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7 7 - ~ -- 3asic&lly, to imitate 

something, or to reproduce a likeness of some pheno~2~cn. =~~ 

process of following or reproducing the example is c~lled -: r·~ -. 
_.;..:_.;..,.L-

tr:.tion" Simila.Yly the product of this process is an ici"ce;.tiv:~. 

1.2. John Dryden distinguished between three types of artistic 

ir:1i ta tion: (a) tbe representation cf nature. 
) 

of a;::'tistic m.odels, and (c) a loose form of transl.::tior.:.. 

In this discussion we propose to conce~t~~t2 

on the second category which embraces part of the third. 

7 "') 
..:... • ..J Regarding art as an of nature 9 

its artistic value and itSpurging effect on emotions~ 
I _ _,, • -

\ \ilG.e 

pp. 1-5.) Plato condemned artists 2.s a menace to the n::.o:..~21 ::ic,~"8 

of the cor!l:.1u.ni t;/, arguir...g they are all 

removed froill the truth. (Vite Lindsay, pp. 296 - 315.) It is 

clear, though, that those who see art merely as . . ' ' . 1mi~a~1ve 1 over·-

look its creative component which only the artis~with a~ aptitu~e 

for art is able to breathe into a work and so elevate it abcvc 

the level of a carbon copy of the ~odel. 

The creative aspect o~ imitation was emphasised by 

classical exponents of the emulation of models. T~-iese c1~i-::ic::.:; 

believed that independent fabrication coult not taie a~y ar~ist 

ve::::y _,...,, ~ 
.L. (....,,.J.. • To ap:proximate 

the best qualities of the best models with the aim cf surp22si~s 

them. People like Eorace advocated that yo~~s writers stee; 

themselves in the t::::aditions of Greek predecessors in order 

develop their own skills. (Vic.e Dorsch, p. 

emulative practice. 

classic~l theory, therefore, the icitator has the task o~ se:ec~~ns 



so it of his individuality. 

Eaterial gathered from various sources should be blended. ·' ... i~~ 

·yet it nevertheless is clearly a different tl-iing fro.21 t:h2.t ,::,~,,,., (""• ,-:::.. 
'--' .... -v •._. 

it cs.rn.e.'' (Vide White, p. 10.) Milton contended that w~en e 

writer had not improved on '1 -cne borrowed. material he should 2e 

labelled a literary t:':1ief or 
' 

a plagiarist. 

1.5 Up to the 18th century imitation was accepted. a:;::Q encour2.gecL 

It .did not fall into disrepute before the Nee-classic age develo;ed. 

into the :~0wantic. The emphasis was ·c'.nen on ~che poe-c • s o:r·igi::1.ality 

and, as a result, the perjora-cive connotation of imitation ..., ' -
became more promlnent. The 'Romantic writers felt tl;.at follov1ing 

known patterns of writing hampered one's individuality. Even 

then, however, it was pointed out that originality as such could 

not be reg2.rded as an aesthetic norm, since a piece of art coulc. 

be original and yet poor. Eliot echoed the classical conception 

of imitation when he said that a writer could not help writing 
" ., 

within some tradition and ma..7..;:ing only finer variacci ons wi tl::.in 2. 

form. (Vide Eliot, pp. 377 - 382.) Of course, Eliot went to 

extremes when he ridiculed the RomaJ1tic writers I works, calling thsi=. 

nfragmenta:ry", "immature" and 11chaotic 11 • (Vide :Buxton, p. 

1.6 In present-day literary theory the term "i-.mi tation" is fallir:g 

into disuse mainly because of its negative implication of the 

spurious. In practice, however, the classical application of 

" 
concept is still up'held. Referring to :Bracht I s wor}:: 11 Dbe::::-· 

Plagiate", Horn has said of :Bracht: 11 hy be wee:::' dat I n d.igte::::' 

alles Dag oorneem uit die werk va...""1 1 n ander d.igter solank 2.s 6.ie 

groot linie2, die geheel, en die lang asem va..."Yl. die werk sy eie 

• II is ... (Vide Horn, p. 26.) 

( ii) Anyffoach in this article 

1. 7 In this article ,ve shall attempt to consider the exte:::t --:o ,.,,-.:-::.::..e:.::. 

so:::ie Zulu poets im.ita-ce} and whether they succeed or not s.s i.::.:i.i--c,:::.--::o::-·:'J o:= 

literary models. It is not always easy to deternine 

really an imitation of another. We cannot rely much on t::..e 11 Co~:::...::.:.:.::.::_ 

knov,1ledge of the average reader 11 re cor:lfilended by :Sall. ( V:_c..e 3r,ll 1 ~:. 3°-{ 
Sorense~ and Sorensen have proposed the method of conter:t 



si2ila~ity between the 2odel 

John Davies implied that ~e can be 5uided by the 

on aspects 

we shall use his idea in the comparison of poems. 

1.8 In this disc~ssion we ihall take into account the v~ric~s 

combinations of similarities in elements such as phrases, 

titles, themes, ideas and general style. 

individual consideration ~ccording to its peculi2ritie2. 

