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I. 

INTRODUCTION. 

The purpose of the study is: 
1. Mainly to evaluate the achievement of Ntsane and Khaketla as 

poets, to trace the impact of the socio-political milieu and 
literary influences on their poetry. 

2. To serve as an ice-breaker to Southern Sotho literary 
criticism. 

3. To serve as an eye opener to the Southern Sotho literature. 

Many Southern Sotho authors have made important contributions 
~o Southern Sotho literature. Their works cover a wide range of 
subjects which evince great differenees in significance and depth. 
We note this in the different books they have written and the 
themes they have treated . Unfortunately, to date, no serious 
evaluation of their books has~ been attempted. The real value of 
the works is still unkrown to the reader. No effort has been made 
to unearth the gist of the artist's imaginative power and also to 
ntn-point the weaknesses, so that they oan be remedied. The crit­
ical and creative functions must be developed simultaneously if 
o~r literatQre is to attain great heights. At present there is, 
in most works, a kind of 'stagnation' and spiritual poverty whioh 
is realized in a failure to appreciate the meaning of our cultural 
milieu. We live, as it were, ~~onsci ~usly in the present, out- -
rooted and transported from cultural forces as if they do not im­
pinge on our minds . There is a lack of depth and failure to re­
capture the essence of h~an feeling and thought, less ability and 
intelle~~ual skill to interpret the world around, and a general 
incompetence to explain and unfold the very being of human sensi­
tivity. 

These weaknesses will continue as long as the artists are 
aware that there is no critic to scrutinize their work, sift the : 
shallow from the more purposeful works, and fight hard to dis- 1 
courage poor workmanship. 

Life , as unfolded and interpreted in many Southern Sotho 
books, is not a complexity and an entangled puzzle to be resolved, 
but a fairly simple riddle whose solutions may be found in dreams, 
wishful thinking, coincidence and intervention of the supernatural 
beings and magic. A problem is not always pursued to its logical 
conclusion . One need read books such as MEOKGO YA THABO 
(Khaketla), MASWABI, NNA SAJENE KOKOBELA, C.I.D. (Ntsane), 
MOLAHLEHI, MOPHEME, KATIBA, (Matlosa) and many others to realise 
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this superficial treatment of life problems . l) There is no a tt­
empt to penetrate deeper into the meaning of life and the core of 

the human spirit . 

The treatment of poetry has also suffered because of t hi s 
a bsence of proper understanding and critical asse ssment of wha t has 
been produced thus far . More often than not Southern So t ho poetry 
was condemned bacause the very idiom and spirit of t h e · ' . .., · . :: 

language were not understood . The critics could not penetrate the 
s oul and nature of Sotho sentiment. Their concl us ions and opinions~ 
t herefore, about Southern Sotho poetry were and still are invali d . 2 

They concerned themselves with outward forms of poetry and other 

insignificant structural peculiarities, but they di d not delve i nto 
the experiences, the music and emotional response evinced. Our 
poetry was immediately labelled as poverty- striken , and no second 
thought was ever given to the wealth of satisfac t ion which could 
be derived from intense feeling and thinking of our artists. To 
understand the poetry of a people , the critic must understand their 
language, sentiment, share their experiences an d be emotionally 
one with them.3) 

1.) 

2. ) 

3. ) 

In MEOKGO YA THABO , for example, a clash between tradition-
al values and new ideals and revised sense of values is sug­
gested . The young school product , Mo eket s i , rejects the idea 
of conservative relatives choosing a wife f or him. The fam­
ily- would not give way and the young man t urned h i s back a­
gainst them when his ideal woman married another man. There­
fore a deadlo ck remains . Then ·the autho r fa i ls to resolve the 
the problem and arrive at a satisfactor y and convincing sol­
ution, he arbitrarily allows Moeketsi to su ccumb, and, by 
strange coincidence , the g i rl chosen for him turns out to be 
his latest love , Fumane . Even the first me et i ng of these 
lovers is too me chanical and unconvincing . This careless 
treatment of real probl ems reduces the l iterary stature of t he 
book . 

However , this is not always the case . I n Mofolo's TJIIAKA, 
the confli cts and workings of the human min d are clearly un­
folded . There is adequate motivation for every action sug­
ges ted, hence the reality of the experience. 
However, we do not forget the valuable t reatment of The 
li terat~re of Lesotho by G. H. Fram~ in Bantu Studies-;--v'ol, 
No . 3 , September , 1930 . 
Tucker , for instance , once made this c omment on Zulu poetry: 
11 Savage poetry is disorderl y and without any formal pattern 
acceptable in our languages . Thought s equence is haphazard 
and there is usually no de pth or intensity of experience. 11 
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Existing comments on Southern Sotho l i t er ature merely reite­
rate unfortunate statements whi ch were ma de: i n 'the_.past· aboU. t txadi­
tional literature . Reference has been made to Dr. Tucker's evalua~ 
t i on of Zulu poetry. Men have been conditione d t o accept biased 
views even though lea rned expositions by Profs. Doke and Lestrade 
have exposed thos e views as such . Doke , in his s tudy on THE BASIS 
OF BANTU LITERATURE, sums up: "They revel in smart sayings and 
witty turns of expression . They have the ge r m of literary critic­
ism i n their very blood." 4 ) Unfortunately nobody made a serious 
attempt to elicit these qualities from our l iterature . 

There is much to be derived from Southern Sotho literature. 
Prof . Lestrade's evaluation, although referring to Praise-poems, 
can be employed to reveal the beauty and weight of mo dern Southern 
Sotho poetry , especially that of Ntsane and Khaketla. He states 

that : 
'Strongly- marked dynamic stre ss, occur ring in more or less 
regular positions in all words of the same language, and 
the fairly regular incidence of long syllable s also usually 
in the same position , give to Bantu ut terance and rpythmic 
qu~lity and a measured and balanced f l ow not met with in 
languages with regular stresses and more s taccato delivery. 
Moreover, the exist ence, in the Southern Bantu languages 
especially , of a sys tem of intonation al s o gives to these 
languages a musical quality not posses s ed by less markedly, 
and more evenl y intoned languages . '5) 

Perhaps this refe r s to f orm but , as it will be demonstrated in the 
poetry of Ntsane and Khaketla , the content , imagery and technique 
are also brilliant and expr es s ive. 

In order to remedy thi s di scouraging state of affairs and 

rai se the :smandar d _of our_poetry¥ 'J indeed our litera ture, we must 
pause , reconsider and evaluate the wor ks of Southern Sotho poets 
and authors . Our comments an d opinions will h el p t o eliminate 
~ · pitfalls into which future artists may fa l t er, and to break 
t he vicious circle. No literature ma~ . develop in a ny cultural 
group unless it i s a ccompanied by s erious analys is a nd penetrating 
cri ticism. Readers must be emotionally a l ive and intellectually 
drawn to the works of art in order to create a healthy climate in 
which a refl ection on our cultur e can be enri ched. Literature 
mus t be examined and appraised to create a pe rmanent and rich em­
oti onal and intell ectual link between us and posterity. Our ex-

4.) AFRICA , Vol XVlll , No . 4 , October , 1948 ( Oxford University 
Press) , p . 284 . 

5.) Ibid ., p . '284 . 
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periences and thoughts can remain indelibly marked only in liter­

atur e which is mat ure and i s of a high standard . 

It is my opinion that Ntsane and Khaketla have achieved much, 
both in story--telling and in poetry . Their influence on Southern 
Sotho literature is great; their style of writing and sensitivity 
to external stimuli have always set them apart from the other 
authors and poets, and have captured the imagination of the rea der. 
It will be interesting to note their different emotional response 

to the s am e stimuli and to what extent each one of them is 
attached to hi s po etic subject ma tter. Their poetry deserves 

schola rly treat ment and careful interpretation . Thei r achievement 

as indivi duals wi ll be considered and an attempt will be made t o 

grade t h eir achievem ent - a l though i t is difficult to place poets 

on a strict 'poetic scale . ' Every poetic composition worthy of the -name is an achievement in itself for it reveals merit and demerits 

peculiar to it. Thu s :in : o.Qm.pa\ring"-the· two poets this-...factor~ cann.ot 
be i gnored . Their poetry gives record of their happiest thoughts 
and moments, and satisfaction in their imaginativ~ ex eriences. 6) 

The differences between t h em lie in the significance of their 

message, the meaning and depth of their imagery and the overall 

effect an~impression of their individual poems . An examination 
of their poetry will be necessary in order to arrive at an overall 

picture of their achievement~ Ntsane's poetry which covers a 

wide field of themes and reveals varying degrees of intellectual 
excitement and rich experience , is contained in MMUSA- PELO 1 

(Morija) and ~.illSA-PELO 11 (A.P . B.), whilst Khaketla's contribution 
is DIPJHAMATHE (A.P . B. , Bona Press) . In this volume Khaketla has 
attempted a critical appre ciation of poetry but, for reasons that 

will be unfolded in this study, his approa ch to and final pronoun­
cement on poetry are rejected. 

Brief biographies of Ntsane and Khake tla in this introduction 
will throw some light on certain aspe cts of thei r literature . This 

' however, does not imply that the quality of what they have written 

depends on the informati on that will be given about them . Factors 

such as personal experience, influences of the socio-political 

environment and emotional r esponse may help a great deal to ex­

plain the writers attitude t o life and their response to poetry. 

A direct analysis 'of their poetry is more important than a mere 
reference to their biographies. 

6. ) Compare with "Poetry i s the record of the best 
est moments of the happiest and best minds." _and happi-
OF POETRY. THE DEFENCE 
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Khaketla, a prolific and successful writer of Southern~ So:tho 

books, was born in 1913 at Makhalong, Qacha district. He completed 
his teachers' course at Morija in 1933. He taught in Bloemfontein 
until 1939 when he left for Durban to take up new employment. 

Khaketla was a restless mind. Conditions in Lesothe then, 
and in the then Union of South Africa, had a great impinge on his 
mind. Thus he could not stay in one place for a very long time. Be­
tween 1940 and 1955 when he joined politics , Khaketla taught, for 
short periods, at schools such as Heilbron in the Free State, Qacha, 
:Botjhabele .(Transvaa4,.)and Basutoland High School. His autobiography, 
DIKENKENG, accounts for his restlessness. 

In his interview with Radio Bantu in 1964 (Tapes are avail­
able at Radio Bantu, Johannesburg), Khaketla stated that he was 
greatly inspired by Shakespeare, hence his speciality is drama. 
He revealed further that his nation and language came uppermost in 

/ his mind. He wri te.s for the Sothos ( Basotho.) He began writing in 
1940, and he has tried his hand at Drama, Poetry and Novels •. The 
followin6 are · :hts· b~bks: 

1. Drama: Moshweshwe le Baruti, APB., 1954. 
Tholwana tsa sethepu, Morija, 1954. 
Bulane (APB). 

The first drama is a historical play about the coming of the first 
missionaries to Lesotho. The latter books deal with social problems 
- brought about by polygamy. 

2. Novels: 
Meokgo ya Thabo, APB., 1951 
Mosadi a nkgola, APB, 1960. 

The former novel outlines, though unsatisfactorily, a clash be­
tween traditional values or custom with modern ideals. The latter 
book exposes a cruel custom of Lesotho, namely,ritual murder. The 
author frowns at it and he does not hesitate to punish the guilty 
party. Khaketla has also written language books such as 
SEBOPEHO SA SESOTHO (1960) and THAPHODISO YA SESOTHO. 

3. Poetry: DIPJHAMATHE, APB, 1954. 

Dipjhamathe is an important contribution of Khaketla. The 
poems in this volume will be examined in the following chapters. 
It will be noted if his experiences had any influence on his 
poetry which was composed between 1937 and 1952. 
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Ntsane , a contemporary of Khaketla , was b or n a t Koloj ane, 
Leribe, in 1920 . He also trained as a teacher at Morij a . He 

taught at Hlotse until 1939 when he left to work a s a clerk a t 
the Sallies Compound in Brakpan . Conditions a t the mine an d the 
humiliating treatment of the Sot hos by indona s (mine foremen ) 
and doctors disturbed Ntsane . He writes in h is Autobiography at 
Radio Bantu , Johannesburg , 1964 : " ••• I got employed a s a clerk 
after going through the heartless , cold- bl ooded treatment by t he 
examining doctor of the mine . He gave me a very poor impres s ion 
of how mine doctors treat my people . "(Aut obiogr aphy of Kern Edward 

Ntsane, Radio Bantu, October , 1964 . ) 

In 1943 he joined Roma College , Lesotho, where he met the 
Late Jac . G. Mocoancoeng, one of the well - known Southern So tho 
authors . In his autobiography , Ntsane writes :"It wa s while we 

were reading such poems as Keat ' s , Tennyson 's, Wor dsworth's 
Shakespeare's , Shelly's and many others whi ch inspired us in many 
ways . We thought and started writing . What there is now in t he 
way of Sotho Books , I and my late dear friend , fee l is a personal 
contribution we cannot possible feel ashamed of . It i s meagr e i n 

many ways , but not too slimy . " (Ibid ., p . 2 . ) 

Ntsane , whose speciality is Novel and Poetry writing,began 

writing in 1945 . His first attempt was a novel MASOABI . His an­
t hologies MMUSA PELO 1 and 11 were published by Afrikaanse Pers 

in 1961 . MAKUMANE and MOHWEBI WA VENISI , a t r ansla t i on of Shakes­
pear ' s THE MERCHANT OF VENI CE, were also publ i shed i n 1961. A 

novel NNA SAJENE KOKOBELA , C. I . D. was publ ishe d by A.P.B.in 1963. 
Ntsane has written a collection of es s ays on var i ous topics i n 
BANA BA RONA, He is a devoted Roman Catholi c who has introduced 
the religious element in his poetry . Unfortunately one cannot 
say , with certainty , when each one of his poems wa s compos ed be­
cause they are not dated . 

In comparing Ntsane and Khaketla no attempt wi l l be made to 
give a plain morphological analysis of their verse . Rather, the 
f orm, which embodies the poet's purposeful or otherwi s e us e of 
r hyme , rhythm , word- selection , expression , imagery, and other 
techniques he may resor t to , will be revealed indi r ectly to the 
reader by examining the poems themselves . It must be not ed that 

the form of a poem is something more than a morpho l ogica l compos­
ition of verse ---- a mere organization of morpheme s a nd word 
units . An idea , mentally conceived , is given fo r m by t he poet's 
ca r eful use of the above elements of poetry. 
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There is a false notion that rhyming is poetry and vice 

versa, and tha t rhythm is jog-tr~t or me chani ca l moveDent yet the 

truth is that, rhyme that do e s not fulfil any worthwhile function, 

is only an er:~ty c onvention or an ~.ffe ctation .. Rhyme mus.t n o·t be ob­

trusive as we find in most Sotho po ems where like endings are for­

ced together for n o particula r poetic purpose. In t h e following 

lines rh}~e serve s no us e f u l purpose: 

M~fatsheng a mangata- ngata , 
Moo meru e l e~g men gata - ngata , 
Re atisa h o f umana libatana tsa naha 
Hangata tau ke morena Wa tsona , 
Mota n g wa naha .•• 
(.Ba na le madinyan e a ta ~ t - A. J . Selane.) 
( In many ~any countries where 

t h e r e a re c any ma ny forests , we 
u s u a lly fi nd wi ld animals , whose 
k ing is aluays the lion, the 
greatest of t he lion tribe in the land .) 

To illustrate t hat rhyme i s not an essential part of poetry, 

Coombes s a yc : " a poet may be distinguished and yet not use rhymes 

with a ny g r eat sign i fic a nc e and wealth of sugge stion."7)Memorable 

v e rse, theref c:.' c , may b e pro duced without rhyme . 

Anoth er a spect of poetry is rhythm; but the rhythm in poetry ·-is not the san e a c the beating of the heart or that of the clock. 

It is "1£._e most effe ctual movement that comes from an interplay 

of rea l emphasi s u ith t he r a te of movement, the tempo, of the word-
8) . 

sequence" . Thus t one, s tres s and tempo are fused in rhythm. The 

poet shou ld n ot m~nufa cture a fixed pulse- measure to produce verse 
-· 

b e caus e this betrays emptiness of feeling . Words should flow nat-

ura lly with out ar~i ficial forcing in order t o convey the real 

mean ing of t he p o e t ' s i ee}ings an d exper ience. Khaketla 's view 

about rhythm in poetry will be examined later . 

In Cha pter One a general appre ciati on of Southern Sotho 

poetry will be attempted . This appre ciati on will enable the reader 

to detero ine Ntsane 's and Khaket l a 's positi on within the wide 

field of Southern Sotho po e t r y , and how they diffe r from other 

modern Southern Sotho poets in their poeti c skill. 

The wide fields in whi ch Ntsane and Khaketla find their· 

poetic subj e c t matter 1 and their respons e to the different themes 

they treat 7 will be examined in Chapter Two . The second half of 

this Chapter will be a brief comment on th~ theme and expression 

in the poetry of other modern Sotho poets , preferably those whose 

7 .) Coombe c , H. : ~iterature and Criticism, Penguin Books,p. 37. 
8.) Coomb e s, H. : ~bid , p. 17. 
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poetry is characteristic of most of the works of Southern Sotho 

poets, so that we can recognize the unique position of Ntsane and 

Khaketla and their careful and purposeful selection of poeti c themes. 

The early poetry of Khaketla will be studied in the third 

chapter . The method will be that of direct analysis of the indiv­

idual poems in this category. Khaketla's poetry will re c eive fur ­

ther attention in Chapter Four, but emphasis will be on his later 

and more mature poems . 

Chapter Five will be devoted to a critical appreciati on of 

Ntsane's poetry . Chapter Six will be a comparison of the p oetic 

skill, the significance of the imagery of the two poets . This 

chapter embodies the assessment of their achievement . 

In the conclusion observation and suggestions will be made 

about the possible course the poetry of these two poets may f ollow. 

It will be interesting to note what direction each one of them will 

f o llow in future compositions . 
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CHAPTER ONE . 

Southern Sotho is a young language in the literary world be­
cause attempts to reduce its spee ch sounds to writ ing wer e made on­

ly when the missionaries came to Lesotho sometime in t h e ninet eent h 
century . Like in all pre - literate societies the educa t i on was i n­
f orma l . Valuable folklore , myths , traditional law and custom wer e 
hande d down from one generation to another by word of mou th. Sotho 
mu s ic and emotional outbursts - joy, sorrow, love , admi ration -
whi ch formed his poetry depended on memory . Thus a weal t h of val­
uable spiritual creations of the Sothos was lost t o the younger 

generations . The few praises that have been saved f rom oblivion 

t es tify to the wide range of experiences of the ol der generation, 

the i r keen observation , clear and expressive des criptive power, 

s t rong identification with the emotions felt and objects observed; 

unfeigned love or admiration f or the beautiful exper i ences. The 

r h yt hm of these praise-poems brings back the ech o of the long fo r ­
got t en past and the lively musi c and dance of thos e unschooled old 

compo sers . 

The missionaries and the first products fr om their schools 

began to record the oral compositions around them. Fi rst, the 

speech sounds were to be brought in line with the new s ymbols, then, 

the sub ject matter presented , its spirit and movement , were to tak e 

another shape which would appeal not only to the ear as before, but 
also to the eye . The stanzas which help to de corat e European po­

etry were taken over to give traditi onal poetry its new dress, that 
of the written word . It had to appear "learned 11 and acceptable to 

the school generation which kept on c omparing i t wi th the English, 
Latin or French texts they had managed t o commit t o memory. The 
basic structure of Southern Sotho poetry , therefore ,was not exam­
i ne d and understood so that a method of presentation not foreign 
to So tho feeling and idiom, could be devised . Until early i n the 

twenti eth century, if comments were made on the poeti c s t r uc t ure 

in the Bantu languages , hasty statements such as " savage poetry 
is disorderly and without any f ormal patterns a ccepted in our 

languages . Thought s equence is ha)hazard and there i s usually 
no depth intensity of experi ence , '1+ were often made. However, 

t h ese were unfortunate, a~td danger ous generalizations. The Sotho 

poet was not preaching European phi l os ophy of life . He could not, 

t h erefore , possibly see with Eur opean eyes and interpre t his 

world in accordance .with European methods and s tandards. His way 

+). See footnote 3 in the Introducti on . 
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of speaking a nd revealing hi s inner s Glf 11ere basic patterns of his 

p e r sona lity Hoven into his lan[:,uar;c , hi s thou,:ht s a n6 his reaction 

to st imuli . To appreciate Souther~ Sotho poetry we must t ry to de­

~erroine tha ~ elat i onship betwe en the meaning and value of a:p0 ~rn on 

the one 1~~ d 1 and it s structure and convention on the other. This 

structure ne e d not b e the ·,·;oll-known and acce:pted poetic structures 

in t! e Euro pean l:::mguages we are f amiliar wi th, In our attempt s t o 

im:proy e Sotho po e·~ry , it is necessa r y to decide to what exten·t we 

have to adapt So tho tracJ.itional po e t ry to European poetic structures 

or wheth er we have to make Eur opean 

the Southern Soth o lan0 uage syst em~ 

from the idiom o n his language . To 

interfere i th this idi om? Can the 

techniques in poetry confo~m to 

No poet dare deviate completely 

what exte· t then should the poet 

Southern Sotho poet make inroads 

into the idic. of the language as his counterpart s seem to have rnan -­

a~o d i n the » .copean l a nguages we have :J tudiec? We must also decide 

wbe ther poetry is t _e ou te r form- metre and rhyme- or the inner J 

for~ - the experience unfolded a nd the manner and style in whicL i t 

is e~:9re s scd ; o .. , y;~ e ther poet ry is dependent on both its outer 

7 , ~ ~ _ Ea:l:~modern poe ts in Southern Soth o were mo~e of rec orders} 
tn~ . 1 - rnpo ~e-a. They merely brought ave~ the rich imagery and in-

te::se e x peri Cj1Ce port r ayed in the older p oems - wi th the difference 

that ~ . ; ey \'ie r e n.ow wri t-t en . Praises of chiefs found their way to 

the :press. Lero t i:10di, ::Jereng, :i.!Bngoaela and others have recorded 

many prai se po e:rns of the n:ajor chiefs of Lesotho . But some recordera 

of prai se po ems wer e no t faithful. They interfered with the ori g ­

ina l po e s in orde~ t o allow room for stanza divisions - and at times 

rhyming ! Th ey tere giving wha t they thought was the correct form of 

these t r a ditional :r~rai se s. Inst ead their "revised" praises sounded 

hollow and monotonous, This was a clear indication that they were 

deviating from the ori g inal form which wa s b a sed on the idiom of 

Sou t:'lern Sotho. 

- Recording could not g o on for ever. The younger authors 

and poets, fascinated by the wide range of European poetry and its 

unlimited field of objects, situations and scenes to be described 

and praised, soon sang praises to object s -and situations which were 

formerly not praised or expressed emoti onally . Perhaps in the past 

the beauty of such objects was observed with silent admiration . The 

description of places and b eautiful scenes carne accidentally and spor­

adically in praise poems, b ecause the central theme was always the 

person who was praised. The beauty of the environment where the 
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pra ised individual lived was de scribed only i n a s far as i t illum­

ina ted his own image . 

- Even though these poets c ontinued the tradi tion of the miss­

ionaries to redu c e Southern So tho p oetry t o writing , traditional 

p o etry remained stubborn and did not easily b end to the new tune of 

Eur opean poetry . The musi c and r hythmi c patterns were still those 

of t h e untamed mountains of Les otho. It sounded i r regular and 

mon otonous to the Westerner and those who approa che d it with pre­

conc e i ved ideas , for they did n o t understand the real significance 

of t h e praise poems , their f orm , and also they di d n ot know the 

idiom of Southern Sotho . 

Southern Sotho praise songs su ch as Lengae , Mokorotlo, 

Moh ob elo , Mog ogopelo , Ho Kgiba , and the praise p o ems (Dithoko) are 

t h e f oundation o f the Southern Soth o spiritual creation. In his 

doctoral thesis entitled : THE FORMS, CONTENTS AND TECHNIQUES OF 

TRADITIONAL LITERATURE IN SOUTHERN SOTHO, Dr. S . M. Guma has treat­

ed thes e songs as a valuable par t of Southern Sotho poetry . We 

shall concern ourselves with Dithok o and thei r present day forms, 

e s pe c ially Ntsane's and Khaketla ' s c ontribution s . A quick survey of 

the i r themes and development of such themes , techni que s and char­

acteri stic tendencies in thei r c ompositions will be att empt~d . The 

poe t r y o f these two p oets reveals present day c ombinations of Eur­

ope a n poetic te chniqu es , and their influenc e on our poetry - its 

s piri t , flo w and depth . In thei r poetry one not e s t h e direction 

wh i ch the form of modern Southern So tho p oetry i s t a k ing and the 

impl i cations of su ch a gradual pro ces s of change . 

" Thes e poets still employ European techniques in their poetry 

e . g . , use of rhyme s cheme, length of v erses, division into stanzas, 

and a ttempts at fo r eign metri cal pat t e r ns . They are in search of 

a s y st em that will n ot b e hal t ing and f ai l ing in expressing inner 

experiences and convict i on s . But thi s te chnique they are evolving 

must t ake into a c count the s tructure of the Sotho language and the 

impor t a nce of a c cent which gives ou r l anguage it s peculiar rhythmic 

pa t tern . A combinati on of the i r t e chniques , and a thorough sifting 

and close observati on of the musi cal f low o f Southern Sotho as 

spoken t o-day , may enable us t o e sta b lish or set u p a me thod or 

me t h ods which would in t ime become the conventi onal way of writing 

our p oetry . 

. . . . . . . . 
The Sotho s have s ensi tive mi n ds whi ch have always enabled 

t hem to f ormulate image s or g ive ex p r e ssi v e f o r m t o t he ideas which 

ma k e deep impressions on them . Those imme diate issues such as 
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tribal history- personified in the chief - custom, ritual and cer­
emony, which made an impinge on the mind of every Sotho, found 
their way into the oral compositions which were handed down from 
generation to generation . The Sothos saw beauty around them and 
appreciated it. They gave expression to their inner feelings about 
things beautiful. But it seems lack of formal education and absence 
of any form of writing limited the range of poetic subject matter. 
Beyond tribal life and the chief, nothing was of significance . For 
example, the effect of the shining silver moon on a lover's emotions 
-and there were lovers -never constituted poetic material . 

As Dr. Guma indicates, praise poems, because of limited sub­
ject matter, can be divided into three categories according to their 

contents. These are praises of the young Makolwane (initiates), 
praises of animals and divining bones, and Dithoko about chiefs, 
military leaders and other important personalities of the community. 
The different praise poems show certain structural features which 
are not accidental. They are devices to make these poems more live­
ly, dramatic and memorable. It will be demonstrated later that in 
Southern Sotho a definite relationship between the form and content 
of a poem exists. Any tampering with the words in a poem affects 
its attractive force. 

_ Southern Sotho poetry has undergone many changes in its con­
tent and form over the years. Because of cultural contact between 
the Sothos and the West, poetic material has expanded . The Sothos' 

philosophy of life has been greatly changed and the world is, as it 
were, seen in a different light. Their poems have become somewhat 
"sophisticated" and they cover a wider range of experience . Personal 
sentiments, philosophies of life of different men, the desires and 
dreams of individuals have become common poetic subjects in modern 
Southern Sotho anthologies . Elegies, satires, odes, sonnets, etc. 
are composed by modern Southern Sotho poets . European poets have 
been emulated . 

_ Not only the content of Southern Sotho poems has been affec­

ted over the years, but also the structure and stylistic forms have 
been greatly influenced to such an extent that the deeper signifi­

cance of the message is also affected . Therefore, in order to app­
reciate Southern Sotho poetry, it is necessary to look also into such 
changes that have occurred in the structure of praise poems, and also 
determine t he relationship between form and theme . 

Dithoko, especially those about chiefs and military leaders, 

serve a purpose . They are an oral history of the nation (Basotho) 
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given in a figurativ e language f rom the Sotho p oint of vi ew. They 

ga ve a n authentic acc ount of e v ent s of national i mp ortance in a 

l i v ely style which was enhanced by the eloquenc e of t h e r e c i te r . 

The n ames and deeds of grea t men in our history a re r e corded in them. 

Dr . Guma doe s not doubt their authenticity be cau se " t h e fact that 

they wer e re c ited in pub l ic in t he pres ence o f a man ' s c omrade - i n ­

arms, ensured that thei r authen ticity c ould be prove d and verified . " 

l) Exaggerations often crept in , but the essence of the even t wa s 

still pro tected . Therefore , Dithoko , in additi on t o g iving expres ­

sive f orm to human experience , beauty , pain , admi r a tion, c ould serve 

as valuabl e source - material for the writing of h is t ory - a task 

fr om which we flee by giving unconvincing reas on s t hat, because 

the r e is no written re c ord of the past history of the Bas otho, t he 

pa st should be left unt ouched . Lerothodi, Bereng a n d Mangoaela and 

others have re co rded many p oems of the major chiefs of Les otho. 
2

) 

Other Di t h ok o were c en t red around the ani mals , e spe c ially 

cattle . A Mo so tho's keen observ a t i on of animal s around h im and his 

powe r of &£s cribing are clearly displayed in animal p r aises . Exam­

ples to illustrate this poin t are contained in Mape tla ' s v olume 3) 

and also in some of our no v els, e . g . Mofolo's MOETI OA BOCHABELA. 

The Southern Sotho p oet was not bound by any pre- c onceived pattern 

or scheme of wr iting p oetry s ince traditional p oet r y had n o t p re ­

scr ib ed or develo ped a f o rmal patter n of c ompo sing poetry . To the 

- So t ho poet, rhyme was of no significance . He was f r ee to give ex­

p r ession to his inner f e elings as they arose . Bu t thi s doe s not 

i mply that his poetry was c onfused and lacke d a c learly rec ognisabl e 

shape . The beautiful r hythm and the ri ch fi gura t i ve language dis ­

t i nguished our poetry fr om ordinary s pee c h and ma de it something 

mor e than an ordinary attem pt t o impart knowledge a nd f acts . The 

r h y thm , a ~roduct of a r egular suc cession of str es sed a nd unstress­

ed s y l lables, was in the melo dy , the poet's high pitched v oice, 

and h is peculiar a rrang ement of i deas . This rhythm changed with 

the moo d of the reci ter , henc e the flow of the prai se poem was n o t 

uniform. The fo rm and te chnique of these poems were bound with 

what they we r e intented f or - a l istening a udien c e and not a read-

- ---------------------------------------------------------------------
1 . ) 

2 . ) 

3 . ) 

Guma, S . M. : The For ms , 
Literat ure 

c/f . Mangoaela , Z . D. : 

Mapetla Liphoofol o, 

Cont ent s and Te chnique s of Traditiona l 
in South ern So tho, p . 251 . 
Dithok o tsa Marena a Ba sotho and also 
Ler othodi ' s Lithoko tsa Morena e 
Moh olo Seeis o Griffith , 1959 . 

Linonyana l e Lithok o t s a Tsona , Morija , 
1928 . 
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i ng public . Therefore thought and a ction wer e highly des i rable in 

t hese compositions . 

' - Praises had no stanzas which are observed in European poetry 
since they wer e meant for the ear and not for the eye . Bu t it is pos 
sibl e to group ideas t ogethe r be cause every complete description is 
marked off by a pause . The re citer did not pause b ecause he had run 
out of breath as it is generally bel ieved . It shoul d be remembered 
t hat be cause praise poems were recited in public, r eciters would no t 
aff ord t o be slow and dul l . They recited very fast and their pause 
would give the casual observer the impressi on that t h ey were stop­

ping because they had run out of breath . Thus t h ere were "!).atural 't 

stanzas marked off by the se unsual pauses (at leas t to critics who r 
want t o use foreign examples as criteria for Sotho poetry). A word 

or words in a pre ce ding line appear in the next l ine continuing t he 

same thought . This te chnique served a purpose - it was not orna­

mental. A thought i s in t r odu ced , developed, concl uded, and t hen 
r apidly followed by another . 

e.g. 
Tau - tududu ya mohale sebata , 
Ya bo Sebopane sa bo Mothuso le Ditshibane , 
E sale se bopela Ma tolwane , 
Kgara tsa dira mora Mperwane , 
Wa na Kgaratsa batho Phoholo, 
Wa ba buisa Phohojane nokeng . 

( An unpublished pr aise poem ) 

( Great lion , the ferocious 
warrior beast of Sebopane , Mothuso and 
Ditshibane, that has been r oaring at Ma t olwane, 
you scattered enemies , s on of Mperwane , 
and drove them from Phoholo to the river 
Phohojane . ) 

_ Any interference with the structure of the praise poem affects also 

the sense and the feelings expressed . 

_ There is a fal s e not i on t hat European poet r y has f i xed pattern. 

