Sibusiso should pay reparation as a

way for fining all people who have done such an event so that the child becomes
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6.4

his legally. So MaNzama talks to Bongi who fortunately agrees to release the

child and writes a letter for commitment.

Motifs / Sub-themes

Many literary critics use ‘motif” and ‘theme’ interchangeably but some however
distuingsh between the terms by defining motifs a theme like units that are
smaller than theme (sub-theme, of less importance to the text as a whole). To
add to the terminological impreciseness, it must be noted that some
theoreticians equate theme with motif. This is what Abrams, (1981:111) says on
this:

Theme is sometimes used interchangeable with motif, but
the term is more usefully applied to an abstract claim or
doctrine whether implicit or asserted, which an imaginative
work is designed to incorporate and make persuasive to the
reader.

Shipley, (1970:274) rightly looks at motif as a recurrent element (one that may

enhance the theme of the work):

A characteristic of a work’s design, a word or pattern of

thought that recurs in a similar situation, or to evoke a

similar mood within a word ...
Radio drama has featured prominently in the cultural life of society in such that
audience / listeners learn acquire good moral bahaviour / conduct. The listeners

/ audience learn how to behave and treat other in this living.

So this study prefers to explain the word for sub-theme and motif as a small
component of the body theme. It may further be referred to the subordinate
message of the theme. Message is usually minor and it gives a specific message
or lesson for the audience that is related to the theme. It is of significant

important to mention and highlight what Ngcobo intends emphasizing and
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instilling in the minds of the society on specific lessons as they manifest in all
his radio plays. Corruption and corruptability leads to human suffering, fear,
piety and destruction as exemplified in many areas of the plays. The character
Raymond in both Impesheni Yesiphalaphala and Umadakeni has been given a
destructive characteristic name in the people’s lives which according to Ngcobo

is something that actually happened in his real life.

Raymond took Ngcobo’s girlfriend during their youthful stage. It shows here
that something never passes in the person’s subconscience even if he is no
longer bearing a grudge and Ngcobo in an interview states such the name
Raymond comes immediately when he thinks of somebody with similar type of
action and caused such affliction. In Umadakeni we see Raymond from
Johannesburg falling in love with Mazwe’s legal wife Jabu. In a car accident
that takes place Raymond dies and Jabu suffers a never healing pain as both legs
are amputated. Mazwe is in search of the second wife as Jabu has sold the house
and fled with all the furniture. In Impesheni Yesiphalaphala the character
Raymond is depicted as an unfaithful lover to Ruby who is envy to what Ruby
has. He is jealous of Ruby’s business as he immediately jumps up to
confiscicate it when he realises this as a serious problem. He is an unmerciful,
has a ravenous appetite and a robber, brigant type of lover who destroys Ruby’s

life. So Ngcobo cautions his readers to be watchful of people in human life.

In Inkanankana and Umadakeni, Ngcobo has a character Thomas who does
conflicting deeds and contrary to each other. In Umadakeni we see Thomas
who is sympathetic, kindhearted and merciful despite the belligerency of his
wife, Millicent who is an opposite of what Thomas is. Thomas in Umadakeni is
unlike Thomas Manana in Inkanankana who is destructive. Ngcobo insists that
women do not forget their former lovers as they from time to time remember
and reconnect with their lovers. This Thomas Manana was the Prudence’s first
boyfriend who reconnects with Prudence when she has problems in her

marriage. At this stage he is the private lover who makes it that he impregnates
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her and she bears twins; Qedusizi and Nokuthula. By implication, these two
names are self explanatory as geda means (finish) and usizi (sorrows) and
nokuthula means being quiet and peaceful. It means by giving birth to these two
children, to console and comfort her from such traumatic life she is living.
Eventually, he finds them in an act with Prudence at the hotel and both Thomas
Manana and Kwazi draw their pistols shooting each other and Thomas Manana
dies at the hospital at a later stage. Important lesson and clear message to all
private lovers (roll on) who are fashionable to this practice die in all Ngcobo’s

radio plays.

The last issue in this point is Mpiyakhe Cele who is suspicious and envious as
he is overpowered by his half — brother Fano who is finally killed. Ngcobo here
in Mpiyakhe’s name (he fights his own fight) proves that a person dies for his /

her own course and for what he possesses.

Ngcobo proves to be a man who is culturally conservative and a man who is
imbued with traditional practices. When an evil omen has befallen the Zulu
family it is customary that the head of the family, after pondering and
meditating about it, consults either the diviner to exorcize the evil omen that has
shown itself or consults with the whistling spirits (ukubhula abalozi). Ngcobo
has two instances in his plays where his characters decide to engage in this
tradition. As Mazwe as result of stressful life and frustration caused by the
stripping off of his properties (house and personal belongings) in uMadakeni,
his friends and relatives engage in this tradition. Mazwe has begun a habit of
simply disappearing and ostracise himself amongst the members of his family
until he is found in the Recreation Parks. Such a situation causes a stir in the
family and they decide to consult the diviner for such an evil omen to track

down his whereabouts.

In his examination, the diviner finds out that Mazwe is still alive and is

somewhere near the Maydorn Wharf staying at the Recreation Park. At the
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beginning of the play Ngcobo foreshadows what is going to befall his
protagonist where he talks of people who as a result of insurmountable
problems, decide or find themselves at the recreation parks. When he discusses
this in advance he is somehow indicating that something painful is still going to
befall his actor of which in this case is Mazwe. The incident happens when
Mazwe has been transferred to his psychatric hospital in Johannesburg for the
diagnosis by psychatrics. He disappears until his sister, Thandeka reports at
home concerning his disappearance. Fortunately he is found by Thomas and
Millicent at Harrismith from rehabilitation that is ready for new life. Such a

practice works for Mazwe.

In another incident in Inkanankana, Prudence is abashed by marital problems
which have accumulated in so much that she may lose her marriage. As she
discusses the issue with Dudu, they conclude that she must consult a diviner at
Eshowe for medicinal herbs that are going to tame Kwazi for the revival of the
once flourished marriage. They consult him but unfortunately it was never
successful as she finally loses the marriage when it is discovered that she is
Kwazi’s blood sister. Ngcobo talks about these issues in his plays as he looks at
various possible ways for bringing solutions for peace sustainability in the
society in which that family is affected.

In uMadakeni, Ngcobo talks of Jabu, Mazwe’s estranged wife as the wife who
is troubled by sexual jealousy which led to the marriage being dismantled. He
looks at jealousy from all different angles and regards it as a world
phenomenon. Thomas was nearly killed by the so called “BIG FIVE” of the
school simple as a result of jealousy. He had done not much as Mazwe
expatiates as someone who diffused the conspiracy after Satch whispered to
him. When Thomas asks him he explains thus as Ngcobo, (2001, scene 1:9)

exemplifies it:

110. MAZWE: Kanti—ke kwakungekho lutho olutheni.
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Kwabe kungumona nje wokuthi wabe uphuma phambili
ezifundweni, udume isikole sonke ngokudlala kahle ibhola.
Nokuthi—ke wabe uyisilomo nakothisha, ukhuluma
nesiNgisi esihle. Kwabe kungumona nje, akukho okunye.

MAZWE: (And there was nothing much. It was just
jealousy as you used to get top marks in your studies; you
were famous at the school, playing excellent soccer. You
were also popular amongst the educators, as you were able
to speak goodl English. It was the mere jealousy, nothing
else).

In this excerpt Thomas wants to know of what has transpired in Mazwe’s life as
he meets him being in such state of distress. In the final analysis jealousy in
uMadakeni is a common practice which is multi-faceted as it approaches from

all different angles.

Ngcobo highlights these pertinent issues though sometimes he is not discussing
them directly but it seems proper that sociological plays consider much what is
happening in the society with an aim that the citizens will have wide opened
eyes until all the problems are solved for better stability in the community at
large and harmony. In passing Ngcobo in uMadakeni highlights four related
issues that are commonly found amongst all the leaders as their common
weaknesses that lead to their names being vilified. He discusses them to caution

the public before damage occurs.

In a discussion between MaVezi and MaCele (parents—in—laws) Ngcobo
mentions that educated and learned people, women in particlar take leads who
squander the church’s offerings. He highlights that they occupy key senior
positions of high respect in their communities. He claims that such monies come
from the elderly people and pensioners. Furthermore, he comments about
principals of who misappropriate school funds. He criticises such principals as
he claims they earn high salaries but they are not ashamed to misappropriate

monies that come from the unemployed people and grannies. He condemns
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teachers who are involved in the sexual relationship with the school children as
something of the new dispensation. He explains that these activities detract
school children from their studies. He touches upon the love affairs between
married women and other men as something which needs other people’s
attention and must be condemned. Ngcobo concludes his talk on new
unfamiliar practices by highlighting for what happens when someone is
involved in the car accident as his character MaVezi in uMadakeni, Ngcobo
(2001, scene 16:4) puts it as follows:

111. MAVEZI: Umhlaba usuyabhubha, Mlingani. Abantu
kabasalesabi ihlazo kabasawenyanyi amanyala. Abantu
sebafelwa wonembeza. Ungabona umuntu ehamba
ucabange ukuthi usaphila kanti kudala azifela. Abantu
sebafa bephila. Uma uke washayiswa yimoto, abantu bathi
ngu bekukhuthuza, bethatha imigexo namawashi
nezicathulo nezikhwama zemali, bashiye isidumbu kuphela.

MAVEZI: (The world is perishing, Feloow parent —in —
law. People are no longer afraid of shameful deeds; they do
not have an aversion for something disgusting. People have
lost good conscience. If you are involved in a car accident,
people will enclose robbing him the money, taking the
beadwork, watches, shoes and wallets thus leaving only the
corpse).