basiese prinsiep lyk dus: dat die houding teenoor plagi2at 

bepaal word deu.r die persoonlike opinie. 11 

2.1 ~here was a time when the Romans accepted any piece of 

writing adapted ~ram a foreign language as new work. 

~~~turno co~ld even condone ' verbal f ollo 1nir.!3 of :o·l"·eigr: 

It is possibly this attitude that ~aQe 

sor:.:.e Zulu poets feel that they were at liberty to borrow 

::ro:n 'iiestern DOetry. ... ' 

studied by Zulu students. It is logical, therefore, that t~tt~n; 

noets should have beco~e ac~uainted with English poetic mcdel3 

v-ihict1 dif.'fereG. f~or:i incligenous poetr~,. 

mediu~ o:: expressing poetic feelings, the Zulu poet of~en ~ent 

as as borrowing whole lines ana. sts.nzas 

acknowledgin~ the sources. 

(i) T~~tat~on of isolated li~es 

B.W. Vil2kazi was a pioneer in the writing of 9oet~y 

to ~urope~n forms. \'ie 

.. , 
of Bngli:-:ih o.oc1 es. i /\-· ' - ' 1_ 'lee J aoavu, 

':ie sD.ould 

l - \ p._J_. I 

;a•• -:- r. ~ ... -:­
\\ - ..;,._...,, ~:. .., 



from foreign literature. 

Tl1e tl1err.e of Vilakazi 1 s poem 11 J'.na onlfi il is 

of Kee.-cs I s node to a Nightingale'~. Both poets apostrop~ise 

as tl'ley look at th.is musical bird. In both poess tbere co=~s 

a mo.ser2.t when they tell the bird to fly av;ay before they begin -~o 

\'.:end.er about v1ith it. Keats says: 

.Away~ .J._way! for I will fly with thee ... 

p. 684.) Vilakazi expresses the same idea as follows: 

Sul-r.: 1 uphele phambi kwami 

Funa ngim.pamne nami nawe ... (Vide Vilak2.zi, 1965, -;i. 15) 

:I·here is a striking similarity in_ the ideas contained. i::.--i tr:.e =c2,i:: 
"II 

; 

clauses and the subordinate, adverbial clauses of reason. ;:.:L_"ce eve-:::. l.:_ 

sequence of ideas is the same, it_ is highly :91~01:Jable tl'}at V-i:_::c-,,.- 22 .:. i,::, 

lines resulted from his·reading of Keats. Vil2.lcazi did not -; ...; -'='-'-­
....:.... ..1..J.. u 

Keats 1 s expression in its raw form. So, :for example, he has ;i·ven 

Keats I s 11 fly 11 additional poetic vigour, because 11 LJ.p:~r::1.::Ja 11 .means soce·:J'.1:i...:-:., 

.more tha...'11 "ndiza 11
, the general e q_ui val en t of 11 fly 11

• It has ad.di ti 0112.l 
,, .,, 

shades of mea.."'ling, such as roaming incessantly and. wa.'llclei~inc 2.to~:.t 

like a possessed person, ideas which are not re~lly iranlicit 1n ~~a 

word II fly 11
• .Apart from this, the whole of Vilakazi I s n oe:1 :-lc:.:i a 

definite South African background. It incorporates the Zulu ~elie~ ~~2.~ 

to tb.e observer. 

2.5 J .:0. Taylor observed that this poem by Vilakazi was 11 re.c.i2-iisc2:..':.-':: 

' ~ , ~ 1 . . . . . d II ( -r1.:,. de m ., ~ ~ -he::::-e a:-1d t.nere OI 1Sne.L ey, in i-cs i eas.... , , _ ray.Lor, p. _;_c;.:). J 

Ee probably had i:ri mind Shelley I s 11T o a Skylark 11
• 

:Oobree, :p. 677.) Of course, the general tone of the poe::'.s is 

. tb.e same, but there is no defir:.i te evidence that Vils.lcazi v.:2.s t:cyiD.6 

to copy from Shelley. Here we seem to bave an inst2....'llce of '-'-'~-i2..-c 

Tennyson had in mind. when he said: 11 

independently to two men looking oµ the same aspects of nat'.J_re. 11 

Pereira, p. 6.) 

2.6 - .. -1- • ., + --1' o"o 7 i· q_ue iilim1· -'-L,2.ti 011, Vilalcazi t:c~?...:.:2_ ~n w~av one mig.n~ c~ .L '..c. .. - -

-i:;nese lines fror.'.l Keats's "Ode on a Grecian Urn": 



r (;,,,.. \ 
ovo j) 

~nc used them in his poem on the lark (I~~omfi): 

. - ., ~ 

/::v/~;..l.. OE~/2.0 

~sin~~kayiz~a injengcmpe luco~sela 

( "\1Tir1p '/-il-::ilrazi __ ,_, ....................... L-,. -, 7 , \ 
p. - 1:-. ) 

Eere, Vilakszi follo~ed Keats ~uite closely ~p to t~e word 

3ut Vilakazi decided to develoJ his stanza differen~-

ly by giving us a concrete image of nectar tricklins onto t~c 

tongue in.s·teati of I(eats's_ straig:ltforv;ard Vlord 11 sv.reeter 1
t~ C-;-1 

\ 

. , . . , , ., -r . r 'v' . .. d , ~ne o~ner nana, ~ea~s s poetry is em8o •iea in the whole ifea 

since he is referring to the imaginary melodies made by ~ce 

flutist engraved on the urn. The poetic elements in Vil2kazi 1 s 

start fror~1 '.. . . -, 
"t:18 Sl.LlJ..J_e to 

tells us about the real melody made by the lark. 

that Vilakazi borrowed ttese lines and ~ransformed them tc s~it 

his pu.rpose. 

2.7 Death is a universal phenomenon and one which cons~itut~s 

2. value.ble source of material for poets9 ?oets 

their attitudes to the inevitable culmination of man 1 s ptysi22l 

J:.:;.bavu 1.'ias r2.thsr presu.rn.ptuous in c:~llegins th3.t i:::. sor.~e c::: 

Gray I s "Elegy in a Churchyo.rd 11 is obvious ..• 11 

' -0 1 1 ) 
.;._ e .J,.,. ..... o I Jabavu sees ttis influence even in the poem: 

c;,\·2. ukufa 11 1Nhich, 2,.ccording to the acknowledgement in 

eJition, was adapted by Vilakazi from the poem: 

by Paul Lawrence Dunbar. 

Nxumalo is one of the people wio arpea~ ~o ~sve 

been infl~~nced by John Donne. 

is echoed in two of ~xumalo's poems on death. 

lines of Donne 1 s poem are: 

Death, be not proud though some have calledtiee 

and ~obree, p. 613.) 



h 
:.,T 8 :,.~P:.. s e \\Jr~ q c :~ ?-; ~-=- ~1.---~: f' c. 1 

I'-

K~akho bath' uyinkosi 

,­
o. 

K~nrrikwesabi nanini nanini ....• (Vide Jyembezi, 

bo~b poets defy the arrog~nt death which is feared by so2e 
~ 

~eople. ;:ie 

mighty and dreadful objects. He has reversed Donne 1 s order ty 

first referring to the dreaded lightning and then to the 2i;~ty 

king who inspires awe and respect. The isage not found in 

Donne's po~ra is that of lightning (umbani) that is usually 

' associated with the fastness and unexpectedness with which de~~h 

st:r-ikes. 

Donne's except at two other places. Like Donne, N::w.L'.lalo 

believes that death is nothing but the gateway ~o etern2l life: 

Dor:ne: One short sleep past, we wake e~e=nally ••.• 

l'Ixu..rn2.lo: .... n~ingewukhehl 1 umqhele 

~aseZul~i~i, ngingedlula~~a kuwe .... 

identity is only in the sence, end not the expression. 
I... 

Donne's idea is more universal ih that the eter~ity th~t ~e 

refers to is ~he eternity anticipated by any man who jsliev~s 

in life after death. Nxumalo confines hi~self to the 8hristi2n 

co~cept of eternal life in Heaven. 

annihilation of death: 

~ords schieve emphasis, becsuse they are all single s~~0s~e~ 



To ac222ve thi3 effect Nxuxalo reliGa o~ 

noes is a □ore pithy sonnet, I'fxurnalo 1 s i .s ., .; .,,. ~ ..., 
J _ _;_.'.__;,~~y 

2~d yet th9re is nc padding. 

? 77 -•.J..- is 

p1.,,:blished later, still d.efi8 s 

There is even a direct translation of ~onns 1 s 

refers to life after , ' -
C.82,.~ll, althoush here he 

det~il2d Jicture beauty e.nd. bliss 1 