Th er efo re some Sotho critics wish t o s ee this su ppose d fixed pattern 

i ntroduced in Southern Sotho . To them any c omposi t ion t hat does 

not sa tisfy the techniques acc epted in European languages is not 

poetry , but it is a dull haphazard arrangement of words which do no t 

a ppeal to the s ensibility of the younger generat ion or intellectu­

als. However , this superficial criti c i sm merely ref lects t he ig­

norance of these men who seem t o f i nd the greatnes s of a poem in 

outer forms only and neve r worry themselves about ·the i nner form 

of po etry which embrac e s the intensity of the ex per ience express ed, 

t h e depth of emotions and ideas , or simply , the whole thought about 
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the felt "world . " Southern Sotho traditional poetry ha s its own pe­

culiar form which has to be noted and fully understood before any 
valid criticism can be attempt8d . The apparent haphaza rd arrange­

ment of thought s equence is a dire ct result of the f a c t that our 
poetry was not for the press or the eye , but for t h e ea r and thought . 

Thus an evaluation which separates the s e qualit i e s f rom the form of 
Soth o praise poems , destroys not only the beauty of Sotho poetry but 
also i t s vividness , intensity and depth . 

~ There is always a complaint that praise poems a re full of a r­
chaic words and obscure references , and , that therefore, they are 

meaningless to the reader . This is not a strong reason for frown­

ing upon traditional poetry sinc e these archai c words are no t many 

and the obscure references , i . e . to historical events we cannot re ­
ca ll , do not destroy the ri ch images , ideas and att i t udes which 
have been successfully moulded t ogether . Sotho poems do not merely 
tell s torie s or de s cribe scenes, but they reveal a lso t h e experi ­
en ce ~ of the Sothos which are a lso common to other r a ces . They 
give form to beauty , pain , confli c t , shame , doubt , loyalty and love . 

They reveal the human soul struggling for perfection and self- rea l ­

ization . The greatness of Sotho traditional poetr y depends on both 

t he material presented and the manner in which it i s handled. 

_ The present generation fails to derive pleasure i n traditiona l 

l poetry because of the fa l se noti on that anything tha t is different 
from European poetry in form and complexity i s not great . They 

f a i l to place a Sotho in his spiritual world and un derstand his 

thoughts , his spiritual creations and his a chi evements in their 
apparent simplicity . However , even those who fr own upon, and have 

br oken ties with tradition by introdu cing for eign techniques like 

r hyme and division into stanzas t o t heir poetr y , hav e not been suc­
cessful in composing "better" po et r y than the prai s e poems . Be­

hind most of the works, we find men cons ciousl y t rying t o crea te 
sensation . the style is artifi cial anrr wanting , f or i t is not only 

contrary to the ba s i c structure of traditional poet ry, but also to 
that of Southern Sotho . 

This is the point t hat singles out Ntsane and Khaketla among 
most of our poets such a s Le so r o, Moiloa and others : they under­
s tan d the ba s i c struct ur e of Sotho an d they do not allow unbefit ­

ting decorations to obscur e their r eal feeling and message . As 

f a r as possible , they allow themsel ves to be guided by the idiom 

of Southern Sotho . Rhyme i s eas i l y thrown overboa rd where it is 
found to be unsuitable . Ntsane is more natural i n the organization 

of h is experiences . 
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~ One is inclined to feel that poetry can neve r sound artificial 

if the idiom of the language in it is natural and it is not cons ci ­
ously molested to satisfy a rule or pattern . Dr. Guma is right when 
he states that the mechanisms such as rhyme and met re, i.e. in as 
far as they are foreign to the Sotho rhythmic patterns , serve no 
useful purpose in our poetry , since they are 11 jarring as well as 
unbefitting to the genius of the language . 114 )If the idiom of the 

language is adversely affected by such techniques , how can they 
then improve Sotho poetry? 

1 - Our present day Southern Sotho poets try to bring their spir­
itual heritage in line with the patterns they have learnt in for­

eign languages \nthout realizing that any arbitrary arrangement of 

thoughts is foreign to Southern Sotho idiom . Southern Sotho expre­

sses ideas and emotions , and in this process , its structure must be 

observed strictly. Its structure differs greatly from English and 

Afrikaans, not to mention other European languages . Therefore we . 
canno t expect its poetic structure to be the same as that found in 
these foreign languages, no matter how civilized they may be . 

Present day efforts in Southern Sotho poetry are not belittled, 

but cr iticism is levelled against recent undesirable camouflages 

and changes that do not enhance poetry . Languages can influence 

one another; but it is another thing whether poetry in one language 
can be superimposed on the poetry of another language without al­

tering the imagery or minimizing the intensity of the experience. 

Metaphor and other figures of speech, which heighten tradi­

tional poetry, served a purpose and they came spontaneously e.g. : 

Morena ke thabahadi ya ho re sireletsa , 
Ke setshabelo ha mara a dira a hlasela , 
Lewa la bana ba Polane-Seima ha le nele , 
Ha le rothele le pula . 5) 

The chief is a great mountain to protect us . 
He is our fort and stronghold when 
the hordes of enemies attack . 
The kraal of Polane- Seima can withstand 
even water . 

In these four lines, we observe how a king or chief is referred 

to as a mountain - a stronghold , and protector, someone immovable, 
the hope of his people and the redeemer of his flock. The word 

thabahadi brings about many images in the mind of the reader . It 

4 . ) Guma, S .M. : Op. Cit., p . 253 . 
5 . ) From an unwritten praise poem of an ancest or, Polane a 

Kgolokwe Prince . 
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suggests the complet e trust whi ch the admirer h as fo r h is prin ce. 

The earlier Baroki realized the effectiveness o f meta phor when t h e y 

want ed to recapture the ver y essenc e of the obje ct, situation or em­

ot ional experienc e unfolded . If they could not reproduce life a nd 

life situations in their real state , then metaphor would bring them 

as n ear . as possible to reali t y . In the exampl e qu o t ed above thaba­

hadi and Lewa are char g ed with the poet ' s emot i ons, and his p e rson­

al at tachment to the chief - the founta i n of t r ibal life. 

From the above it is clear that metaphori ca l language serves a 

j
u seful purpose of giving sha pe , form and life t o t h e object of 

stu dy , also revealing the poet ' s own fe elings and ideas about it, 

and evoking certain reactions in the reader . Thi s is the purpose 

of poetry . The complexity of the worl d around nee ds to be explain-

e d and expressed in the most v ivid and effec t i v e language. There­

fore, the poe t in South e r n Sotho had to resort t o metaphor in his 

a ttempt to communi cate hi s inner t houghts and share his experiences 

with his fellow beings . 

In our p r esent da y poetry we find a man c onsciously trying to 

create sensation , loading his po em with meaningless artificial word­

i ma g e s . Thoughts and imagery in our modern Sotho p o e try are no t \. 

g iven as they c ome t o the poet ' s mind , but they ar e s ubjected to c~· 

tai n rules or to conform to foreign patterns . 6 )It should be noted 

t hat in South ern- So t ho any rearrangement of wo rd-order to conform 

t o any r h yme sch eme a n d f oreign metri cal pat terns affects the 

meaning of t h e poem . For rhyme ' s sake our po ets allow too many of 

s u ch a rtificial divisions: 

Tl oholo ke tseo di kgapela mapodi 
Letswapong moo di a b i t s ang ka molo di 
Tsatsi ha l e ipata ho l ~ b?p~irima ~ 
Di a hlwese ma boloka d1 t1t1ma . 7J 

(Yonder a r e the young fellows driving 
f l ocks of goats towards the pass. 
There t hey whis t le to chase them 
up the hill ocks when th e sun hides 
in the far west . ) 

The se line s give us a p i cture of the late aft ernoon when young 

6. ) Refer to Lesor o ' s po etry ; Nt s ane and Kha k etla , especially 
the l a tter poet , a r e somet ime s not guiltless. 

7. ) Mohapeloa, J.M . : Mo sikong wa Thabana ya Borata, p. 12. 
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shepherds bring their flocks to one spot where they will be able to 

find them with ease . But the description is too plain and could at 

best be given in prose form . However , one does come across simple 

but forceful compositions among poems of modern Southern Sotho poets. 

The reason for a poem's success is the poet's ability to say what 

he f eels and has in mind in a vivid and suggestive manner . The foll­

owing lines from Thoahlane ' s NOKANA YA LERATO ( Morij a) in MODIYA 

will illustrate: 

Lerato la Molapo le la Matete , 
Matetetso a mora Mokgatjhane , 
Hase noka, Lerato ke lebitso boholo, 
Le tsejwa ka mosa le ka mohau ke batho . 

Lerato ke mohauhela baeti, . . . . . . 
Metsi a yona e a moma ka mpa , 
A yo hlaha ha a kena Tswaing . 

Lerato lena hase la mantlwane, 
Le ratile Basotho ba lahlehile , 
Ba fahlolotswe ke lona , ba fahlilwe , 
Kajeno ba bona ba sebetsa . 

(Modiya , p . 16) 

(Lerato (Love, the name of a river) of 
Molapo and Matete, the very vein of 
Mokgatjhane , is but a rivulet despite 
its fame . Its g oo dness 

and mercy are known to people especially 
to travellers . Lerato keeps its waters 
within her belly and vomits when it 
reaches Tswaing . This love is not feigned 
or child's play love . It loved the Sotho 
when they were lost . It is this love that 
restored their sight when they were blind . 
Today they see through this might y weapon . ) 

These lines are characterized by the economic use of figurative 

expressions, yet the intensity and depth of emotions in them can­

n ot be concealed . The poet's admiration and love for this river 

(Lerato) , where Lesotho ' s seat of learning and civilization devel­

oped, are shown in simple yet forceful language . Thoahlane illus­

trates how a poet can employ figurative language to represent con­

crete situations , or, even to give form to abstractions. Ntsane 

a lso is noted for many simple poems which have become great because 

of the rich imagery and controlled metaphorical language . 

It is not only an excessive respect for forms derived from 

~ foreign languages which causes or accounts for poor poetry in mod­

ern Southern Sotho Literature . Our poets are over-conscious of the 
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f a c t that they want to produce 'good' poetry whi ch would a ppeal to 

t hei r audience . It is for this reason that they e l a b orat e t h e i r 

i magery to such an extent that it loses its naturalness a nd i nten-

~ sity . They resort to complex and unnatural constru ctions which, in 

most cases , spoil thei r works . The idiom of Southern Sotho also 

s uff er s when the poet is pre- occupie d with pleasin g his readers with 

ou t ward appearances - which are unimportant in themselves. He is 

apt to forget that our idiom is bound up vnth the s tructure of the 

l anguage . For example, ba lahlehe)-wa ke bophelo (they lost their 

liv es ) , is grammatically correct , but idiomatically f a lse. The 

i diom is ba ile b a __ e s~~a (They died) 

·· The structure of Southern Sotho cannot be inte r fe re d with in 

· t rder to acco~- o date : European techniques of viTit~ng poetry. We can 

do no more than expand our limited subject matte r and broaden t h e 

closer horizon of our traditional poetry by praising n o t only the 

ch i e f s and animals , but also other beauties of nature. All these 

s h ould be given in a manner that will not be c ontrary to the geni us 

of t he Sotho language . I shall use Dr . Guma ' s wo rds : Southern 

Sot h o mechanisms of poetry "in so far as they do n o t k n e e-halt the 

poe t in any way they are self- sufficient and need no external em­

b e llishment . " 8 ) Mohapeloa too is of t he opinion that European tech­

niqu e s of writing poetry should be natural and fit automatically in 

our poetry . 9 ) True to his observation, Mohapeloa adopts rhyme scheme 

and balanced length of verses where they fit in th e str ucture of 

Sotho . e ·. g. : 

Helang batho , botjha ba Le s otho bo fedi le 
J wale ho itahletse boqheku , botsohatsana , 
Ho bonala menepe moo ho nang ho re thelele ! 
Ho hlwathela le bosiu re se bile re h o qwaya, 
Ho wela ka mangotswana ha ho so re kgahle, 
Bophelo rea kakatlel a , ha re bo lahl e . 

(Modumong , 1925) 

(Alas ! the young Lesotho is gone and de s­
troyed . 
Old age and weakness have set in . 
We see wrinkles where once smoothness 
and beauty reigned . 
Wandering at night we fear and avoid 
fo r we cling to life. 
~e do not want t o fall int o canyons . ) 

8 . ) Gum a , S • M . : 0 p • cit . , p • 2 54 . 
9.) See Mopapeloa ' s Preface to MOSIKONG WA THABANA YA BORATA, 

Morija 1954 . 
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These lines show the poet ' s bitterness . The beauty of Lesotho has 

been destroyed and only loneliness reigns in the once-lovely coun­
try . The many ugly dongas and canyons are likened t o the wrinkles 
which destroy the beauty and smoothness of the f a ce in old age, and 
to the irrepairable damage caused by small - pox e .g. 

Naha ya Moshweshwe e senyehile sebopelo, 
Motho a ngwapilwe ke sekgolopane se matla 
0 kgutla ka kwano papisong ya ho fatehaka . 

(Modumong , 1925) 

(The relief of Moshweshwe's land is des­
troyed . 
It is worse than the face that has been 
dug and spoilt by small- pox . ) 

It is as if the whole Sotho nation is cursed be cause only foreigners 

seem to prosper in this ruined country . Thus the poet's bitterness 

is intensified: 

Morata- Lesotho seo ha a se bona wa sarelwa , 
Pelo e tetetswa ke bosoto ba moratuwa wa hae. 
Ke ba ditjhabeng ka boiketlo ••..•••••• 
E, ho jewa sana ••••• sa mpana- phatloha , 
Empa ngwana Lesotho wa tlakasela , wa tseta , 
0 rerekela a thekesediswa ke boketa . 

(Modumong , 1925) 
(The lover of Lesotho is disappointed 
and heart-broken when he sees this pitiful 
sight of his beloved . 
Foreigners prosper whilst the very children 
of Lesotho starve and suffer . ) 

Despite the many faults revealed in our modern Southern Sotho 

poetry , certain essential characteristics of traditional Southern 

Sotho compositions have been retained . The repeti tion of a word(s) 

in the preceding and succeeding lines comes automatically and un­
consiously . Traditional Baroki found this technique effective,and 

our modern Southern Sotho poets somehow cannot f ree themselves of 
it completely . It has cropped up in their works either consciously 

or unconsciously . Perhaps this feature is to Southern Sotho poetry 

what rhyming is to poetry in other foreign languages . Our poets 

will gain more by trying to examine the use of this technique which 

seems to agree so much with Southern Sotho structure , instead of 

was ting time on outward triviali ties which do not improve our 
poetry. 

Our new Sotho poets compose poetry on a wi de variety of sub­

jects - personal experience , philos ophy of life , nature and natur­

al phenomena , etc . They differ greatly in their achievements . Some
1 
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lik e Nt s ane and Khaketl a , have ri sen above t he average standard of 

a mer e descripti on of sc enes , situations an d unconvincing emot ions, 

whil e others like Lesor o (in most of his c ompositions) , have cre­

ated ' poetry ' which oth erwise consists of or dinary descriptive 

narratives , given the appearance and line arr angement of ' real' 

poetry . There is usually a lack of depth in f eeling and conviction 
in most poems of minor poe t s - pe r haps be cau s e of the over- cons ci ­
ousnes s of the poets to appeal to their intended audi ence . But of­

ten i t is be cause of lack of understanding the extent to whi ch 

Southern Sotho can be twisted to conform to European te chniques , 

an d of course , also the desire to produce something , even though 

there is really nothing that inspires the poet . 

~ Poetry is not sentimental ity and a vehicle for misplaced em­

ot ions; yet shallow imagination, and a lack of deeper experience 

to share with the r ea ders, must be deplored i n any c ompositions . 

Flattery an d pretence , no matte r in what fi gurat ive l a nguage they 

may appear , are not legitimate pa r ts of poet r y . One may venture , 

wi th modesty , to regard poetry as the matter of t he h eart , with 

the head merely providing the pattern of pr es entation . 

The above broad appreciation of Southern Sotho po etry will 

help the readers to appreciate Ntsane's and Khaketla 's contribu­

t ions to , and their position in , Southern Sotho poetry writing;to 

r ecognize influences in their poetry , and to note differences be­

t ween them in their approa ch to poetry . An a na lysis of their 

poetry and views about poetry will indi cate to what extent tradi ­

ti onal praise poems form the basi s of thei r at tempts , and how far 

they have depar ted from them . Both theme and expression in their 

poetry will be thoroughl y examine d . 

In the next chapter we shall examine the t h emes chosen by 

these two poets , and also determine to what ex t ent their treatment 

of such themes diff ers from the a ppr oach of other Southern Sotho 

poe t s on simil a r theme s . 
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CHAPTER TWO . 

In thi s chapter we propose to examine the wide fields in which 
Nt sane and Khaketla find their poetic subje ct matter, and their r e-
0ponse to the different themes they treat . Such an examination 
will help us to determine the view of these poet s on the nature and 
f unction of poetry , the relationship between art and morality; to 
know their pe~sonal experience and belief , in short, their world 
view as unfolded in their poet ry . This chapter, t herefore, will be 
a broad survey of the different fie l ds where t hes e two poets gather 
thei r inspira tion for producing poetry . The various themes will be 
differentiated according to the contents of the poems. But the in­
dividual poems will be carefully analysed in t he succeeding chap­
ters . The Ee cond half of this chapter will be a br ief comment on 
t h e theme and expression in the po etry of other modern Southern 
Sotho poets . Such a comment will help us to deci de whether or not 
w~sa e and Khaketla differ f rom other cont emporary Southern Soth o 
po ets; ~·o determine whether there are characteris t ic tendencies 
marking them in their selection of poetic themes. 

Moiloa and Lesoro will serve as illustrations because their 
poet r y is, in my opinion , a mirror through whi ch we can observe 
char acteristic tendencies i n the poetry of most modern Southern 
Sotho poet3 , especially the minor poets . 

The poetry of Ntsane and Khaketl a covers a wide field: their 
per sonal experiences , their philoso phy of l i fe, response to nature 
and natural phenomena , social no r ms and values , great personalities, 
analysis of human nature . These poets , however, differ greatly in 
their interpretation of the world around them and in their response 
to t he vari ous themes. This will be prove d in chapters 3 to 6. 
Even though their approaches to their sub ject matter differ, Ntsane 
and Khaketla have many points in common regar ding the purpose and 
function of poetry. Certain theaes run through their poetry. 
~heir main pre-oc~upation eeeoe to. be eocio-~olitical 

themes,custom , culture ; eff ects of the contact situation between 
t he Sothos and the Europeans, pol itical changes and human relations 
withi~ the exi s ting socio- political mili eu . Thi s cho i ce of subject 
matter is quite natural when we real ize the s e two poets' deep long­
ing for the gr eatness of t h eir nation. Their poetry is turned into 
an effective weapon to build and uplift the Soth os, to teach, to 
purify, to reveal a real s ense of values , to declare their inner 
sat i sfaction or disappoint ment, t o unfold the whisperings of the 
mind and longing of the hear t. The main di fference between these two 
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poets are found in their a ttempts to a ch ieve these ideals - their 

poetic skills and the lasting ef fe ct of their experiences . 

The reader finds in Ntsane ' s and Khaket l a 's poetry an attempt 

to a s s ert the v~tory of virtue over vi c e and sin . Their view is 
tha t art must be moral , and to them mo r a l ity is consciousness to do 

right, to strive for noble ends and not merely to conform to an ac­
cepted or conventional code of behaviour . Nt s ane's s a tires such as 
DUMEDI SA BASE, BOKGOWANATSHWANA, WENA 0 JWANG , HWENENE, SEBE 
NTLOHELE , KEITING YA DIHELE , MONNENWA KE MANG , es pecially, clearly 
show and define his concept of morality . The po e t 's restraint and 
humour - at times sarcastic humour - give these satires dignity and 
matur ity unequalled in all satirical poetry in Sout hern Sotho. 
Khaketla's satire which quickly degenerates into mud- throwing will 
be analysed later . 

Ntsane and Khaketla have wr itten elegies , love poems , about 
sad moments when f~iends part; happy events in thei r lives and other 
personal experiences . The reader observes that in this type of po­

etry dealing with personal experiences , these poets are freer in ex­

pressing themselves . They do not allow outward structural featur es 

observed in foreign compositions to interfere with the i r feelings . 

Even Khaketla who otherwise is controlled by a rijid rhythmi c scheme 

and a conscious attempt to wr ite po etry or "reason out " the exper­

ience, is more open and freer when he unfolds de ep- felt experiences . 

An appreciation of elegies such as BA ILE , SA MMOKOTSANE, BA SA 

KGUTLANG , LEFU LA MOTLOTLEHI MORENA GEORGE Vl , LEFU LA TSHWANA­

NAMANTHATA, will reveal this as s erti on . Other poems where these 

poets give vent to their fee l ings are : 

Ntsane : 

Khaketla 

Karohano . 
Tsela - t shweu. 
Ma s wabi . 
Di- ya-bann eng . 

Kgotso f alo . 
Tsatsi leo. 
Monyaka wa pelo . 

The qual ity of t he sent i ment express e d i n KAROHANO and TSELA -

TSHVffiU is more mature and c onvi nc i ng than in MASWABI and DI- YA -
BANNENG . In KGOTSOFALO and MONYAKA WA PELO, Khaketla is trying to 

r a tionalize on t he heart' s cont entment and satisfaction . 
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Ntsane sees God's glory and majesty , and finds pleasure and 
satisfaction in creation, nature and natural phenomena . Khaketla 
sees God's glory, but revolts against man 's iniquity in making the 
world an unpleasant place to live in . MMOTE is the case in point. 
Ntsane's admiration of nature and natural phenomena is beautifully 

represented in : 

Pokola . 
Hatabutle . 
Boroko . 
Mohokar - . 
Mantsiboya . 
Hoetla~ 

Khaketla's poem on this theme are: 

Ha le dikela . 
Tata la Qibi . 
Mohlola - kamehla . 
Botjha . 
Nahathothe. 
Dinako tsa Ngwaha . 

NAHATHOTHE is a literal translation of Cowper's SELKIRK. It is as 

shallow as the original composit ion- shallow in the quality of 

sentiment expressed . 

Ntsane and Khaketla have written descriptive poetry, but their 

descriptions are more than mere descriptions of sceneries and places . 

In these descriptions are also lessons aimed against moral degener­

ation which sets in once known values are set aside . The following 

poems by Ntsane illustrate this : 

Maseru . 
Morija. 
Hyde Park. 
Leribe . 

His l ove and admiration are evident in HA ESO, BASOTHO, and 
MATSIENG. In LESOTHO Khaketla expresses similar sentiments. 

Traditional values and custom are preserved in the poetry of 
Southern Sotho poems . Ntsane and Khaketla are not exceptions. The 

excitement, admiration , wonder, anxiety, fear , and later , disapp­
ointment, sorrow , plight, and complete destruction of the mine la­

bourers, are ably recaptured by Ntsane in HA RE YA LEJWE- LEPUTSWA. 
His MMAKGUTSITSE emphasises the sanctity of marriage and the sig­
nificance of cattle in binding, not only the married couple, but al­

so the members of the two homes and their ancestors . TJHUTJHUMAKGALA 
and MMAMOSI , though not of the same standard, praise , among other 
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t h i ngs , the wonders of science and man's mental powers to harness 
nat ural for c es and put them at his disposal . I nnovations in t r ad­
i tional culture are a ccepted by these poets if they are to the ben­
ef i t of the Basotho . Those that make the Basotho poor carica t ures 
of the white man are strongly criticised . Thos e i ndividuals who 
have partly assimilated European culture , who have t hus become arr­
ogant and s corn what is theirs , are reduced to mo ck ery and contempt 
s o that they are warned against this nauseating behaviour. Note 
Nt sane ' s DUMEffiS.... BASE and BOKGOWANATSHWANA in particula r. 

The two poets hate pretence and nagging faul t finding. Human 

nature is analysed. Those things that rob man of his ha ppiness are 

pointed out and an appeal is made to the readers t o shun them. 

Ntsane ' s RATO LA DIPOMPONG and MATSHEDISO are cases in point. Others 

with the same aim of warning and advising are WENA 0 JWANG, HELA 

MOTHO , MWLANGWANE , NGWANA LONA, and Khaketla ' s NNETE E BONWA HO OFE. 

The adopted religion of the Sothos , Christianity, ha s ma de a 

great impact on every Sotho . It is thus not sur pris ing to fi~d · 

these two poets of note among their people choosing religious themes 

- and treating them so well . Known and familiar biblica l event s 

have been turned into effective poetic material by Ntsane and 

Khaketla . Ntsane ' s moving messages are in SEFAPAMONG, KElTING YA 

DIHELE, FATSHENG LENA , KGORONG YA LEHODIMO , MOHLANG A TLANG, BO MO 

HLAKOHILE BORENA and NGWANA LEHLASWA. The last two poems are narr­

atives but this does not minimise their effe ct i veness. HODIMA 

LEBITLA reveals Ntsane's views about death and t h e hereafter. 

Khaketla's MORENA MARENA is b eautifully wri tten and it reflects 

the poet's faith and trust in Christ , also his gratefulness for the 
valuable _essons , examples and promis es from Him . The fall of Luc­

ifer and of Man ar e dramati ca l ly por trayed in THOLWANA TSA 
BOI K.AKASO . 

DIK..:...NK..!~- ~G , h:l.s autobi'ography , g i ves the r eader ·a vivi d study of 
Khaketla because : "the motives whi ch shape a po em spring from the 

r oot of the mind . The poet ' s style is the dire c t outcome of the 
way in which his interests are organized . Tha t amazing capacity 

of his for or dering spe ech is only par t of a mo r e amazing capacity 
for ordering his experience . .. lO) The reader cannot doubt the poet's 

frankness and ob jectiveness in the above narr at ive. 

10). Richards, l . A : Scienc e and Poetry , Kegan Paul French, Truber 
and Co ., Ltd . (London ), 1935 , p. 44. 
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- World events and their inf luenc e on Lesotho or on the relations 

between Black Africa and Europe have not passed unnoti ced by Ntsane 

and Khaketla . LEMO SA 1939 is Ntsane's penetrating analysi s of the 

world situation in 1939 , the war itself, and those who sacrified 
their lives to win peace =or the world . In NTWA YA ABI SINI A Khaketla 

does not hide which side he supports . The war in Abyssinia i s pro­
jected into a struggle between Vfuite and Black - Abyssinian and 

Italian - with the white man as the aggressor . The same fe eli ng is 
s ti l l expressed in NTWA YA JEREMANE (1914) . 

Ntsane and Khaketla are not the only ones who have found po et i c 
material in the wide fields which have been examined - Other poe ts 

such as Mohapeloa, Lesoro, Moiloa , among others , have a lso be en i n­

spired by these themes . But Ntsane and Khaketla are uni que in the 

treatment of the different themes, especially the sccio- pol i tical 

themes . They want to teach the Basotho , to advise humanity , t o 
challenge callousness , ill- treatment and arbitrary goverment. These 

two poets regard poetry as something more than a cons cious crea ti on 
of man for enterta inment , but as a reviving and aestheti c experi en ce, 

a powerful weapon in the hands of a reformer . 

Les oro, Moiloa and Mohapeloa , for example, compose po etry fo r 

poetry's sake . Their poetry is not as purpo seful and as deep a s t hat 

of Ntsane and Khaketla. The latter two poets , as it wi l l be r eveal­

ed in the succeeding chapters, differ greatly in their expressi on, 

poetic skill and treatment of their poetic subject matter in gener­

al; but they are united in their views about the purpos e and functi on 

of poetry . In their poetry emphasis is more on expression than on 

form . The opposite seems t o be true for the poetry of Leso r o , 

Mohapeloa and Moiloa . For example , the greater part of Les oro' .s 

poetry is nothing more t han a mere des cription of s cenes and objects, 

glorification of persons, a whole succession of like endi ngs serving 
no purpose . In MMITSA and MATHE MALODI , Lesoro has sacr ifi ed poetry 

for an impressive outward picture of verse (what Prof . Groenewald in 

his thesis) : DIE STRUKTUUR VAN DIE VERSSISTEEM IN ONGESKREWE 

LETTERKUNDE VAN NOORD- SOTHO WOORDKUNS EN DIE GESKREVffi , ca l l s "skri f­

beeld" . There is nothing poetic in his different ' narrat ives ' which 

have been presented in verse form and twisted into a succes sion of 

like endings . His selection of poeti c material does not s eem to be 

as carefully planned and as purposeful as Ntsane's or Khaketla 's 

selection . Pursuing rhyme scheme is Lesoro's main purpose, for in 

the verso of his title page he quotes Robert Lynd to defend rhyming : 
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"Milton , in his attack on rhyme, denounced 
the 'jingling s ound of like endings,' as 
though they were but a child 's toys that 
a mature world lay aside . But the truth 
is that rhyme makes even a fact doubly 
a fact because it makes it memorable. 
Memorableness, after all, is one of the 
eminent qualities in literature . We judge 
the greatness of an author largely by his 
genius for wr iting memorable passages. 
He must do more , but he must incidentally 
pass this test . " 

These words stand for s omething more than their face value 

meaning . Memo r able passages depend more on the heights the contents 

reach, the depth and intensi ty of the experience and the insight of 

the poet in presenting his inward fe elings , and less on rhyme. If 

a poet pursues rhyming to the exclusion of other essential aspects 

of poetry, he is bound to fall into many diffi culties, e.g. he will 

be force d to rearrange word order to such an extent that the mean­

ing of the poem is affected and the experience is no longer as in­

tense and captivating as he felt . Lesoro's respect for rhyming and 

outward feature of poetry led him to produc e shallow, uninspiring 

and less intellectual compositions, e. g . : 

Basadi ba ba holo ba Senzangakhona, 
Qetellang ba ba le bana le bona; 
Ba tsekella hare jwale ho kgethwe 
Bona majalefa , Chaka a lelekwe ! 

( Bayede Zulu . ) 

(The senior wives of Senzangakhona , 
s oon begot their own children . 
They pressed that they must be the 
heirs and Chaka must be sent away . ) 

Lesoro does not go deep into his themes . He is never lost in 

his sub ject mat ter. The musi c is artifi cial , the sentiments ex­

pressed a re shallow, the form is arbitrary be cau se sense units are 

often placed in two different 's tanzas ,' at time s the imagery is 

common place , for ther e is nothing novel in it . In DITHOTHOKISO TSA 

SEJWALEJWALE , one does come across lively des criptions and the 

poet's close identification with his theme . 

In MOHLA KE QALANG HO E PALAMA, Lesoro has created a picture 

of a man seeing a train for the first time . However, this poem is 

not as penetrating a s Ntsane 's TJHUTJHUMAKGALA , where an atmosphere 

of real wonder , fear mingled with admi r ation and new experience, is 

create d . To re capture the movement of the train , Lesoro rasorts to 
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alliteration and onomatopoeia : 

Kgabareng ntswe le mohlaka 
Pina la bina ya moholokwane , 
Moholokwane-wa-se-omile- leleme. 
Ya ema ka dinao mehompane , 
Ha e kena e potlakile terene , 
E tjhutjhutsaka , e tjhutjhumetsa! 

(Mohla ke qalang hoe palama .) 
(Thereafter a clear and sharp voice 
was heard. It sang a shriel song 
that dries up the tongcie . It stood on 
huge wheels as it - train - moved 
on in a hurry ~ puffing and rolling 
rhythmically . ) 

The above lines eclipse even the best lines in Khaketla's MMAMOSI . 

About the cold and general shivering in ~inter, Leaoro says : 

A fihla ka moinoha , ra qhaqhasela , 
Ra tswafa ho kgiba , ho qoqopela . 
Batho ra sala re itshophile 
Ka dikojwana re ipopile . 

(Mariha . ) 

(It arrived with cold and we 
shivered . We avoided rocking 
and dancing. WP. carefully re­
treated into our blankets which 
were held close ~o ~ne oodyj 

His alliteration is effectively employed . No te how the clicks in 

qhaghasela (shiver) and qoqopela (spontaneous movement of the body 

as in one traditional dance), recapture the clattering of the teeth 

and reveal the pitiable shivering of the body as a result of the 
cold. 

Lesoro ' s rhyme is better than that of most Southern Sotho poets. 

If his rhyme was balanced by lofty ideas, deeper experience natur­
a l and unmolested structure of the language, and selected word­

images t o reveal his mind , his poetry would have been great. Never­

theless, he has made a mark and has indicated that a careful poet 

can give an impressive appearance of his poetry by employing rhyme. 

But no matter how accurate rhyme can be, it is not an essentia~ fea­
ture of Southern Sotho . The meaning and depth of the poem will be 

adversely affected if words are rearranged arbitrarily to suit like 

endings. 