In this excerpt, Ngcobo regards it as of a high standard of people who have no
humanity. In his observations of events there are examplars when certain
accidents have occurred, he mentions that people do not have humanity
anymore. He highlights that when people are involved in car accidents they do
not receive any assistance instead they are stripped off their belongings ranging
from pickpocketing wrist watches, necklaces, handbags, monies, shoes and just
leaves out the corpses. This is the world phenomenon of people who are cruel to
others in this fashion. MaVezi maintains that such cruelty comes from the well
educated and enlightened people who live in urban areas as compared to rural

people. Their actions of cunningness are well orchestrated.
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The following statistics in Isela given by Ngcobo is meant to serve the dual
purpose to those who have been affected or not affected. Mac displays how
much information he has acquired since meeting Mthiyane. He enunciates what
he has learnt so far as he mentions that he must not share the tooth brush and
nail clipper as a result blood stains that remain behind. He must put on hand
gloves when peeling the potatoes and many more which these can be illustrated

as follows:

28%

OTooth brush
B Nail clipper

OHand gloves
OLove bites

23%

32%

Figure 3

In figure 2 Ngcobo gives the preventative that can be applied and done to
minimize the possible chances of infection of HIV / AIDS to those who have
not been infected. The careful consideration of these measures indicated in this
figure serves as precautionary measures that humanity can engage in for a zero
HIV/AIDS community. Other diseases that easily attack the patients have the

followings symptoms:
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11%

O Waning
B Groin glands
OLack of power

O Fever
B Diarrhoea
O Sweating
16%
Figure 4
PREVENTATIVE MEASURES
W CHASTITYOR

B FIDELITY of FAITHFULLNESS
B MUTUALTRUST

B USECONDOMS

Figure 5
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BAD EFFECTS OF HIV/AIDS

0
1% o

1% Serious Pains
Unnecessary Costs
Forsaken by Friends

1% 1%

Unemployment
No more children
FACES DEATH

0, 0,
1% 1% AIDS is Costly

Figure 6

Balanced diet is also another serious concern in Ngcobo’s plays. Also in lwashi
Legolide, talks about the nursing sister at the hospital who advises Sebenzile
about the right diet to be taken by a mother of the young baby. The advice talks
of too much water to be taken a day, fruit juices, milk, balanced diet, mother’s
breast feeding and many other kinds of body formatives but breast feeding is the

dominating factor. This is how it is represented in figure 4:

CHART

[ Balanced diet

B Too much water

[] Fruit juices

] Milk

Bl Watters breast feeding
O others

Figure 7

298



In her emphasis, the Nursing sister stresses breast feeding as it has protective
formatives that fight with different diseases from being infected. In her visit to
where Sebenzile and Sizakele live with the children who have been forsaken by
Vusi as he abandoned them, she along the chart of pictures with different kinds
of food. She gives lessons on food which is suitable for young growing children.
On stage one she cites protein oriented types of food, inter alia; meat, cheese,
beans and many others. On stage two she cites fruits and vegetable as they give
power to children to fight against diseases that attack children and they also help
to heal wounds quickly. Amongst these she makes an emphasis on cabbage,
tomatoes, oranges, pawpaw, guava and mangoes. It means Ngcobo is engaged
in educating the society concerning the right diet as he mentions that raw
vegetables such as salads are healthier than the cooked vegetables. In stage three
she cites oats, soft porridge, brown bread, butter and cooking oil as they give the

body heat as against cold necessary for energy and play.

Education is strongly recommended as a tool for social change, a world
phenomenon and development. Thula complains that black learners easily leave
the school at the early stages of life whereas learners from other races stick to
education and succeed. This complaint stems from the desertion of Cele’s
daughters who left the school on dual purposes; their mother had died ending
their uncle where they short lived. This is normally what happens when the
parents have died, takes refuge at anywhere. In lwashi Legolide Ngcobo,
(1989, scene 23:2) asserts that:

112. THULA: Zisihlula lapho —ke ezinye izinhlanga ngoba
ezazo izingane zinamathela emfundweni. Ezethu zibona
ukuthi ukuchitha isikhathi ukufunda. Le nto izokwenza
ukuthi sihlale singabafana kwezinye izinhlanga. Hhayi
ngoba singahlakaniphile, kodwa ngoba singakwazi
ukulungiselela ikusasa lethu.

THULA: (The other races defeat us here because their
children stick to education. Our children regard education
as the waste of time. This is going to cost us to remain
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inferior to other races. This is not because they are not
intelligent, but it is that we cannot prepare our future).

In this excerpt above Ngcobo emphasizes the fact that other races continue with
education uninterruptedly but amongst the Black population it is easy for their
children to disrupt their own education at school. They take the school as a
place where they can spend their time without learning thus disturbing other
learners. In Inkanankana, Kwazi complains that young people easily leave the
school for piece jobs which they do not accomplish because of its difficulty
instead they opt for short cut whereas there are no short cuts and free lunches in
life. These young people ends up in difficult situations. MaMbhele in her
discussion with MaVezi echoes the same sentiments especially referring to her
son, Vusi who could not complete his university education because of his
drinking.

They complain that children do not take time into consideration girls produce
many babies whereas schools are not built and classes are full without educators
to teach. Kwazi has left at the university without informing his mother who is
complaining of her money that has been lost in his education. She maintains that
Kwazi should have stayed at the university as she is completely convinced that
her application on sociological aspect in making newspaper advertisement
looking for funds from well wishers and friends would help. She is expecting
any Good Samaritan to help. Her religious belief is expected to produce fruit as
she prays dearly to God to work in a miraculous way that can bring back Kwazi
to the university in order to complete his B. Com studies. Her pastor has been
approached and informed about this matter.

In the same vein, this issue on education is highlighted in uMadakeni as Gwala
(petrol service assistant) talks with Thomas Mthethwa regarding the jobs skills.
Both of them affirm that in places like Johannesburg in these days people must
have training skills ranging from one to two job skills so that they consolidate
their jobs. They maintain that in these days it is only people with trained skills
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who are required in the job market. In an article from UMAFRIKA, Nomsa
Ndimande further emphasises this issue on young Black people who refuse to
take education as their first priority when she compares them with their
Canadian counterparts. She explains thus:

Izingane zaseCanada zifundiswa ukonga imali zisencane
ngakho zikhula zazi ukuthi zifunani. Akekho umuntu
onesikhathi sokuntshontsha ngoba wonke umuntu uyazi
ukuthi kufanele asebenze ukuze athole imali.

(The children in Canada are taught to save money whilst
they are young and they grow up knowing what they want.
There is no person who has the time of stealing because
everybody knows that he is expected to work so that he
earns money).

UMAFRIKA, September 3-9, 2010.

She directs her argument especially to the South African youth when she
expresses that:

Inkinga yabantu baseNingizimu Afrika ikakhulukazi intsha
wukuthi ayifuni ukufunda ukwenza imisebenzi engcolisayo.

(The problem with the South African people especially the
youth is that they do not want to learn for blue collar shirt
jobs which make people dirty).

UMAFRIKA, September 3-9, 2010.

Ndimande’s appeal is to educate the South African youth to open up their
businesses on the completion of their school trainings so that they do not steal
as it is the norm in some other African countries like Zimbabwe and many more
who teach their young people to be involved in theft and corruption. Such a
practice emanates from the government system of the day as it engraved by

poverty.
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In Impesheni Yesiphalaphala, Ngcobo amongst other things highlights the
importance of the Police Force, the matter to reckon with as it is taken lightly
that the Policing profession has no more value due to the high level of crime as
a world phenomenon. His character Detective Gumede does his job with an
honest heart, as it were not the man of his status, Ruby would not have been
arrested been charged. As news broke out that Bongi died, the first man to
arrive at the scene was Detective Gumede. The crime has been committed so the
law must take its course. He found a shoe and a button from Ruby’s clothes
which he uses to track down the spoor and leading evidence for investigation.
This helps as he searches Ruby’s house and they match with Ruby’s clothes. As
Ruby realizes the seriousness of her committed crime and its consequences she
starts pleading and begging Gumede that they settle the matter without taking
her to the cell and for prosecution. She lures, seduces and entices him for sexual
intercourse of which all those delaying tactics bear no fruit as detective Gumede
refutes. At the end the law takes its course as Ruby is taken to custody,

prosecuted and is sentenced to eighteen years imprisonment.

Revenge and conspiracy in Ngcobo’s radio plays as there are many observable
cases which are aimed to cause pain and fear are prevalent. In England, revenge
was viewed sin against God and the State. When one was killed as an act of
revenge it was thought that God would be offended because he was the one that
was supposed to control human life. When one was killed unnaturally it was
perceived as great violation of what was accepted as right. In Inkanankana, it
was very unfair for Prudence to refuse loaning and lending money to Ntathu
during her time of need as she wanted to continue with her teacher college
studies. She blatantly refused that she be helped financially something which
caused Ntathu to tie a baboon’s knot. She conspired with Philisile (Prudence’s

thy sister —in-law) who by this time is looking for Kwazi’s marriage but

Prudence remains as a stumbling block with all the threats which are directed to

Philisile including death threats on the phone and being haughty. Prudence was
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puzzled to take note of Ntathu who was closer to as a biting snake and a
cunning fox. They want her to be toppled and fired so that Philisile marries
Kwazi and their deal concerning the payment is finalized and successful.
Prudence never respected her marriage hence many adventurous episodes
including being an adventuress woman who has private lovers especially with
Thomas Manana something which eventually kicked her out of the marriage.
Ntathu followed her step by step closely until she found her thus evacuating a
hot seat unceremoniously leaving all the wealth of Kwazi at the warm hands of
Philisile. Where she is, she has a never - ending pain because of being corrupt
and unfaithful. This confirms the isiZulu idiom which the first shall be at last
and the last first. So Ntathu and Philisile’s revenge was never of human
character as it causes Prudence to suffer indefinitely despite that Ntathu is
boastful about it as Ngcobo, (1987, scene 55:2) puts it:

113. PHILISILE: Ungathini ungathi yi — ‘adventure’ lena
noma ungathi yi — ‘drama’?

NTATHU : Kokubili; kodwa mina ngithanda ele —
‘drama’. Sikhande i- ‘drama’ yangempela. Ngiyayithanda
mina le nto. Yizinto ezinjena esiyoxoxa ngazo lapho
sesiyizalukazi.

PHILISILE: (What would you say, would you say this is

an adventure or you would say it is drama?

NTATHU: Both; but I like to say its drama. We have

made a real drama. | like this thing. It is such things that we

will discuss when we are grannies).
In this excerpt, Philisile (Kwazi’s new spouse) and Ntathu (Kwazi’ servant)
revise their conspiracy to traduce and slander Prudence so that she divorces with
Kwazi. At this juncture they are at the hotel when they phone Kwazi to inform
him where Prudence and Thomas Manana’s room. As he catches them there is
fighting and they reminisce about the incident and maintain that they have
created history which they will discusss at old age. In their discussion they try to
discern between drama and adventure and they conclude that what they have

done is the drama since it has many eventual happinings.
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6.5

In Isela Ngcobo disusses the different types of healing by comparing the
traditional (African) and the western where he dismisses the myths that exist
amongst the people. He does this by highlighting the belief that Nggqulunga
suspects Gabela for bewitching his daughter Thokozile. Thokozile, a faithful
lady with one partner admits that she got HIV / AIDS from her only fiancé who
sleeps around with other unfaithful females. It means Thokozile is unlike Mac
who has forgotten all his girlfriends due to their numbers. He admits that it has
taken time before people have come to belive AIDS knows no colour, race and
creed, it is meant for all humankind. He cites a situation of a rich white man
who went overseas for business purposes and met up with a beautiful white

lady.