is labouring in vain: 

Ukufa akuk~azi okuk~enzavo: 

(yi_de Nxum.alo, 

-~o r.::iv---i 11 no o ,:J 11 1'1',,;i·,..,, ,.___ "'op.,_...; Y\ 0 0 
;-:-- .L~ ill~- o-::::-: + .,_1_ __ -, 1.··~,'J 'T'o"",.-l""' r:::~ 0 •• .l:' t....,..IJ..!. .,l..., U ' / .,;..1,'1,- ....... J.~ -....:,:S...!...J.J.i-.J9 -- ...., V ~ "'-'-' .;,..) ,J, ...... >-J 

0 trotse Dood, mense d.oen jou 

~Iul noem. jou g.::cot ..•• (Vide Leipoldt, lS33i p. 35.) 

sextet differs fror::i the poe:ns of Dc::-i.ne and l'b:u:,ialo. 

first cry is a greater wonder than its dea~h. 

,·, ::::. -~: - ,,~/ 
-...... '--" :._-_,_ V ,.._ 

e~bodied in Xxumalo 1 s poetry. (One might offer a co~je~t~~a 

2.13 ~e pointed o~t earlier t~at si~ilarity in titl~3 

th~mes is not necessarily proof of i~itation. 

o::1ly poet to \'lri te 9.. poer:rc 



(") 

o. 

Zu:u Joess tiat wera inspired by the 

poem on the graveyard, "\,'° T 

J:1.:...0 J" 
~ r, -
J.\_ t2.:....li=.::·~..1... 0 :..,: .'.3 2 ~-3 

The livicg ~n~ tha de 

Full nany a flower is born to blush unseen, 

it s s \''J e e tn e s s in (Vi:le 

Dob:cee, 4 50.) 

Je could not have come to ~his conclusion if Khucalo had no~ 

-r1 e"Y>P731 -tr.~r-slated these li~~e·s apd g1,'"Ja:fted them into }'lis po.::;:·~:" 

Ha says of flo~ers: 
• 

~i·n-i 1 ; 
...... .1.......1....;....!.. 

( C) 1 ~n these extracts both poets exp:cc s s -, .... ;_,, ;··,.--. .-:·~ -'.-- --~ _,- ._, . ., 

that even peo9le with great potenti~lities are sn~tched ~w~y ~J 

dea~h Oofore -the world can benefit fro2 them. i.i.O 

justificl::.tion for I{humalo 1 s eD1ployn:ent of _Gr2.:l ts irr:c.ge ir.. 

stating this fact, since he has already alluded to it ear:ier 

in the sa~e potu where he s2ys: 

Xodw 1 ezinye izira~~li ezil~~ha 

writer did not succeed in incorporating . . -:=.2.. t e .::.,"\ :_ ::=-1-

a.I'tisticslly rie uses tl1e 

over ~o the singular. 

be2~ty of Zulu girls. 

~he girls are com9arcd to flowers that blossom wnere ..1,. :-., -~-= ~-, 
._: __ ._,_:__ 

beauty and perf~m8 sre not appreciated: 



-: o<; -- _,/ "-·' _) 

the - . -l) 0 em Cl l SC U. S Se Ci b.ere 1 

Ucfortunately, Gray,s imagery is farced here as well. 

in.Ji C 8. ti 011 that tl-.Le se girls are lC 

adn1i.r2 ti on o This description would have been more ap9~opriate 

to a king's 9~iva~e Darem: 

tl1i s v12.s ~o t so G 

2.15 '-~ 
J... L.:.. we have an example 

who is so fascinated by some aspect of his model that ~2 not 

only fails to modify the material creatively, but c~~not even 

fit it properly into a new context. 

typi~al example of the inclusion of translated lines in t~e 

original work - something that Marston strongly dfprecated. 

(ii) Conying of l2rger nortions 

2.16 In the examples of imitation discussed so =ar ~e have 

ins-~:111ces of borrowing of only a few lines 

We may have instances when an imitator takes a whole s~~~z~, 

7 • ,..,, • 

W.OC.lIJ..8S sr.1211 portio~1s of it' Wi t:.cOU t 

It is generally agreed that when the writer h~s ret~ined ~~e 

!'.!.O t made 

tion hi~self, he should not conceal the origin of his ~ark. =s 

tl12. t I tr1en that 

called rather one of the \·vorst 

( u..: .-, · .. ,,.,· -'-c. . 7' ) v .1.. ,_,,, e it L:.l v '-' , .P • o . 

A.B. ?hakathi's poem: 

shall quote the first stanza of each poem: 

Wys my die plek waar ons s3am gestaan tet, 

Eens, toe jy myne was -



~roe~r, voor jau liefde vir my getaan ~et, 

,.~ ... 
vroeer, toe jy ayne was. 

ons liefde wat uithou en alles vergoed. 

l.) 

Pta~bilin 1 uthsndo lwakho luaekhona, 

~~uwe kuphala, wen 1 ongasen~alo. 

( "J" , I ( ,.., p 
..._vi,.._,' 

Phakathi has given an almost word-for-word 

the first four lines. 

11 get2.an. 

Although these expressions carry the same itei, ~Ge 

Afrikaans expression tells us more directly what ia9pe~ed to ~he 

it eventually diminished. Zulu. 

lent gives ,;_s o::ily one climension of the pictu .. re, 

was once there, and from this we can deduce that it i~ no ls~~er 

~e could have accepted bo~t expressions if they repre2e~~2d 

whereas his Zulu counterpart is mild and more diplom2tic. 

then the Zulu poet would have failed to transfer the sDirit of 

the ori6 inal poem. 

2.18 ~he effect of the Afrikaans version is enhanced by tie 

inclusion of sorievvhs.t cor: ... .,-;r2..stil1g \Vords 0 staai:n a~1d. '!t~.2..!:n i11 

op9osition to each other. Notice ho~ these are used ~c s~~i2ve 

indissoluble .... they are part of sn organic whole; 
' ' .. 

~:,.,Li._.i~ v.l... '._•·-... .. vC': 

2.19 ~ealisins what an arduous t3sk it would be to tr~~sl~~e ~~e 



ls.st 

thl ... e e, 

2.20 Phakathi could ~ot even arrange his lines ditferently fros 

:Seipolcit 1 s" In fact at some places he tried to rsprod~ce the 

\Vi th. tt.e line: 

Vi:: ons liefd·e wa t ui thou en all es vergoed, 

e:,cc~pt the very last line v\1here the 'lVord ttmy 11 J.r1as been subs ti tu.tec1 

line: 

Je ca~not consider this a sign of originality, since it is a 

slight modification of the words: 

in line 20 of Leipoldt's poem. The extra stanza that Phaka~ii 

has added to his poem is no credit to him.. 

of two of Leipoldt's lines found in ' , ~ ...L-
-i:; n.e ..1.2.s l, 

2.21 Here we have an instance of an imitator who iries without 

success to translate iarge portions of someone else 1 s poem. 

where he makes alterations, we discover that the ideas are not 

his. Horn describes such a plagiarist very aptly: 

gedig aangebring, _genoeg 02 dit van 1
~ 

goeie gedig na•0 swak gedig te verander, maar nie gecoeg nie om 

dit 1 11 gedig van (sy eie) te maak nie. 11 (1fi "e µo.,, . .,.,, D 
\ - """"' -· - .... ') - 0 

?"' ) -.) . 

2.22 The most atrocious imitator is the one who simply li~ts 

' a whole poem from ,.... . ' --a I orei:'.;'.:n ..1.anguage without ma1dng 

to modify it. Ve have an examvle of this in C.A.C. Ngubane's: 

11 Um.-vuni on o si zi 11 
• This is an obvious translation cf Wo~dsworth 1 s: 

,-l 
11 '.::he ,':rnli tary Reaper 11

• Like Wordsworth, ?1gub.•;ine 

the first three varying in length. We shall q_uo-';;e o:c-~ly th:::: 2-.:::..st 

stanza of each ~oem: 

Wordsworth:-: \'!h2.te I er the theme, the !,~2.iden s2.ng 

her song could no ending; 

I saw her singing at her work, 

And o'er the sickle bending:-

I listened, motionless and still; 



( 1T • d ·1l e 

12. 

Anc as I ~ounted up the "i,-, -i 7 1 
.l.1. ..... --- ' 

The music in my heart I bore, 

Long after it was heard ~o more. 

and Dobree, p. 122.) 

l~abe ucula n~ani na? 

Selokho ebelesele kan~aka 

Xepha ucula esebenza njalo 

Lanho egoba nesikela lakhe 

Sengosithela nhezulu eaouseni, 