Moiloa's themes are not different from those of traditional 

animal praises . Like the earlier Basotho who observed the charac­

teristics and behaviour of the animals around th em closely,Moiloa 
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has sung praises to many different animals . However, in earlier 

times not every ani mal was praised . The graceful diving and swim­
ming of the hippo and cro codi l e; the tiger , os t rich and above all 

cat tl e , Mosotho's very being and s oul , were prai sed in glowing terms. 
The f ollowi ng exampl es form Dr . Guma's thesis will illustrate: 

Hippo "Kubu ho h l apa di potlana , 
Tse kgolo di lala feela . " 
(Only young hippos swim , 
the old and experienced 
ones simply glide . ) 

Crocodile :"Lehlapahadi la bokubu le bokwena ! 
Lea hlape lea lale , Bakwena •• • " 

(Great swimmer of the family of 
hippos and cro codiles ! Swim and 
glide Bakwena ! ) 

Moiloa ha s gone further . In addition to t h e animals which 

usually found the i r way into earl i e r fo r ms of pr a ises , e . g . the 

a nimals mentioned above, he has sung praises to , or described the 

cha r a cteristi c and peculiar behaviour of such delica te creatures 

as Lesetlaoka (Termite), Lerwana (Red ant ) , Bohlawa (white ants) . 

In form too , Moiloa ' s poetry has not deviated much fr om earlier 

cha r a cteristic s of the praise poem , e . g . appearance of a word or 

ph r a s e in both the preceding and succeeding lines . The significance 

of such a recurrence of a word or words has been expl a ined : 

Le sila le haila maharaswa 
Le haila tlhokwana ka nngwe , 
Mehlaleng ya ·_lona ke di boko ; 
Sello ke sa mmokot sane , 
Sa ba llelang dit sabona , 

(Lesetlaoka . ) 
(It gr inds everything into 
fine powder , crushi ng every 
grain . In its tra cks we hear 
groans and moans of those 
crying sorrowfully for their 
property . ) 

The waste and destructi on caused by this creatur e ha s been revealed 

by stressing (repeating) simple words . About the destroyed jacket , 

Moiloa says : 
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Bakana ...................... . 
E hana mokaka a e bea mafi t....tleng , 
E ntse e nyathoha sa tata la nku, 
Sa tata la nku l e jelwe ke tshwele . 

(Lesetlaoka.) 
(The poor jacket will not even touch 
the owner ' s shoulders! It falls apart 
into bits like a sheep's skin that 
has been destroyed by moth . ) 

The imagery is simple but effective, the flow of the words is natur­
al for the structure is not foreign to Southern Sotho. 

Rhyme is another feature Moiloa has added to the otherwise re­

production of the traditi onal praise poem . I~ poems .such as · I~JP~TJE, 

TSHEPHE, BOHLWA and LERWANA , Moiloa has kept the type of rhyme 

scheme which involves the whole syllable . Although this is not the 

best scheme either , it is better than the other like endings he has 

used which usually involve the terminative vowels only. But Moiloa 

is not limited by rhyme. His main preoccupation is not to find 
uniform endings but to describe , portray and amuse. Therefore he 

has succ eeded in bringing out the majestic and graceful movements 

of the lion (TAU) and the tiger (NKWE ) , the swiftness of the hare 

(MMUTLA), the characteristics and behaviour patterns of the many 

creatures forming his subject matter, and the ferocity of the tiger, 

e . g . : Nala tsa hkwe hase le ka bohale, 
Qeba la tsona le potisa ntjheme; 
Ntjheme motoho o batla wa matekwane, 
Lebese o batla ho futswellwa ka la pere . 

( NKWE) A 

(The claws of a tiger a re so sharp 
and painful that they make a young man 
t o dream . He wants soft porridge made 
from dagga . He wants to mix it with a 
ho rse's milk . ) 

Moiloa , unlike Ntsane and Khaketla , is limited in his poetic 

subject matter . He merely gives graphic descriptions and is too 

detached from his subject of discourse . His admiration for, wonder 

at , and experience with the animals and birds he i s describing, 

are not accompanied by intense fee:i. ing . The subjective element , ·· 
which in my opinion , is part of poetry , is greatly limited in the 

choic e of his examples . He is far from the animals and creatures 
he i s describing . Therefore one get s the feeling that one is deal­

ing with objective studies in a livel y figurative language. 
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Moila , unlike Ntsane , has not made his mark as a poet. His 

books do not yet reveal his artistic ability , whereas with Ntsane 

one is able to observe his poetic strength on every page he has 

written. However , Mo iloa ' s descriptions are superior t o those of 

Lesoro because the language or sentence constructions have not been 

trimmed down to suit a particular pattern , namely , rhyming. Novel­

ties in Southern Sotho poetry such as rh~~ e do not appear uppermost 

in his mind . He is natural in his expression and he watches his 

animals like a delighted hunter who is merely there to describe what 

he observes . His descriptions still lack that inner spirit and self 

expression which const itute poetry . Yet Moiloa 's contribution can­

not be ignored . If his poetry can be recast and mo re life and move­

ment infused into it , the reader will be persuaded to feel and ex­

perience as the poet did . Des cr iptions and paintings which are as 

dry as dust cannot move the soul and capt ivate the mind. This is 

Moiloa ' s weakness , he describes animals , but does not share with 

his readers his pe rsonal experience with these creatures that con­

stitute his subject matter . 

Our modern Southern Sotho poets compose poetry on a wide 

variety of subjects . They differ greatly in their achievements. 

Ntsane and Khaketla have risen above the average standard of mere 

des cription of scenes , situations and unconvincing emotions. Their 

poetry serves a purpose - it is the medium through which they speak 

to their fellow Sothos . Others like Lesoro (in most of his com­

positions) have created ' poetry' whi ch otherwise i s ordinary des­

criptive narrative . Th e va rious themes are treated with no other 

aim than to write poetry . Moiloa ' s animal poems are objective 

studi es . He is not really involved in what he de scribes. 

Mohapeloa has composed p oetry on a variety of themes , but his 

poems are not as embracing a s Nt sane's or Khaketla 's. These two 

poets speak through their poetry . Their poems a re not me rely a 

thing of beauty but they are well considered lessons, petitions , 

warnings or advice . 

Khaketla's poetry will receive special attention in the next 

Chapter . 
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CHAPTER THREE. 

Khaketla is one of the most interesting poe ts i n Southern Sotho. 
His poetry reveals him as a sens itive , restless and quick mind press­
ing t o reform or r eshape Southern Sotho poet r y - inde ed Southern 
Sot ho literatur e as a whole . In this attempt t o reform, Khaketla 

f oll owed European models , in some he imitated even the very thoughts 
expressed . His NAHATHOTHE is a cas e :·;n point . It reminds one of 
William Cowper's SELKIRK . In his earlier attempts Khaketla follo w­
ed European models blindly and soon found himself l imited by the 
pat terns or models he wished to emul ate . It is difficult to sa y 

ca t egorically which European poets influenced him , be cau s e even if 

he might have copied thoughts expressed , as in the example quoted 

above , the presentation was entirely his own . Fur ther , the ques t ion 

of influence in a poet ' s work does not lead to a tr~y objective 

s tudy, since no study of external influences can ever be conclusive. 

Per s onal factors or socio- politi ca l fa ctors whi ch i nfluenced a poet 

can be traced , but , in themselves , they co not c onsti tut e poetry. 

However , factors which helped to shape Khaketla ' s poetry will be 

examined where they lend themselves to a closer study. 

Khaketla's poetry is too intellectualized. He s e ems to beli eve 

that the poet can reason out an experience and unfol d it as a pass­

ionate , intense and captivating r ealization . He believes that the 

r eader can derive pleasure in a reasoned or well thought out sen­

sation . His imagery is artificial and consciously controlled or 

dire c ted . The reader gets the impr e s sion that Khaketla reasons out 

a mental picture and then tries to cause s ensat ion , or t o i mpress 

h is readers with his emotion - pa cked wor d-ioages oHe is too c ons ci o~a 

of t he fact that he is writing poetry , so much s o that he a llows his 

i magination to control him. 

Before analysing Khaket l a ' s poems , it is ne cessary t o examine 

hi s ideas about poetry . In his prefa ce to DIPJHAMATHE, Khaketla 

s ta tes that the three important elements of poetr y ar e imagin~tion, 

fe~ing and rhJ[thm, Unfortuna tely , the poet does not discuss im­

agination and feeling further , for he takes it for granted that the 

r eader knows what they consi s t i n , a nd what their function is, in 

poetry . His concept of rh~hm for Southern Sotho i s not very 

clear ly defined . As a result his argument on rhyt hmic . pattern is 

confu sing. His differentiation between the ear lier Di t hoko (praise 

poems ) and modern poetic composit i ons is bas ed on t he s e three el­

ements or pre- requisites of poet r y . He notes that imagination 
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f eatured greatl y i n prai se poems, and he a l l eges tha t f eeling was 

s poradic and rhythm i r regul ar or imperfe c t. The i mpli ca tion is tha t 
Dithoko did not constitute great poetry . Khaket l a appears not to 

under stand the real purpose , val ue and structur e of pr a ise poems . To 
him t hese are nothing more t han pie ces for self-gl orification 

(Boithoriso) of chiefs , military leaders , makol wane (initia tes) and 

praises of cattle and horses . There is)according t o h i m, no fee ling 
in pr aises and the rhythm is faulty. 11 This is however n ot the case . 

Dr. Guma , iD his docto r al thesis , THE FORMS , CONTENTS AND 
TECHNIQUES OF TRADITIONAL LITERATURE IN SOUTHERN SOTHO (Unisa ) and 

t he pre sent writer, in his Article , THE GERMI ATION OF SOUTHERN 
SOTHO (Un:i.sa ) , have indica ted that prai se poems s erved a purpose 

among the Sothos; they ha d their own structural f eatur es different 

from those of European poetry , and their rhythm was a resul t of a 
r apid succession of accentuated (stressed) and unaccentuated (un­

str essed) sylla bles . Khaketla ' s ideas, espe cially on rhythm , a r c 
misleading. He fails to make a c lea r distin ~ J_. i on between rhyt hm i n 

Southern Sotho poetry, which is bound up with the structure of t h e 

l anguage , and the metrical scheme which , in European po etry , is 

cons ciously applied by the poet . Khaketla ' s theory amounts to this 

that the poet must cons ciously determine the mus ical flow of his 

ve rses by making sure tha t each line consis t s of a certain numb er 

of s yllables. The poet must interfere with the f orceful i mages in 

his mind and the emotions which are evoked by su ch images, i n order 

t o have a particular flow of lines. The differences b et ween 

Sout hern Sotho an d any other European languages a r e so grea t tha t 

we cannot expect the poetic l ines of these languages t o show a 
uniform r hythmic patter n . Khaketla is blind to thi s f a ct . Wha t 

he wants is metre - metre a s understood and empl oyed in ~~ropean 

poetr y . 

Throughout his analysis of other poet ' s wo r ks , Khaketla com­
pl ains that they have no ba ck bone - rhythm . The truth is that 

ther e is no poem, no matter how poor it may be , without a r hyth­
mic scheme . The nature of the poet 's message, h i s f eeling and 

exper ience at a particular time , deter mine the mu s ica l flow of h i s 
words . This pattern may be different from known metr ical forms in 

European l anguages , but this does not mean that t h er e i s no metre 

in Southern Sotho poetry , be it Dithoko or modern a ttempts. It is 

11 . ) Khaketla, B. M. Dipjhamathe , APB , 1954 , p . l 4 . 
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inter esting to not e that Khaketla realiz ed that rhyming could not 
suit Southern Sotho poetry becau s e of t h e mor phology of the language. 
Tone, and not identical spelling , play an important role in rhyming. 
For Southern Sotho, only poor eye rhyme would be possible, because, 
although the words would be s pelt a l ike , their pronuncia tion would 
differ , for the vowel phonemes differ . Note the following examples: 

Dipula di na halelele , 
Ernpane se ditlwebelele . 
"Rains f all for a long 
time but there is no 
down fall . " 

• • • • • • 

Ha re sa tla ya lolololo 
Re boledisitse haholo . 

(Dinoka tsa Ngwaha . ) 
"We shall not speak long 
for we have praised gr eatly." 

Again , words have to be spelt and pronounced a l ike before like end­
ings could be employed. Khaketla rightly asser t s t ha t the endings 
woul d then consist of almost similar words whi ch woul d make the poem 
monotonous and destroy the reader ' s interest . But it is surprising 
to note that he was unable to see rhythm in the same l i ght as he 

s aw r hyme- that Southern Sotho poetry's metri cal schemes cannot be 
r epli cas of European metre . His use of the term rh~.hm is r a ther 
vague as is his expression 'poetic fire' . The poetic effect of a 
poet ' s stanzas is determined more by the content , images and emoti­
ons cmnt ained therein , and not by a regular pulse-measure, as 

Khaketla seems to suggest . 
Khaketla's DIPJHAMATHE is important not only f or his own com­

pos itions, but also because of his able survey of t h e h istorical 
devel opment of Southern Sotho poetry from Mangoaela 's DITHOKO TSA 
MARENA A BASOTHQ to his da y . Although he is consciously a ttempt­
ing t o subdue his verse t o a fixed 'pulse- measure', t he form of his 
poems is not very different from that of other moder n Sotho poems. 
Certain structural features of prai se poems , e . g . r epetition of 
wo r ds, still appear , although they are given colour t o disguise 
t hem. Note parallelism in the following exampl e : 
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Raputswe leoto le ka l ebitleng , 
0 tshwere letsiri , o tshwere mo s eha, 
0 bile o tshwere le bona ba sekgo , 
Takatso ya hae ho qala dithota 
Tsa mohlamonene , dithota - boseya . 

(Thakahadifele . ) 

(Raputswe's leg is in the grave , 
i . e. he is near his end . He 
holds firmly and fast to the 
straw and to the spider ' s web . 
His main wish is to r e turn to hi s 
youthful days and start life afre sh. ) 

Even though Khaketla intended modernizing Souther n So tho poetry by 

attempting to employ metre as u~derst ood in Eur opean languages, he 

di d not allow outward fo1~s to govern h is po e try. The experience 

unfolded is still intense and deep, the i magery r i ch an d v a ried . 

According to t he poeti c st r ucture and imager y Khaketla' s 

p oetry can be divided roughly into two , namely , hi s earlier at­

tempts , and his later compositions , which are more mature. I n his 

earl ier poetry Khaketla tried to 8nforce rhyming , European metre 

and other techniques that help to build European poe t ry. The po e t 

was limited in the presentation of his subje c t mat ter because he 

~as committed t o external rules a nd outward appearances of poetry. 

He had to satisfy like endings and ha d to rearrange words a rbi t r ar­

ily to enforce thi s rhyming . For thi s reason he wa s unable to u s e 

natu ral and forc eful word- images. Words were groupe d t ogethe r i n 

verse form and given an outward appearance of po e t r y , but t h e po e tic 

struc ture wa s f ore ign to the Sotho idiom. The imagery tended to be 

shallow and meaningless because it was to o artifi cial a nd intellec t-

uali sed . 

The poetic experienc e mus t be felt and re-li v ed a nd no t con­

sciously crea ted or subjected to a l ogi cal buildi n g up of word 

images . The moment it is reasoned or rationalized , i t loses its 

power to attract . 

However , a rig~d demar cation between Khaketl a ' s ea rlier and 

l ater poetry is not po ssible because some of the f eatures observed 

in his e a rlier poems are s till p r esent in his l ater at tempts. For 

example , one still observes the rigid, uncompr omi s ing and reasone d 

rhythm , poor eye rhyme and faul t y divi sion into s t anza s, even in 

the later and more mature c ompos i tions . But it i s no t difficult 

to note gradual change s i n his approach to poetry f r om the earlier 

NTWA YA ABISINI A to the v ery last LEFU LA MOTLOTLEHI MORENA GEORGE 

Vl . In his preface to DI~JHAMATHE , Khaketla hims elf observes : 
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bitter feelings towards the 'enemy' are not hidden . The us e of 

s imiles, parallelism , interjectives and ideophones , heighten the 

sufferings of the Abyssinians , a nd intensify the poe t 's h a tred f or 

the Italians whom he regards as cold- blooded murde r ers. However, the 

r hyming , which is ma de up almost entirely of similar wo rds, is mon­

ot on ous , and the rich imagery is weakened by the anti-cl imax in the 

last line of the second stanza . The poet began by de s cribing h ow 

the enemy poisoned and mained infants, women and all other defenc e­

less p e ople; but he fails to maintain the somber atmo~phere . Even 

c ows are suffocating. This anti - climax immediately destroys the 

po em . 

The poet regards war a s European aggression a gainst t he Black, 

e. g . NTWA YA ABISINIA, or as a means of exploiting t he Non-European 

and rushing him into danger after de c eiving him , e . g . NTWA YA JERE­
MANE (1914) . As if all the white nations were against Abyssinia, 

Khaketla says: 

Makgowa masene! Makgowa maqiti ! 
Aka o tshwarisa lefeela seriti ! 
A ba o dudisa hodima mashala, 
Wa sala o berehakile dipala . 

(Ntwa ya Abisinia . ) 

(How cunning and untrustworthy 
are the Europeans ! They ca n de­
ceive a nd let you hold on to an 
empty shadow! They will let you 
sit and burn on hot coals until 
you are roasted . ) 

Throughout the poem the poet does not hide his hat r ed for the 

Italians and their cowardly methods of fighting , and h is contempt 

for the English, whom he regards as mean betrayers. In a sneering 

f ashion Khaketla observes: 
Ke tsena tsa Manyesemane ditaba , 
Ha di lokodiswa ka bokgutshwanyane; 
0 di mamedise o tle o di tsebe , 
Hobane di tletse ho thetsa le babe l 

(Here is a brief acco~t of the 
English: Listen attent1vely so as 
to know them for they are full of 
deceit and evil . ) 

But Khaketla is over critical . He drags into the poem i rrelevant 

fact ors, simply because they intensify his bitterness a nd h a tred 

for the 'enemy' : 
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Ona kopano Mobuso o lonya ! 
Wa tla re hanela ka tsona dithunya ; 
Ke bo- Raletsoho l e ka bo- Malane 
Ha engwa l ehopo , ha anwa k a Jane : 

Hobane ha a ratwe, o a nenwa ke rona . 

(This cruel Government of the Union 
flatly denied us weapons ! Ralet s oho 
(Hertzog) and Malan f ormed an alliance 
to betray and sacrifice Jan (the b l a ck 
man) for he is hated and discriminate d 
against . ) 

In Ntwa ya Jeremane (1914) the poet is angry e specially when 

he remembers the empty promises made: 

Ho jwang kajeno? E timile hlaha . 
Ya tingwa ke mang? ke madi a Basotho. 
Tshepiso di kae tsa bolokolohi? 
0 tsebe , ngwaneso , setsweng ho hol e! 

(What has happened today? The fire ha s 
been extinguished . Who did it? The 
blood of the Sothos . Where are the 
promises for independence? Brothe r , 
know , the answer is never ! ) 

The greater part of the poem is mild and ineffe c t ive when compared 

with the same war motif by Ntsane. The confusion , fear, anxiety, 

danger and uncertainty of 1914 a re p corly reflec ted i n: 

Ke ofe ya sa kang a u~lwa modumo? 
Modumo wa dithunya le wa dikanono? 
• 4 • • • • • • • • • • • • • • • . . ho ruthuthwana , ho lla dikanono? . . . . . . . . . . . . . . . ' . 
Dipoho di a kweba , di fata makwatsi . 

(Ntwa ya Jeremane (1914) . 

(Who did not hear the roar and ex­
plosions of guns and canons when 
men destroyed one ano t her? The Bul l s 
are bellowing and raising storms . ) 

These lines cannot mat c h Nt s ane ' s very vivid and ex pressive lines: 

Ha thwasa lemo sa ditsietsi , 
Lemo sa ho kgaba ka di tlokotsi; 
Lefatshe kaofela la hwasa , la duma , 
Matshwafo a batho a phahama , a uba; 
Tau tsa hotetsa hlaha mawatleng , 
Tsa hloka kutlwano makgotleng . 

(Lemo sa 1939) . 
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(A year of anxiety and hardships 
came to pass . A year when the 
world was clothed in bitterness , 
sorrow and uneasiness . The world 
was confused and unsettled . Men 
were in constant fear and were 
restless . Lions had set oceans 
ablaze and they disagreed in 
world councils.) 

In LEMO SA 1939 the atmosphere ofanxiety , hostility , fear and in­
security is captured in the most exciting language and effective 
metaphor • 

According to form Khaketla ' s elegies may be classified with his 
earlier compositions . But these elegies are more serious intense and 

more penetrating. The experience is natural , and the imagery is 

ri ch since the poet expresses his genuine feelings . However, these 

elegies are not all of the same high standard . BA SA KGUTLANG and SA 

MMOKOTSANE are more mature than BAILE. Other compositions of this 

category are LEFU LA TSHWANAMANTHATA and LEFU LA MOTLOTLEHI MORENA 

GEORGE Vl; but these will receive furthe~ attention later. The pain 

and f inality of death are fully realized by Khaketla in SA MMOKOTSANE, 

BA ILE and BA SA KGUTLANG . To him death is darkness after sunset, the 

cold that accompanies the moon on a chilly night , the painful and 

numbing sting of wild bees . Within a week Khaketla had lost his 

sister and his mother . In this dark hour of death he could not find 

consolation, for his sorrow was beyond explanation . 

Bohloko ba pelo, mahlohlwa- mahlwele , 
Bo tsejwa ke mang hara basotlehi? 
Bohloko ba lefu , mantswa- haholo , 
Bo lama ka motsu wa Qotshi - semana , 
Matshwafo a ube le pelo e tshere , 
Motujwa e be ke a ka ba sa tswalwa ! 

(Baile . ) 

(Who knows utter distress and severe 
heart pain among all sufferers? Sorrow 
and pain caused by death pier ce and 
sting like the sting of wild bees un­
til the lungs are inflated and the 
heart is numb . The sufferer will even 
wish that he had not been born . ) 

Note the despair in the last three lines quoted above . The sorrow 

increases as the poet uses simile and metaphor to explain his cir­

cumstances . Death struck like lighting and crushed the spirit. Sorrow 

and pain increased as the orphans compared themselves with other 

Children who still enjoy a warm home and their parent s love: 
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Tsena ditaba tsa tla sa letolo , 
Tsa otla pelong, tsa sutla masapo; 
Nyene , bosiu keledi tsa q~itsa , 
Ka lela sa hase ya konyana 
E bona tse ding di ntse di anya , 
E batla ho anya mma yona a shwele •. 
(This news came like lightning , 
struck and crushed the bones . Day 
and nigh t tears oozed (flowed) . I 
cried like a lamb wishing to suck 
from its dead mother when it sees 
others sucking.) 

The wor d qhitsa (to ooze) suggests the sorrow and severe pain caus­
ed by these deaths . Tears were uncontrollable . 

The greater part of this poem is everyday l anguage presented in 
verse form . There is nothing poetic in the foll owing stanza except 
for the poet's pursuit of rhyming: -

Selemo e ne l e sena sa sekete , 
Makgolo a sona a reba bonngwe; 
Mashome a sona a be a le mane , 
Kgwedi athe e be le Hlakola , 
Matsatsi e qetile mashome mabedi. 
Metso ya ona e phetha boraro 

(Baile . ) 
(It was in the year Nineteen forty 

. on t':le tua!).t~r- -::.:_ .. i :::-¢1: of-.FE?bruar y .) . 
Occasio~all:r th~ po_et rises a(?~ve ~rdinary def?cription. ~or :n-

_stance, when the poe~ switc~es over to his mother's death,Khaketla 
says: 

Ha boela ha hlaha masetla- dibete, 
Manyamisa- pelo, maomisamoko 
A hlatha leqeba l e e s o hwame. 
(Again shocking , disheartening 
and painful news s tru ck before 
the wound had healed . ) 

The poet's sorrow is captured in the following l ines. Their deep tone 
ere ate a somber atmosphere , their s l ow movement echoes the poet . .a.s 
moaning and weeping: 

Ba ile , ba ile , re boMolahlehi , 
Ba ile , ba ile , jo motso qhalane; 
E ruri ba ile h o ya re lokiset sa 
Bodulo , koa pele , Eganyeng ye Rae, 
Moo yohle merafe e phutheh elang , 
Moo re tla kopana le bona ka thabo. 

( Ba i l e . ) 
(They are gone ; gone they are and 
we are the lost ones . Alas! they 
are gone and our home is destroye d. 
Indeed they are gone t o prepare a 
a place for us i n His Glory , where 
all nations shall gather in j oy and 
peace . ) 
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Khaketla rises to great heights in the last stanza although his at­
tempt at rhyming is faulty . The imagery or ideas may be borrowed, 

but their presentation i s unique to this poet . There is hope and 
comfor t in the l ast l i nes of the poem. 

Lefu , leshodu, o se itsokot se! 
Le hoja makwala a o bitsa Ramatla, 
0 mafefohane se sitahloohwana ! 
0 tlisa boroko bo bo kgutshwanyane, 
Re tsohe kapele , motsohela ruri -
Tsen~ya hao e se thithibane ! 

(Ba ile.) 
(Death, you t~ieJre ~ be not proud 
even though cowa rds call you the 
a ll powerful mas ter . You are but 
a weakling bl own about by t he wind. 
Your sleep i ~ only t emporary , for 
we shall ris e for ever when your 
sword is blunt .) 

In SA MMOKOTSANE kha~etla becomes so bitter against the world 
that he wishes to follow t he deaf~ The death of his younger broth­
er wa s too mt ch for h im . 

Senohe ke mang a ka tle ho noha? 
A nohe ekaba Hodimo le ka 0? 
Tshupa ne ke ~~ng a ka ntshupise? 
A su pe ka pele ke bone mokgotho? 
Mokgotho a kgorula ya le s o lesafo -
Sella, sekwala sa bana ba kwena ; 
Ke bon e mathwa o a mcmya buke t so , 
:e ~ale mohlal a sa ntja lekesi 

Lephoko la hlolo le e hula ka nko , 
E f ohla maphao , e bala di qhobo, 
!ilangope ka ofel a e a hlwela kgafetsa . 

( Sa Mmokotsa ne . ) 
( \lho is a diviner to snell out the 
way to heaven? Who can be guide 
to point out the way to our last 
born , t _ e very stopper of our clan, 
Sell o , the l a st born of the Croc­
odile tribe?Let me ne e the multi­
tudes and leaTn to track like the 
terrier following a rock-rabbit in 
big rocks and caves, examining 
dongas a t short intervals.) 

This poem is better writtc~ than BAILE. Khaketla 's stanza tech­

nique, although no t perfect, is controlled by his ability to group 

together related ideas . Where his imagery is one sense unit, this 
poet avoids too many stanzas . The onenes s of the experience and 

images in this poem ca not be doubted . Where Khaketla unfolds his 

feelings, he i s less b ound by artificia l rules he usually sets for 

himself. 
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The poem reveals the picture of a heart- br oken person who ha s 
l os t something precious to him . But the poet does not allow sorrow 

to engulf his mind . He finds consolation in Tennyson's words, wh ich 

he translates but only to explain his own thoughts and belief: 

Tshwarelo bowatla ba pelo tsa rona 
Ho llela palesa ya rapa sa hao; 
Re rute re kgolwe dinnet e tsa hao ! 
Ho swetsa bara le baradi ba hao 
Ha ho yo Hodimo , morero o mong: 
Palesa ya hao ya motetengwane 
E kgile ho phema a sera maraba , 
E metse fubeng sa hao, Morena , 
Mophoko wa yona ke madi a hao ; 
Totisa la rona lerato ho yona , 
Hobane e metse pelong ya konyana , 
Mohlola-lerato le bona bophelo . 

(SA MMOKOTSANE) 

("Forgive my grief for one removed , 
Thy creature, whom I found so fai r. 
I trust he lives in thee, and there 
I find him worthier to be loved . ") 

- Alfred Tennyson . 

The sinking of the Erinpura in 1943, in which six hundred and 

twenty- four Baso tho were lost, moved Khaketla to compose the touch­

ing elegy below ~ The eerie atmosphere i s re capture d by the tone of 

the poem after the Germans had sunk the ship . The s ilence which is 

br oken by the sporadic hooting of the owl intensifies t his eerie 

atmo s phere . Everything, natur e and animals of the veld seemed to 

portend this disaster. Read the following lines to feel the un­

easiness and anxiety: 

Naledi di qala ho re bonesetsa , 
Empane le tsona ke ka lekgonono; 
Esita le kgwedi e hana ho hlaka 
Le hoja hodimo ho se mararana . 
(The stars begin to give us light 
but even then reluctantly . The 
moon also refuses to be bright al­
though there are no clouds above . ) 

Ho kgutsa ha naha ho ya sisimosa , 
Ha ho na lerukgu, ha ho mohlwathatsa , 
Ha ho na dipina haese sephooko , 
Lentswe la sona le tletse kgauho; 
Ekaba bopuwa di laola eng? 
Ekare taola di wa mohlakola ! 

(Ba sa kgutlang . ) 
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(The silence of the land creates an 
eerie atmosphere for there is hardly 
any life except the hooting of the 
owl whose voice is sorrowful . What 
do all these portend? Something 
terrible is going to befall us . ) 

In a lively and figurative language the poet descri bes the sadness 

over t he land, especially in the homes of the vi c t i ms, when the sad 
news was 

received . Despite this sadness, the poet is proud of these 
noble heroes who died for their land: 

Ba shwetse di kano ha ba re swabisa , 
Ba qwetse ba thotse ba sa rebesele , . . . . . . . . . . . . . . . . 
Ba ile ha ho na le mohlakodiso , . . . . . . . . . . . . . . . . 
Empane la bona lebitso le setse , 
Re tla le tsebisa ditlolo tsa rona , 
Di tle di ba rate , di ba hlomphe . 

(Ba sa kgutlang. ) 

(They did not disgrace us fo r they 
honoured their oath of allegiance 
to the end . They sank in silence 
without screams . All are gone , not 
even one remained . Yet their name 
remains . We shall pass it on to 
their grand children to love and 
to honour them . ) 

Like in the previously dis cussed elegies , Khaketla echoes the 
melancholy image that seems to run though his elegies: 

Ba ile , ba ile ha re sa ba bona, 
Ba metswa ke diba bo lonya , lewatle, 
La tsosa maqhubu a kgema ka bona , 
Dimpa tsa bona ya ba mapatl elo , 
Ho tsona maqhQOu a retha sealulo , 
A tjhalametsaka , a tsudubutlana ! 
(Alas ! They are gone for ever . 
They were shallowed by the cruel 
deep ocean ~ It raised waves to 
torse them about . Their bellies 
became the playground where t hese 
waves danced, rolled and scattered. ) 

In t he last stanza the reader can fee l and hear t he voice of Gray's 
Elegy. l2) 

Ho bona kajeno ha ho mahadima , 
Ho bona letsatsi ha l e sa tla tjhesa 
Ho bona sekoko k e tshomo ya maobane, 

12· ) It does not ne cessarily mean that Khaketla has taken over 
Gray's ideas . He might have a r r ive d at these words and 
thoughts independently . Bther poe t s whose works have been 
emulated by Khaketla are Browning and Mil t on . 
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Ho bona koboto ha se satla t s e jwa -
Monyaka le thabo ke lefa la bona , 
Hobane ba shwetse tsa bona dikano . 

(Ba sa kgutlang . ) 
(For them there is no longer light­
ning. The sun will not smite them 
again, the cold is but a lost tale . 
Real joy is thei r heritage for they 
died honourably~) ' 

The characteristics marking K11aketla 's earlier poetry are evi­

dent in NNETE E BOWNA HgbFE. Thought is placed above feeling. The 

poet is more interested in the logical flow of ideas, overloading 

his poem with brilliant symbols, analogies and contrasts. In this 

poem Khaketla stresses the temporary nature of all things around him 

and l ack of sincerity . Change is the inherent quality of all things. 

There is a note of sadness when he pronounces his emotional dis­

appointment a t this lack of permanence: 

Kajeno lerato le buswa ke wena, 
Ka moso le se le hlothilwe ho wena . . . . . . . . . . . . . . . . . . . 
Kajeno katleho , menyaka , teboho, 
Ka moso tlholeho , maswabi , tshenyeho . 

(Nnete e Bonwa ho ofe. ) 
(Today love is owned and controlled 
by you . Tomorrow it will be taken 
away from you . Today you a re pros­
perous, happy and grateful , tomorrow 
there will be distress , defeat and 
destruction.) 

Throughout the poem Khaketla reveals his dissatisfaction with this 

lack of real substance , meaning and truth. Any trust in the con­
crete world is full of disappointment and is therefore blasphemy to 

life and happiness . But the reader is left with the picture of a 
man who reasons himself into sadness and hopelessness . The poet's 
sadness can be 'reasoned' and not felt . The experience must be felt 

and not rationalized . 

This note of sadness changes in Mohlolakamehla because the 

Poet finds consolation in the fact that , although everything around 

him is transitory, the human spirit lives for ever . It is indes­

tructible . However, the language employed is common-place. There 

a re no forceful images b~ause the words employed are consciously 

controll ed and rearranged : 
Bopuwa ka moka tsa fatshe la rona , 
Dibuswa ke lefu , makgethula - tsohle; 
Mohlola- kamehla o mong ho tsohle; 
Ke moya wa motho , mohloka- sekodi . 
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(All creatures of the earth are govern­
ed by death , the reaper of all. Yet 
there is one i mm ortal being , the human 
soul without blemish . ) 

Note, that compound words , a characteristi c of praise poem, cannot 
be left out completely in modern Southern Sotho poetry. 