As he woke up in the morning he discovered on the bed that the lady had gone
leaving a piece of paper behind written “SIYAKWEMUKELA EZWENI LE-
AIDS” (Welcome to the world of AIDS). As Sister Magwaza counsels her, she
is requested to share the information with her partner so that he does not spread
it to other people (re-infection). The tension escalates as Thokozile refuses to
reveal her HIV/AIDS status to her parents and his father, Ngqulunga takes some
drastic steps to find out the root cause of his daughter’s illness. He visits
Skhokhokho (the diviner) who suspects the neighbours of bewitching his
daughter. He vows that he will go to KwaMhlabuyalingana ekhaya lezinyanga
(at Mhlabuyalingana where there are many diviners) to avenge for his daughter.
Ngcobo dismisses further that AIDS is caused by mixed-marriage of different

nations thus emphasizing to stick to our own ways of healing.

Challenge poses

Biyela, (1997:93) concludes his study on Ntuli’s themes by stressing the value
of themes when Biyela refers to Ntuli’s works. Though the researcher is not

dealing with Ntuli’s works but the researcher has something in common with

Biyela when he declares:
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What can be observed in Ntuli’s themes is that in each
theme, the author seems to have an obligation to fulfill, a
message or warning to convey to the society at large.

This quotation gives a warning to playwright that whenever he attempts writing

he fulfills an obligation to send a clear message to the listeners.

In uMadakeni, Ngcobo challenges marriage institution as a way of highlighting
those marriages which were haphazardly arranged as they eventually present
complex problems. In his character Jabu, he remembers how he mistakenly was
engaged in the love affairs in prematured with Mazwe who she realizes later she
did love him whole heartedly. She was once attached to Raymond, a boy from
Johannesburg at the College so as a result of being away from him fell in love
with Mazwe who quickly organized the wedding and married her under the
pressure of her parents. She did understand all the institution’s intricacies for

being in the marriage life.

Mazwe was not the real life partner in her heart she intended marrying until she
re-connects with Raymond which is fundamental reason for abandoning Mazwe
despite the boy child they have. She makes emphasis of how important it is to
marry your real life partner without pleasing your parents, relatives of blood and
friends. Raymond questions her relationship with Mazwe for so long who was
not the real life partner where she responds by stating and posing the woman’s
dilemma as many girls marry fake people because of marriage and not that they
really love them in their hearts. This act is coupled with money and social status
which is the most temptation of a single woman as becomes so easy for the
wealthy man to lure girls for marriage purposes because they need money and
social respect. Money and housework are popular picks in any marriage because
the woman wants to have more said at home regardless of her earnings. Jabu
insists that it is important for any girl to get married in order to close a gap in

her heart.
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In Isela Mac has been infected by HIV / AIDS which means he can no longer
be exposed and have access to many opportunities. Amongst other things; he
can no longer bear children. He is afraid and shy that people are going to make
him a laughing stock and despise him. He is no longer in a position to open an
insurance policy with an insurance company but he opts to start a small business
like a Tuck Shop which may develop into something bigger. The opening of a
new business has many challenges that may arise on the way. He looks at life
with new eyes as he thinks of opening insurance for educational policy for his

newly born baby.

Some of the challenges that Ngcobo poses includes the denial of HIV—positive
patients. Once people are notified with their status which is noticed by the
decrease they engage themselves into many unaccpetd activities. Once the CD4
Count decreases (less than 200 soldiers in the body) the possibility of the viral
load increases (where a person is vulnerable to paranthesis that cause HIV-

positive and they are exposed to any diseases.

CD4 VS VIRAL LOAD.

The illustration above indicates the imbalance between the CD4 count and the
viral load which works like a seesaw in the person’s body. The more CD4 count
is in the body, the less viral load is, the vice versa. Under normal circumstances
there should be more CD4 count in the person’s body to fight and protect the
body from whatever disease that attacks him. It means a person starts taking the
anti-retroviral treatment (ART) at the hospital and the partners at his stage must
start using condoms for safe sex. After the negative results from the blood test
which declares people as HIV—positive some engage into the denial stage and
get impatient. Revealing of the status has serious effects in that some people
runaway until they return at the critical stage. By that time some fail even to
walk because of painful feet. Other people prefer to pretend as if they have other
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types of illness and become ithwasa (witch—doctor apprentice) divination to

avoid the labeling instead of engaging into monthly treatment.

Some complain that they cannot afford transport to the centres where they can
collect their treatment. These are some of the challenges that Ngcobo tries to
highlight to the community. He encourages that people must read extensively
and communicates with centres like Red Ribbon Resource Centre (RRRC)
(where people order and get more information) on HIV / AIDS, balanced diet
and venereal diseases, People Opposed to Women Abuse (POWA). These
organizations help to caution people on sexually transmitted infections (STIs) or
the sexually transmitted diseases (STDs) to protect against the risk of getting
HIV or passing HIV on.

Ngcobo is a man of tradition who highlights some of the activities that are
contrary to the Zulu customs. The analysis of the work is based on African
experience especially that of the Zulu people as mainly determined by their
world view. The African world view is culturally different from that of the West
as it is going to be explained at a later stage in this chapter. It is also necessary
to explain what culture is because it plays a very important role in both the
religious and social realization of people. The transition from one state of
culture to other causes a conflict which is the subject of this study. Culture
plays a very important role in any piece of work because it is used as a

determinant of the type of language used.

Jafta, (1996:6) maintains that the cultural norms of society are reflected in the
language used in the work so that the social context in which the language
operates is very important. Clara is Mac’s girlfriend who she intends marrying
as his second wife after a long time being in love. He has paid all the lobola
(dowry) to her parents and the day she finds out that she is HIV negative (free
from HIV /AIDS), it is the day she decides to return Mac’s lobola. This is really

out of African traditions and customs, even it rarely occurs but it is not that the
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whole lobola is returned. The worst part of it, this lobola is turned back by Clara
and not her parents. Clara is full of pride despite being pregnant with Mac’s
child. She states she will support the child on her own without anybody’s help.
Mac’s remarks in the acknowledgement of Clara’s actions are of a brave man

who responds as Ngcobo, (1993, scene 24:5) puts it:

114. MAC: Semukela kunjalo Mama; semukela okuhle,
semukele okubi.

MAC: (That is how we accept Mom; we receive well, we
receive badly).

These are painful words from Mac who departs with Clara his old girlfriend as
they have been engaged in love affairs for a long time and his not yet born child
forever. Armstrong, (1975:95) explains culture as a:

. viable pattern in the consciousness, a structure and
dynamic engagement, a code of awareness that instills each
person causing him to inherit and in turn to help constitute
his culture, dictating the terms under which the world is to
be perceived and experienced.

Thus man is obliged to perpetuate the values of his community and thus form
his perception of reality. Le Vine, (1984:20) is more pertinent to our discussion

in that he gives a view of culture as:

an inherited system of ideas that structures the subjective
experiences of individuals.

In Iwashi Legolide, Ngcobo challenges the society to take in charge of the rule
of law. It does not matter when the crime was committed; eventually it finds the
criminal case for punishment. The transgressors of law are put behind bars as
they have committed sin and sin is the transgression of law. The popular saying

of leaving no stone unturned is prevalent and actualized. Even after six years
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when Fano was murdered but Mpiyakhe is still convicted. In summary Cele, the
uncle extends the gratitude of thanks to Thulile who followed Fano’s matter like
a sinking star beyond human understanding. Cele who has been the first suspect
for years to give Fano his father’s is clean today as it becomes clear that it was
Fano’s efforts that put into better heights to accomplish all his dreams. The
dream never dies. To emphasise this, Cele unreservedly thanks Thulile (Fano’s
girlfriend) for her sterling work as she has been engaged into intensive
investigation on Fano’s murder case. Ngcobo, (1989, scene 45:3) exemplifies by
stating thus:

115. CELE: INkosi isebenzise isandla sakho
ekuvumbululeni loko obekuggitshiwe. Lisho njalo iZwi
leNkosi.  Okumboziwe  kuyosibukulwa,  okufihliwe
kuyovezwa obala, nokuggitshiwe kuyovumbululwa.

(The Lord used you to unearth that which was hidden. That
is what the Word of God says. All the hidden shall be
opened, the hidden shall be put on the surface, and hidden
shall be uncovered).

Every discussion of the play’s tragedy centres on Aristotle theory of tragedy as
a starting point by virtue of his pioneering work among the Greeks. Tragedy
cannot be undertaken without looking at the moral issues because they influence
the tragic vision of a particular people and at a particular time. Krieger, (1973)
makes a distinction between tragedy and the tragic version. He maintains that
tragedy to the totality of the work and considers the object’s literary form that is
associated with Aristotle’s formalistic or structural definition. The tragic refers
to the subject’s psychology, his view as well as his version of reality. In
discussing tragedy our starting point is Aristotle’s definition of tragedy as

Butcher; (1951:240) gives a definition of tragedy as follows:

Tragedy is an imitation of each action that is serious,
complete and of a certain magnitude in language
embellished with each kind of artistic ornament the several
kinds being found in parts of the play; in the form of action,
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not of narrative, through pity and fear effecting the proper
catharsis or purgation of these emotions.

The issue of single is another Ngcobo’s main concern. The issue of single
parents becomes a major problem in upbringing children as Ngcobo touches on
this critical issue in almost all his radio plays. In uMadakeni, Mazwe who is
troubled by his wife, Jabu is supported and controlled by his mother, MaVezi.
MaVezi in this radio play goes thin and thick to see to it that Mazwe’s marriage
problems are calmed down. MaVezi depends on other people like Seth, MaCele

and Thandiwe her daughter to discuss Jabu’s wild bahaviour.

In Iwashi Legolide the dispute starts immediately when Cele, the senior dies.
He is survived by his two wives, MaMngwengwe and MaNzimande, his two
sons Mpiyakhe and Fano and lastly his two daughters, Sibongile and Sebenzile.
Mpiyakhe’s envy is a direct cause of being dependent to one unemployed
mother as he is overshadowed by his half brother. Fano who is killed by his half
brother works so hard to support his two sisters and the unemployed mother.
His family has no one to discuss and solve the encroaching problems because
one party is not there but missing.

Inkanankana and uMadakeni share the same character name, MaVezi. In
Inkanankana, we find two different families who are engaged in the similar
situation of being single parents. MaMbhele Dlamini has a drunkard son, Vusi
who has discontinued his B. Sc studies at the university because of liquor
problems. His mother has nobody to discuss with concerning Vusi’s problems
because he is threatening his mother, always demanding and stealing money at
home for liquor. Though by the grace of God he rehabilitates from his on

unbecoming behaviour and goes back to complete his university education.