Umculo wagwaza inhlizivo y2mi 
\ 

"".,. . "If 1· t' - . , l ~, om2. nb':ln:,:ase Z7va,. u no imoa :::1. 

(Vide Nyembezi, 1963 (b), p. 40.) 

2.23 According to Joseph Hall, an imitator becomes a plagiqris~ 

.vhen he servilely copies 11 whole passages at a clap. 11 

Ngubane tried to give a word-for-word translation 

of his =-iodel. We might have had no , . t. .. ~ .J_"I • 

OOJ8C ion lI ~n2s 

least been an inspired translation. After all it has been s~id 

that "anyone who has translated a poem worthily becor:1es a poet 

by virtue of having done so •.• 11 
·( Vide Sel ver, p. 4 7.) This 

st2.te1nent Yieeds 
n 

co:sidera'ole ,.. further qualification, but it is 

clear that Hgubane did not produce a "worthy 11
, vvork. He translated 

all the lines of the last stanza, because it has more generai, snd 

less poetic words. Stanzas two and tr..ree, which are rich in. 

poetic l2nguage and allusions, have been translated in part only. 
\. 

The translator has deliberately eluded the opportunity of proving 

his ability to translate poetry. 

2.24 We see that even in the simple lines that he chose to 

translate he be~rayed his ignorance of the meaning of some words. 

I:1 the; line: 

The music in my heart I bore, 

hole or piercing; hence :1is tre.nslation 11
wsJT'h'2.z2.

11
• In fe.ct, i::: 

this con text "bore '1 is the p2.st tense of II bear 11
: to ca.r:c;y. 

2.25 Ngubane, therefore, represents those imitators who de ~ct 



13 •. 

wa:.:1t to ac1mowle:dge the source of their ma.teric;.l, obviov.sly 

because they know that their works are mere translations of the 

model. We have also seen ho~ some such plagiarists confine 

themselves to the stanzas that easily lend themselves to tr~ns-

lation, avoiding those that would demand real poetic expression. 

J.l Initially the education of the Zulu was in the hands of 

the missionaries·, whose primary motive was to enable the peo:9le 

to read the Bible and so facilitate the propagation of the 

Christian faith. No wonder, then, that Religious Instruction 

( ·for.Y.~r-:>r-!v ca7_7ea.· 11 ~-:;cr-... : ... r)~ure 11
) "'s Drom-inr-r:t su·o· ..;ec-'- i·n -'-}-, - -~- -.i - - - ~ _ ,,a a ... ~ .... :;; .J. J - " , •• J.e 

i 

scto ol curriculum.. 

J.2 This also meant tha~ the Bible was by far the ~ost consult-

ed book at school •. Coupled with the general acceptance of 

Christianity among the Zulu, this resulted in the evident 
.. 

J..
- y-,_ .. 

fluence of the Bible on Zulu literature. We have pointed cut 

that the Zulu cs.rne in to con tact with fo.reigh liters. ture mainly 

thrbugh European languages. Stallknecht has poiAted out th~t 

11 l)erL3.ps the mo st freq_uen tly recurring li terar;y influsnc e on 

-:;he \'/estern worl.d h3.s been that o:' the Old and ~Tew Testar.rtent. 11 

(Vide Stallknecht, p. 121.) Friederich has given us many exasples 

of religious themes that occur frequently in the literature of 

people who cc..rne ir..to contact with the 1). ' 7 ..wlDJ..2. 

J.J In Zulu literature there are m~ny poems whose sup9licato~y 

imoort is reminiscent of the Psalms and the book of Job. 
~ ' 

remarkable that many of the Zulu poems containing Biblical r~-

ferences are not always based on the poetic chapters and verses 

o= the Bible. They are developed frcm iQeas and ~uot~ble expres-

sions scattered in the Bible. For this reason, we shall ~en~~on 

only cursorily those excerpts and poems that seem to tiave been 

inspired by 3iblicsl texts. 

(i) 3ihlical stories 

3 ' r, . } S ,ho-·e D-06'°.·l OY .. ·::, ..b-,-.J..hl_ic;::l s+ory. ,.:::;.""_.'·.Z • . ,- uom.e poe-cs Jci. ea \,~l~ ... J...~.:. •~ ......... v _ ..... _ .... __ 

11 :0sisi1:.2 o 

(7:i.C:.e 
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(Vide. Kade, pp. l - 20.) .}\.t fi.rst o:-:e is 

tempted to suspec~ to ape Milton 5 ~he writer 

The resemblance is superficial. Llade 1 s 

poem relies larzely on the story in Genesis. The writer teco~es 

i~aginative when now and again he takes us to the domain 

Luc if er ·nhere the fall of On the whole, Kade 1 s 

work does not e~ince much originality. It certainly differs 

from :,Iil ton I s "Paradise Lost" in that although Mil "con based his 

epic on Genesis and the Revelation, he concentrated more on ~he 

background to t~e fall of man, which gave him sufficient scope 
I 

';r 

for his poetic eloquence.• 

3.6. We have a nu8ber o~ instances where a poet mereiy refers 

in passi~6 to some episode in the Bible. In such inst~nces the 

main 9ortion o~ the poem is the poet's own work, but to lend 

weight to his particular theses, he refers to some Biblical 

story. 

~ 7 
j. ' 

\ 

In O.'S.H. i'Txt.;.r::13.lo 1 s 11 U~:1thandazo wembongolo 11
", a donlcey 

pleads with its master for considerate treatment. To'Nard s the 

' end of the poem the donkey reminds its master of its own 

import2nce; for twice it had carried Jesus Chtist: when He was 

taken for refuge in Eeypt: 

UJesu e~/a eGibhithe .... , 

and when he entered Jerusalem in glory; 

' Sin~ena eJerusa7ema no~sindisi 

Eduma phezulu ... (Vide Nxumalo, 1965, p. 42.) 

Nxucalo has expressed this prosaically, probably in an effort 

to match his verse with the simplicity conventionally assoc~~ted 

with the ass 1 s mentality. These Biblical references ui~ht h~ve 

been slightly more eJ-evated if the poet had .merely alluded. 

episodes without an elaboration. This is what G.K. C~esterton 

does in his poem: 11 The Donkey'1
• He sums up the role played 

the donkey on the day of His glorious entry in no ~ore than t~J 

ef~ective lines: 



15. 

There was a shout about my ears, 

J.8 ~he main si2il~rity between these two poems is that beth 

eive a donkey's autobiogra9hy, proving that this animal is ~o~ 

as despicable as it is generally taken to be. There· is so xu~h 

difference in other details that Nxumalo could have composed 

piece quite independently o! Chesterton. 

/ .. \ p ' -
\ll; 2.r201es 

J.9 T~e parables that abound in the New Testament have a ready 

appeal to readers and writers. We feel that O.L.S. 

5reat spiri~ual conflict when he composed the poem: 
i . 

unip:1efumul o uy e_,1u.i.1T1a 11 
• He thaws us how the flesh seems to gain 

the upper hand in the lines: 

Zod'.1.a. inhliziyo yam' il2.n,:2:a.zeleLi amak:hasi. 

fu thi .. 

1956 (c), p. 10.) 

Sh~nge· has artistically worked in some elements qf the parsble 

of the 9rodigal son .. He gives us a moving picture o: how a 

believer consciously drifts away from the blissful spirit~2l 

haven to the lowly l2vel of swine. This poet ch~nges the Biblical 