Khaketla appears to be a pessimist in Mariha a kene. He still 
emphasises the disappointment expressed in NNETE E BONWA HO OFE. 

The worl d with all its beauty is but temporary . There is a grain of 
bittern ess and emotional let - down in life and all things cherished 

most by us . Youth writhes in pain; his beauty and life are reduced 
t o nothing - just as winter destroys the lively green trees and 

s cented flowers . Joy and liveliness are frozen i n t he shrinking 

body , as snow shatters all the green leaves and dries their sap: 

Menyako ya pele ha ke sa e bona , 
Bo botle bophelo ha ke sa bo bona , 
Le botle ba naha ha sa bo bona , 
Le tsona dithaka ha k e sa di bona: 
Ekaba kajeno molato ke ofe? . . . . . . . . . . . . . . . . . 
(My earlier joys , successful life , 
the beauty of the land and even 
comrades are gone . What can be the 
cause?) 

Ke tshwana le tsona tsa hwetla difate , 
Kajeno ba tsona bophelo bo matla , 
Ka moso di se di fedile bonatla: 

(Mariha a kene . ) 
(I am like trees in autumn . Once their 
life was powerful but t oday their 
strength and beauty are sapped . ) 

The poet is exaggerating his sadness and the poem loses its 
emotional appeal once the reader not es that the cause for this dis­
a ppointment is obscure . Hi s sentimental attachment t o t he "ignor­

ant" days of childhood, when sorrow and pain were n ot intense or 
were unknown , destroys the very image of sorrow the poet wants to 

Portray. Although the rhythm in the above lines is at tractive and 
r egul ar , rhyming is monotonous . 

Ho ba me bongwana ke ne ke iketla , 
Ho se kutlwisiso ya hor e le tla t l a , 
Le leng letsatsi , ho ba me bophelo , 
Le tlisa tlokotsi , mapal e sa - pelo: 
Empane kajeno molato ke ofe? 

{Mar iha a kene . ) 
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(! enjoyed my youth for the.2 I did 
not know that one day a day of 
sorrow, moa ning and difficulties 
will dawn . Vfuat ha s h appene d?) 

This p l ay on emot i ons d oes not enha nce the poem be cause it destroys 

the poet himself . He a ppears to be stan ing a loof, witnessing 

change s aroun d him, comm en t i r.g on the ir nature, ye t remaining emo­

tionally un di sturbed by t heir result . 

In a poem of t h is natu r e the reader must exper ience and feel 

the joys of lif e and the very mea n ing of life destroyed by physical 

chang e. The very t empo of exciting life must be observed gradually 

slowing down t o disintegration and disappointment or utter destruc­

tion_ Mi spla8e sentim~ntal ity , unbalar. c ed by c onvincing situations , 

facts and thoughts, cann ot l i ft u p t h e po em ab ove the concrete 

world. In t h is poem ~here is n o rea l attachment between the poet 

and his subject of di~cours e . Th ere is undue pe ssimism - The 

different p o e tic ima g e s do not c omb i ne into a coherent whole of 

feelings and attitude s to b e re s p onded to by the r eader. 

Khaketla can 9mploy anal o~y effectively in his pursuit of the 

symbol, the imag e to unfol d his t hou gh ts: 

Bo j walo b ophelo ba lefa tshe lena , 
Ho motho , phoofolo, le y ona n onyana , 
Sebata , lerutl e , l e ycna k okwana , 
Ka moka di na l e ma riha a tsona : 
E~aba kajeno mola to k e ofe? 

(For man, animal , bird, beasts, 
locust and even ins ect, life is 
t he s a me . They a ll have their 
wint er . 'ma t is the matter t oday?) 

Boseya ke selemo sa motho, 
Mm e botjha e tlo ba h l abula la hae; 
Bok wa t la k c lona l eh:1etla l a hae , 
Boqheku e tlo ba rnariha a hae: 
Ekaba o sa re mo l ato ke ofe? 

(Mariha a k ene.) 

(In fan cy is man 's s pring, youth 
his Summe~ , middl e age his autumn, 
a nd seni li t y his win ter . Do y ou 
still a s k vrhat is the mat ter?) 

KGOTSOFALO reveals anothe r characteristic of Khaketla. Among 

his many doubts about human natur e , he resigns himself to the will 

of the Creator. He expresses undyi ng faith in the Almighty, despite 

the turmoil in which he finds himselfo Man is dissatisfied with 

almost everything , but "let thy will be doneft" 
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Ho ka tla motjheso, ho ka tla maruru , 
Ho ka tla medupe , ho ka tla ditlala , 
Ha ho na lebote ke kgotso e tshweu , 
Takatso ho phethwa ya Radibupuwa . 

(Kgotsofalo . ) 
(Heat , cold, down pours or hunger may 
come, it does not matter . We are 
satisfied , the creator's will is 
done . ) 

The poem is not well written but the use of alliteration beautifies 

some of the 'stanzas .' 

Ka tsona ka kgitla ka kgetjha lehola , 
Mosala a sala a monya ditshifa; 
Kotulo ya fihla ka tjhaya sekete , 
Sekgoba a ba re ke filwe tjalaba . 
(With them I struck and hoed the 
weeds . Mosala remained draining drags . 
When harvest came I gained a thousand . 
Sekgoba received plenty. ) 

Sunset unfolds the glory of God and the beauty of na ture. In 
HA LE DIKELA Khaketla is absorbed by the brilliance of t h e setti ng 

sun , t he shining glory of the stars , the beauty of the mighty, 
rugge d mountains . A vivid image of the atmosphere a t sunset i s pre­
s ented . The rays of the sun are described as the sprea d tail 

f eathers of a turkey: 
Ka le tadimisa ke dutse kantle , 
Ha le tetebela ka nko mobung, 
Le le mahlasedi a kang tsenene , 
A tshwana le sa kalakune setono . 

( Ha le dikela .. ) 
(I stared at it as I sat outside 
whilst it sank its nose in the 
earth . Its rays were sharp like 
the spread tail feathers of a 
turkey . ) 

The effective use of simile and personification reveal s t h e poet's 

temporary suspense and satisfaction . The wondering of t he mind in­
di cate s temporary upliftment from the concrete worl d , beyond human 

str uggle and confusion . 

The poem is not arbitrarily sub- divided for , in Khaketla 's 

mind , this is a single sense unit , a single experience. Khaketla 
i s f ond of relating natural phenomena and happenings t o human life 

and da i ly occurrences: 
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Ka di tadimisa ka ngwaya phuwana , 
Ka bua ka pelo ka Qeta ka hore: 
"Bathe le rona re ka dinaledi; 
Ba bang ke maralla, ba bang ke dithaba; 
Le hola kamoka re ile ra tswalwa , 
Wa rona Mohlodi ha a tswa dimpho , 
Seatla ha se a ba mohlohlo ho bohle , 
Ha re ke tshwana ka kganya ke hona , 
Leleme le filwe le tsipa- sehole, 
Kgeleke ba lona bo kgetha masafo . " 

(Ha le dikela.) 

(I stared at them and scratched my 
head . I thought: "Even we people are 
like stars . Some are hillocks, others 
are mountains. Although we were all 
born, our Creator did not give His 
grace evenly. His hand was not smooth 
with everybody . It is for this reason 
that we do not shine alike . A smooth 
tongue may be given to a fool . His 
fluency may shock many . ) 

Khaketla admires youth, its fire, s pirit, pride , strength and 

beauty . He becomes a symbolist - if he is not one already - when 

he describes the brilliance of youth. Concrete and direct compari­

sons are given to create a perfect symbol of youth and its charac­

teristics . 

Hlabula masimo a tlala botala , 
Dinoka di kgabe ka mets i-matshwana, 
Mephoko , dithota , ka mehala ditwe; 
Ba batjha le bona le na le mokgabo: 
Wa lona mokgabo ke botjha ba lona. 

(Bot jha . ) 

(In 3ummer the fields are green . 
Rivers are decorated with shining 
water. Hills and plains are covered 
with beautiful flowers. Youths have 
their beauty . Your beauty is your 
youth . ) 

In his pursuit for the image , Khaketl a selects apt examples . He 

notes that beauty is surrounded by many dangers . Youth must be 

aware of them in order to avoid them. Butterflies , even beatles 

and green flies, flock to the s wee t smelling and bright flowers; 

the worms , weavils and stalk- borers find their way into the stem 

or stalk and suck the life- giving sap and juice until the flower 

whithers and dies . So it is with youth: Many pitfalls, traps and 

evils are lurking in the air to besmirc h and destroy it . Although 

the lines of this poem are uneven and the rhyme scheme is imperfect, 

the image is forceful a nd illuminating . 
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Botjha , palesa s ebitsa- diboka , 
E bitsa dinotshi, e bitse dib oba , 
E bitse le tsona dikgolabolokwe; 
Sesedi se kena mothapo ka fatshe, 
Se fure mokong , dishweshwe di pone. 

(Youth , the flower that gathers 
crowds. It attracts be es , dragon­
flies , as well as beatl es . The 
weevil penetrates the root , sucks 
the sap until the flowers shrink . ) 

Itlhokomeleng le se ke la tshwaswa , 
Maraba- mehlahlwe a rarile hohle; 
Mautla sepheo ke ho silafatsa , 
Ho robokelaka t lokola ya lona: 
Ya lona tlokola ke botjha ba lona . 

(Bot jha . ) 
(Beware and guard against falling 
into traps that have been ...se t ,all .a'l:'ound 
you . Lucifer ' s aim is on e: to be­
smirch and break your wonderful 
crown which is your youth . ) 

O~her compositions of Khaketl a l a ck the l ife and spirit of 

poetry. They are ordinary narrativ es given in verse form. Examples 

a re DIKENKENG , his autobiography , MORENA 0 LE HLOKA KAMEHLA and 

THOLWANA TSA BOIKAKASO . Rhyming is enfor ced in MORENA 0 LE HLOKA 

KAMEHLA, but the contents still remain a religious message, deliver­

e d i n t he most unemotional language : 

Bofelo o ke ke wa ba bo qatsoha , 
Akofa ke hona se ka ri r ihl eha , 
Kgahlola letheka, o lahle bonapa ; 
Meketso e etswa ho se mahahapa: 
Moreta o le hloka kamehl a . 

(Morena ole hloka kamehl a . ) 

(You will not avoid the last 
day . Arise , therefore , and leave 
your sluggishness . Shake yoursel f 
and be bu sy . Voice s a r e ringing 
to invite you . The Lo r d needs you 
always . ) 

THOLWANA TSA BOIKAKASO is an i nteresting composition by 

Khaketla . Begun on the 25th May , 1950 and completed in December, 

19 61, this poem shows clearly how the poet gradually revised his 

opinions about poetry over the years . The poet moved gradually 

from stiff conventionalism character ized by an attempt to emulate 
Eur opean poetic techniques, to fre e expre s s ion mar ked by a complete 

di srega r d for rhyme and other devi ces observed by European poets. If 

any s emblance of rhyming r emains in the later ver s es of this poem, 
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t his is accidental . Compare the less poetic opening s tanza s of the 

p oem with t he illuminating image created in: 

Mautla a ema, a ikokotlela 
Ka rumo la tshepe, bofihl a - marung , 
Mangol a rereka , lentswe tlakatlaka , 
Kaofela maton a a ba nyemotsana , 
A bona sa jwetswe, a bala diketso ! 
Kajeno ditaba di thipolohile , 
Bokgosi ba mehla le kganya mal oba , 
Di shwidifaditswe sa setsokotsane • . . . . . . . . . . . . . . . . . . 
(Lucifer rose and supported himself 
on a staff , an iron spear reaching 
the heavens . His knees were shaky 
and his voice wa s shivering_ All h is 
generals g l anc ed at each other, and 
learnt from their mast er ' s a ct ion 
that things had gone wrong·. Their 
reign and former glory had been 
swe pt a si de like a nhirl wind . ) 

Moqhak a wa hae wa pele , wa kganya , 
Wa fetoha hang dinaka tsa p oho , 
Aparo tshepe , tsa tshwana le tlapi; 
A mela dikgo l a , a mela mapheo 
Yaka mmankgane , mohloka- tshobotsi; 
Phetoho ya bonwa le ho mafapaka , 
Kotlo ya sera ya thomeha jwalo . 

(Tholwana tsa Boikakaso . ) 

(His crown of glory turned into 
a bull ' s horns~ His a rmour became 
the scales of a fish . The whole 
body was cove red with rough 

scales and he developed wings . 
He be came a bat without form . 
Change was evident even among 
his followers . Thus began t he 
enemy ' s punishment . ) 

The above po em reminds the reader of Milton 's PARADI~E LOST. 
.. , • • J 

"' ~en where Khaketl~· -curbe d. ··his f r eed6ti by clinging to borrowed 

p o e tic 'techniques , neno r a bl e verses'still crop u p .-This · is 
> I • 

evi denced y one stanza f r om the abov e poem and t wo others in the 

d!Cner~·/ik 'e poor· DI NAKOuvTS.A.rJNGWAHA . ' Note . how t he poe t represents 

th~ ~wiftness a n d d~s ··~ruction o~ the a ngel§ · ·bf· heil , · a nd the 

confu s ion and misery··e a used by them among men • 
. :. .. ..: . J 

Ba hana ho utlwa h a thesemetseha~ 
Ba tlola dinoka , h a tlola marako , 
Ba feferetseha dithota tsa tla l a , 
Ba feferetseha ma swalabahlana , 
Hara mehlanapa ba tlala p obodi, 
Pobodi ya bashwi ba tseka kepelo , 
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Ba nyaka Masisi a sa ba theletse , 
A kwetse monyako , a tinkeditse . 

(Tholwana tsa Boikakaso . ) 

(At once they lunged forward, crossed, 
rivers and jumped over high walls . 
They scattered to fill plains . They 
caused confusion and sorrowful cries 
and moans were heard among multitudes 
as they were invaded . They looked for 
Masisi who had turned against them 
and had securely closed the do ors . ) 

In DINAKO TSA NGWAHA - at least in two stanzas - Khaketla has em­

ployed r hyming more effectively . In one stanza he has created a 

living image of the torrents of water after rain and destructive 

erosion by unguided streams. This was achieved by skilfully playing 

on the like or almost like endings . 

Melapo le melatswana , 
Dikgohlo le 'dikg ohlwanyana, 
Di hwasiswa kevdiphor oro , 
Kahohle ho tletse meroro . 

(Rivers and rivulets , Canyons 
and dongas are in flood . In 
all dire ctions there are tor­
rents of water and loud r oars . ) 

The echo of the fl owing water is captured by Diphororo (torrents) 

and mer oro (roaring or confused sounds . ) 

The youth, liveliness and health of nature and animals during 

summer are described as follows: 

Majwang dimela - di tala, 
Marole a qala ho thala; 
Dipula di etsa qhafutso , 
Kahohle ho tletse kgotso . 

(Dinako tsa Ngwaha . ) 
(Grass and all plants are 
green , calves begin to jump 
about . Heavy rains cause 
mud all over . There is peace 
and satisfaction t hOughout . ) 

Note the significance of tala (green) , thala (to jump about), 

qhafutso (sound when wading through mud) and kgotso (peace . ) 

Other attempts where Khaketla struggles to 'think' himself 

into the poetic experience are MORATUWA , MONYAKA WA PELO and THOMAS 

MOKOPU MOFOLO . 

In Khaketla's early attempts there is a tendency to elevate 

thought above feeling . The poet was more interested in creating 
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sensati on by overloading his poems with obs cure or meaningless ima ges, 

the logical flow of ideas and sophisti cated r eas oning . However, his 

imaginative expression , rhythmic skill, de ep thinking and a rrange­

ment of i deas, indicated that Khaketla had the g ifts of a grea t 

poet. This potentiality c ould be devel oped to i ts fullest. 

Khaketla 's poetry - his later poetry - will receive further 

a tten t ion in the fol l owing Chap ter . 

' 
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CHAPTER FOUR . 

I t has be(n deocnstrated t ha t in his ea rly stages of develop­

n:G u-7: 6,; a F Oe..t Kh2.kctla 0::1ula t ed European poetry and the poetic 

~ec~niq~es employe· without due r eesrd for their effect on Southern 

SoJcho structu.:- e £'n d idiom. T:tere v·as a t -=- ndency towards too much 

i nt s_l c ci~~liso in ~is 1 0erns an l 0s8 f e Aling and r eal identifica ­

t:. on wi i. ... l the s :..1je c ..:.; n: tt~r . T 1e ioa:Scry wa s a t times rneaningle sD 

b e cause of the _oet 1 S ove r-consciousnGss t o appeal to hi s readers 

b y 1 f:'O:p~i c ti cat od 1 c y;::bo~.s, contras-:s and analogies . This, hov;ev er , 

d 'i. d no t c o:. tir.·.1 e indefini toly . Gradually a change became evident 

in his p .~ms . I~ake tla beg~n to realize t ha t poetry does not depen d 

0:1 ae::-J- -:.eti c a:' ran.s'"'::lo· __ J o~ lines on a p3.ge , cr a uniform set of 

~--=-' 3 e:~Ji.?'lg s or so :-:" -~ isticate d ~2 tre ; but poet ry is found in deep 

and i1:te~se f eeline~ , lof~y and unstained ideas - r evelati on of 

L~e i~ner self , a~ 1 ~pliftmant 1 from ~he concrete world . It is 

c~~et_i~g mo:'e ~3.n a ~ere des c~ip+ _ · on of scenes , objects and i D-

a r;.:.. :latio::t . 

In r- -·_s :-: o::· c.:e -'.:o DIPJHAMA .w hi -".3 r evised opinion is clearly 

~t~ _ rtJ s : G la er poems s re s upe rior to his early analytic 

r.:0 t r y r..1cre t~1e experi e:1ce was dissec ted until it had lost all i t ..:. 

c-ig.1ific2n C3. He c~3.n7e d fr om a thinke r who tried to describe or 

r~:ilr.:sorhi ::3 c:.bout i8 experience t o a sensi tive and passionate 

::_Joet . He b ': c ar:JG a careful po e~ who could combine artistic langu­

e.ge wi t_1 a thorc•..1g~1 t.:.. der s tanding of the morphology of the langu-

r r;r:> J~ o c ~e::J:~e L.l' l_ __ inating i !1a!:"eS - at least when compared v.ri th 
C~ ..,::,- ._. b 

t .e ear l ier composi tic:. -:. It ca r..n.o t be s a i d with certainty when 

the t~ans~ticn period c arn e , b~t it appea r s that h i s direct imi t3-­

-:~ion. of .''~ llia::J Co per 1 c SELKIR{ entitle NAHATHOTHE, is one of 

t~e l a s t poc~s wherG K~akotla tri 8 d to emulate European poetry, 

b oth i n oui. l>ard ap:pea~ance and ima gery . This ini tation did not en­

~2. . ce his poet!'y. 

NAHATHOTHE 'S op eni g stanza echoes Cowper's "I am the monarch 

of a ll I c !' ·eyf_:y r i ght there is none to di spute 11 Khaketla 

tried to cr c~~e he i ,age of a stra nded person in the wilderness 

v;~1 0 Ea de a ! effort to forge t his misery by resigning himself to 

f at e . 
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Ke kgosi ya tsohl e ts e mona pela ka , 
Nonyana , phoofolo , le t s ona ke t s a ka, 
Ke etsa _kahoh le kamo o ke ratang, 
Ke kgos1 ka mokgwa o phethehileng. 

( I am the monarch of all I survey . 
Bird , animal and a l l , are als o mine. 
I do as I please f or I am sovereign . ) 

In t h e second and third stanzas the poet tri es to present the 
desparate position of t his person and his bitterness. 

Ke sitwa ho bona monat e a bomong, 
Oo ba bangata ba o boledisang; 
Ke rata marata , haholo a batho , 
Ho feta hwatata le hole le batho . 
(I fail to derive pleasure from 
solitude which is often praise d by many. 
I love noises, especially from human 
beings more than the wilderness whi ch 
is far from peopl e . ) 

Ke tshwana le mokgu , ha ke na le thotho, 
Ke phela ka n cos i e se le mathetho, 
Ha ho na mantswe, bo sa ke lolame, 
Ke bile ke t shaba ho utl wa l e lame. 

(Naha t hothe. ) 
(I a~ l ike the l onely n oon wit~out 
batstsage . I am f or ever a lG>nEB1.7 person. 
~ h~ar nb v oices except mine whi ch I 
have beg~ to f ear. ) 

However, the quality of the sentiment is immature. The play on 

emotions does not evoke any fee l ing in the r eader . If it does, it 
is merely short lived , for it evaporates before even the next stanza 

~s begtin . The poverty of thi s poem is eviden t . The ideas and 
imagery are borrowed , rhyming is enfo r ce d , the f eeling is childish 

sent i mentality: 

Kgopolp ya motho la yona lebelo 
Ekaba le t shwana l e sefe ho dilo? 
Ha re le bapisa l e dilo t se ding 
Le feta hadima le thwathwaretsang ~ 

(How fast is a person' s mind ! With 
what does its speed compare? When 
compared with other things, it is 
faster than the f l ash of l ightening . ) 

Ha nka nahana moo ke tswa l et s weng , 
Ke bona kapele ke se ke l e teng; 
Empa kgopol o l e tjhebo kapele 
Di tlise maswabi , ke phake ke telel 
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(Once I thi nk of my birt h place , I 
immedi a t ely fi nd myself t he r e . How­
ever, memo r y and VlSlOn s oon b r ing 
sorr ow and disanpoint ment to dis­
coura£e me • ) --

Nonyana ka moka d i ya dihl aheng , 
Le diphofots:ana di ya diqhobong: 
Le lehvm ta teng e teng phomolo -
Ke sa ya phomola ke ya me toke l o . 

(Nabe.thothe . ) 

(Bi rds are a l l fly i ng t o the ir 
n sts . The animal s t oo -are goi ng 
to their resting pla ce~ Even he re 
in - :~e wi l e r ne ss the r e is r es t . 
I am going to re l a x f or i t is my 
right . ) 

' .A n e-:i Khe__{~ tla n.ppe'-"TG in illvff:Gj_ A MA::l~ A- I::1 poet i c t echnique t h c:r- e 

i s no r adi cal change from the earli er approach , but in s entiment 

a nd fe eling there i s a de f i nite change . In this poem Khaketla 

be gins on a sad note - the crufixion of Chris t . But t he poet 

states it in stra:ght-forwar d words and does not brood over it. 

Christ ' s death was not in va i n . The poet a dmires , and i s grate­

ful for the great lesson Christ t aught humanity - patience, hum­
ility, l ove and kindnes s . 1 3)Christ was hed away man ' s sins without 

discriminating against r a ce , creed or col our . The po e t , the re­

fore , f ails to understand why man has dis regarded these noble 

l essons : 

i kae ka jeno di t huto tsa ha e ? 
Tshowana wa nyonyana , o ne na Tshwanyane , 
0 s~~a moedi l ebaka -ahohle ~ 

(\Vhere hav e a l l ais l es sons go ne to? The 
white man i s naus eated by the Black man . 
He hates a nd di s criiilinat es a gai ns t him . ) 

The re i s a note of bitt erne ss and disa ppointment in the above 
l ines , but the poet s oon find s consola tion in Christ 's love and 

he be come s ve ry proud of his colour and racial ident i ty: 

13. ) 

Lebala l a hao ho j a l e nenwa, 
Le r atwa ~ Jesu Moholo wa hao , 
Se ka le nyedisa l e r a t e haho lo, 

Le wena Tshwanya ne , o kgobe ma tshwaf o , 
• 0 • • • • 

0 jare fapano s a ha o ka s ebete . 
(Morena Marena . ) 

It is int er esti ng t o no t e t he simi l a rities be t ween this 
po em and Vi l akazi's N~~ha~ik~ . However, Vilakazi's poem 
is more mature and expre s sive t han Mo rena Mare na because 
he has domi nion ove r his subj e ct matter and does' not a llow 
emo t i onal ut te r ance s to effa ce the purpos e of t his poem. 
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(Although your colour is hated, --- -­
Jesus, your Parent, loves it . 
Do not dispise it; love it more . 
You black one, be patient . Be 
courageous in the face of all 
your hardships . ) 

The poem loses its poetic effect as soon as the poet dwells on 
his own sufferings and humiliation . There is an exaggerated a nd 

unnece s s ary comparison between Christ ' s victory ove r sin and 
death on the one hand , and the Bl ack man's emancipation from the 

Whi te man ' s rule on the other: 

0 hlotse lebitla , a tlol a maut~a , 
A hlola ka kgutso batabi ba swaba; 
Le wena kgothala o haufi phenyo , 
Sebete ke sana sebetsa-ueholo , 
Lerato ke sana ~hamane sa tlholo . 

(He conquered death and the Devil . 
In silence He conquered, and his 
persecutors were disappointed . 
Courage is the key weapon; and love 
the very explosive of v i ctory. ) 

The e ffect of the poem is further reduced when int ense feeling 

de gener ates into hatred; a feeling f or revenge , mud-throwing 
and nagging fault finding . In the l ast stanza the po e t wishes to 
s ee hi s tormentors severely punished , Hi s hatr ed f or oppression 

and dis crimination are undisquised . 

Ba kalakatisi kaofela ba hao , 
Ba tla manakiswa • • • • 
Ba tla ja lehala la nyooko le phi r i . 
Ba phele ka photo ya di kokotane , 
0 phele ka mafi l e tso na dinotshi . 
(Your to~M2ft~B~sM~11£a~~ crushed . 
They will swallow their own bitter 
pill , and all the evils · whi ch ws re di­
rected against yo~. You wil l live 
on milk and hone y. ) 

The po em is however better planned . Metaphor i s e f fe ctively em­

ployed . Mere comparisons are felt as r eal and con cre t e situa­

tions. Note the effect of the l ine : 

"Ba tla ja lehala l a nyooko le phiri ." 
(They will eat the bitter ne s s of gall 
and wolves . ) 

One f eels the bitter pill or medicine bei ng for ced down the 

throa t of the unwilling plotter . The poet finds consola tion, 
sati sfa ction and complete redr e s s fo r the many wro ngs in this 
punishment . Further , one finds in Khake tla 's us e of me taphor an 
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interesting f eature . There is a tendecy to keep the two symbols 
of comparison apart in the stanza, but in the mind image, they 
form one powerful unit. 14)one object reinforces the other e.g.: 

Sebete ke sona sebetsa- seholo, 
Lerato ke sona qhomane sa tlholo . 

( Courage is the greatest weapon , 
love the bomb of victory . ) 

Note the relationship between sebete (courage , literally liver) 
and sebe tsa- seholo (great weapon) on the one hand, and Lerato 
(charity, love) and (se ) qhomane (explosive , dynamite) on the 
other. One can respond to this vivid image of feeling and atti~ 
tude but its beauty will be destroyed once an attempt is made to 
dissect it and explain it in terms of appeal to the mind . 

In MMOTE Khaketla admires the beauty of the bird MMOTE, its 
music, fr eedom and majesti c flight . Its beauty, the poet feels, 
is so perfe ct that it is an indicator or the image of the glory, 
perfection and being of the Maker . This is the symbol, as it will 
be realized later , that runs throughout Khaketla's poetry. MMOTE 
is the sign for hope , courage, freedom and ideal life to yearn 

for. 

0 ngwana wa Mmopi , ngeloi la lehodimo , 
0 tshwana le Moahlodi , l e hola ke sa mo tsebe, . . . . . . . . . . . 
Monate wa ntswe l a hao ke Mmopi ho qeta. 

(Mmote.) 

(You are the child of the creator , and you 
are. the angel of heav en . You resemble 
the Great Judge although I do not know 
Him. The sweetness of your voice is 
the Creator Himself . ) 

The brilliant summer day, the beautiful fauna and flora on this 
dayJ and the powerful strides of the bird, are portrayed in the 
opening lines of the poem: 

Hodimo ha le hlakile le le nyooko ya tlhapi , 
Fatshe ho le ho tala - botala ba bolele , · 
Kgwedi e le ya Tshitwe , rurubele di fofa, 
Mmote wa ikopa • . . . • • • • • • . . . . . . . . 
• . • • • • . o nyolohela marung, 
0 bile o theoha , o tha thala tsa mapheo . 
(When the sky is as clear as the gall 
of fish , the grass being as green as 
SR1rogyra, during December when butter-
flies flutter around, the lark rose to 
heaven . She dived and fluttered her wings 
gracefully. ) 

14.) This nearly resem?les Oviads Metamorphosis where two seperate 
objects of ?ompar~zon ultimately become oae b€~~use one hao 
changed dur1ng the proces s of comparison, into the other. 
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The bird's playing antics , swift diving and r1s1ng, are re­
capture d in the beautiful alliterative sounds in theoha and 
thathalatsa . The similes in nyooko ya tlhapi and botala ba bolele 
are s o rich, novel and effective , that they arrest the reader•.s 
mind. They create a living image of this attractive bird and 

express fully the poe t 's feelings . 

The poet cannot reconcile the freedom and beauty of the 
bird with his own limited freedom of movement and speech or his 

hardships . He be comes bitter and summons MMOTE to report to the 
Creator, about the Black man ' s sorry plight:-

Re hlotswe le wena . • . . • . 
A hlola Rantsho, a hlola Mmote , 
A hlola Lekula , a hlola Lekgowa; 
Dinotshe di jewa ke Tsheu ya mawatle, 
Rantsho o nyofa maratha dilepe. 

(Mmote . ) 
(We were created to gethe r. He created 
t~e black man and created the lark. 
He created the Indian and he created the 
V~ite man. Honey i s the . prerogative of 
the whi -t;es of the o cean, a nd the black 
man eats and feeds on crums.) 

The poet's anger and dissatisfaction are clearly portrayed by 
balanci ng the different parts and the contrast in the last two 
lines. The slow movement of the preceding lines and strong words 
help to concentrate the poet's anger~ 

Pain and humiliation can no longer be tolerated: 

Ikope o ye hodimo, o fete le dinaledi, 
• • • • 0 • ., 

Hlahisa sello sa Rantsho ho E Moholo , 
Se lobe l e tho , bua feela o phatlalatsa. 

(Mmote . ) 

(Rise and go beyond the stars. Bring 
forward the Black man 's plight before 
the Great One . Hide nothing, talk 
openly. ) 

In this poem Khaketla combine s metaphor, simile, metonomy, 

personification , and alliteration to create a vivid image of his 

pitiable state, and cause for his intens e bitterness. In the 

following lines he indicates his helplessness, utter humiliation 
and pain he is subjected to : 

Ke rwetse dipetja tsa mahlanhlela, 
Ke ngwanabo kgudu • • . • 
Ke hloka thathana, ke nwa menyepetsi . 
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(I carry chains of bondage . I am a 
brother to the tortoise . I own 
nothing; I drink bitter tears.) 

Khaketla feels strongly about his people . He cannot tolerate 

any arbitrary power over them , so much that , at times he allows 

himself to be possessed by his subject matter . Thus his emotion­
al utterances are effect ive only for a while . MMOTE is beauti­
fully composed but here and there emotions and attitudes result­
ing from his statements mar its beauty. In it one perceives 
Khaketla' s conviction: the beauty of nature is the symbol of ul­
timate go odness beyond human struggle, confusion and understand­
ing. The suppression of brotherly l ove is evil and mons trous. 
Men must live together and respect one another as God's creatures. 

What he cannot accept is oppression : 

Ke ntsho-lekgoba, ke hahaba fatshe, 
Ke beleswa joko ke Tsheu ya mawatle . 
Pina ke sello , ke paka-mahl~ola . 

(Mmote . ) 

(I am a black slave that crawls on 
his belly . A yoke is placed on my 
neck by the white of the ocean . My 
song is a heart~ rending weeping . ) 

Kb.aketla iS a -·national po~t . ~ Hg~..: sj.ngs praiseS!. ~o ." the g:beatness 
of his peopl e , pokes fun at his tormentors and 'expose ' injust­

ices direc ted against Sothos . His love and admiration for Lesotho, 
her rivers, mountains and valleys are revealed in the poem LESOTHO. 