Lastly, it is the Dube family whose father disappeared in Johannesburg because
of trafficking drugs and smuggling diamond to neighbouring countries like
Botswana, Lesotho and others. Mirriam Vezi is abandoned by his lover Joseph
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Dube when she was six months pregnant. She leaves working in Johannesburg
instead works in Jacobs to up bring her son Kwazi. As a result of being a single
parent, she is engaged and involved in great debts she pays for son at the
university. At one time Kwazi had to leave his B. Com studies as his mother
could not pay for his studies and was so worried to share the problem. Ngcobo,

(1987, scene 3:7) puts this in a prayer form:

116. MAVEZI: Akubanga yintando yami ukuba angabi
nayise ozomkhulisa, amondle, amfundise; kepha kwaba
ngenxa yesimo sempilo yalo mhlaba. Yenza umusa wakho
Baba olungileyo Nkosi yoMusa. Uma kukhona amafindo
aboshwa ngumuntu womhlaba, ngiyakunxusa ukuba
uwathukulule Nkosi yokulunga. Veza isu lakho Baba
olungileyo....

MAVEZI: (It was not my wish that he had no father to
nurture him, support him, educate him, but it was the
condition of this world. Bring your grace our gracious
Father, of the Mercy. If there are earthly knots that were
tight by man, | beseech that you untie them gracious Lord.
Show us the technique our righteous Father ...).

Unknowingly Kwazi marries his half-sister (from the same father) and they do
not get children because of self-pollination as discussed in the previous pages of
this chapter. This situation is very stressful to MaVezi in such that she ends up
dismissing her son’s bride for the inability to bear children. This is the biggest
mistake that is made but she excuses herself in that it was Joseph who caused
all this as his whereabouts are unknown. As Dube returns he solves Kwazi and
Prudence’s issue of the surname as he puts the blame on him for hiding his real
surname to Prudence’s mother because he falsified as Msibi and Prudence
maintained that surname throughout her lifetime. Ngcobo puts this as a
stumbling block that causes instability in the societies thus depriving many

opportunities that children require and cannot be single handedley.

In another occasion, Ngcobo denounces and discourages his listeners of his radio
plays on issues regarding an insult at tertiary institutions especially at the
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university as a serious concern as young people do not emulate any good out of
it. Through his character /actress Dudu, he highlights it in passing as Dudu,
Kwazi and Prudence; the university graduates discuss the university life where
Dudu mentions that she disliked the formal university life. According to Dudu
only three things are done at the university, namely; learning, eating and
sleeping and that does not give her any challenge to that effect. She was
discouraged to pursue formal university education due to male students who
were heard uttering the vulgar language. She maintains that she was never
impressed with such behaviour as she opted to study privately through distance

education.

What people learn is what people will put into practice or will live by. Peace has
disappeared from Kwazi and Prudence’s marriage because of Prudence’s
belligerence. Kwazi finds Ntathu, one his shop assistant on the road and rainy
day looking for a lift home and he picks her up. In Ntathu’s grocery items there
is one that smears Kwazi’s coat and Prudence finds out that the coat has got such
a dirty substance which looks like a lipstick. Prudence is under the impression
that Kwazi got this from his prostitutes. She gives the persistence on this matter
until they quarrel despite that Kwazi tells the whole truth. Prudence is never
satisfied as she labels him with vulgar words as she associates him with

onondindwa and izikheliyane (prostitutes).

A married man can never be called by his wife with such words. It means
Prudence is accustomed to insult as a habit that she inculcated at the university
which vilifies her name and status. Kwazi takes to Ntathu in order to prove that
the coat was smeared by Ntathu’s groceries. Ntathu agrees that her groceries
corrupted Kwazi’s coat and Prudence finds it difficult to extend a word of
apology to both Kwazi and Ntathu. Kwazi demands such an apology and the
issue ends up in a serious fight as Kwazi slaps Prudence as never before.
MaVezi steps in to patch up these two contending parties and thereafter Kwazi

expels her at home because he is sick and tired of her behaviour which is
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6.7

aggravated by sexual jealousy. These are strong points as cited by Ngcobo to
caution our society especially the university going students from such practice.

Ngcobo as a playwright has made an attempt about moral and traditional change
amongst the people. This has been observed mainly amongst the women
characters especially in Impesheni Yesiphalaphala (Ruby) and in Inkanankana
(Prudence). Satyo, (1999:166) maintains that such characters uphold certain

values and beliefs which need to be re-evaluated and re-visited.

Conclusion

In a work of art, themes are presented in a subtle manner in order to afford the
reader / audience an opportunity to formulate his / her own conclusion. This
means that theme is usually presented in an implicit manner. This study has
found out that themes are presented in an implicit manner, taking into account
the cultural context of the audience as well as their social problems. The
researcher notes Maphumulo’s great question when he enquires to know
whether a theme must make a true statement about life. He concludes that many
times the theme is obvious that a play is scarcely necessary to establish it. He
further asserts that a theme need not necessarily be true as some themes are true

but some are false as far as application is concerned.

Another conclusion is that the truth is not required except that it needs be true
only in terms of specific characters involved in certain actions against a
particular setting. It stands to reason that before Ngcobo wrote Isela he made a
thorough research both for his plot structure and themes on HIV and AIDS. This
is manifested in the radio play of Isela manuscript where he extends his
gratitude of thanks to certain institutions of which are thought to have been the
basic for this play. Another reason to this effect is that he never gives the places
/ locale where actually the play takes place. It is on suspicion that Mthiyane, the
HIV / AIDS Counselor and Miss Sibongile Magwaza, the Nursing sister, are

operating at the Medical Clinic better known to the dramatist though the place is
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never given. With regard to schools no suspicion can be given as they are never

mentioned except on sound effects whether they are on rural or urban areas.

Both Prudence and Ruby are tragic characters who experience downfall from
good fortune to bad (reversal of fortune). Cohen, (1973:200) observes that
reversal of fortunes is the downfall of a protagonist from good to bad. This
refers to his collapse from a position of eminence to a state of destruction,
though not necessarily death. In both of these plays reversal of fortune can be
seen in the development of Prudence and Ruby. Before a person falls he / she

must have risen. It is important to explore their successes:

) Prudence is educated, has a stable job and lover (husband) Kwazi.

i) She is married to Kwazi, runs business professionally

iii) She drives beautiful cars.

iv) She does not bear children thus she is given a six months ultimatum of
expulsion because she does not bear children (barren).

V) She is traumatized and ends up smoking and drinking heavily to remove
stress and frustration.

vi) Eventually she is divorced from Kwazi and becomes wayward.
This is almost similar to Ruby (Impesheni Yesiphalaphala):

She is the businesswoman (hair salon).
She owns an apartment in the city (highest standard of living life).
She is surrounded by many suitors (men) whom she loves.

Her neck is surrounded by difficult cases.

o ~ W e

She is serving a sentence of an 18 year imprisonment.
Ngcobo as a playwright has made an attempt about moral and traditional change

amongst the people. This has been observed mainly amongst the women

characters especially in Impesheni Yesiphalaphala (Ruby) and in Inkanankana
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(Prudence). Ngcobo has made an attempt to avoid unnecessary killing in his
plays and this makes his plays’ plot more tragic because characters are always
seen as products of a plot. It is evident as most of these plays are moral —like
bring their messages across by focusing on the wrong —doer and the error. This
is, of course quite understandable in dramatic art. More tension is generated
through mishap than the permanent equilibrium. Satyo, (1999:166) maintains
that such characters uphold certain values and beliefs which need to be re-
evaluated and re-visited. It can also noted that the playwright has oversimplified
some of his radio plays like Impesheni Yesiphalaphala and Inkanankana in

order to bring out the message or moral of the theme.

This brings Chapter 6 to a close it will be followed by by Chapter 7 which deals
with the general conclusions, highlighting the observations and making

summary of the study thus giving the way forward for future research on radio

plays.
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7.0

7.1

CHAPTER 7

GENERAL CONCLUSIONS

Introductory remarks

This chapter aims at reviewing the discussions of the study’s findings,
observations and presents a summary with regard to the foregoing chapters. It
will elucidate and give comments on each chapter together with observations
and findings arrived at in the discussion of this study. In the final analysis it will
throw light on the possibilities for undertaking further studies of Ngcobo’s radio
drama as this genre has not yet been thoroughly explored.

De Fossard, (1996:102) asserts that the golden rule for radio is to write
everything for the listener’s ear. The study of this has clearly revealed the
richness of the isiZulu language twhereby Ngcobo has managed to choose the
precise words and employing them in an artistic manner. As Ngcobo is born at
uMzinyathi on the outskirts of Durban, it means his environment is a
predominantly rich area in isiZulu language and this is demonstrated in that he
handles words well. Mabuza (2002:40) talks of the repetition as the device used
to emphasise something for certain purposes and Ngcobo has done this by using
different words with the similar meaning something that cannot be attempted by
someone who has no good command of the language. Such an author avoids
employing the same words by using words with similar reference. Drama
succeeds when it is affixed firmly on four pillars which are: the setting, the
characters, the action and the message the drama carries to the listeners. This
necessity emanates from the fact that radio drama is delivered by sound only
where particular attention is paid to dialogue, sound effects and music. None of
these elements should predominate but be fused to create a complete picture in

the imagination of the listeners. Though this has been tiresome the researcher
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7.2

has had to read and re-read, the work, in order to understand the core images of

the radio plays.

Observations and summary

It is observed that Ngcobo like other African playwrights has built his plays on
the pre-colonial and European drama traditions with an aim to return to
indigenous roots African theatre. African drama, radio drama in particular has
drawn an influence from the European drama tradition because it cannot operate
in isolation like any other culture. Sirayi, (2002:249) avers that indigenous and
foreign influences have contributed to development of contemporary African
drama. There are many devices which can be cited where these influences can
be observed like in narration. To support this Schipper, (1989:82) points out
that:

Oral tradion continues partly in written literature, and
traditional theatre has had a great influence on written
drama in our time. In many contemporary written plays, the
narrator functions very much as he did traditionally. The
same holds for a number of other devices in present-day
African theatre.

Schipper’s quotation is evidence that such devices exist as they are observed in
the African dramas. As Ngcobo (the dramatist) worked for SABC for a long
time and also he also performed in stage plays like uMabatha proves that he
drew from the western contact with playwrights operating in different climes
and cultures so exposed to foreign influence. Play is at once the realm of the
possible and a state of contradiction. It is an activity that challenges, that
encourages one to take risks, to leave matters to chance. It is complicated
because one person’s play might be another person’s non-play. Reseachers
define literature as the intellectual commerce of a nation whereby ideas are
generated, shaped and transmitted as Davis and Harris, (1985:xvi) puts it as the
chief glory of every people arises from its authors who bring literature to the

people. Even in the olden days the study of literature was largely the province of
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well-educated men who preferred high — minded evaluations and discussions of
an author’s sensibility to critical analysis and attention to the structure — the

actual workings - of literary texts.