' "fatted ce.lf" (ithole elinonileyo) (~~de Luke 15.30) to fatted 

rar.1s" ( i zi ns,s.rn2 e '.:';inor:.i si v.ie) • In the Bi ole the son did not le ave 

his home knowinJ that ha would be impoverished, nor did he depart 

ag&in after the festivity for which the fa~ted calf was slaug~tered. 
\... 

This poet implies that at first he rebelled against the F~ther, 

was welcomed to the fold, but then degenerated ag~in. rte n~s 

therefore admirably re-moulded the idea he obtained from the 

parable to produce an eff~ctive poem. 

(iii) 

J.lC le then ~ave imiges which are easily borrowed and used i~ 

~ny poetry. Generally, poets delight in philosophisi~c on t~e 
-thc~t 

brsvi ty o: 7 • ~ 

.... l J_ e. Life is usu3.lly compared 

somswhere life is compared to a flower that blossoms and soon 

f2.des: 
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l·T.r:~i zj_ b:...1 lril e i zj_n1 b 2.l i nec1.c r: .. bo.11~~2., 

N~A□pilo yomuntu efana ne~bali, 

Kuthi ubuhle bayo bushabnlale. ( Vide Nycm::::e zi 1 

·( \ -:,O JO \ C) , pp. .Ju - :;i • J 

Khum:::.lo: Irepilo yomuntu npempela ayilutho, 

enhle e~hakazile, 

, 
Kun:zavunguza umoy2., 

1963 (c)· p. 77.) 

J.11 3ecause these poem,._,_c, were oubl ~ sher'1 si mul ~aT1eour•l y u;e ,,..,., c, \ • .ta .. .L. .i,,,.A,. --.. ..i... V .1.. ..:,....., • , "' _-A..;_,_. 

ou~ the probability thatl~e po~t imitated the other. One eight 

also say that, since the withering of a beautiful flower is a 

univers2l phenomenon, any poet 6an observe it and write on it. 

However, there is a distinct probability that one of these poets, 

or both, wrote their poems after reading the Bible. This com-

parison occurs as follows in the Bible: 

inr:u tshani. 

Banke ubuhle bayo bunjengembali yasendle. 

_U_t_s_Y_1a_--~_•1_i_0_·u~y~c-·'_o_u_n_a_,_i_·r_i_b_a_l_i_1_·_y_a_v_u_t_b_lU_l_r_a ••• (Vide Is3iah 40:6-7.) 

(b) St. Peter was obviously quoting Isaiah's words when he said: 

yo'Y'\ irn ; '] ··am,:, J..l !~I:; ..;_ .. ,\/ l' 0-~ 

nobukhosi bayo bonke bunjengeCTbali yotshAni; 

(c) Khunalo's lines are ~uite close to these of David: 

- . l -+- • • , , • izinsuKu zomun~u z1nJengo~snan1; 

nendawo yayo ingaoe isayazi. (Vide Psalm lOJ:15-16.) 

3.12 It is remarkable ¼hat no~e of the Zulu poets refers to the 
I • 

grass that withers.' This is probably because these poets have 

observed that as a rule the flowers wither, before ir~ss o~ 

J.lJ The other clue that Guma might have been influenced cy the 



3ible is a st3nza which is a prayer to God. It begins: 

Siyanxusa Mdali ukub' usikhumbule ••• 

3.14 Apart from disc~rding grass altogether, poets did 

little to improve on this image, but it fits very well into ~ne 

patterns of their poetry. 

(iv) Biblical exnressions 

J.15 The Bible is.full of other sayings and ~uot3ble phrases 

that have found. their way into Zulu poetry. Most of these are 

of such universal application that one should exercise great 

caution before categorically attributing them to Biblical oriein. 

J.16 We see traces of Biblical ideas in O.E.H. Nxumalo's poem 
' . -' ~ wnen ne says: 

n,~ec~ "'lT<".c, n""1· hu~,; se' e --c? uJ..J..J.. J .. /1'c:.. t) V ti,.._ ..J.. ' 

_N_~~_i_s_h_.a~:~y_e_~_-r_~e_.~_0 _i_s_o_d_w~a~--n_~~g~i_h_~_~_.1_·1_K_e_n~e_s_1_·:~~~y_e ••• (Vide Nyembezi, 

1963 (a), PP• 57-58.) 

The first line reminds one of the illustration r:.ade by Christ 

in the sermon on the mount when he said: 

... r.gumu\:;hi U ,,.,,,n+u ,r.; 1'i 1· or1go..· +~ i um-~ 
L:....._1,..,,..L 1,.J .. l\..l..,..., 40 ~~.L.i- 1 l~J.,_:, 

Ic ela i cd.nkwa ayinike i tshe .. ? ~ Vid ~. Ma_ thel'I 7: 9.) 

The 38cond line has a paro..llel in the s::~me sermon: 

.•. um.a wnuntu ekumukula esihlathini sokunene, mptendulele 
\ 

. . ( 'tT • --: "'.'I ,r .J-, nesinve... vic.e l-'la,.,new 5:J9.) 

Nxumcilo t2kes it for granted that the Bi~lical source of these 

lines will never be mistaken. Th3~ is why in the second line he 

uses only the concord 11 -c;i- 11
• He assumes that this 11 -si-" will be 

\. 
assocL~ted with nothing but 11 isihlathi11

• · 

3'..17 Vie admire the way Nxu.rnalo compresses these .Bi:)lic2-l ides.s 

into eff8ctive parallelisms. In the first line, in particular, 

he desostrates how a poet can so mould a borrowed idea that t~e 

final product can, without any prejudice, be call0d his jandi~crk. 

J.18 Some of the Biblical ideas are taken over with sooe phr~sa-

olOBY that rarely undergoes syntactical alteration. J~ have in 

,!Lind a phr:1se such as "uthuli othulini II which c2-:ne to tte Zt:lu 

with a new conception of creation and death. Traditionally, the 

Zulu believed that 2an broke off from a bed of reeds. 

Accordine to the Bible, God ~ade man of dust. 

(Vide Genesis J:19) 
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3.l9 S.G.T.L. 1Izobe uses this idea in his poem entitled 11Uthuli 

othulini 11
• ( Vide Nyembe zi, 196 3 ( a) , p. 67.) In almost all the verses 

the last line repeats the idea that everything will return to dust. 

3.20 P. M:Yeni on the other hand, extends the idea to include a:c:hes, 

like .Abraham and Job who once called themselves 11 dust and ashes" 

(uthuli nomlotha~ (Vide Genesis 18:27 and Job 30:19.) Myeni's poem 

is entitled 11Uthuli othulini, umlotha emlotheni 11 • ( Vide Myeni, p. 29.) 

These words are us.ed with minor variations as a refrain to all the 

stanzas in the .. poe111.. 

3.21 It is remarkable that where reference is made to dust alone 

the Zulu Bible does not use the word "dust" (uthuli) but soil or 

earth (urnhlabathi). ( Vide G~nesis - 2:7 and 3:19.) The word 11uthuli 11 

is used only in combination with 11 umlotha 11 (uthuli nomlotha). We 

note, too, that the Bible does not say that ashes will return to 

ashes. This makes us conclude that the Zulu poet did not take the 

expression "uthuli othulini, umlotha emlotheni" directly from the 

Zulu Bible. Here we seem to have the influence of some prayer books 

which have these words in this order. The words ar61 read at funerals, 

e.g. Roman Catholic: Khumbula muntu ukuthi uluthuli, nokuthi 

uzobuyela othulini ..• (Vide Incwadi ... 1960, p. 139.) 

Lutheran: ... umlotha emlotheni, u thuli othulini ... ( Vide Incwadi ... 
\ 

1966, p. 139-) 

3.22 We have many other examples of Biblical quotations.- which the 

Zulu poet takes no trouble to modify. One, might object to this as a 

practice in plagiarism, and insist that the poet should have indicated 

that he was quoti~g. But here we have instances of poets who uncons­

ciously·capitalise on Tillotson's dictum: "Why insist that you are 

q_uoting when everybody knows it?" (Vide Tillotson, p. 175~ Brooke 