The eff_ect~v~nes~ of metaphor and personification employed, the, 
musical flow of the lines and the spirit in the following lines, 
create a beautiful image and unfold the poet ' s sentiment .l5) 

15. ) 

Mosetsana setota wa ho rata Thes ele, 
0 ikentse sekgopi pelong ya Rakonyana; 
Nyooko o rwetse Phofung , kokolahadi 
Ya re kgapha ya mo phatsa maamohelo , 
Se tshwana a sala e se le ka ho rateha, 
Poho tsa kwebana tsa kgopholaka marole ~ 

(Le sotho . ) 

(Beautiful lady that loved Thesele , you 
have become a knot in the heart of 
Rakonyana (Free Sta t ers). Your ri ch water 
sources are at Phofung , They have start­
ed streams all over your body, thus in­
creasing your beauty. Bulls fight over 
you . ) 

Compare with Ntsane 's LESOTHO and note differenceS.in ex­
pression of the same feeling, love, loyalty and sentimen­
tal attachment . 
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Throughout this poem one finds a r a ci al i diom expressing the love 
for one ' s country and unqualified hatr ed fo r one's enemies. 16 ) 
There i s almost blind attachment to the mother country but the 
poet does not fail to indicate the l i mitati ons and wants at 

home: 
.!:t; -:-mo!:l.ofu e t swel e La -moh..1sY.la , 
~a noja tjhaba di o soma di o nyedisa, 
Di re ha o mmofu o kakatjhelana , 
Rona beng re ka se phetse ho r oka: 
0 thatehats i ya r ona , Mmadihl of ana, 
Re o hama re o puputaka kgafetsa. 

(Lesotho . ) 
(Friesland with a ri ch udde r, although 
fo r ei gners despise and ridicule you, 
we , your peopl e f wil.l a l ways prai se you-~ 
You a r e our be l oved . We mi lk a nd drain 
you constantl y . ) 

The concept ~omo i n the above l ines is as me::ningf -r.·.l and as 
rich as when embodied i n trad i t ional prai s es. LESOTHO is lik­
ened to the healthy cow whose u~de r suppl ie s plenty milk - kgomo, 
the very life of every Mo sotho, t he s ymbo-l of his wealth, prest­
ige and social standing and his e f fe c tive communication with 
the ancestors . Lesotho i s r egarded by Khake t la a s the only link 
with t he gods~ the onl y pl a ce where he ca n f i nd peace of mind. 

Man ' s invent ion also a ppealed to Khake tla' s mind. In 
MMAMOS I the poet des cribe s the train - steam engine - in the most 
vivid a nd expressive terms . The f ear, wo nder, and admiration 
mingled with anxiety, a r e cl early portrayed i n this poem, but 
the poet ' s imagery and expr ess ive form are not as effective and 
illuminating as those on Ntsane ' s TJHUTJHUMAKGALA. It will be 
demons trated later that Ttsane ' s te chni cal skill is superior to 
that of Khaketla . Here i n this poem it wi l l be necessary to 
indicate an inter esting point in whi ch these poets differ. 

In high class modern j a zz a t heme is always developed and 
is l e ft half- way incomplete; then the s e cond t heme is tackled, 

and, i t in turn , is l eft half- way. In the third peri od the first 
theme i s taken ove r again and s o on, unti l in the final musical 
phrase all the differ ent theme s are woven i nto one compact and 

16. ) When one reads most of Khaketl a 's poems , one does think of 
Burn ' s poetry. Bur n 's poe t r y is great whe n it treats of 
Scottish folk- lo r e , inf luences on i t , and when it is com­
posed in the Scottish idi om. The rhyt hm i s tribal (in fact) 
r acial . The poet is abso r bed i n his subje ct matter. Just as 
Bur n ' s poetr y i s reduced in effe ct when he writes or trans­
l ates into English , Khaketla 's poe try s uffers when he tries 
t o write poetry ac cording t o European rul es. 
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harmoni ous whole . The musical expression thus be come s great. 

Such a development ,is evident in TJHUTJHUMAKGALA but MMAMOSI 

does not reach this level . The latter poem is not a s powerful 

and moving as the former, because Khaketla fails to weave the 

different poetic images into one compact whole of f eeling, expe r ­

ience and attitude. One can easily detach three "poeti c scenes " 

in this poem, namely, admira~lon for the train, its s ervice a nd 

longi ng for a lover. This affects the whole poeti c expe ri ence. 
The r e is no unity in the poem . The sentiments expressed a re 

common- place, the imagery worn out: -

Sebaka- mehodi hodimo le sele, 
Sefehla- maru meya e kgutsitse, 
Re sale re se re aperwe ke botsho; 
Mosi o tlole ditlhase di qhome, 
E be ke tetema e jeswa ditlhaka, 
Sekaja sa yona, paka- mahlomola 
Setsosa difefo, tsukutla- diema , 
Majwang, difate, di ekeselake, 
Di kgise ka kaja e ke di a baleha 

(Mmamosi.) 

(The cause of mist on a clear day , 
stirer of clouds on a calm day 
until we are clothed in black . 
Smoke rises and sparks explode as 
if dry stalks are fed to a furnace . 
Its speed is shocking . It raises 
great storms that move the immovable . 
Grass and trees shake and move fast 
as if they were retr 3ating . ) 

Khaketla's LERATO is more original and captivating than 

Ntsane ' s LERATO. Throughout the poem Khaketla des cribes the 

s ymptoms and fruits of love . It cannot be distr ibuted among 

pe ople . Its magnetic force cannot be wi thstood: 

Lerato, bolwetse, mohloka- dipheko, 
Pheko ho phekola ya "ngwaneso nkake; 
Ngwaneso nkake pelo e bone madulo . " 
Ntjheme le wena Ntshadi, setshwanahadi 
Tsebang shweshwe ya lerato e nngwe, 
Ha e ke e ajwa le morui e mong . 

(Lerato .) 

(Love, illness without remedy . The 
remedy is :"DarlinP". kiss me so th~;~.t; 
my heart may :r gs t .. '1• ·Young r:u3.n ·.a!l.~ : 
you young lady, know that love has 
only one flower that cannot be giv­
en to ano ther person . ) 
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The poet resorts to the praise- poem technique of using compoun d 

words . The old Baroki found this technique effective and Khake­

tla also employs it effectively to describe love as palesa sethu­

nyahanngwe (a flower that blossoms once), mmitsa- dihole/mahosi 

(attraction/ caller of the lowly and kings alike) , bolwetse , 

mohloka - diph eko (incurable disease) , ~hola-mahalaopeng(crop/ 

grower among difficulties/troubles/unpleasant situations) , 

senwese tswa - k a - menyepe tsi (delicate flower watered with tears/ 

bitterness ) . The reader is left with a vivid image or concept 

of love beca use, the poet , like many symbolists, work hard to 

reduce the image to a visual symbol . It must not just be perceived 

but it must a lso be felt as a concrete symbol . 

Motsu wa lerato ekare bobi , 
Bohloko ba oona bo tshwana l e ba semana , 
Bo tjha tjhametsaka le ditshika kahohle , 
Bo qala ka bohato bo kene ka sefubeng , 
Bo fetse ka ho thaphola mothapo wa hlooho . 

(Lerato . ) 

(The thrust of love is like the sting of 
the wasp . Its pain severe like that of 
wild bees . It penetrates the whole body, 
beginning from toes to the chest , ending 
in the veins of the head . ) 

Metaphors and similes here , mould a real image of misery and 

untold sorrow suffered by a person in love . 

The dea ths of Seeiso Griffith (Tshwanamantata) and King 

George Vl moved Khaketla to compose LEFU LA TSHWANAMANTATA and 

LEF.U LA MOTLOTLEHI MORENA GEORGE Vl (la 6 Hlakola , 152) respec­

tively. The dea th of Tshwanamantata left Le sotho without a 

leader. The a nxiety of the poet can be felt when he compares the 

Basotho with a flock without a shepherd . Those who may wish to 

possess Lesotho and absorb her inhabitants (a shepherdless flock) 

are referred to as white j-ackals waiting in readiness to attack 

the defenceless country . Note the sneer and contempt in Phokojwe 

tse tshweu . (white jackals ). 

A tlama thotwana a siya bokgosi, 
A hulwa ke kgole ya badimo Hodimo , 
A ikopa sa Mmote 17) o phaphela marung, 
Ra sala bolahlwa nthwana tsa batho . 

17. ) This i mage of Mmote is fixed in Khaketla's mind . The sig­
nificance of the poet 's identification with this bird has 
been discussed in the preceding pages~ See the p oem MMOTE. 
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(He took his luggage and left his king­
dom . A cord drew him to the gods 
above . He rose like the l ark towards 
heaven , and we , poor creatures , were 
left a lone . ) 

Motjodi wa kgutlo tsa Lesotho Seeiso , 
[okatli wa mehlape ya Thesele le Rasekop o, 
era ka e setse e ahlame menyako , 

Phokojwe tse tshweu di a phura di a kgoh osa ! 
(Lefu la Tshwanamantata . ) 

(Inhabitant of Lesotho , Seeiso , Rhepherd 
of the flock of Thesele and Rasekopo. 

Your ranch is wide open a nd white _jackel s 
are ready to crush and destroy. ) 

The image becomes clearer when the reader notes the s i gnificance 

of referring to Lesotho a s an open ranch (moraka) wh ere t he 

flo c k (the Basotho) g r a ze, and the defenc eless border s a s open 

do ors (menya ko e ahlamen g) through which the enemy may en t er. 

Although the poet is trying to scorn and ridi cule h i s "en emies ", 

the reader does not fail to t race his anxiety behind every wor d 

i n the above stanzas ~ 

In LEFU LA MOTLOTLEHI MORENA GEORGE Vl the same feeling as 

i n the above poem is expressed . Lesotho would easily b e absorbed 

by her more powerful neighbour since her protector was n o more. 

A rather sinister and callous picture of the supposed enemy i s 

g iven in the following stanza: -

Ho Radikonyana ha hlaha le a diha ka 
A keketeha leotwana a le thakginya , 
Haha la Fitori ka jeno ke maphutlela , 
Kgutsana kamehla di setse sekolonya ne , 
"Di sa tla be di tshabele hafing la me , 
Ke rialo ke bososella naha ho qaphaka !" 

(Lefu la Motlotlehi Morena George Vl . ) 

(Wisdom teeth of Radikonyana - rearer of 
lambs - were exposed as he laughed 
wildly and kicked about . Victoria ' s 
cave has collapsed and orphans are 
exposed . "They will run to me for pro­
tection . I say this smiling at the 
abundanc e of land . ") 

It is suggested that the neighbours were waiting for such a 

moment . The death of King George Vl would give them a f ree h a n d 

i n Lesotho . It has b en stated that Khaketla is jealous of his 

c ountry , his nation and independenc e . He is outspoken in v o icing 

h is bitterness and hatred . His foes , real and imagine d , a re 

c ompletely evil . There is n o good in them. They are hawks with 
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sharp claws to tear apart the Basotho . Khaketla is anxious to 
be protected against their 'evil' intention . 

Kopanya Letlama le yena Nkgono Fitori , 
Taba tsa Lesotho ba di rere ba le hodimo, 
Hlomela le hole le re fetohele nthethe , 
Mekgwabane ena ya naha ya Mokgatjhane , 
E fumane matshediso, e fumane setshabel o, 
Ntsu, Radikonyana , o tjhotjhisitse dinai~ ! 

(Lefu la Motlotlehi Morena George Vl . ) 
(Bring Letlama and Grandmother Victoria 
to settle the affair s of Lesotho from 
above . The new shoot ·shoul d grow and be­
come our comfort and fort in this land 
of Mokgatjhane . The hawk ~ Radikonyana , 
is sharpening his claws . ; 

Khaketla has given expressive form to the many t houghts tha t 

ar i se in his mind - about phases of life , the glory of youth, 
men ' s dissatisfaction with almost everything , about the immort­
ali ty of the soul. His experienc es , wisdom and attitude t o life 
a re embodie d in his poetry which gives him satisfac ti on: 

Monyaka wa pelo , moqhaka maseya , 
Ke thalabodiba , seqhela-maraba , 
Ke norokapere, semetsa- dilope; 
Ha o na thekiso , ha o na kananyo , 
0 ·:tll.Bwa_ ke moya- monwabolohisi ! 

(Monyaka wa pelo . ) 

(Satisfaction of the heart , crown of 
the infants , is the slippery water 
fly that avoids trapA . It spreads 
to swallow all. It cannot be bought , 
neither can it be given away . It is 
brought by peace of mind •. ) 

His thoughts have also been turned onto nature and natural pheno­
mena . Life and man 's behaviour can be explained by observi ng 
nature and the universe . The brightness after a gr eat s t or m, the 
b r illiant stars and moon at night , the multi - coloure d f lower s 
of the veld, all give him a living memory of his loved one: 

Ke maru a matle , a nwabolohang , 
Le kiriatshwana e thwathwaretsang; 
Ke dikgakgamatso , mahloka- t ekanyo . 
Ke shweshwe tse ntle , mebala mookodi 
Tse fupuhileng hara mehlanapa , 
Jwaleka kgwayane ka mora se~ako. 
Le ba me bophelo bo kgaba ka Tshedi , 
Ho nna ke kgwedi , naledi , l etsatsi 
Ke mohaladitwe ke shweshwe ya naha ; 
Ha a le sebaka monyaka ha o yo , 
Tlhonamo ya hae ke phifalo ya letsatsi , 
Bosiyo ba hae ke lefu ho nna , 
Boteng ba hae ke ba me bophel o . 

(Moratuwa . ) 
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(The beautiful clouds that float 
gracefully and the roar of thunder 
are great wonders without any match . 
The beautiful multi - colour ed flowers 
have sprung up i11 the veld like mush­
rooms after a hail storm . So it is 
with my life . Tshedi is my pride . To 
me she is the moon , tLe star , the sun , 
and the beautiful flower of the veld . 
WheL!. she is away my heart a ches . Her 
sadness is an eclipse of the sun . Her 
absenoe is death to me , while her pre ­
ence is my life . ) 

One Southern Sotho riddle about night a nd dar kness ha s be e1~ 

succes sfully given in verse form, e . g . TATA LA QIBI . I n - ·--- 1• --. ~ ; ­

-Khak etla· ' & im_;_r.d ni ght i'S. · a .myste:t:1;.:. ~ ri·ucll:e to bei.sol ved. 

Tata l a qibi - ntsho, kapara- matjhaba , 
Boya ekar e k e ba monokwana; 
Masoto ke a tshepe , mo lelengwane , 
A kopa bo-nk ono ka dikgutlo bongata . 

(Tata le Qibi . ) 

(Black bl anke t , cover of nati ons . 
Your wool is like the beautiful 
fl ee ce . Edges a r e like long irons 
to cover old women i n many directions . ) 

Apt compar isons intensify the all - embracing darkness . 

Much can be learnt from Khaketla's poetry . But h i s contri­

bu t ion will ev en be greater if he coul d concentrate more on the 

relationship between Southern Sotho morphol ogy a nd po et ry writ­
i ng instead of theorizing on the possibility of using ' perfect' 
me tr e and other innovations . His verses will not sound artijl­
~c~a~ if European metrical patterns are not for ced on them . He is 

on the right path b ecause he is cons cious of the essent i al as­
pe cts of poetry . His awareness of the existenc e and i mportance 
of these aspects of poetry will enable him to improve on other 
poet ' s faults a nd his own . His stanza technique , although not 
pe r f e c t , is controlled by his ability to group t ogether rela ted 
ideas. Where his i magery is one sense unit , this poet avoi ds too 

many stanzas . MMAMOSI a nd HA LE DIKELA are corre ct ly ~~tua~eij 
and the oneness of the i mage is maintained in each ca se. But ill 

other poems the divi sion into stanzas is faulty and arbit r a ry. 
Kha ketla is a war e that Southern Sotho poetry cannot be complete­
l y identical with European poetry in structure . 
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CHAPTER FIVE . 

The form and expression in Ntsane ' s poetry will be treated 

in this Chapter . We shall examine the individual poem s to reveal 

their literary value and the poet ' s techniques . The emphasis will 

be more on the poems themselves than on the general themes out­

lined in Chapter Two . Ntsane 's emotive languag e and its general 

effects on the reader will be examined . It will be our task to in­

dicate h ow he visualises his poetic subject matter, how he selects 

wo rds and word images t o elicit the same experien0e in the reader; 

the depth of his f eelings, imagination, and his appr~ciation of 

beauty . We shall examine the manner in which he organizes his 

feelings, attitudes and mental occurence s into one meaningful 

unit - the poetic experience . We shall n ote the structure of 

his poetry, although emphasis will be more on expressi on. 

In this ritical analysis no attempt will be made to work 

out or ponder over the possibility of a ny experience unfolded or 

historical truth on any subje c t . It is outside the poem, and , 

therefore , beyond literar y criticism. The individual composi­

tions will be analys ed as they are to select the best attempts in 

which Ntsane's poetic strengt h can be examplified a nd observed. 

The crite rion for selecting the best poems will be this consider­

a tion : the best poem s are tho s e in which the different images , 

experiences, attitudes and f eeling s are woven into a neat coherent 

whole which can elicit a response or a certain state of mind in 

the reader. The reason for this choice is that we regard poetry 

as a complex of imagination, feeling, experien c e , a matter of the 

heart, wit h the mental proce sses providing the or ganization scheme 

and presentat ion . Poetry, however, is not sentimentality and a 

vehicle for mispl aced emotions . "It is the su reme form of emo­

t ive language . " lB) The reader's senso ry, emo tional and intel­

lectual response to the poem will indicate the effect of the 

poet ' s techni cal skill , his expressiveness, in short, his mastery 

as a poet. 

Ntsane's development as a poet is very interesting. In 

h i m the reader finds the master who combines European techniques 

of writing poetry - division into stanzas , rhyming, sophisticated 

metre _ with a thorough knowledge of, a nd insight into , the 

structure and idiom of Southern Sotho . 

18.) Richards , I . A. : Principl es of Literary Criticism, p .273. 
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Rhymin g and divisi on into s tanzas a r e r e ga rded a s a mean s t o an 

end and not the en d itself . Unlike Le soro and o ther mo de rn South­

ern Soth o p oets , Nt sane is aware t hat the Sotho p oet cannot di­

vorc e h i ms elf co mple t ely fr om t r aditi onal v erse a nd its unique 

struc t u r al featur e s su ch a s t he striking unity of thou ght and 

line a r rangemen t b r ought a bout by a repetition of a word or word­

groups wit h i n one though t development, s t r e ssed and unst ressed 

syllabl es which a inta in a bala nced r hythmic s cheQe a nd the music 

of t he poem . \me n it is ne c e ssa ry, Ntsa n e dis r egards those ext er­

n a l fe a tur e s which disturb Sou t he r n So t ho poet r y . He takes grea t 

pains to retain wha t is g ood , in fa c t ba si c , i n p oe try an d mix it 

wi th a g ood modifica ti on of b orrowe d ideas . It is for t h is r eason 

t hat the musi c of his l i ne s flows na t u r a lly and do e s n ot sound 

s t r a nge to the ear . There is a l wa y s a de f ini te balanc e b e twe en 

c ont e n t and form in his poet r y , i . e . t h e contents s e em t o control 

the t one of t h e p oem , its r h y thmic pattern , the length of the 

verses and gener a l g r ouping of sense units : 

Ha thwas a l emo sa ditsietsi, 
Lem s a h o kgab a ka ditlokotsi 7 
Lefa tshe kaofe l a la hwasa l a duma , 
Matshwafo a batho a phahama a uba ; 
Tau t s a h ot et s a hlaha mawa tleng , 
Tsa h l ok a kut l wana ma kgotleng . 
(Lemo s a 1939) . 
(A y ea r of anxiety a nd hardsh i p s 
came t o pa ss . A year when t h e 
wor ld was c l othed i n bi t t erness, 
so r row and unea s iness . The worl d 
wa s conf u sed a nd in turmoil . Men 
we r e in co n sta nt f e a r and were 
re s tless . Lions ha d set o cea ns 
a bla ze an d t he y disagre ed in world 
coun c i ls . ) 

Nt s ane ' s ima g e ry i s rich v a r i ed and meaningful beca use 

fi gur es of s peech h a ve been employed to b rin& a s nearest as pos­

s ible to t he rea der, the essentia l qualiti e s o f his subject matter. 

The r eade r alwa ys feels t hat Nt san e has some expe rien c e or some 

excrtting idea , t h ought or fee ling t o sha re with h i m. The l ines 

quot ed above support thi s a ssertion . In thi s opening stanza the 

p oet has revea led in t h e mos t v i vid a nd ex c i ting language the 

anx iety, h o s tility a nd fea r whi ch cha r a cteri ze d the worl d i n 1939. 
The weight of the words c r e a te a n i ntens e a t mosphere of uncer­

t a i n ty and i mm i nen t dang e r . The movemen t and flow of t hese first 

l i ne s is slow a nd de libera t e to in tensify the anxi e ty an d unbea r­

able suspense . Metaphor is effe c t i vely employed i n the s e lines. 
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The r ea de r c an fe e l the anxiety developing into unbe a r a ble fear, 

uncertainty and then pa nic . The creeping danger is ca ptured in 

the fol l owing l i ne s : 

Tau tsa hotetsa hlaha mawat l eng , 
Ts a hloka kutlwano makgot l eng . 

(Lions set ocea ns ablaze and dis­
a g reed i n world councils . ) 

The Gre a t Powers a r e r e f e rred t o as l i ons ((di) Tau ) and their 

j ea lou sies which ca used the Second \ orld ~{ar a re l ikened to a 

v:ild f ir e that destroy s t h e v e l d . Note the f ore;e in t h e line 

'Tau t s a ho tet s a h l aha mawatleng . 11 

In the sec ond stanza Ntsa ne impress ed on the reader the 

imminence a nd in evitability of t h e 1939 wa r by eQpl oying analogy 

a nd me taphor . I n a lively l a nguage the poet sta tes t ha t great 

lions we re s hari ng their pre y a nd soon the g r e edy one began eating 

th e s h a r es of ot h e rs . A bitter quarrel ensued 9 a n d bloodshed 

could not be a v oided: 

Tau , mo se, tsa qhwedisana , 
Tau tsa hloka ho buisana , 
Ba r e h o no ina ngwe , di ja s e b a ta ; 
E meharo ya phaka , ya nka hangata , 
Ya qe t e lla e ng wa thi l e h a diba t a na; 
A qh welwa he a mang mabewana . 

(Lions a cro ss the ocea ns quarr e lled 
on e a nother , a n d could n ot meet in 
Counci ls . We lea rn that they were 
s h a ring a pre y , a n d the g reedy on e 
a t e f a st and bega n to eat the s har e 
of othe rs . Then the other bulls 
were offend e d . ) 

He re me t a phor i s employed to represent th e c oncr e t e obj e ct i.e. 

t he ob j ect of compa rison imme di a tely becomes the r ea l symbol. 

Ta u i s employed n o t merely t o represent the fer ocity , j ealousies, -might and g r eed of the g rea t powers , but to symbolize them. They 

b e c ame real l i on s be ca use the smaller na tions ( ani mals) a r e a t 

thei r me rcy . On e gre a t p owe r g rabs coloni e s, t h en h er g reed is 

no t s a tisfi ed a n d she b egi n s to take land of the weaker na tions 

by for c e . No te the e f fe ct of the a nalogy : l ions shar e their 

p rey; the g r e edy one t a kes more than its share a nd beg ins to 

take b y f o rce the sha r es of the weaker ones . Only Nt s a ne's 

p oe t i c ski ll e na bles h i m to pre s ent this las tin g , e f f ective and 

g r aphic i mage of t he wo rld situa tion in 1939. 

As t h e p oem d ev e lops, Ntsa ne crea te s a n in t ense atmos­

phere . There is n o hope for pe a c e a s attempts to restore it 



fail one after the other . There is confusion and restlessness 

a ll over and a traffic in a rms increases: 

A o baka moferere Switlane, 
A bua l e ntja tse thata , Majeremane: 
Ntho tsa thatafatsa dipelo, 
Tsa tela tsohle , t s a tela bophelo, 
Tsa l aba- labela madi a motho, 
Tsa nyorelwa ho fedisa batho . 

(Switzerland ca used a row . She 
talked with hard and cruel Ger­
man dogs . These things hardened 
thei r heart s, sacrificed all 
and s &c r ificed their lives . They 
longed for human blood and be­
came thirsty i . e . wished , to 
destrGy humanity . ) 

Hodi mo ha tsoha setsokotsane, 
Tsokotsane hodimo ke sa difofa ne . 
(Lemo sa 1939 . ) 
(A whirl - wind started in t h e 
clouds~ a wpirlwind of aero ­
p l anes above . ) 

Events developed rapidly a nd soon the whol e wo rld was 

affected . The poet has the ability to maintain the somber at­

mospher e throughou t . The na tions are ready f or self- destruction : 

Engelane le Forq tsa e dumela ntwa, 
Ts a romela Pola nd fofane tsa ntwa . 
Le rona ba le hole ra sisinyeha, 
Ho thiba lefatshe ha le senyeha . 

( England and France accept ed the 
challenge and send war planes to 
Poland . ~ven we so far away be­
gan to move, to s a ve the world 
from de struction . ) 

The power of thes e lines lies in the wor ds dumela (employed 

figuratively to mean: readily took over or accepted the chal­

lenge), senyeha and sisinyeha . The quivering and violent shak­

ing of the world (sisinyeha) is intensified by senyeha (to be 

de st royed or spoilt . ) This ca reful selection of words enhances 

the message of the poe t . 

In the l a st stanzas the poet unfolds the gloom , suffering 

and sorry plight af t e r the war . Immediately his na tional pride 

is hurt and he revolts against the deceit and ungratefulness of 

the English whom the Ba sotho trusted and sacrificed everything 

to go and help conquer the enemy . Promi ses a r e unfulfilled and 

they a re now trea ted with scorn , humili a tion and discr i mina-

tion . 



fail one a ft er t he o t h e r . There is confusion and r e s t l e ssness 

a ll ov er and a t r a f fic in a r ms increa ses : 

A o ba k a mofere re Switlane, 
A b ua l e ntj a ts e thata , Ma jeremane: 
Nt ho t sa tha t a f a tsa dipel o , 
Tsa te l a t sohle , tsa tela bophe lo, 
Ts a l a ba- l abe l a ma di a mot h o, 
Tsa nyo r e l wa ho fe disa ba t h o . 

(Switzerland ca used a row . She 
tal ked with har d a nd cruel Ger­
ma n do g s . Thes e t hi ng s h a rdened 
t h eir h eart s, s a crifi c ed a ll 
a nd s a c r ifi c e d the ir lives . They 
l onge d f o r h uman blood an d be­
came thir s t y i . e . wished , to 
destrGy humanity . ) 

Hodi mo h a tsoha setsokotsa ne , 
Ts oko t s a ne ho dimo ke s a difofa ne . 
(Lemo s a 1939 . ) 
(A whirl - wi nd sta rted in t h e 
c l ouds , a w~irlwind of aero ­
p l anes above . ) 

Events de ve l ope d rapidly a nd soon th e who l e wo rld was 

a f fe c ted . The p oe t has t he ability to ma inta in the somber at­

mo sphere t hrough out . The na tions ar e rea dy f or se l f -destruction : 

Engelane l e Forq tsa e dumela ntwa , 
Tsa r omel a Pola n d fofa ne tsa n twa . 
Le ron a b a le ho l e r a sisinyeha , 
Ho thiba l efa tshe h a le senyeha . 

( Engl and an d Fra nce a c c epted the 
chall enge and send wa r pla nes to 
Po l and . ~ven we so f ar awa y b e ­
gan t o move , to s a ve the worl d 
fro m de s tructi on . ) 

Th e power of t he s e lines l i e s in the words dume l a ( employed 

fi gurativel y to mea n: r eadily took ove r or a c c ept ed the chal­

lenge ), s enyeha an d s isi nyeha . _The quivering and v iol ent shak­

ing of the world ( s isinyeha ) i s intensi f i ed by s eny eh a (to be 

de s troyed or s poilt . ) Th i s careful selec tion of words enhances 

t he me ssage of the poe t . 

I n t h e l a s t s t an za s the poet unfolds the gloom , suffering 

and s orry plight a fte r t he wa r . Immedia tely his na t i onal pride 

is h urt an d he rev ol ts against the de ceit a nd ungra t e f u lness of 

the English whom the Ba sotho trus ted a nd s a crifi c ed everything 

t o go an d help conqu e r the enemy . Pr omi s es a r e unfulfilled a nd 

they a re now trea ted with scorn , humili a tion and di s c rimina-

tion . 
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Lemo sa fel a e le morusu kahohle , 
Pe l o di ntshofetse tsa bohle . 
Ra robeha melala ke ho lelala . 
Ke l e feela , re sebeleditse ntata selal a . 
Mesebetsi ya rona homme e ne r a teha , 
Empa kajeno e mebe, e a nyonyeha ! 

(The year ended with turmoil a ll over 
and pe ople 's hearts were heavy . Our 
necks were strained by looking up 
all the time . 
This ha s been invain for we have 
worke d hard for nothing . Our ser­
vice was h i ghly rega rded t hen , 
but today our work is ugly and 
nauseating . ) 

The underlined verses express the s am e feeling as in Khak e tla's 

l as t stanza in NT .VA YA JEREMANE ( 1914), but Ntsane 's l i nes ar e 

mor e forceful, carefully selected and emotionally more ba l a n c ed 

than Khaketla's outbursts , which lose their effect as s oon a s 

t he sneeri ng tone is realized . The whole poem NT\!A YA J EREMANE 

(1914) is not as effective a nd a s captiva ting as Ntsane 's 

LEMO S.A 1939: 

Ho jwa ng kajeno? E timile hlaha . 
Ya tingwa ke eng? Ka madi a Basotho . 
Tshepiso di ka e tsa bolokolohi? 
0 tsebe , ngwaneso, setsweng ho hole ! 
(Ntwa ya Jeremane (1914) . 

( ·.mat has happen.ed today? The fire 
has been extinguished . Who did it? 
The b l oo d o f the Sothos . Yhere are 
the p r omises for independe nce? 
Bro ther, know, the answer is NEVER ! ) 

In LEMO SA 1939 Ntsane ' s poetic skill cannot be qu e s­

t ioned . The forceful images cap ture the reader ' s imagin a tion 

to such an extent tha t like endings, whether consciousl y pl a nned 

or not , are easily fo r go tten . But Ntsane is not a l ways ca r e ­

f ul in other poems . His rhyming is not always a ppli ed effec­

tiv ely . He goes out of his way to look for suitable endi n gs 

and as a result his mes s age sounds artificial . The div i sion 

of the poem int o sta nzas is at times f aulty and arb i t r a r y . 

Perhaps this cannot be avo ided since the morphology of Souther n 

So tho wor ds does n ot easily ca ter for like en dings . I t is 

seldom tha t like ending s are perfect in tone because t he syl­

l a bl e c onsists of a consonant and vowel . These v owels a r e not 

eas y to match. The divisions into stanzas, ea ch wi t h its own 

parti c ular feeling, is a lso faulty at times . MAS 1·/ABI i s a 

case in point, although many other examples are found . 
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Stanzas one, two and three; four and five; six, seven and eight; 

nine and ten, in MAS \/ABI, form single sense units respectively. 

Therefore, the poet's arbitrary divisions were unnecessary , e.g.: 

Botle ba lefatshe ho nna ke sesomo , 
Mahlong a ka bo dutlisa meokgo; 
Kganya ya letsatsi ho nna ke lefifi , 
Botho ba ka bo aparetswe ke bofifi, 
Thabo ya mehla k a jeno e fetile , 
Tshiu tse sehloh o tsa lefu di fihlile; 
0 na f anne e le ka ho rata, 
Thabo ho nna e fet ohile bothata . 
(Maswabi . ) 

(The beauty of the earth is a dis ­
g race to me for it brings sorrow 
and tears to my eyes . The bril­
liance of the sun is to me intense 
darkness . My whole personality 
i s clothed in darkness and mis­
fortune . My daily happiness has 
passed . Sad days of death have 
come . He (God) had given in good 
faith . Today my happiness has 
turned into hardships . ) 

The above mentioned lines still consititute good poetry 

despite t he apparent faults in structural features. This is the 

essence of Ntsane's poetry, that, as outward features and tech­

ni c al skill may appear incorrect and imperfect, the imag ery and 

poetic e xperience remain intact . It is not denied that it is 

very essential that the poet should consider carefully the sub­

divisions of his poem; but it can be argued that in Southern 

Sotho po&try, especially Ntsane 's 9 the conventi onal ideas about 

the arra ngement a nd other foreign poetic techniques, are not 

valid. The imaginative experience still remains effective even 

when his divisions a re followed in this poem . 

The poet's s adness, pa in, sorrow and somber atmosphere are 

graphically represented and captured in this poem . Doubt and tbe 
poet's pessimism are clearly indi~ated in the following lines: 

Ka beha matsoho phatleng , ka lla , 
Ka tshwara pitsi ya ditsiet si, ka kalla . 
(Maswabi . ) 

(I raised my hands to the forehead 
and cried . I caught a horse of 
sorrows and rode . ) 

The metaphor in the last line is effective . Immediately,th e 

reader realizes the bitterness of the p oet because he holds that 

he is specially selected to suffer; he is wholly surrounded by 
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mi s fortun e. His sorrow is inten s ified by the r hyme in lla and 

kalla . Words are carefully sele c ted to indi cate t h e bitterness 

of the poet and the fact tha t he fee l s he is past consol a tion . 