Hwang and Mohamed, (2007:3) in their explanation as to why the teaching and
reading of literature is promoted argue that literature subscribes three models (i)
it contributes to the holistic development of an individual (ii) it is a resource for
language learning and (iii) it manifests valuable language experience. For this
reason literature provides images of the world people live in. Such an activity
influences the thinking of dramatists about their work. The study has been
undertaken as there are only a few isolated examples of published cultural,
sociological and literary analysis. On the other hand this research has been an
endeavor to further enhance the promotion and studies on literary criticisms on
radio writing as Crooks, (1999) always maintains especially in isiZulu where

less research work comparatively speaking has been done.

At the heart of radio drama writing has been an endeavor to assert and promote
African languages as having adequate structures and possibilities for rigorous
literary work. This is in line with Vilakazi’s, (1938) belief that Bantu writers
can learn to love their languages and use them as vehicles for thought, feeling
and will. An assurance must be reached that African tradition is not falling prey
to Western culture through people’s ignorance about their identity. He even
made an assertion that it was a demonstration of people’s pride as being black

which could not change the creation.

The radio serial actually originated in the form of children’s adventures shows
and daily 15 minute programmes. Children’s adventure serials were popular like
film serials with containing characters involved in exploits with episodes that
often ended in a cliffhanger. Serials have existed since the beginning of mass
marketed entertainment in the 19" century, beginning with the penny dreadful

serial novels, and continuing with the advent of the movie serials of the early
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20™ century. They usually ran from Monday to Friday at exactly the same time
every day, as it the case till to date. It is a matter of fact that drama stimulates

the imagination of humankind.

Jafta, (1978:160) states the dramatist creates an imagination world with
characters that live in it. The actors and audience have to use their imaginary in
addition to the guidance of the dramatist in order to understand what takes
place. Any writer like Ngcobo, in order to have relevant works of the period
must write about events that dramatize and elevate the quality of survival in
spite of the conditions. Events / problems that are real today must still exist even
in the near future and this must not be judged by the way in which events are
portrayed but in the manner of the language and symbols used. Ngcobo in his
plays has dramatized the predicament of the sickness that everybody sees in
highly developed societies, showing the readers/ listeners in the process of a

portion of life on the stage.

The researcher notices a particular ordering of events in which each of the
situations is linked to one another to reveal a tragic pattern. The events in
uMadakeni have almost the same pattern as in Inkanankana despite the years
between writing. Topical themes, which are of current interest, such as serious
lessons of life, sweeping themes which give food for thought, man's struggle for
happiness, these are appreciated by the listener. UMadakeni deserves its
longevity, not only is it brilliantly plotted and filled with wit and humour but it
uses the theatre audience’s favourite strategy; the dramatic irony and it takes up

timeless human concerns; gossip and rivalry.

Perhaps the most distinctive successful feature of this play is the dominance of
great actor-playwright, Ngcobo. Ngcobo created acting parts in other
playwright’s plays and knew how to please his audience. It is, however no
wonder uMadakeni has been repeated several times by the SABC as great

actors and writers continued to ask for it. Its success is sometimes seen to be
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depressing situation as its problems arise in marriage. Backscheider, (1989: xvi)
suggests that the written and acted must be like Lewis’s The Castle Spectre of
(1797) which became one of the most popular plays in the 18" century; acted

sixty times in the first season and it has an abundance of spectacular scenes.

Ngcobo was able to produce despite the apartheid era government as the
government was able to shred into the trash can of censorship any material that
it deemed to be against apartheid and its attendant evils as per Publications
Control Board which was enacted in (1963). This was an historical period that
was a key move by apartheid’s architects to control the airwaves and the minds
of its African — language audiences. Radio drama expression has been very
much a reflection of the politico-economic story of the twentieth century.
Freedom of expression was fiercely controlled in the totalitarian regimes that

sought to influence and control the thinking and beliefs of citizens.

The broadcast environment in South Africa was state controlled. Radio drama
was utilized for propaganda purposes. Intelligent and cunning dictators in the
world realized that propaganda worked if it was entertaining and floated within
a well told - story. This poses a number of critical questions pertaining to the
role that radio plays played in fostering and hindering the democratic processes
amongst the African listeners. However, drama is alive and well and enduring a
life of its own, for no amount of repression and censorship has been able to kill

the will of the people to release their frustrations and act of their aspirations.

Drama is a cultural product and it reflects to a great extent the cultural
organization of the people although it has some universals as highlighted in
Chapter 3. Ngcobo has displayed the artistic prowess in this sub-genre but it is
shown that it deals much with African oral tradition which appears to be the
great inspirator of African literature. This is the most commendable aspect of

the writer’s creativity. In Inkanankana his jokes are hilarious to many listeners
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as they are manifest in the discussions where MaVezi complains to Kwazi and

Prudence that they have no baby. She suspects that they are using birth control.

The closing statement in their discussion forces the reader to laugh uproariously

(13

as she says “... niyoze nibe nengane ngo 19 bhuzimpukane” (... you will
eventually bear a baby during the unknown year). There is no year like 19
bhuzimpukane. In this case he shows the ability, as an African, to retain his
culture despite rigorous efforts by the colonizers to assimilate the cultural value.
In another instance he resembles what chickens do as they ghwanda (to scratch)
the soil. He maintains that they are seeking for a lost key which remains

unfounded. There is no such a key that is missing.

There are many incidents that Ngcobo is an historian who who often than not
refers to historical events by other authors in his writings. As the historian, he
does not confine himself solely to the historical events that occur in KwaZulu
but across the spectrum of South Africa. In Inkanankana, Ngcobo, (1987,
scene 5:7) through MaMbhele he cites the Xhosa saga of the notorious

uNonggawuse. This is how he puts it:

117. MAMBHELE: ... Nami ngiyakufisela sengathi
kungebe yilesiya sikaNoggawuse wakwaXhosa owalindisa
abantu kanti ubathembisa udwadwa. llanga lazihambela
njengemihla, kwangafezeka sithembiso. ...

MAMBHELE: (I hope that this may not be the Xhosa
Nonggawuse saga that misled people whereas she promises
them emptiness. The sun rase as usual, no promises were
fulfilled ...)

Ngcobo in this excerpt refers to the Nonggawuse saga when the Xhosa people
were given empty promises as things occurred normally without any change
from their daily occurrence. His historical references prove that besides writing
his own works he is an extensive reader of other writers’ works, hence being the

writer / playwright of high note.
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Chapter 1 has dealt with the hypothesis in this study which it touches upon
justice in the context of human experience and behaviour and how this governs
human relations and social intercourse. It concludes that as individuals in social
groups, people exist in their actions as actions involve values. It has stated the
purpose of the study as it has mentioned amongst other things; how Ngcobo has
endevoured to reflect the relationship between justice and injustice in the
general effect. The study’s main concern has been to ascertain how Ngcobo’s
artistry in sociological aspects and realism in the radio plays have been handled.
The scope of study has been given as it comprises seven (7) chapters as well as
the research methodology and fieldwork. Definition of concepts such as radio
drama, serialization, sociology, didascalia and intertextuality have been
highlighted and discussed.

The theoretical approaches to the study such as sociological, structuralism,
semiotics, reader - oriented, the historical — biographical, moral — philosophical
and New Criticism approaches have been dealt with. The study has highlighted
Ngcobo as an author where it tries to specify how much has he done in writing,
general life and places visited. The characteristic nature and history of the radio
drama have been highlighted where the historical background has been dealt
with where it specifies that drama is as old as mankind himself. Even scholars
of high note maintain that theatre in Africa is part of ancient performance
culture, rock painting, depicting shamanistic dances among the San dating back
25, 000 years and versions of these dances still occur among the San. Today
radio drama can be presented in three different styles; being independent, a

series and a serial drama.

The traditional African drama is the basis of all forms of drama as it is known
today of the tribal drama served as the basis for (modern) African drama as
Dhlomo, (1939:34) maintains. An influence of traditional drama is observed in
praise poems, folktales, dance, ancestral veneration, songs, ceremonies and

lullabies. A review on parallel research in isiZulu radio plays has been analysed
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and such a review helps to ascertain the literary standard of work conducted by
researchers and also to reflect at the amount of work that has already been done.
The study observes that the academic research has been conducted at all the
levels starting from Honours, Masters, and doctoral theses up to post — doctoral
research including journals. Lastly, the synopsis of all Ngcobo’s serial radio

plays has been done and summarized.

Chapter 2 deals with theoretical approaches. The theoretical approaches of radio
plays underpinning this study have been discussed as these are applied in the
work of literature which serves as the guide to writers and listeners / readers.
Scholars such as Moody, (1983:23) explains the importance of an approach to
be providing a framework or sequence of opinions to be used when we come to
actualities as they also help in the teaching of literature. Dhlomo, the father of
the modern black drama in South Africa produced in the 1930s and 1940s was
mainly concerned with the theoretical writing and made his attempt to
incorporate traditional forms of public ceremony into a western style of drama.

On this the study observes that he lacked an access to constructive criticism and
while his ideas were interesting but their proper execution had slim chances of
success. Criticism is regarded as the overall term for studies concerned with
defining, classifying, analyzing, interpreting and evaluating works of literature.
Bertens, (2008:vii) stresses that literary theory and literary practice cannot be
separated and further shows how theory and practice are inevitably connected as
they have been connected. Theory, in its essence, aims to uncover hidden
patterns and brings to light hidden assumptions which have sometimes pushed

things to rather implausible extremes.

The study covers eight theoretical approaches in this study being; the
sociological, semiotics, New Criticism, reader-response oriented, structuralism,
moral — philosophical, reception — oriented and historical — biographical

approaches. Individual theory has been analysed in depth. It is believed that

323



theories have dramatically sharpened and widened our understanding of a great
many fundamental issues and expect that theory in its restless grappling will

ever issues will continue to enhance our understanding.

Scholars maintain moral - philosophical was praised in its inception but has
become less popular and influential during the 20™ and 21 centuries due to the
excess of the critics who have pinpointed many deficiencies on the approach
and also due to the moral laxness of critics.

In Chapter 3 a theoretical background in the plot — structure of Ngcobo’s
sociological radio plays has been provided. In all Ngcobo’s plays action has
been acted with reason. The action has been properly motivated, has followed
logical sequence of events and has been seen to be natural. In plays like
Impesheni Yesiphalaphala, the cause of action is clear and vivid in that the
protagonist (Ruby) has been pushed by the love of money so that she is
comfortable up to pension time. The cause of action has motivated fornication
as she loves so many people from whom she tries to extort the exorbitant
amount of money. From the action begins when she talks with Solomon Sibisi
at his office, her actions and thoughts never stopped but was carried away until

she is imprisoned.