observed that phrases from the Bible 11 ••• are used without putting thes 

in inverted com.mas. 11 ( Vide Pereira·, p. 4.) It is eq_ually true, however;• 

that unless the poet tries to modify and use them appropriately, 
,I 

these q_uotations remain dull cliches. 

4. IL1ITAl1ION WITHIN TRJQ)ITION.AL POETRY 

4.l Traditional Zulu poetry has a number of categories of which 

the two main and most extensively recorded types are im.ilolozelo 
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Ioilolozelo ~re 6enerally referred to 2s lullabies. 

. ' . 
-, V'1 r17 0 
..L,.J.J. .1..1 ..... 0 book called ''I2ilolozelo 11

, Theunissen 

collected a vari~ty of ite~s including popular r·e-

frains from folk-tales and bird-songs (imilozi). Strictly 

speaking, many of the dialogues have nothing to do with lullinG 

a baby to sleep. So~e are word games which give the particip2nts 

entertainment or intellectual exercise. 

(i) -r- , ., , • 
.'...J1.L;_j_2,Ql8S 

4-3 ~e cannot easily ap9ly the ·term literary borrowing to 

traditional lullabies. It could be applicable only when one has 
i .... . ' 

1.,0 consiaer how foreign pa--tt·erns- have made inroads into this 
' 

type of poetry, and that is outside the scope of this article. 

Here we could mention that we have tribal and regional variations 

of such lullabies and dir1logues. The dialogue: 11 Mfazi onp;c1c,hes:C:e:,ra'1 

appears with its linguistic and regional variations in all the 

major Nguni languages in South Africa. In Zulu alone Theunissen 

recorded five different versions. (Vide The uni s Sf4n, DD. .. . . 11,25, 

Another version was record~d by M.B. Mkhize. ( ,, . ' 
'lG8 

Nyembezi, 1956 (a), p. 35.) Engelbrecht and Ziervogel have 

recorded Swazi versions of this dialogue. (Vide, Engelbrecht 1930, 

and Ziervogel 1970, p. 25.) It is difficult to ascert~in in wtich 

locality the poem originated and which the origin81 version could 

be. 

4.4 We have expressions which occur in various types of tradition­

al poetry. In tB'e umlolozelo: "Nantiya 11 ) we come across t:-1e words: 

Lsnha kun~emthole. (Vide, Theunissen, p. 32.) 

One is immediately reminded of the beginning of Cetshwiyo's 

~- praises: 

Uzulu ladum' obala, 

- ...._, 1 (V·d Fyer.··bez.; 1°6" .,, Q-. ) T,2.-oho ln.-1.n0;c~mun.;,;a, kun.£~emvno e, J. e , ., .J..' ..,, <:., .:•'~.)• 

The expression itself is stylised. Its stylisation could hsve 

started i~ eitheY of the two categories. On the ot~er hand, tte 

~lause could have lost its literal meaning and remained in cu~rent 

use until it was immortalised by independent assimilation into 
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the umlolo~elo and izibongo. The validity of the last propos~-

is also questionable since, to our knowledge, 
·-· 

sion does not exist as an idiom in the Zulu language at present. 

We are confronted with the problem of this'blurred etymology 

whenever we note similarities of expressions occurring in some 

types of traditional poetry. 

(ii) Fraise poems 

4-5 I ,,, r-ori+pn..,_ ~ ,.,.i· 'oc"' ,..,.o ,..J. '-" -4,I.J- L, .LL !..!.Q "consist of phrases and sen ter1c es 

prr,.ise of some tribe, clan, person, animal, or lifeless objects .•. " 

(Viee Lestrade, p. 295.) A.C. Jordan stated that ~h~ izibongo 
i 

have no exact parallel "$i th~r in classical or in modern t,·;estern 

poetry." (~/id.e Jordan, p. 7.) A. Mafeje, however, der.1onstr8.ted 

that there is a 11 similarity between the role of the Celtic bards 

and that cf the South African bard.," (Vide Mafeje, p. 195.) In 

form there is sometimes some identity between izibongo and 

Canaanite poetry. (Vide Albright, pp. 4-28.) Bicola, tricola and 

parallelis:ns are common in both. All these simila~ities arc 

merely coincidental, since there is no evidence that the Bantu 

bards of long ago had bonthct with, and were influenced by poets 

and bards of other races. 

' 4.6 In this brief study we shall limit ourselves to the praises 

of kin 0s, because we are able to study these in their chronological 

seq_uence. 

4.7 There. may be a recurrence of phrases or stanzas in the 

' i zj_ bone:o of a number of kings. S. Nyembezi is ri&ht i,n ss.;ying 

that this is a sign that these praises areinheritable: 11 lokhu 

k'Nenziwa ukuthi kuthathv,•a izi bongo zikayise zinik~·;e indodans. 11 

(Vide Nye:nbezi, 1962, p. 2.) This means a son can have praises 

which need not apply to his nature and exploits, but to those of 

his parent or grandparent. 

4.8 On the other hand, these praises are not always handed down 

at random. They may be given to the ion because he has the s~me 

q_ualities as his forebear. A clue that Shaka, like his father 

Senzangal{hona, was tall, is found in these praises that they share: 
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UQangabhodiya wawoMkabayi. (Vide Nyembezi, 1962, pp. 12 

and 26.) 

4.9 Temperamental identity can be revealed by the praises of' 

two people. Like his uncle Shaka, Cetshwayo was noted for his 

stu':Jbornness. This is r2fJ:ected in the praises they share: · 

-uTS,-,,llJ 1K1 '+·c.l,.,c.7111 a 
,;.- - V- v..;,JI "- • f 

USalukunyenyezelwa. (Vide Nyembezi, 1962, p. 19· and Cope, 

4.10 When the bard of the later king sees a similarity be~c1,veen 

the deeds oi feats of the rulin3 king and those of the other 

ki:2gs, he can borrow whole ~entences or metaphors used by the 
"# 

' earlier bards and use them in the new praises. Hence, 

Senzangakhona and ~haka share the praises: 

4.11 We may have contextual similarities that account for the 

recurrence of praises, but we also have instances where a bard 

borrows praises from other izihongo merely to embellish his own 

creation. H0ra we have beautiful expressions which can aao~n a~y 

izibongo without any r:elevance.to_the person praised. The 

parallelism found in the praises o:t: Senzangakhona and Shaka: 

Ils.ng' eli ph:1.me linsi zwa, 

L~thi liphez~lu lansasa .•• (Vide Nyembezi, 1962, pp. 12 and 

may lose the relevant meanin8 it had in these kings' praises and 

be fitted into ~ny praises just for its beauty. Vilakazi calls 

these pi thy pr::1ises 11 heroic phrases''. (Vide Vilakazi, 1947, 

9. 105.) They are easy to fit in to any praise poem. A you.ng ,::an 

may have various lines of these catching phrases and metaphors, 

but not be able to explain how they apply to him. 

4.12 Expressions which have lost their original meaning seem to 

be easy to transfer to the praises of any other object. In 

Dinuzulu's praises we find 
e 

tl\_se· words: 

Umpondo z:=i.mil' enjeni, 