He can no longer bear th pain and s orrow. Sadness is a solid 

ro ck , a l ump that chokes his very being: 

Pelong ya ka h o dutse lefika , 
Le metse , le entse me t hapo ke masika . 

(A rock has settled in my hea r t . 
It has grown and f ormed a net - work 
of roots . ) 

Ke imetswe maikutlo, ke jer e b oima , 
Ke kene ka set opo han ong la b o di ba . 
(Maswabi . ) 

(I am depre s sed and h eavily l aden . 
My whole body has sunk in the depths . ) 

Words su ch a s lefika (granite/r ock ) and mas i ka ( entangl e d mesh/ 

r oo ts) , b oima a nd bodiba , re i nfor ce e a ch o ther r e spe ctively . They 

indicate utter helplessness and suf fering be cause sorrow and pain 

h old t enaciously on the poet . 

The poet misse s the company of hi s b e love d - de a th has 

robbed him . He found rest , comfort, cool shade an d s a tisfaction 

in his b eloved's company . But her death expose s him , a s it were , 

to the hazards of this world . ~ orry , t orture , pai n an d loneliness 

burn and tors e him about , as the sun bu r ns and f l attens a rich 

green crop during a draught . The comparison i s v ivid : 

Meriting wa sefate kal a l e kgepohi l e , 
Tsatsi le a mpe sa , k e sotleh ile . 

(In the shade of the tree a branc h 
has fallen off . The sun is burning 
and I am greatly worried . ) 

In t he last sta nzas the poet finds co nsolation i n the Almighty . 

This world, he reasons , is full of thor ns, b i tte r ne ss, s orrow, 

disapp ointment and deep moans: but i n heaven there is real com-

fort . 

Llo s a ka se h l aba mahodimong , 
Se phunya maru se kok ota ha Mo di mo . 

(My cry pierces the heav ens . I t 
penetrates the c louds and kn ock s 
in God ' s home . ) 

Matshediso h a a y o l e fa t sheng , 
Mat s hedis o a h odimo, Moreneng . 
(Maswabi . ) 
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(There is no consolation on 
earth . Cons olation is vvi th the 
Lord above . ) 

Ntsane finds poetry an effe c tive weapon for del i v ering 

mor~ lessons , stressing his hatred for evil practice s a mong his 

peopl e or poking fun at the powers that be . In HWENENE , the 

poe t capt ures his ~untempt ror a riotous living and hat re d for 

drunkeness . He portrays the mo st vivid image of a drunk a nd 

h is mind : 

Ka h l aha ka nt le ka ema meemo , 
Ka thula l ebota ka hlooho ka utlwa monate, 
Ka re , Mmao , ka o jwetsa re tla teana ! 
Ka qetella ke entse dikgoba leboteng , 
Senqu l e Mohok a re tsa utlwahal a ho hwasa , 
Tsa theosa tsa l e ba lewatleng, 
Tsa kgangwa ke tang- t ang tsa sitwa ho feta . 
(Hwenene . ) 

(I went out and stood in great style . 
I hi t the wall with my hea d and en ­
joyed it . I said:" There , I told y ou 
we shall mee t 11

• I ended with marks 
on the wall - a s I vomited - a nd 
Senqu and Mohokare flowe d down to 
the s ea . The y were blocked by the 
drags and could not pass . ) 

The poet combines euphemism and humour in the above ment ioned 

l ines. He sneers at the dr unk ' s loss of control over his mental 

powe r s, and his irresponsibl e beha viour . The poet's hatr e d for 

over-drinking is clear ly shown by his reference to v omiting which, 

accor ding t o him , is as voluminous a s the combined Sengu (Orange) 

a nd Mohokare (Caledon) Rivers . He cann ot tolera te the na sty 

odour of this filthy vomit. No te the last three line s i n the 

abov e q~otat ions . 

In the opening sta nza the reader discovers th6 l ow a nd 

ch e ap living in the s h ebeens and contempt for human di gnity. 

There is a touch of sarcastic humour in thi s po em, but this is 

a ime d at those practice s among his people which embit t e r huma n 

r elat i ons a n d make life to b e unplea sant . He scorns the woma n 

who s e l ls conco c tions to p eople without car ing for thei r well-

bein g . 

Ka ntsha soka ka bitsa sekala , 
Ka bitsa sera pa ke sa qal a . 
Mo s adi , tshela hiki o tlatse sekala , 
0 tshele le ba maobane o etse mo tswako , 
Nna ha ke ngwana ha ke tsh ware mahleu 

' Mm et s ong h o ~na h o entse diforo, 
Foro tsa bod1la mangope- ngope , 
E ka r e tsa terekere dithoteng . 
(Hwenene . ) 
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(I took out a sixpence a nd cal led 
for a sca le . I bought a big tin -
syru - at an early stage . Woman , 
pour concoction and fill the sca l e . 
Fill up even yesterday ' s mixture . 
I am no child to drink weak stuff . 
My throat is full of furrows . 
Furrows caused by this sour stuff 
ar e like deep d ongas formed by a 
tractor in the field . ) 

Throughout the poem Ntsane emphasises this wast e of 

human life and money at the shebeens; the degenerati on of mora ls, 

foun di ng of undesirable a nd false friendships , family break ups 

and c a r elessness . The poet ' s irritation is evident i n the follow­

ing lines : 

Le tla re le bon eng le sa bona meh l olo, 
Le sa bona hloho sa hiki baneng ba b a tho, 
Le sa bona re thuba p onto re nwa l eshome, 
Re nwa tjhelete re nwa madi bophelong , 
Ba na lapeng boko s e h l aba hodimo , 
Boko se bakwa ke mala ho k orot l a , 
Bana lapeng ba robala ba itsosa . 
(Hwenene . ) 

( ~hat wonders have you seen if you 
have not s e en the cruelty of c on ­
coctions on people? Have y ou s een 
us changing a pound t o drink t h e 
whole ten shillings and draining 
our life giving blood? Chi l dren 
at home are crying for their 
stomachs are empty . They cannot 
even sleep . ) 

Structu ral features of the pra i se poem crop up eve ry now a n d 

then . The di fferent lines a r bound t ogethe r by a r8petiti on 

of t he s am wo rds such as Le sa bona , i n lines one , t wo a nd 

t hree; (se) ~and lapeng , in lines five, six and s8ven. As 

in di c ated previously, a thuught is deve loped in the preceding 

line , t hen emphasised in the next line and lastl y , it i s rap­

i d l y followed by another thought . 

The last lines of this poem i ndi cate t he poet's un­

qua l i f ied h atred for danger us conco c t ions and for the brewers 

of s u c h dangerous poisons . 

Ketso tsa letahwa ha se ho nyonyeh a ! 

(A drunk ' s behaviour is disg r a c e ­
ful . ) 

Ka re ha o tshaba o tsha be hwen ene, 
0 tshabe le mosadi wa hiki , Mmanye o . 

(If there is anything to f ear , 
fear hwenene and fear the woman 
who brews concoct i ons. ) 
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Ra bola wa ke dijo e le tjhefo sebele , 
Ra bola wa k e dijo ntho lebitso ke H.r'LNI:.NE . 

( ~ e are destroyed by food which is 
real poison. \ {e are killed by the so ­
c a lled food HlffiNENE . ) 

KElTIN G YA DIHLLE is composed in the same vein as HWENENE. 

The poet reveals human va nity, lust, pretence 9 envy, bitterness, 

hatred, trea chery, pride and sinfulness. But his message: the 

wages of sin is dea th a nd hell . 

Wa h oreng a bua k a utlwa disono, 
Ka utlwa dih long ka ba ka makala, 
Ka utlwa a bolela makunutu dihaeya, 
Ta ba di tsejwang hodimo mona di sa tsejwe, 
A bolela pelo ya motho bolotsana, 
Merero maka ti - kati bongata ho makatsa . 

(Somebody from somewhere began to 
talk wonders . I heard disgraceful 
thing s and was puzzled . He revealed 
shocking secrets, things known 
above and not on earth . He re -
vealed the evil of man's heart 
and its dan g erous plots.) 

Kgabareng mab a lane a phetla buka patanta , 
A phetla buka batho ra bala; 
Mohlang oo ra bala le sekolo re sa ka ra se kena, 
Tsa rona tsa totobala ra hlollwa , 
Makunutu buka e tletse ho phenama , 

o t h o a b ok olla le mollo a so o utlwe . 
(Keiting y a dihele . ) 

(After some time the clerk opened 
a big bo ok . ~e read the book 
although some had never been 
to school. Our deeds were re­
corded an d we were shocked . 
Our many s e cre ts filled the 
book. A person screamed even 
before the fire touched him . ) 

Throughout t h e poem the reader suppresses laughter, although 

the subj e ct is treated in a serious and dignified manner . 

Ntsane gives a humorous description of pretenders. The repe­

tition of some words in the f ollowing stanza heighten the 

humourbut the seriousness of this episode cannot be lost 

sight of: 

Ka bona sono ka bona sehloho, 
Ka bona aparo se mebala se kgaoha , 
Se kgaoha dikoto moth0 a ferella, 
A ferella ereko e feletse mahetleng , 
Ke mang ya et s wang hampe hakaalo? 
Ba re enwa o jelwe ke tsa hae bohata . 

(I saw h eart-rending sights, I 
saw sorrows . I saw a multi-
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coloured attire t orn apa r t into 
pieces and a pers on sprawl ing 
on the ground . He s prawl ed with 
a fork in his shvul ders . dho 
is this sufferer? They say this 
one is sufferinG because of hy­
pocracy . ) 

The alli teration of the F ' s recaptures the sound of t he sha rp 

fork as it plunges ercilessly into the shoulders of t he frigh­

tene d sinner . There is clear evidence of the poet 's c on t empt 

f or f alse outwa rd appearance in the following lin es : 

Hloho ke sang aparo se benya? 
Aparo ha se ake botle pelo bokahare , 
Enwa motho bohvlo ke seaparo , 
tho e le matheba- theba di tshi l a , 

E mobe pelo~ e mobe mehopolo ! 

( ~fuy this cruelty when your a ttire 
shines? Your dress does not symbo­
lise a pure heart . His faith wa s 
in his dress although he was evil -
an evil heart and corrupt thoughts . ) 

The poet dreams awake but he do es not allow his subj e ct t o a b ­

sorb h i ffi . In a humorous tone he f~ightens manki n d fr om danger 

and warns them about the hereafter , whether one b eli eve in it 

or no t : 

Batho teresen[ ra thothomela , 

Boko s a kgabola batho ra ferekana , 
Mangelc i a dihele a utlwa monate a phe t he s e la , 
_ eketsa mafura lakabe la tlola haho l o -
Jo mollwa dihele bohloko ! 
(Keiting ya dihele . ) 

(In the queque people b e gan to 
shiver . Moans a nd g r oan s were 
heard and e v erybody pani cked . 
Angels of hel l enjoyed the 
scene and m v cd fast e r . They 
increased the fat and f l ames 
rose high . Al as ! How pa i nfu l 
is hell ' s furnace ! ) 

In his poetry Ntsane xpresses his i nten s e l ov e f o r his 

count r y and people, the rug _ d mountains, r i ver s a n d villages . 

Yet Nt sane ' s love for his country is not bl i nd •1 9 ) In LBS.OrHO 

Khak tla's poem L~SOTHC unfolds 
her people and relief fe a tures . 
penetrating as Ntsane ' s graphi c 
of t he s ame title . 

his great l ov e fo r Le sotho , 
Bu t the poem is n o t a s 

de s cription in th e po em 
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he reveals hi s unfei gned lov e . He c on demns t he oppress or where 

nec e s a ry , an d disp l a ys his c ont empt a nd h a tred f or tra itor s 

among his p eopl e . Their c onc e it he cannot t o l e r a t e a n d their 

a rtifici a l ity nausea t e s him: 

Of~sing ya Mmu so h o dutse Mosotho , 
Maba l a ne e mutsho , k g owa l a Aforik a , 
Maba l a n e a ja ba tho me sifa 
A phoka kofi a fahla ba dimo , 
A n~a madi a Moso t h o Mo shwe shwe a s waba ; 
Thel efo ne ya k gabola r a koba mela la . 
( Lesoth o . ) 

(In t he g ov ernment office t h e re sits 
a Mo sotho , a bla ~k cler k , t h e Euro­
pe a n of Afri ca . The clerk sold h i s 
p e opl e . He drank cof fe e - h is price -
an d t h e go ds were offended . He dra nk 
the blood of his peopl e an d Mo sh weshwe 
wa s di s g r ac e d a n d di s a ppointe d . Tele ­
ph ones r a ng a n d we b owed our h eads in 
s ham e . ) 

The p o e t ' s disappointment a nd h umilia tion a r e embodi e d in the 

las t fuur l ine s of the sta nza quo t e d a bove . 

I n this poe m Ntsa ne r e l a t e s t h e hi story of Le s otho in a 

lively exp r essive l a nguage . He l o ok s a t the pa st de eds of 

h eroes wi th pri de and h is na ti on's victory over a great worl d 

powe r p l ea ses him: 

Hl a beng s a B~ Kgowa l a bua Sesotho , 
Sot ho ke s a n g o l e l ej a - hlapi ? 
Ng a na Mmuswa mu s e a utlwa bohlok o , 
Hloko ba rumv l a Mo s otho k gopong tsa h ae: 
Mosoth o r a k a l l a o thus e tse Lesotho -
Jo nna Lesotho we- e ~ 
(Leso tho . ) 

(On Be r ea p l a i n s a white ma n s p oke 
Sotho . 'fhy Sotho when you are a fish ­
e a t e r - Eng l ishma n? The child of 
overs ea s go v e rnmen t f e lt the pain of 
t he Sotho a ssegai i n hi s rib s . So thos , 
s t a nd f irm a n d d f end Lesoth o . 
Br a v o ! Le s ot ho . ) 

He scorns paper treaties t ha t ~e r e of t en n o t un dersto vd . The 

p oet alleges tha t Mo s h w s h we a n d the Sothos were betra y e d by 

Engla n d . He is embi ttere d t c find the Sotho s suf f e ring a nd 

po c r , whilst foreigne rs r us per . The f ollowi ng lines r evea l 

Nt s a n e 's b i t te r n ess and su s pi c i ons : 

T·mella n o tsa ma n g olo b oha t a , 
os hwe s hwe o n g ots e mango lo a s a ts eb e Se k gowa , 

s a b one l e yena Fitoria sefahl eho . 
Tlisang man g olo a o l e r ona r e bone , 
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Tlisang tume l lano t s a Fitoria le Moshweshwe , 
Kgwasollang patanta tseo r e bal e , 
E se be le ngotse tjhomi le ngo t s e maqh cka . 

(How decei tful a r e wri tten a greements ! 
Moshweshwe wr ote lett e r s when he k new 
no English and did n ot even see Vic­
toria ' s fa c e . Bri ng tho s e l e tters f or 
us to see ; b r ing Mos hweshwe ' s and 
Victoria ' s agreement . Open those vol-
umes for us t o ex amine, lest you h a ve 
f orged a n d falsified everythi ng . ) 

Bang pelo tsa thu l ana ra sheba Berea , 
Ra hopola h l abeng t s a Berea le Thaba- Bosiu; 
Ban ra ala mahlo ra ek e t sa h o h lollwa , 
Ra bona ba habo Filipi h o nama; 
Faatsheng l a Lesoth o Fitoria o en tse me thapo , 
Tloholo tsa teng di haf a ka nkatan a . 
(Lesotho . ) 

(Some of u s united and thought of Berea 
and remembered Thaba- Bosiu . Some of 
us s urveyed the oun try and wondere d 
when we saw Phi lip ' s peo pl e i ncrea s ­
ing . In Lesotho Victoria has s t r u ck 
roots . Her g r andchi ldren a r e ve r y 
comfortable and rich . ) 

Nts a n e cares less for Briti sh protect ion , f or , accordi ng to 

him, i t is disgui s ed co l onization a n d c on~uest : 

Ya se nang seka j a mmae a tele , 
Ngwana Fi toria r ena o bo hapile , 
Kgoka tsa Morwa hase hob a di tena , 
Moshweshwe eba a t s eb a a hana hu ngola , 
A hana ho s aena pampi r i d i tlet s e Mamenemen e . 
Jo nna Lesotho we - e ! 

(Survival of the fitte st ! Victor i a 
has conquered your l a nd . If only 
Moshweshwe had waited a n d refus e d 
to sign tri cky and dec eitful 
papers ! Al as ! Les otho !) 

The l ast Jo nna Lesotho we- e i i s no t ex pr e ssing admira ti on, 

won de r a nd excitement a s in the prev i ous s t a n za , but it de ­

not e s regret , self- pity and di s appointment . Under a ski l ful 

h a n d a s Ntsane ' s every day language ca n be e l e v ated to t h e 

level of figurative emotive l a nguage . The s entimen t s ex pressed 

a r e not commonplace a nd the thoughts a r e co nveyed b y ca refully 

selected and forceful words . 

Ntsan e ' s satires a r e e f fe c t ive b e cau s e he do e s n o t 

allow them to degenerate into mud- t h r owi ng . He s nee rs a t the 

me n wh o have no ba ckbone , those wh o canno t ma i ntain their dig­

ni ty when they are exposed to out s ide f orces . He hates the 

p r oud but a ls o he displays his disgust for pretenders an d 
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t i mi d c haracters . The reader is persuaded to share the s ame 

feel ings but also to laugh a t the ca ricature before him: 

Rola katiba , o dumedise Ba se , 
0 siye di e t a keiting, 
0 hahabe ka mpa se - ka- noha , 
0 pate mohwa s a , Base a kgahlwe, 
Mmi sisi a tshehe a utlwe monate , 
Le botlelembase b a tlo bona . 
(Dumedisa Base . ) 

(Remove your la t and g r eet the 
boss . Leave yuur s h oes at the gate 
and crawl on your belly like a 
snake . Make no noise a nd please 
the boss . Let the Mistress l augh 
and enjoy it ~ let the y oung bos­
ses come up and wa tch . ) 

But in this stanza thE poet is contemptous of the man who ac c ept s 

f a l ttery and pre tende d humili ty as signs for respect . The man 

is so vainglori ous and pover t y stricken in spirit that he be­

comes easily satisfied when he sees this crinching belly craw­

l ing creature . 

Ntsane 's mockery of a rbitrary powers is captured i n : 

Dume di s a Ba se , o' t l o pheme ditsietse , 
0 pheme tset s e l a to r onkong , tshitshidi , 
Hoba e a shapa tsweu ya Kapa , 
E shapa ka kat se ya Sekgowa . 

(Greet the boss and avoid troubles . 
Avoid the flea of the prison cell -
the bug . Do n ot forge t the white of 
the Cape can beat . He uses a Euro ­
pean cat- a whip . ) 

Iphapanye, o kobe mangole , 
Esere wa fahla Mmu so ka lehlaba the . 

(Dumedisa Base . ) 

(Make your s elf a fool and bow l ow , 
lest you irrita te the powers that be . ) 

Behind the poet 's smile and ca refree expression, the r eader can 

f e e l Ntsane ' s ha tred for ill - treatment and h umiliat ion of hi s 

people . He exorts hi s fe llowmen to patience despite t he i r 

hardshi ps . Note the tone and supressed l aughter in : 

Dumedisa Base, o tshwase masokotso , 
Base o hama e tswele le mokeletla; 
Empa ha e rahe , e a pe kgenya ! 
E shobe ka dinaka, tha ka Mpai, 
Leha e k a o phunya mpa hase lebaka , 
E phuntre ba o fetang ka dimpa . 
(Dumedisa Base . ) 
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(Greet the boss and ga i n something 
for the boss mi l ks the one with a 
rich udder . Yet it ki ck s hard ! 
Handle it brother,comrade of Mpai! 
~ven if it can pierce your stoma ch 
it does not ma tter . It has already 
pierced bigger stomachs t han your s . ) 

Ntsane' s belief is: r athe r remain a beggar and a f ool t han be­

come a traitor : 

Dumedisa Ba se , o lese ho lorna , 
0 l e se ho ja ba heno dikobo; 

(Greet the boss a nd leave alone 
back biting . Leave selling your 
peo ple . ) 

Morena a na thela ka mofo bothateng , 
A rekisa ka mofo , Base a thaba . 

(A chief onc e paid his tax by s elling 
his subj e ct ' s labour and the bos s 
was happy . ) 

The p oet ' s pessimism is rounded off in a proverb " Dumela o folo ­

fets e l eraha metsi a pjhele o a bona . " In the las t stan za he 

sta te s t hat all i s los t , hi s fore-fathers slept when they would 

h a ve p r otected that which was theirs . 

In BOKGOYIANAT SH\fANA Ntsane s a tirizes the con c eited 

"Black" Europeans who have partly assi mi l a ted Europ e a n customs 

and tend t o l ook down upon their na tive customs and f e llow men . 

'l 'he poe t cannot stomach their forwardness and ch eap pri de which 

a re d i s gusting: 

Bokgowanatshwana ba bang hase bophoqo, 
Ngata bo nyonya sehahabo bona se b a h o disitse, 
Se ba hodisitse ka bese la tauhadi , 
Be se l a nkwetolodi, b a t a sa Afrika , 
Ba jele tlwae, b a tlwaetse Sekgowa , 
Ba mpa ba hana ho nona melala . 

(How stupi d a re some Bla ck - whit emen ! 
They despise the~._ very custom tha t 
br ought them u p , the very Afr i ca 
that n urtured them! They h a ve im­
itated a nd they are used, to Eur o­
pean customs . A pity they do no t 
prosper . ) 

The poet sneers at their pretended r iches and comfort : 

Foranteng tsa lona n ts i ntsi di entse mm ok a , 
Di ntse di le ja dikobo maapar o , 
Di le ja sedutse, l e hl oka b odul o , 
Di jele makgom , manku a nyamets e. 
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(At your vera ndahs flies do n ot g i ve 
you rest . They pester you in all 
what you do . They have eaten your 
cattle and sheep, you have nothing . ) 

Kitjhining, ha Kgowanatshwana ho phehwa mamina . 
Jo di ile kae, Kgowa la Afrika? 
Jo di fella bokakalopeng ba hao; 
0 r atile semat e o sena matla, 
Mate s a diterateng s e tla o phoqa , 
0 kgantshe sona mokotla o kgwehle . 
(Bokgowanatshwana . ) 

(In the Black I.uropearts kitchen 
there is no foo d. \there is food 
European of Africa? It has been 
eaten by your bragging . You 
loved beautiful things when you 
cannot aff or d t hem . Outward ap­
pearances vrill disappoint you when 
you ca nnot afford it . ) 

The irony in the question part of the above s t anza strengthens 

the mocking tone of the poet . This mocking tune i s maintain ed 

by t he deliberate use of Sotho ized word such as s emate wh i ch in 

t h is context, means cheap and deceiving outward beauty. 

Bosiu ho alwa mekotla, 
Mot shehare ho a ikinwa ke dithena , 
Ho apa rwa tsa Makgowa maholo diapar o ; 
Motshehare re k gan tshetswa Bokgo wa . 

(At night they sleep o n sacks; du r ing 
the day fellows ar e wel l dressed . 
Clothes are those of great and ri ch 
Europeans . During the day we a r e 
shown off ~uropean styles . ) 

The above line s show the pitiable state of Bokgowanatshwana 

(the p l ay- whites among the Sothos ); humiliation and suff e ring 

into which they put themselves in an attempt to show off . 

Ntsa ne attacks , without reserve, all those evil and worth l e ss 

prac tices which make life difficult for t he se people. He cannot 

understand hy they s hould degrade themselves a nd make them­

s e l ves the l a ughing stock of the world . There is nothing va l­

uab l e in pretence and imitation or perhaps , mimic r y : 

Puo e se le Afrika se Tshwephohileng, 
Se lapilweng se - ka - mmethe- wa- kgale . 
Mekgwa le yona ha se ho makatsa, 
Ho thwe ho 6tswa sona sewa tleng , 
Athe ke modubadube wa hlakantsut s u: 
Se- ka- Sekgowa , se - ka - se - Afrika . 
(Bokgowanatshwana:;--

(Their l anguage is polluted African , 
patched up like an old sack . Their 
manners are shocking ! They t hi nk 
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t hey are doing customs of Europ e, 
yet they are doing funny things! 
Half European half African ! ) 

The poet' s contempt is given expres s ive fo r m i n t h e a b ove sta nza . 

Note th e force behind the similes underline d , and t he effective 

use of negation for emphasis: 

11 v1ekgwa le yona hase ho roaka tsa . 11 

(Mannerisms are shocking . ) 

Ntsane is a keen observer of mankind , e s pecia lly his 

nation . All evils are exposed without nagging f ault-find ing . 

His s a rcastic humour , irony and straight forwa r d presentation 

of f a cts are effective wea ons aga i nst tho s e who ma ke life un­

pleasant for themselves by making themselves s l a v e s o f worthless 

desires . RATO LA DIPOTI'IPONG and NGWANA LONA ar e a lso based on 

human nature - the unpleasant side of the otherwise n obl e spirit . 

In t h e f ormer poem the poet po r trays the f a lsehoo d in women who 

have los t their sense of value s . The pi ti able s tat e of the vic­

tim r emains vivid in the mind of the reade r b e~aus e of the sad 

tone a n d mocking: 

Ka thuba ponto ka r eka haholo , 
Ka rekela n@vane motle ka thela -
Jo rato l a dipompong b ohata ! 
Rato la mphoqa ka ut l wa bohl oko . 

(I changed a pound note and bou ght 
again . I bought for the beautiful 
one and secrificed . Oh , how de ­
ceitful is l ove bought of s weets . 
My love di s appointed me and I 
was grieved . ) 

Sekesepentshe pokothong t s a t s wa lenyele- nyele . 
Ha tswa mahafokarone l e ona ma tek e ; 
Phase le t sa di pompong mokoloko, 
Ngwana a ja di thofi dileke r eguti . 
(Rato la dipornpong . ) 

( Sixpences carne out of my pocket, 
one afte r the other . Hal f - crowns 
and tickeys also disappeared . 
Sweet pare ls followed one ano t her . 
The girl ate cho colates , nice 
things . ) 

The i nteresting feature i n this poem is the u s e of b orr owed 

word s s uch as sekese p ent s he , (si xpence) , mahaf okorone (ha lf­

crowns ) , dithufi (toffees ) , dileke reguti (ni ce thing s) , n ot 

in their literal meanin0 s but express the t rivi a l i t y of cer­

t a in t hings because of a reduced sense of va l ue s . Pe ople tend 
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to dis regard more important things and cl ing to valueless one s. 

This technique o f infusing Sothoized words with n ew me a ning s 

seems to be mas tered by Ntsane alone . 

Like mo st poets, Ntsane admires beauty in the man- made 

objec ts . He is g ifted with the art of unfolding his i nner ex­

perience s , a nd pe rsua ding the re a der to share similar feelin gs 

and i d eas . TJHUTJHUMAKGALA is one of Ntsane ' s best po ems . In 

the opening s a nza he portrays the excitement, admiration , fe a r 

mi ngle d with wo nder, of a man seeing a steam engine f or the first 

time . Genuine a dmirat ion and excitement are clearl y revealed : 

t ho tsa ~akgowa ha se ho tshabeha ~ 

I na ke ale tshaba Makgowa; 

Ke le tshaba hoba le etsa dihaeya , 
Le etsa ntho di hana ho fela . 
Ruri ntho di etswa ka bohl ale , 
Ka dikgoka nkabe ke iteket s e . 
( Tjhutjhumakgala . ) 

( How frightening European t hings are ~ 
I fear you , Europeans . I fear you be­
cause you do wonders , strange t hings 
without end . Certainly things are 
done through intelligenc e . If 
muscl e s play ed an im~ortant ro l e , I 
would also try my st r engt h . ) 

His wonder and admiration increases in the second s t a n za . Meta­

phor and personification are used to this effect . The frighten­

i n g s ound is likened to snorting, roaring and vio len t coughing . 

Pele , la na la etsa ntho e le mabidi , 
La etsa sebata se topo se seholo . 
1 orwa, mohla a qal ang hose bona , 
A tshola tlhako morQ~g , kamorao a tetemisa . 
A hetla a utlwa ntho e hona t 
Ya hona , ya rora , ya tloha ya thimo l a · 
Le teng ya thimola e loke l a ho kgohloia ; 
Athe ho kgohlola hoo ho e baka materebe . 
(Tjhutjhumakgala . ) 

(First , you invented a thi ng with wheels 
a monster with a large carcass . Whe n t he ' 
bushman first saw it he ran for his life 
then he reduced his speed t o look back . ' 
It sneezed when it was sup pos d to c ough . 
The coughing made it wild . ) 

The r h ythm in he last three lines of the above stanza re cap­

t ur es the cc ns i sta nt speed and movement of the train . One can 

hea r the bea i ngs of the wheels on the r ail l inks throughout . 

The train is regarded as a mo nster . The poet admi r es the many 
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beaut iful soft and tiny legs of the millipedes that glide on 

soft sand: 

Yare re sa bone, la etsa se seng sebat a ; 
Mmalo ~ ke re sebata , nka re sebatahadi , 
Nka o roka ka reng, tjhutjhumakgala? 
Na ha ke bolele ha ke re : 0 motlehadi , 
0 fokolodi l a dithota, mahlabe? 
Mohal a ke wa tshepe, 
Ha e le wa kgwele o ka o kgaola~ 

(Whilst we wondered, you invented anot­
her monster . Jove ~ I should say great 
monster . How can I praise you burner­
in- passes? Is it not enough to say you 
are handsome, a millipede of the plains . 
The rail is made of iron; a rope you 
will crush ~ ) 

The imposing size of the train a nd its speed cause a nxi e ty and 

f e a r . The comparison with the devil is apt: 

Ha ke re : 0 lebelo , o ka Satane , 
0 ka wa Mautla a bona wa hae? 

(Are you not as fas t as the Dev il , 
Lucifer himself when he sees his own?) 

I n the fourth stanza the poet , by careful use of pe rsonifica tion, 

onomatopoiea and alliteration has re captured the sound ,the move ­

ment and frightenin. appear ance of the train . The impressions~ the 

mind· of an unsophistica ted country boy when he sees a t rain a re 

v i v id l y portrayed: 

Mohla ke qalang ho o bona , Sootho , 
Ka fosa, ka fihla ha hao · o etile; 

the o tla fihla hona tsatsing leo , 
Nna le ba heso re neng re o emetse . 
Wa fihla o ha l efile kgalefo ya mahl anya; 
Ka tshoha , ka mpeng ha tetema , 
Ka bona o tshabeha, ngwana 1muso , 
0 omana, o r e o tswa Kapa , o kgathetse; 
0 tshwehletse, makweba a entse mohodi 

· Batho r a thothomela ha re bona o ntsh~ mets i. 
•(Tjhutjhumakgala . ) 

• (When I saw you for the first time b r own 
• one , I blundered and visited your home 

in your absenc e . You a rrived on that 
very day . My fello w men and I were 
waiting for you . You arrived in great 
anger like a mad man . I was scared 
until my stomach shook . I f ound you 
frightening, child of the government . 
You were sc olding that you were from 
the C pe and you were tired . You f umed 
and foams formed mist . We people shi­
vered when we saw you pass i ng water . ) 



There is a note of relief in the fifth stanza for the poet is 

used to the train . He admires its helpfulness . A beautiful 

image is created by co mparison with the mythical kgodumodumo 

which swallowed nations . 

Kajeno ke o tlwaetse , o motswalle, 
Hoba ke bone o phakisetsa baeti; 
Ba ditsietsing baa o roka , ntshotala, 

(Today I am used to you; you are a 
friend for I saw you helping travel­
lers quickly . Tho se in trouble hail 
you , "Dark- green One . " ) . 

Mpeng ho wena ho kene mehlobo; 
Nka e bolel ka mabi tso, o ka haroha l etswalo, 
Hoja ekere ha o re kgefu 
0 hetle , o bone thoto ya hao morwalo , 
0 no tla re ha o motho,o mmamahohoretsane ~ 
(Tjhutjhumakgala . ) 

(Many tribes have gone into your stomach . 
You will be shocked if I enumerate them . 
If you could, when resting , turn back 
and see your load , you would realize 
that you are no person , but a gather-
er of all . ) 

Ntsane , more than Khaketla and Lesoro in the poems on 

the same subject , brings the real sensation and experience in 

this state of mind . OnG rea~y feels it is a new a nd exciting 

experience when confronted with the mons ter - the train . Its 

puffing, shaking , rhythmic moveme nt and hooting, now and again~ 

fills the unsophistic ted mind with awe and wonder : 

Ka hlahisa hloho ho boha moeka, 
Ka fumana a thukgubeditse, pelo e l e ntsho, 
Pele mane a omana habohloko , 
Morao mane eka o kgitlwa ke thaabe , 
Hare mona eka o jele dikgobe, a kofella ka metsi ~ 
(Tjhutjhumakgal a . ) 

(I peeped to see the fellow and found him 
raising dust, working hard like an 
angry m~ n . There in front he was com­
plaining bitterly . At ·· the back , he 
was hitting like one hiccuping; in-
side he appeared to be constipated . ) 

The rich image ry in the above lines is unparalled in any other 

des c riptions of the train in Southern Sotho . The a llite ration 

in the last line . 0 tjhutjhu, o a tjha~ o a tjhutjhus ela, (you 

are a firebrand , you burn, you emt fire ) sums up the living 

image of the train in the minds of the poet and the reader . 