The episodes involved in the play have developed and carried until the end thus
placing listeners / audience into suspense and foreshadowing. The action
coupled with conflict has been characterized with tension within it which has
been developed from the exposition. In plays such as Inkanankana, the conflict
show that it has been well developed, readers / listeners being on their toes for
the eventual outcome of the events, thus keeping their minds occupied with
thoughts, imagination, pondering over and being in a situation of guessing the
outcome and possible solutions to the conflict. Such kinds of well structured
plots by Ngcobo keep his writings alive and have the necessary authenticity and

perseverence.
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The study has observed that the versatility of serial plays lies in its multi - plot
structure and in all Ngcobo’s plot structure plays are interrelated in some way
through multi — faceted episodes. On the unity of Ngcobo’s plays, it has been
well organized in such that plays like Iwashi Legolide listeners / audience /
readers’ minds are occupied until they witness the last resort and see that the
law takes its place when justice is done. Eventually Mpiyakhe and
MaMngwengwe are caught and convicted whereby the verdict of the case is
very severe. Ngcobo manages to keep his readers / listeners focused by
eliminating all the unwanted details / incidents in his plays as they may harm

the impact of the main action.

The study has observed and comment can be made with regard to
Inkanankana. Inkanankana is characterised by the prolonged delay which
keeps the listeners with unnecessary thoughts or ideas before the proper action
/conflict begins. On the conclusion, we see Ngcobo concluding his plays
without any waste of time. Thompson, (1946:149) comments thus with regard to
the conclusion when he stresses thus “The ending of the last act must be a
resolution”. This is what Ngcobo has managed with success to conclude his
scenes though Iwashi Legolide is somehow nearly goes out of its way as it
seems to take the denouement as the final disentanglement of the plot that takes
place as Grace, (1965:234) says. Moto, (1988:144) asserts that:

Denouement is the section of the play in which a final
disentanglement of the plot takes place.

Though Mpiyakhe has been given a life sentence it has taken a prolong delay
until in Inkanankana where everything has been done accordingly. Prudence

has been fired in love and peace prevails after her departure.

It is observed that most plays address the issue of mistrust / distrust as the term
compliments each other and suspicion as the other social aspect that easily
destroys stable marriages. The inability of Jabu and Prudence to bear children in
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their marriage is regarded as the root cause that brought the social disorder
which eventually led to their dismissal thus dismantling their families and
marriages. Their children Zaba (Jabu’s only son) and Nokuthula and Qedusizi
(Prudence’s twins) were left without mothers as had separated with their
respective fathers. This brings a burden to a single parent as discussed to be
something that remains a disturbing factor to the community and which brings

chaos to the marriage institutions.

The sexual relationship is a major root cause that eventually dismantles the
institutionalised marriage. Insecurity (fear) has been observed as another major
concern that brings unhappiness amongst the married couples as they cannot
manage to miss each other for a long time as money cannot close the gap of
loneliness. The issue of emotions, pity and fear is part of the definition of
tragedy and any work of art is capable of creating some empathy in the listener /

reader of which the emotion is said to be a subjective one.

This study has endevoured to address all issues that bring and cause disorder
and has also highlighted how Ngcobo has worked hard to bring harmony which
has been taken away by such disorder. Examples have been given where
possible and excerpts have been provided where necessary to support the
argument and have served as evidence. The study has observed that humanness
is an important philosophy of life that governs interpersonal relationships.
African philosophical humannesss dictates that humanness is the core of the
family and societal organization as it harmonises the life of the living in relation

with the living and dead.

In Chapter 4 style has been described as an all — important to radio drama as
good style makes a good radio drama because the language problem is a very
sensitive issue. As a conclusion the researcher thinks that it can be shown that
the critical language of radio drama shares with music and other art forms.

Elements of style such as diction and phrases of sentences in the daily use have
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been discussed in detail. Ngcobo in displaying the advantage for being a
prominent mother - tongue speaker of isiZulu has managed in his serial radio
drama to create natural dialogue which reflects the speaking patterns of the
audience for whom the material is intended. Most people prefer a play that is
rich in which an author does this by using different words in different

circumstances in order to attract readres’ and viewers’ attention.

In most African plays good style is affected by means of proverbs, idioms,
figurative language and periodic sentence constructions usage as these heighten
the ordinary language to a higher platform. This has ensured that all lines of
actual dialogue are fully scripted which makes listeners believe they are
listening in on a real conversation. Ngcobo spoke his written dialogue out loud,
paying attention to the aspirations and pauses which the spoken words invoked,
and the tempo at which they were best delivered. Language is used almost
exclusively to conceal thoughts and intentions and veil them with words that are
formally correct but palpably insincere. He has shown a great fascination of the

shape and balance of sentences which they revealed.

He has managed to stress without fail as raised by Donald McWhinnie, the fact
that when listening ‘every individual must translate the sound pattern he hears
into his own mental language’ whether that be visual images or a ‘mental
sequence of ideal, tones and emotion.” Like the short story or traditional oral
narrative Ngcobo’s radio dramas have economized words and action. The
decade in which Ngcobo has written his radio drama has seen the development
of South African scripts which enabled actors to use their own voices in drama
that was set here. The SABC has played a major role in fostering local talent as

characters are responsible for making sound effects for live and recorded plays.
Despite Ngcobo being the prolific playwright and dramatist of note, the research

picks up that he does not take care in choosing and creating his characters’

names. It is observed by the repetition of the same characters’ names in
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different radio plays which makes it difficult for readers and researchers to
follow his stories properly. This disturbs the readers’ attention as they do not
know who they talk to including the theme. When interviewed on this issue
Ngcobo remarks that he does not take any particular notice of it when he is
writing and notes that in his radio plays he will be forced to write down all the
characters’ names that have been used previously. This fact might not have
affected the listener as the productions were written and transmitted many years
apart. However in close study of the manuscripts, it can be confusing.

In some radio plays like Isela and Inkanankana, it has been difficult to discern
who the actual protagonist is as Rice and Waugh (1992:25) stipulate clearly that
several characters may perform the function of one actant, or one character may
combine the functions of two actants. In Isela it is difficult to discern exactly
who the protagonist is between Mac and Nzuzo, and also in Inkanankana
between Kwazi and Prudence. These two radio plays end up leaving the readers
in dark clouds on this issue.

The study witnesses the eagerness of Ray in Impesheni Yesiphalaphala who is
so keen to bring down his lover, Ruby in order to possess her wealth he bears
her a grudge with the intention of getting rid of her from the business. The
powerless woman easily becomes insolvent. This play has tragic undertones in
which a woman committed to a good cause is destroyed since the whole play
revolves around her conflicts, feelings and fate. Even when Ruby sees the
looming danger yet she continues because of over-confidence emanating from
the popularity as she wants to be rated amongst the well well rich people. She

sees this as the reason to fight for the economic recognition of her life.

It has been observed that Ngcobo is a poetic writer as is manifest in his radio
plays and the study maintains that this poetic and philosophical language makes
Ngcobo as the playwright a custodian of isiZulu language. Poetic language in

plays make characterization and structure is more vivid / effective as may be
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regarded as works of art written particularly in poetry and partly in prose. These
two aspects function harmoniously to bring the necessary facts to the surface
with an appealing effect. Ngcobo has used different kinds of sentences
including serial verb construction as it uses verbs which begin from two to four
in one sentence to emphasise and highlight the message in question. Scholars

such as Koning and Nylander are noted proponents of this component.

Nylander, (1997:85) concludes that the peculiarity of a serial verb constructions
dictate that a single noun verb should function as the subject of two or more
finite verbs. On the other hand, Nylander, (1997) and Byrne, (1987) support
each other in those serial verb constructions (SVCs) are found mainly in a small
number of language groups around the world.

The issue of temporal as basic meaning of time has been discussed. Time is
viewed by Zoran, (1984:310) in literature basically as a device of time which
means the dominance of the the time factor in the structuring of narrative text
that remains an indisputable fact. Amongst other things; it refers to placing
events in their proper historical context or placing them at specific times of the
day. Ngcobo uses all times interchangeably in his radio plays since it is
impossible to bypass the time factor in the narrative.

In other words the narrative is arranged in time so that the reader may speak of a
temporal agreement of space. Space is used to mean specifically the spatial
aspects of the reconstructed world. So locations in radio drama are very
important as they are linked to theme, plot and and milieu. In Umadakeni
events take place at KwaDabeka in order to give a full description of the social

life especially pertaining to leading characters.
Characterisation is seen to be a framework to help listeners / readers to

understand how certain attitudes and behaviours shape everyday events by

means of the play of characters. This proves that there can be no play without
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characters. Narration has been seen as the vehicle that introduces / exposes the
radio drama to listeners with a definite function to fulfill to the main characters
and the circumstances. Ntuli, (1999:251) maintains that drama listeners do need
additional information to facilitate their orientation regarding the milieu in

which the play is going to unfold or regarding matters of characters.

On other hand, Doubtfire, (1983:110) cautions the dramatists as he insists that
they should never use a narrator unless there is no other way of writing the play
effectively. At the beginning in Ngcobo’s radio plays the place that characters
physically occupy contributes to the creation from the onset of a carnival

atmosphere that modifies the normal perception of space and time.

Chapter 5 looks at the linguistic appropriateness the radio plays which means
how Ngcobo has managed to manipulate the language in his plays. The aim has
been to verify as to how he has managed to use the language in as far as
assessing how it suits characters, time, and situation and addresses the issues of
questions and answers that affect relationship. The study shows that Ngcobo has
successfully managed to address the linguistic sector appropriately thus
displaying his expertise as a competed language speaker and writer. The issue of
monologue has been addressed.

It is concluded that Ngcobo has numerous pieces of monologue in his radio
plays ranging from being short to very long pieces as they have been indicated
in the main chapter. It is observed that monologue pieces have been directed to
protagonists who are in trouble thus trying to find ways in which they can
resolve their difficulty. Some have ended having failed to free themselves as

their problems remain being unresolved.
Radio is very good at dramatizing what people are thinking because pictures in

the mind of the radio listener are individual to that person alone. One of radio’s

great assets is that it is able to create dramatic atmosphere which goes beyond
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that which is possible on stage, film or television. In the higher expressive arts,
the dramatist asks the listeners to perceive his truth through all senses but only

through some, upon which the listeners concentrate in an imaginative way.

It becomes very difficult for a dramatist like Ngcobo to avoid some instances.
Ngcobo in Umadakeni and other radio plays tries with fail to avoid the
inclusion of foreign words (English) in his plays. In scene 26:4 Thulisile talks to
Seth (cousin) but ends up the discussion with pure English words; bye for now
unreservedly. This is reminiscent of the daily and lively discussion between the
two characters and there are many instances of this nature which is also an
indication that Ngcobo is the competent English speaker and sometimes does
not even translate words such as Jackport which is supposed to be umjaho
wamahhashi (horse racing), boarding cards in the airport / ithikithi le bhanoyi
(air ticket).