::Sng1be enkom·c::ni zesabani, 

Lokhu sasivokwenz' ~ma~ud' okubhema. (Vide Nyembezi: 
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1962, p. 106.). 

A slightly different version is found in S.G.T.L. Mzobe's 

11 :!zi bongo zentunzi vgJ{i thi": 

Moondo zamil' emthini zanyanta, 

Ukuba zazimil1 enj eni 

Zo.zosik~01 1 3.mac;;ud' okubhema. (Vide Nyembezi, 1963 (b) 

4.13 This is~ distorted rendering of the stanza found in 

Dinuzulu'a praises, but that there is some degree of correspondence 

is unquestionable. Mzobe's version is quite illogical, since 
i 

neither a tree nor 2 dog ~3.·n grow horns. All that n1<::1kes ~he 

praises more relevant is the reference to the horns of the bull. 

It is remarkable that even in the king's praises it is not clear 

what this st~nza is referring to~ All that Nyembezi can s3.y is: 

"Lokhu seng2.thi kuq_ondiswe kuZibhebhu." (Vide Ny0:fl.bezi, 1962, 

p. 106.) Possibly Mzobe did not hear clearly what the reciter of 

Dinuzulu's izi~ongo was saying. It is also likely that Uzobe 

deliberately altered these praises so as not to echo the king's. 

Another likelihood is that here we have a stanza that appeals to 

any-poet and can easily be grafted into any izibongo reg~rdless 
• 

of its meaning. 

4-14 Hero-worship may account for the parallels in different 

peoples' praises. A man who identifies himself with a certai~ 

hero easily projects the latter's praises verbatim on 

' 4.15 The tradition~l bards had no system of writing. 

, ~ - - .... rnrnse.:.:t. 

We cannot 

tell whether they ever intended to acknowledge the sources of 

recurrent phrases, sentences and stanzas. Even the modern poet 

who writes his praises down, might easily omit quotation marks 

because the i zi bon-s:o have become a national legacy fro::n 'N~1ich. 

anyonR can freely draw what suits his poem. 

51. There is a tendency to b~ harsh about those who i□itate their 

contemporaries and writers in the se .. me language. A- l'Eintu:r:::o 

insisted that good models in the other languages could oe ireci tc:1. ted, 

but in his own language only Petrach was worth imitating. 
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(Vide White, p. 25.) It is easier to copy from a writer of a 

different language, because it is not easily discovered. Only the 

re:.:1ders who underst:rnd and have read works in th9 two le:ngu.:;.ges 

concerned can catch out such an imitator. 

( . \ 
l; Vilakazi 1 s influence. 

5,2 Modern Zulu .poetry is only about twenty-five years old. 
k 

The first anthology, "Iniondlo kaZulu", by Vil:=i1{azi, waEi put)li shed 

in 1935, and his sec'ond one, "Amal' ezulu'', in 1945- .?or a l.:;r.b 

time his works were prescribed most in the schools. Up to today 
i 

cic:i.ny critics acclaim him 8.~ · the best poet in the Zulu lan6u:1ge. 

iJ'hi s explains Nyern.be zi 's observation: "In poetry m.:1ny of the 

con -:ri bu tors have followed the style of Vil3.kazi. 11 
( 'tide 

Nyembezi, 1961, p. 9.) 

5.3 One of Vil?,kazi' s well-known poems. is "Woza lTonjinjik::tzi" 

in which he expresses'his'thoughts as he ldoks at the train. 

(Vide Vil.ci.kazi, 1965, p. 22.) T.N. Mtetwa's poem~ "Umzun;ezi 

'.ventaba'' treats exactly the same topic. (Vide. Nyembezi, 1956 

(b) p. 43.) We shall refer only to a few similarities between 

these poems: 

' Vilakazi': 'Noza :fonjin.jikazi. 

~tetwa: Woza weNozungeza ndini .• 

Vilakazi: Wen' ol~nvqwo lumbaxambili. 

"1" 7 , • • • , .. 
1,WS..LU!Cwe zis1ng3. zensimoi .••• 

\. 
Mtetwa: Wen• olunva~o 7 um'oavamb1· 1 1· II..,.,_,.. 1- I/( 1, ....,_ ,.t;_,,1,. ..1,., -

Lubhanqwe yinsimbi .•.• . . . . . . . . . . . .. 
Vilakazi: H::i.leth 1 izihubahubane 

z~zovukuz 1 u~hlaba wethu ... 

Iftetwa: ~ena ow3letha izihubahubane, 

~aziletha kuleli lombh~kaohansi .... . . -........... . 
Vilakazi 

Akhsli3 1 okotokoloshe 

Njalo ngizwa ama~ekle otokoloshe •.• 

Vilakazi~ 3uka wena Nonjinjikazi .••• 

. . . . . . . . . . 
~gisathathekile m2njena .•. 
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Suka kimi Nczungeza ngikabi, 

Ngise.hun~we vimicaban~o .••. 

5-4 The above similarities are too copious and too close to be 

mere coincidences. We notice that Mtetwa has adcirned all but 

o~e stin~a with ideas and expressions similar to Vilakazi 1 s. 

There is little difference even in the length of the st 'c.nze.s. 

Vilakazi's have twelve lines each whereas Mtetwa's have eleven 

lines each. It seems as if Mtetwa made a conscious attempt to 

5. 5 Gr:1nted, ~Ttwetw3. has, tr':"'ied to express his own ide2.s i:1 o-:::,1e1, ...., _, -
' parts of the poem; but was there any good reason for borrowing 

from Vil~kazi? Jacobus Pontanus suggests that one s~ould 

11 imit::J.te (a 'Nriter's) best characteristics." (vl. de '.-'hi '-e .11 __ l, ) 

This is why we are inclined to be lenient in criticisins the 

people who borrow great lines from their predecessors' best 

poems. ?erhaps some of the impressive lines in the poem 

itself are: 

~en 1 oluny~wo lurnbaxarnbili, 

lweluk~e zising3 zensimbi 

The other lines which Mtetwa's poem echoes d~ not represent 

Vil;:~_kazi 's 11 best characteristics 11
• 

5.6 Apart £rem his failure to select something worthwhile fro~ 

his predecessor, ~!tetwa did little to reinterpret and i8prove 

on tha borrowed ideas. His poem is merely another version of 

Vilakazi's. Such imitation is both unjustifiable and v2lue-

5.7 ~n the sqme poem Mtetwa has these lines: 

Nsve eseneliswe ubisi kunina, 

~ ey-i s:::.ndl2 silali 1ss si vusa umvel e, 

ZL::fil<::' ubu.t!'lon.::r' azu.:21ek' 2.l:1le •• / .• 

Bomel' uhuthon~o bazilalele. 

Umsindo w3kh' unjengoju lwenyosi, 
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Selul I Lninwe si th'..m•:;ath I unwele 

(Vide Vilakazi, 1965, p. 20.) 

30th eztrs.cts give us a picture of a nurse who lulls a be.by to 

sleep by ggntly stroking its hair. Here Mtetwa selected a vivij 

picture with a strong appeal to one's senses and emo~ions. 
/ 

Here too, the disprepancy is that Mtetwa did too little to make 

these lines his own, except that he used them in a different 

context. 

5.8 ViL:1.kazi 1 s "Impophom9. yeVictoria'' is full of visual s.D.C. 

' :1uditory irn.J.0 es so 'olended-.a·s to·rnake the poem one of his 'oest. 
' 

'.,Ve have seen in the foregoine; paragraph how 1\ftetwa could not 

resist it altogether. 1he influence of the poem on O.E.H. 

:Txwn.:..'1.lo I s "KwaEog;qaza'' (Howick Falls) is obvious. 

5.9 H8re and there we fincl common images in the poems of 

Vilakazi and Nxumalo. Nxumalo's imitation, however, is most 