Recruiting for the South Afri ca n mines is a common hap­

pening in Le sotho . In HA RE YA LEJWE- LEPUTSWA, Ntsane has, in 
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the most expressive and rich language , r eveal ed the f as c ina t i on , 

fear, wonder, anxiety , puzzle , admiration , and e x ci t ement of 

the mine recruits in strange and large cities; t he s a crific e s 

they make to go to the mines , humiliations they su f f er a t the 

hands of the proud indonas (foremen); dangers and po s s ib l e 

d eath a waiting th min the mineshafts ; moral degen e r ati on a s a 

resul t of being removed from known traditional values a nd cus -

t oms. 

The very first stanza of this poem reveal s t he e x c iteme nt 

and a nx iety on the last evening of preparations before the depar­

ture o f the miners . This fe~lin develops right up t o the 

se c o nd stanza: 

Ra lala re phehi l e mefaho , 
Re phehile me f aho ka l a maobane , 
~erwalo re e t lamme; ntja tsa batho , 
Ntja tsa moreneng , ma - lal a - a - laotse . 
Laola , more na , re lokile , 
Re loketse ho kena mekot i ng ya ditadi; 
Tadi tsena di maoto - mane , di a bua , 
Di bua tjhomi , di bua Sek~owa . 
(Hare ya Lejwe- Leputswa . ) 

(We prepared our provi smn the pr e ­
vious day . Our luggages we r e strap­
ped , we ready dogs of ou r chief . Ex ­
amine us, Sir , we are ready; ready t o 
enter small rat holes . The s e rats 
are four - footed and the y talk . They 
speak lingua franca , they speak a 
Europe n language . ) 

The diff~rent lines are closely knit t ogether b y a repeti t ion 

o f l eading words whi c h develop and s t rengthen t he i deas and ex­

pe ri enc e . The reader cannot miss the sadness of the r e cruits 

a s they le ~ ve home to expose th mselves to unknown d a nge rs i n 

f o r e i gn l a nds: 

Mmate a tel a mmae , ka te l a nkgona 
Ra tela beng ra siya badimo; ' 
Le pele di na le baji , 
Badimo ba ja ba mekoting , 
Ba ja ngwana mmae a mo rata , 
A mo rata e le ngwanJ ho f e l a; 
Ngwana ho fela k e sebabatso , 
0 hlatswa sebae mokete o fele . 
(Hare ya Lejwe - Leputswa . ) 

(My compeer left his mothe r and 
I left my granny . We sucri f ied 
our peopl e and our gods . Ev en 
in strange lands there a r e those 
to demand offerings . The y s ac­
rifi ce d a child l oved b y his 
mother - the only chi l d , t h e 



last born , comforter of h i s family . ) 

In r dinary language the poet describe s the ru gged, be­

wildere d and raw mob queueing to s i gn c ont r acts . Th e ir mobbing 

like a flock o f sheep , noise making and scolding , a r e e choed in 

famotse dinko (which suggests real bewilde r ment and r estless­

n e ss ) kwata (su ggestin J rawn2ss and l ess sophist ication); 

ntja /nd manong ( which suggest the '' don ' t care a t titude . ") Th e 

l a nguage i s simple . It des cribe s simpl e folk: 

Ra kena k ampo ng r e famots e dinko , 
·fung ra fihl ela n t ja di fotse tsa me t sen g , 
Ho f ot s e manong, ba na ba diotlwana . 
Ut lwang mabal a ne o sehloh o , banna , 
0 re bomma rona re ba sii l e morao , 
0 rohaka kwata k a mma yona , 
Mma y ona le ho e ts eba a sa e t sebe . 
Ka pelo kwata e ntse re: "Le wena ~ " 
(Ha re ya Lejwe- Le putswa . ) 

(W e entered the camp with our nostril s 
expanded . There we f ou nd dogs from 
other villages queueing - vultur es and 
underdogs . Listen how c ruel this c l erk 
is ~ He says we have l eft our mothers 
behind , and he insults a recruit ' s 
mo ther without knowing her . Inwar dl y 
the recruit say: " and you too ~" ) 

Mora l de ~ener tion sets in f a st on ce r emoved f r om k now n ways of 

life . Note th graphic description in the followi n g lines: 

Ra tshela Mohokare Sat ane a tsheha , 
A phutha mohaBa a rakalla , 
A re puo tsa bona di ntle di a kgahl eh a , 
Di k gahla Satane l e mangeloi a hae 4 
Ra ngolwa buk~ ng ya dih e l e , ra amohe lwa ; 
Re tshe tsd Moh okare re si ile bohl a l e mo r a o , 
Re siile naka l a Moshweshwe morao , 
Naka la bot~o le l a kgotso ditjhabeng . 
(Hare ya Lejwe- Leputswa. ) 

(We eras sed the Cal e do n a n d the devi l 
laughe d . He fold e d his tail and en­
joyed our talks which pleased h i m and 
his angels. Our name s we r e written a nd 
a cce pted in he l l . We cross ed the 
Cal e don a nd l e ft wi sdom b ehind . Moshwe ­
shwe's stre ngth a nd cu stoms , the srbol 
of peace abroad , we r e l e ft behind . 

Da nger a nd de th a re immin nt . The poet cannot overlook the se 

f or they prick his soul : 

K siile tseso metebong , 
Ka lata ts e metswele e thata , 
Tse hangwa ng ka madi a moth o , 
Tse tlangwang maotong ka t s h e pe . 
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(W e left ours grazing in the pasture 
plains and cam for those with a 
hard u dder . They a r e milked with 
human blood a n d their legs a r e bound 
with irons . ) 

The s imple folk view diggi n g and spade work in the same l i gh t 

as the i r traditional occupation , reari ng cattle . Note the com­

parison above . Figurative languag~ embodying metaphor, e uphem­

ism and alliteration , is employed to describe the dar k ne ss , 

r a ckling of machines, humidity , the fr i ghtening hanging rocks 

and gapi ng c ves underground: 

Tetebela , Kwata , o itse o tla kopa; 
Tebetcbe ha e a ike tsa , e entswe , 
Ke mohohomela, haha l a madimo , 
Kgatampi botsho kgohl ong , 
Kgatampi e nkga kgo todia tsa Makgowa , 
Dikokopane ke metjhini ya kese , 
Di hwasa mpeng ya le f a t sbe koting sa gauta , 
Lejwe- Leputswa , pududu- put swa , petshoha . 
(Hare ya Lejwe- Leputswa . ) 

(Go down raw recruit , yc u s a id you wili 
mak e it ~ You called for this ~ It is a 
dungeon, a de ep cave of cannibal s , a 
hole smelling of LUropean chemi ca l s . 
Cocopans, electric machines , whisper 
right in the cent r e of the earth , in 
the gold mine . Gr ey stone , crack ~ ) 

Other poems in whi ch Ntsane demonstrates how co ntent a nd 

f o r m can b l nd under a skilful hand are HA ESO , HOETLA, MASOLE 

A BASOTHO, etc . ; but one still feels the halting of t h e line s 

be cause rhyming is not part of our fo l k spee ch , and ther e fore , 

our id iom. h ere is a cons cious tamperi ng with the lines to ac­

commodate like endings . Howeve~ innovd tions in Ntsane 1 s poetry 

are not too glaring as to make his compositions poor carica ­

tur es of Luropean poetry . 

Ntsan e 's lov - a nd admiration fo r a nimals and natur e is 

reveal ed in HATABUTLE , POKOLA and MOHOKARE . He admi r es the 

dignity , power and maj sty of the Caledon River (Mohakare) . By 

employing and combining in the most efficient manne r, me tap­

ho r, euphemism , personification and other figures of spee ch , 

the poet crea tes an image o f a dangerous , destructive ye t 

beautiful an useful river: 

Mmamahohoretsan towe , Mohokare ~ 
0 samayang o h ohola medidima difate 
0 tlosa tlhapi tulong tsa yona , ' 
0 nka Moso tho a tsh l e la Frei Stata 
0 mo hlabise h l ohlodingwane; ' 
Buru o le hlobodise dija se , l e kgolokgothehe ~ 



0 shwel e pelo k eng o l e motsamai , 
0 ratang h o inea l e ona ka bana ba b a tho? 
(Mohoka re . ) 

( Gathere r o f all, you Cal e d o n ~ You 
sweep b ig t r ees i n your way a nd re ­
move fish from their pla c e s . You 
capture a So tho whils t crossing to 
the Free State and tu r n him upsid e 
down . You r emove a Boer ' s overc oat and 
r ock him . Why a r e yo u s o ca Llous ? 
Why do yo u make y ours elf unpopula r 
among men? ) 

Mohoka r e is de scrib e d as Moph e k a phe ka (the widt o ne ) , mo l ollop i 

( l ong one ) , tsho - Tal a ( da r k g r e e n , b e caus e of d epth ) , 

mo r a pa r apa (th broad unwi eldy one) , r amethinya (fath e r of 

many turns , curv ~ bEnds a nd wind ings ) , r ame l ato - ha- e - fe l e 

(maker of n dless trouble s ) a n d Mma mah oh o r e tsa ne (ind is cr i mi ­

nate gathe r ~ r of a ll ) . ll t hese descri pti ons inte ns i f y the 

fo rce , migh , g r e a t ness and i ndestru ctibi l i ty of th e Ca l edon . 

The poet ' s a t a chme n t to the riv e r cannot be d isguised . The 

ric h s ource o f this river is compa r ed t o the mo the r who suck l es 

her baby from a full b r as t : 

.. .• . mo l opolle o mpa d i k go l o , 
Ha ho mohla o r ob a l a ng o its osa , 
Hoba mmao ke mo s a d i a Leteb e le , o a sisa , 
Fub e ng s a hae h o nya nts e b a nna , 
Tsona kwankwetla tse na : Se nqu , 
Bo Lc thuel ~ l e ba bang • . • 
( n ohokare . ) 

(Yo u l ong t hin g with a l a r ge b elly . 
· h e r is no day when you a r e ev e r 
d r y fo r your Zulu mo the r ' s mi lk is 
rich . He r b r east ha s given suck t o 
g rea t men like the O rang~ a nd th e 
Tu~ela . ) 

Thro u ghout h poem the r e i s a n e conomic use of me taphorica l 

l a nguage , h e nc e the s ent i m nts expr e s s ed do not s ound exagger­

a t ed , artificial a nd c ommon pl a c e . Th e i mage ry is fun c tional 

a n d not o rna mental . Thus t h e poet ' s de s cription of the Cale don 

Rive r is liv e ly a nd attractiv e . 

HATABUTLE i s a pra is t o a well- fed , stron g a nd fas t 

horse . The poet f e e l s st r o ngly a b ou t thi s r a c e h o rs e . I n the 

most f as c ina ting a nd emotiona l l a n guage he po rtra ys his satis ­

fa c t ion a nd pride be caus of the h o rs e ' s galloping , trotting , 

wo nd e r fu l d eeds , phy s i qu e and power: 
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Tswelang kantle basadi le bone, 
Banana rolang dinkgo le ope; 
Le opeleng pitsi s ebata diat l a , 
Ntho ena e tswa hole sebakanyana . 
Didietsang basadi lc kgahl we , 
Le bone tsebe tsa pitsi ho bebelaka -

Hatabutle ~ 

(Women , come out a nd watch.Girls re ­
move calabashes from· your heads and 
appl aud the great beast , my horse . 
This thing has travelled far . Women 
cheer up and admir~ the movements o f 
its ears - Hatabutle ~ ) 

Pitsi ya matha ya mpake la mahlomola , 
Pitsi ya siya dipere beng ba tshepile , 
Ba tshepile ba so bone kanyane le matha . 
Ya di kokoma la kgomeso e hla ba , 
Mahl a be pitsi e matha seka mo loi , 
Moloi a baleha kganya letsatsi mmanana -

Hatabutle ~ 

(The horse ran until my heart was 
moved . It beat f a v ourite horses for 
their owners w •rc hope ful even be­
fore they s aw my fox . My grey one 
ran like a wizard a nd beat them -
a wizard running away from light . 
Hatabutle ~ (Trot g ntly) . ) 

This poem is as lively, a ction- packed and dramatic a s 

the traditional praise poems . It e vinces many characteristics 

of traditional c ompositions such as those already d iscussed in 

the preceding chapters . Ntsane seems t o find these te chniques 

effectiv , for they come automatically and unconsciously. 

This may suggest that certain structural features whi ch a r e 

observed in the praise poems a re ba si c to Southern Sotho, be­

caus e even modern Southern Sotho poets have inherited them 

without any conscious effort . A repetition of words remains 

part and parcel of our songs and declamat ions . ~he tone and a 

succession of stressed a nd unstress e d syllables maintain a 

uniform rhythm which makes Southern Sotho po e try dramati c a nd 

musical . 

Another animal admired by Ntsane is the Donkey . To him 

the donkey is not as useless s other pe opl e think . It bears 

the g r eatest sign of victory, th8 cross . He appeal s tha tthe 

donke y should be treated with pa tie nce and humility . 20) . 

20. ) The same image is portrayed in Stevenson ' s THE DONKEY and 
Raditla i' s SELELO SA T0NKI . It is interesting to note 
that these three poets express th e same sentiment and treat 
t his subject in almost the s ame manner - Fi rs t the 
donkey is ~rais~d, then man ' s ungr atefulness and cruelty 
to wa rds thls an lmal are criticised severely . 
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Kd tshaba ho bua hampe ho ny e fola , 
Ke tshaba ho tlontl olla borena , 
Ho ba o moholo Tonki o ya tshabeha , 
Tsa hao di babatswa le ke maseya . 

( I am r e luctant to criticize and 
belittle your l ordship, f or you a r e 
great Donkey, and awe inspiring . 
Your fame is k nown even b y infants . ) 

Wa na pepa ngwana Modimo wa pholosa batho , 
fa baleha ka yena Heroda a swaba . 
(Pokola . ) 

(You carried God ' s chi l d on your ba ck 
and saved huminity. You fled ith 
him and Herod was disappointed . ) 

Some of Ntsane ' s thoughts are discussed in s a tir es 

such as WENA 0 J WANG , SBBE NTLOHELE and MONNENWA KE MANG , a nd 

in hi s other poems such as MATSHEDISO , MATSIENG and KGORON1J. YA 

LEHODIMO . In these poems Ntsanc exami nes l i fe around h i m a nd 

g i ve s advices . In th em the r ead r finds tbe praye r o f one who 

s eeks great things for his nati o n , a nd asse r ts the v ic to r y of 

virtue over vice and sin. Part of h i s satire i s dire c t e d w 
t h is end . 

Jtsane does not forge t t he builders and civi l izers of 

h is homeland . B NNA BA BARARO is his epitaph of t he t hree mis­

sionaries of h ~ris Mission, Arbousset, Go s selin a nd Ca s a li s , 

who brought chris tianity t o Leso tho : 

Ha re le tjee , k ka natl a tsel a t s e tharo, 
Baruti ba bararo ba IVIc s hwc shwe , 
Bo - Arbousset , Gossd l in l e Casali s , 
Ba tetse mahahabo bona , ba tl i l e Leso tho , 
Fifing le letsho la b o- nka- ntjana ; 
Ba itahle la hara lona , ba etsa mmane , 
Yaba ke ho kgaoha ha so na s a ma r at s wan a , 
Satane a theoha tulo sa b o rena a swaba . 
(Ban ba oarar o . ) 

( 1 are what we a re through thos e thr e e 
great heroes , Moshweshwe 's missionar ie s 
Arbousset , Gosselin and Ca sal i s . Th e y ' 
sacrificed their own people and cace 
to L sotho , in the he a rt of darkn e ss . 
They threw thems elves in like a fl ash 
of lightning , and overthrew the dark 
kin~dom of Satan.) 

I n thi s stanza the reader dis covers the poe t ' s g r a titud e for 

d eds of the missionaries . The power of the Gos­

to lightning ( mmane) whi ch tears apart a solid 

the wonderful 

pe l i s liken e 

ro ck or fl a shes 

o t ho then . ) 

in th darkness ( i gnorance a nd dar kne ss i n Les-
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Ntsan e has the ability to turn f'amiliar .~.l?lical and ~e­

ligious sermon into poetic mater ial. SEFAPANONG i~ ~ di~­

fi '~d .and touching relig:i ons me ssag~. _ He r~a~hes his climax ;o 
±he- fql l owing lines : 

Fapanong sa lefu ho h l ahile kgotso 
Fateng sa dihele h o hlahile bophelo , 
J esu a time l a batho ra pholoh a , 
Mor alo wa dibe ke oo o theteh a , 
Wa mo hata s eho l oholo a namalla . 
( Sefapano ng . ) 

(At the Cross of death peace came 
f orth; at the tree of hell life was 
given . J8sus d ied and man was s a ved . 
The load of sins r olled a nd c rushed his -
Sata n's - back a nd flattened him. ) 

Ntsane is nearest to the tra ditional baroki . His love for 

repe tition p ves that a repe tition of a wo rd ( s ) in the pre ce­

ding and succeeding lines appear to be to Southern Sotho what rhyme 

i s to European poetry . Where Nts n e is na tural and is expres­

sing his t houghts an emo tions, this feature crops up almost 

automati cally and unconsci ously: 

Thoteng ya Leha ta , Go l go tha s ebakanyana , 
Thoteng hare h o tsepam - di f a t e , 
Fate tsena has e le ka h o tshabeha ~ 
Fate di nkga madi lefu bohloko , 
Lefu s c f apano n g h o nya r o s a , 
Le fu sefapanong h e tlontlolla . 
( Scfa panong . ) 

(At the plain of Skulls, in Golgotha , 
f ea rful tree s a r e pla nted . They smell 
th blood of painful death . The de a th 
of the Cross is fright nin g a nd humil ­
iating . ) 

Compare the struc ture of the a bove line s with th e following verse 

fr om DITHOKO TSA MOREN E MOHOLO SEEISO GRIFFITH (by George 

Lero thod i ) : 

Ngwana tladi ya l ehodimo , Seeiso 
Ngwana tlad i ya h o lao l a setjhab~ . 
Moshwcshwe kgale a b a tswa l baha le 
Letsie l e yena a tswal 1 ba hae , ' 
Leke na le yena ~ t s wal a ba hae ; 
Mohal ya tswe swe ng ke Letlama 
0 ka mo r a t a ha dithunya di lla ; 
Ha di lla eba d i a mmitsa . 
(Ha e l e Morena wa Mokho tlo ng . ) 

(Chi l d of lighting , Seeiso , lightning 
that rules th n tion ~ Mo shweshwe ha~ 
a l ways given us heroe s . Le tsie b e got 
his ; Leke~a a ls o . A hero begotten by 
Letlam Wlll be admired when the gu ns 
r oar , for then thy dall him. ) 
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This te chni~ue appears to b 0 the b~sis o f for ceful a nd emo tive 

language of our Southern Sotho poets . Not e the following ad­

dr&j3S fro m o ne of Leroth odi ts --compositions: 

Dumel a , gw~na Morena , selomo s a Basotho , 
Se l omo sa mar a a Rale tshabisa ~ 
Seeiso , s e k gese b a tho , o mor ena ; 
Se e i so Ramos ~ , o tletse matsoho . 
(Ha a ya bona ~ohlomphehi Leqosa le 
Phahamen g Pre t or i a . ) 

(Ha il our pri n c e ~ 'louthpiece of the 
Basotho ~ Mo u t h piece of the forces of 
Raletshabi sa ~ Se e iso , do not s c.old .. 
p eople s i n c e you a r e a king . Seelso 
f athe r of mercy , has pl enty . ) 

Undiluted pra is e s a r e still f o und in Ntsane ' s a nthology , e .g. 

MAKGAEANE PEETE . 

SEBE TLOHBLE portrays the c onflict between good a nd evil, 

virtue and vice . Only one with Ntsan e 's kee n mind c ould com­

bine mora l l esson with humour a s i llustra ted in this satir e . 

Sin (s e be ) i s pe rs oni fi ed and is treated as a tireless antago-

nist : 

Ka nyorwa ka n yorelwa k go tso , 
Ka lap; ka l apel a b ct l e; 
Nt hoa ~ an~ma nthoa mmamare l a , 
Nthoa n t s uk u t l a ya nna ntsokotsa . 
Sebe s nke t se tsa mo ferefere -

Se b e , j o seb e we -e ~ 
Se e tlohele~ 

(I be came t hirs ty fo r peac e , and hungry 
f or virt ue. But the thing stuck t o me 
an held ne t ight . It shoo k a n d r o cked 
me . Sin ca used troubl e for me . Alas ~ 
sin l eav e me al o ne ~) 

KR r e ke kgumama kr:t r o..p e l a , 
Kc bui sana l e b a dimo , 
Sebe sa nna s a itshunya -tqhunya ; 
Ka j e wa ke mangc le ka holofa l a mokoko tlo , 
Leme l nt shita , l 8me l q r a retseha 
La t l a l a l eh a no k a s i twa ho bua , 
La s hwa n va ke s ebe ka b a semumu -

Se b e ntlohele ~ 

(I tri ed t o k neel a nd pray to my god s but 
sin a l ways pushe d its e l f on me . My kne es 
b e came painf ul a nd my ba ck was a ching . 
My ongue became heavy, numb a nd fi ll ed 
the mouth so tha t I b e came dumb . Sin 
h e l d it a nd mad e rre dumb . ) 

As the co nflict b t we n virtue and vice develops , the poet be­

come s more a nd mo r e humor ou s , but this does not lower the ser­

iousness of t he subj e ct . Ntsane does no t a llow his s a tire to 

lose its effe c : 
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Tshepe ho s e ng ts a l l a l eke te- kete , 
. . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . 
Sebe sa fu tuha ka makgotl a e s e h o t s ha beh a . 
Ka nka d ibuk a ka ya t hape l ong , 
Ath se~e s rakal e ts e mo nyako 
Se ntse se panya - pa nya di f es e te r e ng . 

(In he morni ng the bell was r u ng . Then sin 
at a cked in gr eat f orce s . I to ok my books 
to go to p r ay , but f ound s in blo cking t h e 
oor 8.l wi nki n a t me through the window s . ) 

Ka r e ke b i a se f e l a s e be s a nkgama , 
o l o o va dume l a ka tle r ol a , 

Ka mpa ka t l r o l a b oha t a pel ong ; 
e l o ya f arasa maikutlo a hola, 

A hola l o moya a t s wa l ekoten g , 
o ruti ~hiba ka s hwa ka t i me l a -

Jo nna seb e we- e ~ 
S ~.;: be ntlohele ~ 

( I rj~ to s i ng a h ymn but sin cho cked 
me . y mouth sang but my h eart was p r e ­
ten ing . The hGart a ched a nd my f eeling s 
changed . ~ i nister,help, I am d ying from 
s i ~ Please s i n , leave me alone ~ ) 

Ka rutwa mano ka rutwa b ohla le , 
Ka the sa rre tswal le , ka th~tsa s e tjhaba , 
Ka kena seleng ya s eb e Sa tane a tha ba , 
Pelo y l apa s ebe s a e f e pa , 

etso :rn. ome l la k a. n yoro l l a k - sebe . 

(I learn t ricks and wis dom . I d e ceiv ed 
fri 8~.s and a l so my na t i on . I en t e r e d 
th€ road of s i n a nd Sat a n wa s pl ea sed . 

y hungry hear t was f ed b y s in . Sin 
quen che my thi rs ty throat . ) 

Ka f a t s himong ya mo tho k a u t s wa l e hapu , 
Ka r e h a ke u swe ke ya i nke l a , 
Ka feta lapeng ha motho k a hla ba kgoho , 
. . . . . . . . . . . . . . . . . 
Ka r e h s e eo s hodu e ntse e le boh l a l e , 
38be sa u t l wa mo na t e r a r a t a n a , 
Tsw lle s a tiya s Gb e r a u t lwa na . 
( Sebe tloh e le . ) 

( I pas se on e ' s f i el d a nd s t ol e a wat e r ­
ma l o . I thought t h a t I wa s me r e ly taking 
and no steali g . I passe a ho us e a nd 
sla u g e r ed a f oTil . This I r ogarded a s 
wis dom a nd n o t t he f t . Sin was pleased 
a nd we e came fr iend s . Our f r ie n dship 
was s tr ng h e n e d . ) 

Nts a n e d oes no t say : "do t h is o r do n o t do t ha t . " He e xpl a ins 

human e h av iour i n a ll s i tua tions a nd le ves t he r eader t o 

choose wha t is goo · In th e mos t i ndi r e ct nann e r, he tea che s 

a mo r a l l sson . It is for this r a son tha t the r eader is 

amus ed inste o f frown ing a t cut a n d dried mo r a l drill ings 
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Pelong tsa rona s ebe s e renne , 
Se r a kalets8 se i ku t lwa mo na te -

S e tlohel e ~ 

(Sin is reigning i n our hearts . It is 
r e axing and enjoyi ng i t se lf . Siq l eav e 
me alo ne ~ ) 

NGWAN LEHL SA a l so reve~ls Ntsa ne ' s a bility to turn 

k n own Biblica l stories into mode r n poe tic ma t e ri a l . In v e rs e 

and livel y l anguage the poet has po r tray ed the p r odi ca l s on - t o 

suit ev e n change c onditions and ci rcumstanc e s: 

Mets walle e i l e kae l e je l e mmoh o , 
Le nwele sheri l e nwe l e biri , 
La q t e lla ka kgoho mahe e l e moko l ok o ? 
Nt l s a dikgwana s e r a nthane , 

gwana di ph~sa-phasit s e l e mo tjha bophar a , 
Mmiti o tjhel e t we ba di f a lets e . 

(Vhe re ar your fri end s be c a us e you we r e a l­
ways eating to eth er? You d r a nk toge ther 
sherry nd b er . Eggs we r e a lwa ys a bunda n t. 
Foo h s s ca t tered , they t oo a r e biddi ng in 
the long grass . Ra ts h av e run a way from a 
burning s a ck . ) 

The poet crea e s a humo r ous sce ne whe n he des c ribes t he f a ll 

and humi l i a tion of the Prodigal So n . No t e the e ffe c t of the 

al l ite r a ive soun s : 

La bon l e t j habil a l tjha nka ne n g , 
A l e j unifomo kgwad i a l e s emat e , 
Mate sa panti ti l a Mmuso ho haulana ~ 
Ka mo na k · kgot l a ho en t swe mmok a , 
Mmok k wang ha Mmasete r a t a ? 
Mnaseterata o fant i sa di suti o ya r ekisa . 
(Ngwan Lehl aswa . ) 

(On Thu r s day he wa s in j . i l, in kha khi 
uniform . How beautiful i s your uniform ~ 
The beauty o f a p risone r ' s uniform i s 
pitiful . Th e r e i s a crowd in Court b e ­
ca us the ma ~istrat e is se llin~ sui t s . ) 

Th e poem is mo re dramati c and clear tha n th e sto ry . The poe t 

ha s r e live d a nd r econs t r uc ted tbe xpe ri enc e f r the r eader. I t 

is a s i f the r a de r is ac c ompanying the P ro d i gal So n from situa ­

tio n t o ano h r . His sta te of mi nd when h e is r e sto r e d t o his 

f ormer posi ion at home is s ummed up i n t he l a s t s t a nza : 

Ka jeno kgorul a e dutse hap e mo futhung , 
E b o ts~ madulo ng hn e n h o s utha , 
E k suthn e ya kae be l e d i tjhesa 
~ tswi l~ nal ng tsa l e fu e s u tseb ~ ? 
Ngwanr. dula kgot s on g o t hab e t s we , 
Le na l f atshe l e ya j a , l e ya phoph o t ha . 
(Ngwan Lehl nswa . ) 
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(Today t h e last b o rn has r e turned to 
his f o r mer wa r mth . He c a n n o l onger 
move a way from his rightful pl ace . How 
oan he mov e wh e n he k nows the fire of 
hell , when h e narrowly e s c a ped d e a th? 
Chil , stay in p~a ce f or you ha v e b e en 
welcome . This world e a ts up a nd d e s -

r c ys . ) 

In KAROH 0 a n d TSEL -TSH~ EU, t he reader i s r emi nd ed of 

the sadpe ~ s a n lone l i ness a ccompanyin g t h e parting of friend~ 

es_pe ~ially l overs . In c a r efully sel e c-ted words1 Nt ,S C}.i"l e expre-&.­

~€s h is - e x per ienc e s , emot ions a n d i ma ge s in h is mind . The , 

·r e a <ls;_r i s C " u r c;<.l by h:is . de s cri ptiye p ower a n d - cl p r ex~ _ 

s;i v e _s p i ri t ua l creati on_s . The r ea de r f ee ls a n d ex pe!_ience-s- a s 

t he ~o tt d i d . Fi £ure s of s p e e ch us ed u re apyr~pri ~ t e a nd vivid: 

orao o s i ya dillo ma hlomo l a , 
0 si ya batho pe l o d i thul a n e , 
Di thul am ts e t l aas e madi a du t l a , 
Re mpa r e r e t se l a - tshwe u , Mo kwena . 

(Behin you , you l e v e s orrows a nd peo pl e 
with heavy h earts . Fa r ew 11, a lthough 
our he a rs r e a ching . ) 

Re l a h l e h €tswe k c wa r ona p e l o l e r a t o , 
Pe l o l era t o , Mo kwe na kgo ts o , 
Re mpa r e r tsela - tshweu, ngwa n a kgots o . 
( Tse l " - Ts hweu . ) 

( ~ e a r e mi s sing our own l ove . Le t the r e be 
pea ce , iokwena . F rewell , chi l d o f pe a c e . ) 

In care fu lly se l e cted wo r d s a nd f o r ceful i muges , Nt s a ne 

d e f ines his e x perie nc e s a nd emo ti ons . Fi gur es o f s pee ch us e d 

a r e apt . Th e poet manifests his pe n 8trating a na l ysis of the 

wo rld a r ound him. Th re is ~lways , i n his poe try , tha t emo tio -

na l t ou ch , illus ion an pleasant 

ch a r a c t e r i z e the poe ti c e ffe ct . 

c ribe , ev a l ua t n judge . 

d r oaming wh ich , i n my opinion, 

H is , t h ere f or e , a~le t o des -

Th is poet mo r e than a ny o ther poet i n So u t h e rn So tho , ha s 

empl oye d a bb r ev i t io ns mean i n gfully a nd e f fect ively, a nd ha s 

ma d e them a perma ne nt f eatur e of Southern Soth o poe t ry . The 

abb reviatio ns a r e not exa g ge r a t ed a n d the abbrev i a t ed f or m 

st ill r e a ins th basi c me a n ing of the ful l word , e . g .: 

l emo 
kanya ne 
bok o 
r a tu 
fapano 
r um.o 

from s e l emo . 
from lekanyane . 
f r om seboko . 
f r o m no r a t uwa . 
from s e f apan o . 
from l e r umo , e tc . 
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CHAPTER SI X. 

In the pre c edin g Cha p t ers r oo ts of Ntsa ne 's a nd Khaketla ' s 

poetry h ave been trac ed ; their individua l poems have been an­

a lys ed ; their devel opment a s p oe ts n o ted , a n d the wa y in whi ch 

they empl oy words to unfol d t hei r exper i enc e s ob s e rved . We h a ve 

stu die d and obser ved how t h ey re s pon d to the d i fferen t themes 

they t reat and to ex terna l s t i muli in general . In this Chap ter 

we wish to dr aw att ent i on to i mpor tant fe a tures a n d chara c ter­

i~ t i c tendenc ie s in the ir poetry . Observa tions a nd sta temen t s 

made, will be based on t h e a rguments pr e s ented a n d analysed 

i n t h e preceding c hapters . Su ch a n examina tion will ena ble us 

t o pronounc e the g r eat e r poet . 

Both tsane and Khake tla a r e , l i ke Burns , n a tional if not 

t r iba l poets . It do e s n o t i mply that the sentimen ts a n d exper­

ien c es expressed a re pe cul iar to a pa~ti cular t ribe . Po etry is 

the u n iversal language wi th r oo ts in t h e h ea rt; it r efl e c ts 

~ ommnn sAntiments and exp eri en c es of man , a lthoug h t h e inten­

si ty may diff er f r om one man to a n ot her an d a t diffe rent pla c es 

and t i me . A poet expresses hims e l f better in hi s nat i ve idiom. 

S o it i s with Ntsan e a n d Khak etla . Their po e try is grea t when 

they use their nat ive idi om a n d keep to the synta x of their 

l anguage . Onc e they drift a wa y a nd adopt f oreign s tructura l 

f eatur es and c onventions , the y do no t produc e grea t poetry . 