Bokwe, (1993:81) maintains that these borrowed words are indications that
language is dynamic and never static as people are gradually changing to more
universal modes of expression. This too is very common in urban areas where
educated people speak any how, mixing languages as please. This transcends
the language boundary as it points how free characters are at the certain points.

The interlarding aspect that has been used by Ngcobo proves that language is
bound up with the culture it serves which emanates from the enculturation with
other cultures as a manifest of foreign phrases as they are common in Ngcobo’s
writings. The interlarding in these writings is a marker which depicts characters
as being educated urban men and women as they are more often not use

borrowed English phrases which are mixed with isiZulu.
Dialogue has been explained and discussed. Ngcobo’s dialogue has managed to

meet the requirements of dialogue as it has been observed as being in harmony

with the characters, appropriate and consistent. It is seen that writing great
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dialogue which is spoken words between two or more characters is an art form
on its own. Dialogue has been observed to be on parallel with music and sound
effects in the radio plays. His dialogue foreshadows events, makes events even
more vivid and gives characters life between them. The study has observed that
the language of a play has certain basic functions in as far as ascertaining what
is said by characters which propel the action of the play. There are many
instances that have proved beyond reasonable doubt that dialogue takes the

story forward.

Mood has also been discussed and has been observed to be dealing with the
psychological state of characters and has been seen to be giving colour as it
goes together with sound effects. The issue of place has been discussed where it
is seen as the physical scene where events take place. Drama location makes
possible for an audience to visualize clearly the surroundings in which

characters live and work.

Sound effects have been highlighted and noticed that they are said to be the
second most important technical tool that the dramatist should understand and
take care to use it properly. They serve other purposes including evoking
atmosphere, linking scenes, introducing scenes to the listeners and also where
the action takes place in order to provide an emotional stimulus and reproduce

physical happenings; like a car arriving, babies crying and a clock striking.

The variety of this nature is achieved by altering the length of sequence, number
of people speaking, pace of dialogue, volume of sound, background acoustics,
and location of the action. The sound effects are recorded and the producer must
create them so that they closely resemble reality. Sound effects are more than
sounds added for effects. Music also has been highlighted and discovered that it
is an element of the drama which adds atmosphere or creates mood; a

convention developed to indicate a scene or time lapse. There are three types of
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music cues namely; bridge, bed and sting. It is used in various instances

including joyful or sorrowful purposes.

Chapter 6 deals with meaning and interpretation where meaning is regarded as
an inherent and determinant in the text which makes all other considerations to
be irrelevant. The term ‘theme’ including its originality and types has been
explained and discussed at length. The intention of the playwright has been
discussed citing the relevant excerpts that support its course. The significance of
themes has been discussed where it is discovered that many writers refute on the

theme to be moral lesson as well as the splitting views.

Motifs / sub — themes have been discussed whether it becomes evident that
literary critics use ‘motif’ and ‘theme’ interchangeably to distinguish between
terms by defining motifs as units that are smaller than theme. The study has
preferred to the word for sub — theme and motif as a small component of the
body theme. Challenges in Ngcobo’s writings have been highlighted and
discussed as it has been discovered that there are many challenges imposed as
they take place in our universe. There have been more questions than answers

that remain unresolved.

For all its brilliance, Ngcobo’s work has managed to portray evil as it really is.
Sikhosana (2009:11) notes that social change is making inroads in South Africa
both in rural and urban societies at the expense of moral standards. There are
many dangers inherent in human nature that is exacerbated due to the present
speed and evolution of life. Ngcobo’s radio plays have tried to house relevant,
fundamental and an indispensable human character on practices that portray the
good upbringing of a well - rounded person in the community. They try to
address the issues of lost behaviour, values and many more African traits that
become and confirm an African person. People who do practice their culture do
so of their own free will, which is a great loss of a people’s forms of expression

and heritage.
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Ngcobo as a great dramatist has strived successfully to express a truth about
human experience or human nature. It is pleasing to note that Ngcobo did not
imitate the traditional folktales in his plays which were used for entertainment
and preaching a moral lesson as it would have caused his plays to have shallow
dialogue thus trivialising life and its problems. His themes are obviously serious
and profound problems of life in the modern world are explored. This means in
his meaning he avoided superficiality, pretentiousness and ostentation which are
quickly recognized by the listeners and eventually lead to failure when the
listener switches off his radio. It should be noted Ngcobo’s major concerns are
always presented in comic form, which the motifs which set the plots in motion
are often hilarious, and the plays are comedies in which primacy is assigned to
the wit and humour of the message or moral. Ngcobo’s primarily social theme
in uMadakeni has to do with the individual’s responsibility to uphold the rights

of all rich and poor alike.

It can be articulated that Ngcobo has correlative themes Inkanankana (1987)
and uMadakeni (2001) with regard to their common characteristics as far as
common issues they discuss are concerned. This does not mean that such an
issue leaves out other plays but this is referred to their closeness of themes. It is
speculated this occurred as a result of their spatial period of fourteen (14)
differences. Inkanankana is a play with so many depth dimensions that only
repeated readings and viewings yield the full meaning. The study discovers that
themes in the radio drama were reflective of the South African society. This is
indicative of social change it has been the plays that the whole societies have
been rallied around on common goal of ensuring the survival of the nation

especially the marriage institutions have to sustain.

Such by Opland, (1983:128) who puts it as:

As a consequence of the politics and economics, Xhosa
books, with very few exceptions, avoid sensitive political
issues, are in conformity with Christian ethic, reflect
western literary sensibilities, and are suitable for reading by
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children ... These publications satisfy market for books in
schools, for syllabuses devised by educationists with a
western concept of literature. The reading public for Xhosa
literature is thus composed almost exclusively of children;
at best, with few exceptions, there exists an emasculated
literature for adults.

There are instances in Ngcobo’s radio plays that talk about repeated issues /
expressions / phrases / words but in different plays. Repetition is of the most
important stylistic features in the sociological radio plays. It means the act of
repeating or something repeated. Repetition is explained in Hodgson,
(1988:137) as a device of style which is put as follows:

Reccurence; using or doing something more than once. An
important formal component of drama where the repeating
of a word, phrase, action, sound, grouping, gesture or
situation has a variety of functions.

There are many repeatead statements / phrases in Ngcobo’s radio plays. Kwazi
in Inkanankana talks of stock taking in his supermarket and Ruby in
Impesheni Yesiphalaphala talks of the rotation of on the shelves when she has
hired a Tea Room in Pietermaritzburg. This is what Ngcobo says about these
repeated statements; i) Enye into ebalulekile ebhizinisini yi — stock rotation.
Uma kufika impahla entsha ingene ngemuva, endala ize ngaphambili ukuze
kuthengwe yona kugala (Another very important issue in business is stock -

rotation.

When the new stock comes it goes to the back, an old stock comes forward and
it is purchased first). ii) Buyi with Raymond as they are searching for Ruby’s
whereabouts are of the same opinion of what the Bible says as Ngcobo
elucidates it: Izwi leNkosi lithi: “Uyokudla isithukuthuku sakho”. Akukho lapho
lithi khona “siyokudla isithukuthuku sabanye abantu” (The word of God says:
“Thou shall eat thy sweat. There is nowhere it says it says we shall eat other

people’s sweat”. The same statement is pronounced by Kwazi immediately after
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taking over the supermarket. MaVezi in her discussion with MaCele proposes
that they ask Christian women to pray for Jabu on Thursdays (Women’s prayer
day). Another dominating statement to achieve in Ngcobo’s plays is repetition
of i) izinto ezinhle zisetshenzelwa kanzima (good things requires hard work) and
i) umuntu onemibuzo eminingi uvame ukutshelwa amanga amaningi (a person

who asks many questions is usually told many lies).

These statements are more often than not uttered by characters that are in
predicament using them as scapegoat to succeed in their endevours and as a way
of consoling their conscience. It is important to note the repetition is mainly as
evidence that these radio plays are written by one playwright so it is inevitable
that he can avoid such thoughts easily as they keep on flowing in his mind.

It is clear that Ngcobo’s plays expose and challenge certain cultural practices.
As regards the most dominant cluster of issues; namely that of love, it is
noteworthy that this Zulu dramatist reveals that characters (Kwazi, Prudence in
Inkanankana, Thulile, Sebenzile and Sizakele in Iwashi Legolide and Mazwe,

Jabulile and Thulisile in uMadakeni) views issues of love in serious light.

In this light Groenewald, (2001:42) maintains that love in Zulu dramatic
literature (plays) is truly a matter of life and death, as many plays reflect. It is
evident that Zulu dramatists show that there must be love no matter the cost
involved and such an attitude does not bode well in a context where the HIV is
so prevalent. Most of these plays expose problems relating to love especially to
the point as in Isela where its negative effects are punctuated with the threat of
AIDS.

Though Ngcobo has tried immersely to exalt the dignity of women in his radio
plays by assigning them roles as protagonists, antagonists and many other
similar positions but their role is disturbed by their conduct. This is mainly

manifest in Umadakeni where Jabu, Mazwe’s wife is encroached with
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corruptability which ends up in a divorce from her husband. In Impesheni
Yesiphalaphala, Ruby, a protagonist seems to be demanding for some more. It
is impossible that she would succeed to wooe all her lovers. The end result of
such an appetite bears no fruit but instead she is put in jail. In Inkanankana,
Prudence works so hard to live a better life but at the end she becomes the
victim of circumstances which destroys her good record as she ends being an
alcoholic, sex slave and eventualy divorces her husband, Kwazi. Even minor
characters like Dudu do not show life that must be lived by a proper human
being.

In almost all Ngcobo’s radio plays, divorce dominates and this stance does not
depict women characters as people who can stand their ground. Divorce of
married couples is supposed to be the last human catastrophe and destruction of
which nothing beyond it can be achieved but Ngcobo takes it as the last resort
for solution. This may be caused from the fact that Ngcobo was once a scout
and and remained unmarried for a long time. Such experiences mayt have
exerted the negative impact on married life as such people end up acquiring self
- actualising skills. In most cases they learn to live independently as they have a

belief that people must be Jack of trades.

It is important to highlight that Ngcobo in his writings leans strongly on the
religious inferences that are quoted from the Bible. References and quotations
have been made in this regard from the Biblical point of view as they are
manifest in almost all the plays.