com . .r:iendable, bec:::.use he is able so to manipulate ~he borrowed 

image that we gain a fresh view of the waterfall. The two poets 

associate the :'hlky Way with the vapour that rises from waterf2lls. 

Vilakazi's Milky Way is stationary and passive: 

Iyona (in~uthu y½manzi) leyakh' umthal' ebusuku, 

Nxumalo's Milky Jay is active. It descends from the sky and 

so~orsaults, ~sit wer~near the waterfall. He says of the mist: 

E~mkhs.nye'1.i "'konyez' ufana nomthala 

Ovakashel' emhlabathini washay' ungqiohothwe, (Vide 

Nxumalo, 1969, p. 23.) 

5.10 3ecause of his ability to improve on the borrowed 

materisl, Nxumalo has not simply reproduced a facsimile of 

Vilakazi's poem. In fact, in some places he surpasses his noaeL, 

thereby fulfilling the requirements of selection, rein~erpret~tion 

I •• ) 
\ 1.1. 

5.11 

I~fluence of other writers 

Apart from Vil~kazi~ other Zulu poets have h~d li~tls 

on their contemporaries and successors •. 
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5.12 E.T--I.A. ~.fade 1 s 11 Umuthi wokufa nezinye ir,:inkond10 11 was 

won him followers. ~one the less he seems to have a disciple 

in S.G.T.1. I'!Izobe. 1,fade 1 s "~.fazenze! ZimbungLllu! T.Is.phela! 11 

has the lines: 

n ":kusasa, 

K~amabili noba nin3ivusa ..• (Vide Made, p. 67.) 

I.'Izobe's poem: 11 Buvila ngiye1rn" has the lines: 

(Vide Nyembezi, 1963 (a) 

,-,, ) p. J~. 

humorously describes what is an unbearable 

nuisance to him. Made bea~ns all three stanzas with the 
0-'-

-
q_uoted lines. In r1Izobe I s poetry the quoted lines o.rpe2.r in three 

' . 
of the seven st~nzas. It is remarkable that in Mzobe 1 s poem the 

only couplet that we might say rhymes is the one which r~sembles 

?Jade I s. 

5.13 We can see that Kzobe was impressed with Made 1 s expression 

of the progression of time from the·past, through the present, 

to the future. On the whole, Mzobe did not benefit much by 

using a quotat~on from Made, apart from merely adorni~~ the new 

poem with a nice~sounding line. However, we. enjoy .J..., , • vne .nur.a.ou.!' irr 

the poems, even though the poems have no greatness in thRmselves. 

5.14 Much poetry was published in the sixties. It is too 

' early to ssy whi~h poets will provide models for future imitators. 

5.15 ~here seems to be a tendency to base a poem on some wise 

words that have assumed proverbial status, slthough ori3inally 

-'-'r1oy ·vere -,-, 0 .,__ l
0 

D ~ D0°ill :,.\,le 'nave a Y1Uffi· >,p,r O_c._, poems 'oc::, :',Pf' 0:'. L,, ~' '; .;. i., • d. - "'"·· u .. ..,_ ~- - ... -

the title of J.L. Dube's book: 

uqobo lwakhe 1
'. Zulu poets have developed interesting ideas 

from this. Dube's wording, however, is never dr~stical~y c~in5ed; 

e.g. both ~ ~ 1'-T /""f' ~•..i..J•J.'t•--· !vikhize and S.G.T.L~ Mzobe have written 

entitled: 11 Isitha sami 11
; 

?✓Ikhi ze: Isitha esikhulu s~mi 
Y1 ,-,-om pp. la ..... R ........ l.J.J. ...., 
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(Vide Nyembezi, 1963 (a), p. 47.) 

Isitha sami vimi uoobo lwami. ( i/~d e 1',Tyorr, r',r:, n7 
,.I,,. ;..'I ....,4 ... .,:...., ... ., ....,_' 1963 

(a), p. 48.) 

5.16 It is only exceptionally wise and memorable words that 

are borro~ed from prose for poetry. 

6.1 In this discussion we have seen how Zulu poets h~ndle the 

materiql they t~ke from other models and sources. Some poems 

have. ideas resembling those found in other works. Ne have sho·1m 

that it is unwise to ,crit,icise a poet merely because his idess 2.re 

si~ilar tu those of some~ne, else. Authorities on copyright 
',q 

• 
have argued a great deal on whether there is any copyrigh~ in 

ideas. Copinger and Skone James have a point in considering ideas 

as such of secondary importance: 11 Copyright protection is given 

to literary ... and artistic works and not ideas •.. it is original 

skill or la.bour in execution ••. which is required. 11 . ' 

and Skone James, p. 46.) Copeling differs from these writers. 
~ 

3e feels that the idea is essential. He qualifies the ideq in 

q_uestion: "All that is nr-cesary is that the idea as it st-1ncls 1 

either alone or in combination with other 'ideas, should contain 

evidence of s,ome original con-'cribution on the part of the author. 11 

(Vide Copeling, p. 15.) in our discussion we tried to point out 

how the Zulu poets J:iandle the common icleas and the more. 11 origine.l 11 

ones which can be associated with certain individuals. 

6.2 ~e have al~o referred to some sets of words which seems to 

have been taken from the works of other writers. Some legal 

authorities feel that it is a more serious transgression to use 

somebody else's set of words than to use his ideas. J. Erle once 

said: 11 The claim is not to ideas, but to the order of woi"'ds, . 
and this orcler has a marked · ldenti ty and a permunen t endur;:1nce. 11 

(Vide- Capeling, p. 8.) He miS~ed the point, though, beca~se a set 

o:f words is valueless unless it conveys a particular, ·precicc1s, 

nei- 11 0 ; ~n 7 11 i•a''r, or '~/hc:,+v Bell c:-:i 7 1s ,1(elerr:en ... vs of li' "t;PY'i:rv 3,. r ... g .L. a- ,:; a, , ...... _... -· -- - _ 

ve.lue. 11 
( Vide :Sell, p. 60.) Many Zulu poets hs.ve a -:::e21dency 

to use nice-sounding sets of words whether borrowed 
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w.ri ter s or <:urren t in the 12.nguage. Our main concern h2.s be en 

to observe :1hether those expressions were used- to enr:uncr::; the 

literary merit of the poems where they occured. 

6.J We have cited a number of exnmples of one poet's usine 

anqther's idess and expressions so that the works of both have an 

identical effect. This rarely happens by coincidence. It was 

in such ins~~nces that we accused the imitating poets of plaJia~ism, 

because we believe that copyright should protect both the origi­

naL ijeas and the original form in which they have been expressed. 

6.4 It is gratifying to realise that some of the Zulu poets are 

able so to utilise the mat~rial they borrow as to produce goat 

poe~s of their own. Even1wh~n there are traces of the sources '<t . • 

. ' o-:: such poems, we find that the borrower has been so creative 

that we are sometimes compelled to accord more praise to his 

work th2n to that of the creator of the model; for, as John 

I?avi es put it: 

Old Pictures well refresht-do seem as new: 

• >'I rl _r .. i.. .. U none but Artists knoH them to be old: 
~ 

Then they earn praise, as those that first them drew, 

Who mske them, newly, their old beauty hold. (Vide White, 
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