Things that affec t t hem most - p ersona l a s wel l a s t riba l - a re 

a l wa ys c onveyed in natura l uns ophistica ted idi om whi ch defies 

any attempt to redu c e it t o rhyming , for e ign met r i cal s chemes 

o r a r bitrary stanza divisi ons . J ohn Spi e rs ' s eva l u a t ion of Bur ns 

a s a poet appl ies ev e n t o these two Sotho poe ts : 

"Th e f olk s pe e ch c a nnot be s epar a t e d 
f r om folk life , o f c enturi e s of wh ich 
it is the p r odu c t . It i s a spee ch which 
i s it s elf a l mo s t p oe t ry , in tha t it i s 
clo s e down t o the life of sensa tion 
a n d sa tura t ed with c on crete 
wisdom of f olk experi en c e c onne c ted 
with the s oul . "2l ) 

Despite modifi ca ti ons her e a nd there , both poet s have 

k ept s tri c t l y t o the idiom of Southern Sotho . The dr amati c 

l a n g u a ge of t he ol d Baroki is pr e s e rved . The mos t i mp or ; ant 

21 . ) SCRUTINY VOLUME l l, Rev a lua t ions (111 ) - BUrns , by 
John Sp i e r s , p . 335 . 
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featur es of tradit i on a l po e try such a s re petition of words -

a technique whi ch helpe~ to c ont inue, devel op , emphasi~e , 

unit e and r ound off related .thoughts; the use of simile, met ­

aphor , personifi cat i on and compo und words - to heighterl the 

sensations felt and dr amatize their e xper ience - a re still 

found in sane ' s and Khaketla ' s wo rks . 

It has been indi cated in their poetry tha t both these 

p oe ts f eel s rongl y about t heir cultur e a nd people . However , 

tsa ne is more appealing in his emotional outbursts be cause 

these are , as demonstra te d in his poems , in line with the way 

in which his interests and mot ives a r e or ganized . More mature 

sentiments are express ed and the poet has ~0ntrol over his 

feeli ngs . Khaket l a ' s passionate ut~eranc e s are effec tive only 

f o r a while becaus e at times he allows his f eelings to cloud 
. . 

his judgement . There i s a mark ed immaturity in the feelings 

expressed in mo st of Khak e tla ' s pcem s . However , ex c eptions 

a r e found among his elegies , a nd poems such a s MMOTE and 

MORE A RENA . Bit terness , extravagant hatred , and wild utter­

anc es mer ely redu c e the quality of the poem. Th e f ee lings 

and attitudes expressed in a poem must be balanc ed . This we 

n ot e in Ntsane ' s LEMO SA 1939 , o ther poems on socio-political 

themes , and in his satires . Khaket l a is mor e outspoken than 

tsane in oicing his bitterness a ~~inst d iscrimination o r any 

f o r m o f exploitation of the Sothos . A struggl e between a Sotho 

a n d a \fui e oan is projec ted int o a broader Bl a ck versus White 

struggle . One need r a d MMOTE , NTvA YA ABISINIA , NT A YA 

JERfl~E (1914). and poems on related a nd simila r themes , to 

rea l ize this . 

The two poets h a ve b een influenc ed by their so c io-political 

environment , a l t h ough b oth have be en influenc ed differently. The 

h a ughtine s s and a r roganc e of the a dmini s trators and their 

S otho clerks , a rbitra ry rul e and exploitation of the illit­

erates , prompted Ntsane t o c ompo se his pen e tra ting satires . 

Thes e r ea s · s brewed hatr ed in Khake tla 's heart a nd prompted 

him t o expose the guilty pa rty , a nd , in unequivo cal terms , de ­

c l a re his dissatisfacti on a nd bitterness . Wo rld events influ­

enc ed them diffe r ently . Khaketla s a w a broader White versus 

Black struggle during t he Wa r years . He believ ed that the bla ck 

man had been t r i cked a nd f orce d into wars h e d i d n ot know . Note 

his T A Y JEREMANE (1914) . Ntsane thought diffe rently as 

his LEMO SA 1939 reveals . He himself says this : " War between 

Germany and the commonwealth was on •... fr a nkly ; that war, 
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like many others before or to come , did not int e rest me . I had 

the greatest , deepe st l ov e and admiration f or Ba sotho soldiers 

even though I did not unde rstand why they me ddled with a ffairs 

that did not concern t hem . Chamberlain and Hitler quarrelled , 

Smuts and Hertzog vro.ndered if they should j oin in; they join­

ed :Q2)The attitude of thes e two men towards the World Wars 

explains the di ff erent t on e s in their respective poems on these 

wars . 
tsane is profound in the analysis of human behaviour . His 

satire is super i or . He pok e s fun at tho se things that make life 

bi tter , and the r efore reduce man ' s happiness; but he does not 

forget t o re c ognize the g~ od in the other man . His satire , there­

fore, is more penetrating a nd effective tha n that of Khaketla , 

whose atteopt qui ckly degenera tes into fault finding , shear 

hatre d for , bitterness t owards , and besmirching of, the opponent. 

Such mu d- slinging forces t h e poet to lose sight of his subject 

matter . His message , therefor e , is not a s deep in signifi canc e 

as Nt s ane ' s . t sane ' s s a tires teach, warn , cha stise , indire c t ­

ly edify he Sotho , a ir their g rievance s , seek a better deal 

f o r them, a nd ridi c le the proud , haughty , a rr ogant , stubborn 

and mea n culprits . They a chieve their intended purpose because 

o f his c ol a nd diplomatic min d as well a s his remarkable re ­

straint . 

Bo h poet s fin d pleasure in cre9tion and nature 1s bea uty. 

It was demons trated h ow Ntsane praised the g randeur and majes­

ty of the Caledon River(Mohokar e ) , the strength and swiftness 

of his ho r se , HATABUTLE , the dignity of the donkey (POKOLA.) 

Khaketla fully appreciates beau ty in nature , but in such 

themes he finds o cca sion t o dr a g in his disappointment at man's 

evil nature a s well as his di s regard for human dignity and res ­

p ect . He seizes this moment to de monstra te the injusti ce, cal­

l ousness or evil i ntentions of his adversaries . MMOTE AND 

MARIHA A KENE , among others , h ave been a na lyse d t o support this 

0 bserva tio:1. 

Both writers make much us e of the i magery . Images in their 

poetry are functi onal a n d not ornamental . They a re intended to 

r e vea l man's weakness a n d t o sugges t remedies . The image repre­

sents the real obje ct in dis cussi on . Both poe ts have a rare 

ability o imitate the worl d they d escribe. In their music and 

i n the flow of heir po ems one can hear , f eel or touch , see or 

~2) . , ~s~n;n --Aut obi ogr aphy of !Ceo Edward Ntsane , Radio Ban ttt , 
u: _ 26th ·;o~i'&fr 7 1.9 c;..r. 
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taste the fluttering fl owers in a soft breeze , the rhythmic 

movement of t he tra in , the clapping wings of birds, f a lling 

leaves in a u urn or t he heavy irregular breathing of a fright­

ene d person or t he despair of a particular indivi dual. Analogy 

is use d t o this effect . Ntsane ' s representati on , however, is 

more po werful a n d effective , for the sensory a nd emotional 

aspe c ts of t h e po etic experien c e are never sacrificed. The 

poem i s bal a nce d t hroughout . LEMO SA 1939 is a case in point . 

Thus de s pite Ntsa ne's SyQb olist inclination , he does not lose 

sight o f his sub ject ma t t er in pursuit of the symbol . His im­

ages , therefore , a re empl oye d to intensify , clarify a nd e~rich 

the exp er i ence . 

Thei r i magery is effe c tive when they write naturally , that 

is , whe~ t hey c ompose nationa l poetry whi ch describes f amiliar 

situa ti on s a nd c i rcumstanc es . The sentiments expressed a re 

noble and d eeply felt . The language is natura l a nd no precou ­

c eived s ch eme o f work make it i rregular . Their poetry is weak­

ened wh en less known European techniques of writ ing poetry are 

force d upon Southern Sotho idiom or language structure . The 

poet 's sentiments , onc e f oreign elements crop i n, a re reduced 

t o trivial outbursts which s oon fade a way . In matters that con­

c ern them mo st , such as traditional life , custom , ritual a nd 

c eremony, innovations in their culture , and personal a ffairs, 

Ntsane ' s and Khaketla's imagery is rich and experience is in­

tense . I t is the l a tter poet who tends t o dwell t oo much on 

the exp erience a n d ov e r elaborate on one image . Khaketla con­

s c i ously attempts to keep a regular rhythm which make s his 

poetry too mechani ca l and artificial . Ntsane ' s unelaborate 

expression gives him superiority over Khaketl a . In most of his 

poems there is usually no cons c ious loading of the poem with 

meaningle ss ima ges or attempts to cause sensation . 

• 

There is one thread that seems to run through Khaketla 's 

poetry . He has a strong feeling for me l a ugholy whi ch he exag­

gerates, over - draws and over- de scribes until it be c omes hollow . 

This note of sa ness is experience d in almost all his poems. 

Un~ualified ·hat~~ d ~ end b~tte~ne s tha t a ccoopany this melancholy 

disable him from penetratin g human relationships or situati o~1s . 

His eleg ies are touching, but the moaning a n d weeping are over 

done . They degenerate into the affect ed grief o f "hired mour­

ners" of old England . 23 )Ntsane , on the other h a nd, has t:1e 

23) . In England "profession a l mourners" were hired at FUnerals 
ar:d they wept violently to show thei r "sorrow" . Charles 
D1ck~ns po~tra~s or:e such funeral in OLIVER TWIST . Part 
of h1s sat1re 1s a1med agains t such pretence and weeping. 
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ab i l ity to ma~e a c ommon plac e experi enc e unique . This un i que 

quali ty of ex perienc e sur vives in th e mind of the r eader , in­

duc ing h i D t o repee ·~ the expe rien c e . Fo r example , one n ever 

wants t o sto rea dirg LEMO SA 1939 . Th e po em quo t ed , like his 

other oems , giv e s the reader 11 a re s ponse wh i ch i s as pa ssiona te , 

nobl e ad ser en e a s the exper i en c e of t h e po et . " 24 ) This is true 

o f onl a few of Khaketla ' s po ems . 

tsa e a n Khaketl a a r e ea s i l y the be s t poet s i n Southern 

S o t ho . They have a go od c ommand of th e l anguage . Their ima gery 

is rich a n d v a r ied, but it i s often spoil t by t h ei r over-con ­

s c i ousness t o pl e a se the r eaders . Henc e ther e i s a t endenc y , 

espe c i a lly i t h e latter poet ' s work , t o el abor at e too mu ch OL 

on e i mage u n i l i sounds c omm on_ plac e and u sua l . Some of his 

c omposi t io s a re n othing more than ordina r y pictu r es with n o 

i nne r s piri or deeper s i gn i fi can c e to captivate the rea der. But 

Khaketla , lik e t sane , some time s r e a che s g r eat h eight s . He be­

c ome s ' l i v ely' nd destr oys t he ' a loftness ' whi ch one s ome t imes 

o b serves i n most of his poems . 

These poets • compo s i t i on s ,a s i nd i cat e d , a r 6 goo d when they 

write naturall~ Without a t tempting t o fo l low t o t h e l etter , the 

works of the i r European model s ., They woul d s till b e be tter if 

these poets real i zed that the emoti on s a n d ex p erience whi ch the 

p oet wi s he s to impa rt pro duc e t h e word- images t o b e employed , 

a n d d e termine· t h e divi~i on into~dfff~~ ent t s c en e s ~ ' and ~te 

l ength of verses in a ny g ood p oem. The u se of ligur e s of spee ch 

r eveal t o wha t extent the poe t can represent the c oncrete world 

an d situa tions a round him. Nt s a n e a n d Khaketla do c a pture the 

es s enc e of their poetic ma t erial . Fo r example , in the foll owing 

s tan za he poet ' s de sire a nd l on g ing f or fr ee dom ar e captured 

by the simi l es empl oyed . The mus i c o f t he l a r k is compared t o 

the s ong of angels,and i ts s we etness , to the i ma gined beauty 

and powe r of poetry- i nner satisfa ct i on wh i ch i t br i ngs : 

24 . ) Ri chards , I . A : § c i en c e a nd Poe t ry , Kegan Pau l , French , 

Tr uner an d Co . , Ltd . (L ondon ) , 1935 , p . 46 e 
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Hoja wa nkadima mapheo ka ka ka rura , 
Ka rurela hodimo , sepakapakeng , ho Mm opi ; 
Hoja wa nkadi ma lentswe ka t s anyaolaka , 
Ka b ina sa mangelo i kgutlong tsa lehodimo , 
Pina ya ba molodi - molodi wa lekodilo . 

(MMOTE . ) 
(If only you could lend me your wings to 
fly ; to rise into heaven through spa ce 
to the Creator . I f only you could lend 
me your voice t o shout ; to s ing like 
angels in heav en - a melodious s ong , 
a song of prai s e . ) 

Both poe s , l ike oth er Southern Sotho poet s , attempt t o 

employ foreign techniques though not always successfull y . Ho w­

ever , they must aim at s omething more than pr v ducing verses that 

d~lay outward ap earanc e s of poetry but l a ck the pow~ ~o move 

e s p irit . Their poetic subj e c t matter s h ould be carefully sel-

c ted . I t must c oncern their intens e feelin g about the worl d a ­

r ound them, their identification with their obj e ct of anal y s is 

sinc e this will lead to a c a reful selection of i mages - to ex-

c ellence in d~ c t i on . Rhyming or a ny other outward te chn i qu es 

of adorning oems should no t be the ultimate goa l . A s tanza 

~ld be regarded in the s ame sense as a par agraph in a gODd 

n(Y;el . It mu s t t ea sense uni t embodying the poe t ' s experien9e . 

Thus one is inc lined to bel i eve that a seri e s of stanzas in any 

good poem will p roduce a complete image of the poet ' s whole ex­

peri ence , built u p by his sensibility a nd a good selection of 

appro priate words . 

An a l mo s t similar r e s ponse will b e evoked in the reader if 

the language e p l a yed is n ot c ommon p l a ce, if f e elings a nd sen­

timents expressed are not shallow a nd imma ture , if the r h y thmic 

scheme is not f o reign to , a nd f orced on , the music of the lan­

g uage , and if the subject of dis c ours e is g iven intellec tual 

de th . These can b e a chieved . A good c omma nd of the_language -

which Ntsane a nd Khaketla have - the ability t o say ~hat is re­

quired in th aost c oncise manner, awa rene ss of the differenc e 

etween literal a nd figur a tive express~ve a nd sugge~tive 1an -

· ua~e , and the ability t o group t ogether e x periences and images - . - - ---
that for~ a sense unit , ca n enhan c e the sta ndard of our Southern 

·s otho po try . lready the two poe ts treated in this study can 

c apture a n d rolong the exciting moments of life . The i r poetry 

does arrest , even if it is f ur a moment , th thrill of the pass­

ing ex erience . 
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The s e t wo poe ts a re , more than any o ther Southern So tho 

p oe t, f ully a wa re t h a t there is a definite r e l a ti onship between 

f orm and theme . They a re mor e p r e - o ccupied with communica ting 

their i nner f e elings tha n with finding i mpr ess ive outward feat ­

ures (whi ch i th emselves do no t matter) . It is t h e c ontents 

that dete r mine t he outwa rd form of a po em. I f rhyming affects 

adversely he s pir i t f the po et ' s messag e , h E must disregard 

i t ; if the whole mea ning of the po em does not al low ro om for a 

div isi on into s tanzas , the Southern Sotho p oet h a s the right to 

pou r ou t his inner fe eling s and i maginati on with ut due regard 

f o r a ny for of ' c onventi on a l ' divisi on into pa rts. Poetic lan­

gua g e has it s unique f orce tha t s e ts it a par t f r om everyda y 

di a l ogue . It s cha r a ct e ri s ti c s a re intense a nd de ep f eeling , 

c onv iction , nde r s t anding a nd penetra ting anal ys is of images 

an d s ituations . Nt sane's i magery is f orc e f ul . Khake t la has 

o ccasi onal s uccess e s . 

The length of a po e t ' s v e r ses wi l l de pend on his message . 

His ex perience dir e c t s the r h ythmi c f l ow of the p oem and the 

f orm(s ) it wi ll a ssume . l rguments su ch as thos e that the appear­

an c e of a po em must be su ch that it will be ea sily memo rised 

d o n ot old wa ter . Wha t is t o be remembered i s n ot the arrange­

ment o f t he lines , on e a ft e r the other , but the qua lity of the 

e x per ienc e . How d ep does i t g o? What make s it s o a rr e sting , 

inspiring a nd refreshing? Lofty ideas, melo diouswords a nd word­

images unfo l din g the h eart do . Nt s ane and Khake tla , but espec­

i a lly Ntsan e , h a ve demo n s t r a t ed this i n thei r p o e try . 

Kha k etla ' s weakn e ss , especia lly in his ea rlier attempts a nd 

i n ps e u do - p s y ch ol ogi ca l c omp osi t ion s such a s MONYAKA WA PELO , is 

that h e a ssume d he could r ea s on h im s elf int o the poetic exper­

ienc e , whe r ea s "the bus i nes s of the poet . • . • is i: o give order 

a n d c oh er nee , a nd s o fre e dom to a b ody of ex peri ence . To do so 

t hrough wo rds which a c t a s i t s skeleton , a s a structure by whi ch 

the i mpulse s wh ich make u p the ex per i enc e a r e a d justed to one 

a nother a n d a c t together . The means b y whi ch words do this a re 

d · d u25 . ) many a n v a r1 e . 

When t h is sta tem nt and wh a t ha s b e en r ev eal ed in the pre­

c eding c hap ers , a re c onsider e d , one is inclin e d t o a ccept 

Ntsan e a s g rea ter t han Khak etla . Th e g r eater par t of his poetry 

s ho ws tha t i n the creat ive moLJ ent Ntsane i s "the mast e r of ex­

p e ri enc it self . "
26

) The r ea der i s a lso persua de d to accompany 

25 . ) Ri ch a rds , I . A. 
26 . ) Richards , I . A. 

Op . cit . , p . 61. 
Op . c it • , p . 4 b • 
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the poet in his fantasy and imaginery flights . Khaketla a l l ows 

himself to be engulfed by the experience , a nd thus fail s t o ap­

peal to his readers . His conscious cont rol of the words anrl 

their subj c ion to a rigid rhythm - consciously wo r ked out -

reduce the intensity of the experienc e and the general eff e ct 

of the poem . Unlike in Ntsane's best poetry , the image s are 

loosely bound ogether . They do not a lways combine int o a mean­

ingful coherent whole of experiences to which the reade r ca n 

res pond . What gives Ntsane r ank as a poet is his skill t o employ 

words in such a manner that they persuade the rea der t o re c reate 

or relive experienc es . 

It was suggested in Chapter 11 that Ntsane and Khak etl a 

teach , advise , warn , defend the Sothos through their poetry . 

Through their poems , these poets sing praises to nature and 

c reati on , they preserve the mos t exciting moments of their l i v es . 

The thrill of he experience is prolonged . 

Poetry is their effective weapon a gainst so c ial evil an d 

unjus tified aggression . Khaketla ' s poetry-on-soc io - po 1 ica l 

- themes is a long elancholy song , a record of injus ti ces , ex­

ploitatio and discrimination against the Sothos . Their purp ose 

is achieved be cause these poets' themes a r e well a r t iculate d. 

Compl exity of meaning is not the ir criteri on of poetic v a lue . 

Ntsane and Khaketla are v e ry clear about what they want to 

c ommunica e . 

"A well articulated theme alone can 
give oeti c meaning to experienc e a nd thu s 
c o uni cat e a unique state of Qind . "27) 

The satisfac tion derived fr om their poetry always leaves t he 

r eader with he feeling that the experience is unique . The 

present is , for a moment , limited to the here a nd now . 

Perhaps Ntsane 's and Khaketla ' s greatest achiev ement is 

the f ac that their poems prove tha t po e try is universal . The 

sentiments and feelings expressed in their poetry a r e univer sal . 

There is nothing like "inferior" Southern Sotho poetry for the 

s otho s are as sensitive a s all other nati ons , and they ar e al so 

i m r e ss ed by things beautiful - they appreciated beauty . Our 

poet r y suffers from the inevitiable c omparison with Eur opean 

poetry which enjoys a l on ge r tradit ion of writing and liter a ry 

development . I is judged a ccording to outwa rd featu res a n d not 

27 . ) Lewis , C. Day The poet ' s wa y of knowledge Cambridge 
Press , 19 57 , p • 2 0. ' 
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the quali t y of experience unfolded . If the Southern Sotho po ­

eti c struc re is haphazard and unusual, it is because it is in 

accorda nc e ·:it t h e a si c structure of Southern Sotho which re­

mains a clo s ed b 0 ok to an untrained ear. I t is in this basic 

structur e of the l a n guage that Southern po e t ry will survive and 

not in supe r i mposed t e c'1niqu e s borrorred from othe r languages . 

These t o poe t , e s pe cia lly Khaketla, h a v e tried to enri ch Sotho 

poetry by e ula ting poet s such a s Milton , Browning a nd others 

e . g . THOLWA TSA BOIKAKASO . They ha v e demons tra ted , though un­

cons ciously , h t technique s such as r!1yming are insignificant 

in Southe r n So ho poetry . Vfuere the employ such borrowed 

t e chnique s , t he ir wo~ks b e come poor caricatures of European· 

po e try. But vh e re the y ar e na tura l, close to the ir native idiom , 

t heir ex pr e ssi on is superior and the y provo~e thought a nd imag­

ination. s a n e ' s satires a r e superior for they are not ordin­

a r y c opi es of Pope ' s or any other ~ r opean poet's verse . 

Ds s pite cri t ici sm levelled a gainst the apparent haphazard 

arrangeoent of lines i n Southern So tho poetry , Ntsane and Khak­

etla h a v e s ucceeded in preserving the experience , repeatable in 

the mind of a s ens ~ tive r ea der. On e may venture to say Southern 

Sot ho i s ovi_g in the direction where r hyming will be disregard­

ed a nd ou r poe ts will r eturn to t he fre e and natural recitation 

of the old B~ro~.~ · The c ont ents have expande d but the form to 

be assumed by Southern Sotho poet r y is that of the old praise 

poeo . Th ere arc basic features such as a repetition of words , 

the use of para ll eli cm , simil e and metaphor, fr om which the 

modern Sou . h e ~n Sotho poet cannot free himself . They are deeply 

r c oted in t he l a nguage . Our poetic structure must be found in 

this dir e ction a nd not in rhyming . Attempts such as those of 

Les or o a nd others who bel~ eve in technique s of rhyming and 

arbitrary di visions, are a t empo r a ry craze which will soon be 

discarded a nd f orgottenn 
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CONCLUSION . 

e set ou to evaluate the poetry of tsane a nd 

Khaketla , to determine the basis of their poetry , to under­

stand their poeti c skill in revea ling their inner s elf , and 

to consider their relative a chievement . It was observed 

that trad"tional praise poems 9re the foundat ion ~f modern 

Southern Sotho poe try . The subject matter has been expa nd­

ed , bu t s r ctural features of the older composit ions a re 

still deep rooted even i n modern attempts . Thes e features 

are not accidental . They a re founded on the genius of Sou­

thern Sotho . They make our poetry mor e lively, dramatic 

and memora le . Southern Sotho poets are mo re arti culat e 

~en they keep o the well - known Southern Sotho poeti c lang-

uage than when hey resort to external embellishmen t from 

other la ages . 

tsane and Khaketla have experimented with rhyming , but 

both of them have foun d it to be an ins i gnifi cant feature -

at least in Southern Sotho . Both have attempted a 'conscious ' 

co po ition of poetry . They have tried to "reason 11 them­

selves into the poeti c experieLce , but it has a lways become 

evident that artifi ciality and intellectua lism a r e not ba si c 

in poetry . Khaket l a , more than Ntsane , is guilty of this 

arbitra~iness in poetry . tsane ' s experiment s are often 

ac companied b~ profound thoughts presented in the mos t fas ­

cinating languege . Both poets a re in s8arch of a way of wri ­

ting poetry that will give full ex pression to their convic ­

tion, feeling a nd imaginati on . Ntsane and Khaketla a re a ­

war e that his poetic te chnique cannot be found outside the i r 

own l anguage . They a lways r e turn to praise poems t o seek 

inspiration . tsan e is mo re successful in his at t ~mpt be­

cause no rigid rules guide him when c omposing his verses . 

His carefree expression is a legacy from the t r aditi onal 

baroki (public reciters of prais e poems . ) Khaket l a ' s blind 

b eli ef in rigi d and controlled rhythm makes his poems to 

sound arti ficial and lightu 

Thei r poetry is functional it is their weapon in their 
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s truggl e for reform, upliftment of the Sothos, the freedom of 

the human spirit , and desi re to make life as plea sant a s pos­

sibl e . Socio - po itica l themes predominate in their poetry.It 

has b een demonst r ated that Ntsane is more suc c essful than 

Khake t l a in his pursuit to achieve these ideals . Ntsane spec­

iali zes i satires , Khake tla in elegi e s . Their themes a re 

c a r efully and purposefully selected . Poetry is the me dium 

through which they communicate with mankind - with the Sothos 

in particu l ar . 

An interestin g development is noted in their p o etry. At 

first they were young men who had b een i mpressed by foreign 

examples and who sought to impose the forms they had ob­

served in o her l anguages on their v er s e s . However, they re­

alized qui ckly that Southern Sotho poetry became a rtificial 

and s hallow once foreign con s tructions were adopted . Their 

vi ews about poetry , were then modifie d . Thu s there is, in 

their poetry , a gradual return to the nat ural idi om and con­

struction fol l owed i n traditiona l prai ses . Nt sane , more than 

Khaketla, is likely to pur sue this n ew trend in his future 

attemp s . Hi s re cent po etry is a lready strongly bent towards 

the structural feature s of praise poems. His expr e ssion is 

as simple , dramatic and effec tive as that of the earlier 

baroki. His mode rnization of Southern Sotho po e try d oes not 

involve tampering with the n a tural idiom . Clumsy construc­

tions a nd unbalanc ed verses are a voi ded . Foreign te chniques 

are adcpted where and when they do not disturb the nature of 

his me ssage a n d expression. 

Khaketla is c ommitted to "refor ming 11 Southern Sotho - .. 

pc ~~ry . A r j G~u pulse-m easure , although it Qakes the musical 

fl ow of h is verse monotonous , will not leave his poetry for 

some time because Khaketla is convtnc ed that the r hythmic 

pattern must be horouehly ch ecked and directed by the poet. 

Rhythm , ac cording to him, is the back- bone of poe try. Free 

expressio and eff e ctive use of words , not obscurity and 

ambiGui · y , mus t be sou ght a ft e r . 

Ntsane and Khaketla have made their mark a s poets . They 

a r e potentially g r eat poets and mu ch is stil l expecte d from 

them in fu ure . tsane ' s unaffe c ted expressi on a nd forceful 

imagery plac e him a b ove Khaketla who has , in his attempt to 

modernize Sou thern Sotho poetry) impos cd too many unn a tural 
limitations in hi s poetry . 
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CONCLUSION . 

We set out to evaluate the p o e t ry of tsane a nd 

Khaketla , to determine the basis of their poet r y , to under­

s tand their poetic skill in revea l ing their inne r self , and 

t o c onsider their relative a chievement . It was observed 

that traditional praise poems are the foundation o modern 

Southern Sotho poetry . The subject matter has be en expa nd­

ed , bu t structural features of the older composi tions a re 

s ti l l deep rooted even in mode r n attempts . These features 

are not accidental . They are founded on the genius of Sou­

t hern Sotho . They make our poetry more lively , dramatic 

and memorable . Southern Sotho poets are more ar ticula te 

~en they keep o the well - known Southe rn Sotho poetic lang­

uage than when hey resor t to external embe l l ishm en t from 

other lan ages. 

tsane and Khaketla have expe r imented wi th rhyming , but 

both of them have found it to be an ins i gn i fi can t feature -

at least in Southern Sotho . Both hav e attempted a 'conscious' 

c omposition of poetry . They have tried to "reason" them­

selves into the poeti c experieLce , but it ha s a lwa ys become 

eviden that artifi ciality and int el l e c tuali sm a r e not basi c 

i n poetry . Khaketla , more than Ntsa n e , is guil t y of this 

arbitra~iness in poetry . Ntsane 's experiment s a r e often 

ac c ompanied by profound thoughts pr esented in the most fas ­

c i nating langu8ge . Both poets are i n sear ch of a way of wri ­

ting poetry that will give full expression to t h e ir convic­

tion, feeling and imaginati on . Nt s ane and Khaketla a re a­

ware hat hi poetic te chni~ue cannot be foun d outside their 

own language . They a lways return to praise poems to seek 

inspiration . tsane is more suc c essf ul in h is at t empt be­

cause no rigid rules guide him when c ompo sing h is verses . 

His carefree expression is a l ega cy from t h e traditional 

baroki (publi c re ci ters of praise poems . ) Khak etla's blind 

0 e l ief i n rigid a nd con trolled rhyth m make s h is poems to 

sound arti f i c ial a n d ligh t . 

Th ir poetry is f uncti onal it is their weapon in their 
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struggl e for reform, upliftment of the Sothos , t h e fr eedom of 

the human spirit , a n d desi re to make life as pl easant a s p os ­

sibl e . Soci o- polit ical themes predominate in t heir poetry . It 

ha s b een demonstrated that Ntsane is more succ es sful than 

Khaketla in his pursuit to achieve these ideals . Ntsa ne spe c­

i a l izes i satires , Khaketla in elegies . The i r t h em es a re 

carefully and purposefully selected . Poetry i s the medium 

t hrough which they communi cate with mankind - wi th the Sotho s 

in pa rticular . 

An interestin g development is noted in their poetry . At 

f irst they were young men who had b een impressed by foreign 

exampl e s and ho sought to i mpo se the forms they had ob­

served in othe r languages on their verses . Howev e r , they r e ­

alized quickly that Southe r n Sotho poetry became a rtifi c ial 

and s hallow on ce foreign con s tru c tions were adopt ed . Their 

views abou t po e try , were then modified . Thus t h ere is , in 

their p oetry , a gradual return to the natural idi om and con ­

structi on fol lowed in t r aditional praises . Ntsane , more tha n 

Khaketla, is likely to pur s ue this new t rend in h is future 

attemp s . His recent poetry is a lready strongly b ent towards 

the structural fea tures of praise poems. His expr e ssi on is 

as simple , dramatic a n d effective as that of the earli e r 

baroki. His mode rnization of Southern Sotho po e t ry does n ot 

involve tampering with t he n a tural idiom . Clum s y c onstruc­

tions and unbalance d verses are avoided . Foreign te chniques 

a r e adopted where and when they do n ot d i sturb t h e nature of 

his message and expre ssion. 

Khaketla is committed to "refor ming 11 Southern Sotho - .. 

p c .:. -ta·.7 . 1!, r j.t;:.i.u pulse- measu re, although it h!ake s t h e musi ca l 

f l ow of his verse monotonous , will not leave h is p oet r y f or 

some time because Khaketla is convi nced that the r h ythmi c 

pattern mus be horoughly checked and dire c ted by the po e t . 

Rhythm , ac cor ding o him , is the b a ck - bone of poe try. Free 

expressi on and effective use of wo r ds , not obscurity and 

ambi6 i · y , mus t be sought a fter ft 

Ntsane and Khaketla hav e made their mark a s poets . They 

a r e po entially great poets and much is s till expe c ted fr om 

them in future . t sane 's unaffe c ted expres s ion a n d for c eful 

i mage ry plac him a bove Khaketla wh o has , i n his at tempt to 

modernize Sout hern Sotho poetry ) impo s ed too many unna tural 

l imitations in his poetry . 
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The apparent roun d - ab out and lopg- wind eTI £orm. of Sot ho 

prais e poem is , in f a ct, in k e eping with the temperament of 

t he people . A short stanza , say of four lines - arbitr ari l y 

kept thus - is jerky and does not allow fo r fr e e expressi on , 

which is a characteristic of Sotho speech . To illustrate : 

when two Sothos g r ee t each o ther , they will go into minute de­

tails to ex lain the ir lives at h ome , heal th , c onditions of 

th e weather a n d livestock . This is a valuable part of the i r 

lives - heir culture . It cannot be outrooted even by the 

s ophisticated Urba n Sotho . Such detail s a re, in Western 

s oci ety , but trivialities n ot worthy t o be mentioned . 

An experiment will have to be a ttempted t o compose poems 

on a variety of subjects but using the techniques of t r adi­

ti onal poe try . At first the features of praise poems may have 

to be applied c ons c iously to our modern attempts , but t his 

will not be a ret r ogr ade step . It will b e a worthy attempt to 

go back to the Sotho language itself to fin d the "laws " of 

our poe ry . Radio Bantu 's (S . Sotho Service ) experiment in 

this direction is applauded . 
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