The study gives evidence that no matter how careful people can as far as
avoiding HIV / AIDS infection but they will be affected as Mac and Nzuzo
were but the thug managed to stab them with a knife and they are contaminated
with the HIV / AIDS thus suffers for the rest of their lives. Another example is

Thoko who has one unfaithful partner who sleeps around and Thoko is affected.
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Ngcobo, (1993, scene 8:1) refers to this by quoting Mthiyane’s words as they

are engaged in the discussion with Mac when he says:

117. MTHIYANE: Ewu, induku ishaya imviki mfowethu.
Sekuyikona kuthi sikunike izeluleko ezigondene nesimo.

(Oh, the stick hits the defender my brother. It is now for us
to give you advise suitable for the situation).

In Isela the study observes that in South Africa the first person who was found
to have been infected by HIV was discovered in 1982 whereas the first person
who was found globally was in America. By June 1990 there were 463 people
who were found to have beeen inefected with HIV / AIDS in South Africa. The
present status in South Africa for people who are inefected by HIV / AIDS
remains that thre are 2 200 women who are discovered to be affected, 22 000
children who die annually and there are 2 000 children who die before they are

born.

The State President JGM Zuma announced on World AIDS Day (an annual
event) in 2009 that South Africa will treat all HIV — positive babies and expand
testing, a dramatic and eagerly awaited shift in a country that has more people
living with HIV than any other as it is estimated at 5.7 million in a country with
49 million people who are infected with HIV. Such an announcement was
viewed as definitive point due to that former President TM Mbeki distrusted
drugs which were developed to keep AIDS patients alive and instead promoted
garlic treatment. It is claimed that this stance resulted in more than 300, 000
premature deaths.

The United States of America owing to this plea gave South Africa $120 million

over the next two years for AIDS treatment drugs which means people will live

longer and more fulfilling lives. Such a donation is aimed at all HIVV-positive
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children under one year old and earlier treatment for patients infected with both
the virus that causes AIDS and tuberculosis (TB) and for women who are
pregnant and HIV- positive. In 2010 South Africa will be amongst the world
countries who will be celebrating the 22" World Commemoration AIDS Day

on the 1% of December.

Ilanga LaseNatali, on the other hand reports that the KwaZulu—Natal gears up
for the December month yearly as the annual month for HIV Awareness
Campaign globally. Premier Zweli L. Mkhize forms the committee that is
known as the Prenier’s Co-ordinating Forum which comprises the mayors and
the Members of the Executive Committee (MECs) in the province. It is reported

as follows:

UNdunankulu neKhabhinethi yakhe babhekene nezinhlelo
zokuginisekisa ukuthi kuliwa negciwane lengculaza
esifundazweni. Lolu suku lokulwa nengculaza olugujwa
umhlaba wonke Iluba mhla Ilulunye kuZibandlela
(December).  Ukugwashisa umphakathi  ngengculazi
kuzokwenziwa kuzo zonke izifunda KwaZulu — Natali
kwenziwa yizimeya nonggonggoshe.

(The premier and his cabinet are engaged in the
programmes that assure the fight against the HIV and AIDS
in the province on the day that is celebrated yearly during
the month of 1% December globally. The awareness to the
public will be done in all the regions of KwaZulu—Natal by
the executive mayors and the MECs).

Ilanga LaseNatali p. 15 (November 11-13, 2010).

This is an indication which proves that AIDS is taken into consideration in
South Africa as this initiative is done in all nine provinces. The study has noted
HIV is prevalent amongst the Third World Countries due to poverty, balanced
diet, illiteracy and many more circumstances of which the main angets who
carry and spread it inter alia: are tourists, merchants / commercial people,

university students, sports people and singers.
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The researcher observes that Ngcobo has not commented on the legal aspects of
two humiliated characters, Prudence (Inkanankana) and Jabu (uMadakeni). In
uMadakeni, the playwright mentions about the atrocities that led to the
dismantling of Mazwe and Jabu’s marriage but is quiet about the legal aspect
thereof. It has not been mentioned whether Mazwe and Jabu finally divorced
each other and also what happened thereafter. No decree of divorce has been
issued to either of the two since they were married in community type of

marriage.

Mazwe was supposed to follow the legal procedures in trying to reclaim his
house and the inside furniture but everything ended when the trucks arrived to
off — loud and loud the properties of outgoing occupant and the incoming
incumbent. It is believed that the listeners will make their own conclusion and
assumption. The radio play has not further commented about the resuscitation of
Mazwe and his whereabouts. It is not clear how he survived after such
tormenting experiences. The playwright has not commented about the future of
Zaba, the only child that Kwazi and Jabu have. From the beginning of the radio
play, the dramatist, Ngcobo has been commenting about his eagerness to pursue

a carreer in medicine something that was left untold.

It is also noted that the playwright has said nothing on the legal aspect regarding
the friction between and Prudence. Prudence is like a person who was thrown in
the street as her whereabouts are unknown except that Prudence once hinted that
she might be given a certain share after the re-appearance of her father
something that cannot be confirmed. The raio play, Inkanankana does not
specify to what happened regarding the status of the marriage whether they
divorced or not, even if the decree of divorce was issued who between the two
won the case. It does not even mention about the status of their children, their

whereabouts concerning their future in education.
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7.3

Future research

It is of great importance and an urgent message to encourage the would be radio
playwrights and of researching and evaluating more of the wealth gathered and
retained by the SABC. This has revealed that the future of radio drama remains
on the positive side. Drama has been found to be the most effective medium of
drawing the public’s attention to some burning issues of the present time. With
21* century technology, modern radio drama, also known as audio theatre has
begun an exciting new movement. Local radio drama groups have kept the spirit

of radio drama alive.

It is highly noted that the Radio Zulu (Ukhozi FM) has relayed some IsiZulu
plays for quite a long time afforded the opportunity to playwrights like Ngcobo
to write radio dramas of high note. Radio drama has able to draw the public’s
attention to some burning and pertinent ranging from social to political issues.
Jafta, (1978:163) points out that the native language of the people makes a
better and lasting impression than a foreign one. A play in the language of the
people is well received even by an illiterate person because he can listen and
hears what is said. This is what Ngcobo’s plays have done in the long run to the
Zulu community as radio drama is the concern for both young and old.
Moreover, the playwright has been able to deliver his message within a

reasonably short time to all.
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ADDENDUM

Interview questions with the dramatist (M E Ngcobo). The researcher visited the
dramatist to inquire more clarity about his radio plays, to ask some pertinent issues and
seek more information concerning his inspiration in writing the radio plays. Ngcobo
will be abbreviated as M E N whilst the researcher will remain being the researcher.

Ngcobo responded to the questions as follows:

1. The researcher: When did you first get an inspiration for writing radio plays?

M.E.N.: | got the inspiration for writing radio plays in the early 1970’s by then
| had acted in a few radio plays and radio serials.

2. The researcher: Whose writings (authors) that inspired you to write the radio

plays?

M.E.N.: | was inspired by the writings of Hubert Sishi. He wrote a series of
Imilando YaKwaZulu and | acted in a number of them. | was also inspired by

the radio serials of Prof D.B.Z. Ntuli, Ngiyoze Ngimthole and Isivumelwano.

3. The researcher: Are there any specific places that are memorable in your mind

where you performed uMabatha?

M.E.N.: Yes, How can | forget The Aldwych Theatre in London where we
performed during the World Theatre Seasons of 1972 and 1973. The
Maynardville Open Air Theatre in Cape Town is also still vivid in my mind. We

performed there for 6 weeks in 1974.
4. The researcher: You seem to have repeated the same characters in different

radio plays, like uMadakeni and Inkanankana. Do you have any specific

reason for this?
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M.E.N.: That’s true.These are the names and surnames of people I have fond
memories of. But | don’t plan to use these names, they just come to mind. I use

them unaware that | have used them in my previous plays.

The researcher: Amongst the characters you have created MaVezi and Thomas

seems to be dominant. Can you please elaborate on this?

M.E.N.: MaVezi is my mother. She passed away when | was only 3 years old. |
enjoy making her a heroine in my plays. | was a herdboy until the age of 11 and
| had to flee from my step-mother’s home which was at Umzinyathi, beyond
Inanda. Thomas was my very first friend in Clermont, where | started attending
school at the age of 11 and a half. All the herdboys were too old to be my

friends. Thomas taught me a lot about Township life.

The researcher: As you have mentioned that the character MaVezi is your
biological mother, whom you never had a chance to see her, what kind of a
person you think she was or what do your relatives say she was as they lived

with her?

M.E.N.: They say she was a kind and loving lady.They also say | should have

been a girl because | resemble her a lot.

The researcher: Your character Vusi in the radio plays Inkanankana and
Iwashi Legolide does not seem to be role models instead he is portrayed as a
bad character? Do you have specific reasons to display such the character Vusi

as you have done?

M.E.N.: A chief herdboy, or inggwele used to ill —treat me a lot and his name

was Vusi. My very first fight at school was against another Vusi.
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10.

11.

The researcher: In Inkanankana you have used the words “ikaga” and

“usemabhandeni”. What do these both words mean?

M.E.N.: These are the tsotsi words and they are very periodical, that is, they
keep on changing, and differ from place to place; Ikaga meant money at that
time and place, and usemabhandeni meant he or she has a lot of money — this

could be a temporary state.

The researcher: Since you are not young but where do you get such Tsotsitaal

for the young people?

M.E.N.: When you are a writer, you must meet with people of different
characters. | go to shebeens and take few sips of beer, just to get stories. At

times | travel by train or taxi just to listen to stories or striking ideas.

The researcher: As | have read your radio plays | have noticed that amongst
things you seem to be popularizing your descedants like Dube, Mghawe and

others. Do you agree with me?

M.E.N.: INkosi Mghawe is my biological grandfather, and he did a lot for the
Qadi Tribe. INkosi Dube was King Shaka’s best friend. INkosi Dube’s heir was
iNkosi Dabeka and his heir was iNkosi Mghawe. I’'m their descendant. Without
them I wouldn’t be here, and you wouldn’t have read my plays.

The researcher: Do you want to emulate their actions and behaviour?

M.E.N.: These were great leaders and heroes of the Qadi Tribe, and | do

emulate them in my own way in accordance with the present times.
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12.

The researcher: You seem to have written about sensitive, frightening and
delicate issues in your radio plays. Are comfortable about it and do these issues

that you cover in radio plays have anything to do with personal experiences?

M. E. N.: Yes, most of them are my personal experiences. | have suffered a lot
in my life; and it is just by God’s grace that I'm still alive. For several times I
missed death by a whisker. Losing both parents at a tender age and the
Apartheid laws made me suffer so much. But these have made me stronger and
more knowledgeble.But what you read in my radio plays is kid stuff compared
to my latest novel entitled ‘Kwashiyana Ukwenza’ which means ‘It Was The

Survival Of The Fittest’.
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