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1.4.2.1 Mona Pela Tsela

It is about Tumelo, a farm induna who is unfairly arrested after his colleagues
placed dagga underneath his bedding. He is sentenced to six months and on his
release from prison, has no where to go. He then decides to make his home by the

road side.

1.4.2.2 Ke Toro Feela

Two friends, Tatolo and Molahlehi work in the mines. Molahlehi is about to go on
holiday and Tatolo envies him. On the eve of Molahlehi’s departure, an accident
occurs in their shaft. Tatolo dies and Molahlehi is injured and taken to hospital.
Tatolo’s family receive the news about his death but nothing is said about
Molahlehi. It is only after his discharge from hospital that his family reunites with

.him. The one sad part is that he can no longer work as he is now disabled.

1.4.2.3 Panana le Tamati

This is a story about an Indian businessman who sells fruit and vegetables. His
good service is only recognised after his death when people no longer see him and

miss him. It is at this time that they realize the worth of his services.
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1.4.2.4 Ruthe

After the death of Tjhere the farmer and his employee Rasebolai, Mmamosa and
her domestic worker Marie are left alone in the farm. This does not bother
Mmamosa as she is comfortable with Marie. Mmamosa’s son is unhappy that his
mother is the only white person in the farm and he requests that she sells the farm
and come to join them in Johannesburg. Mmamosa refuses as she feels she cannot
leave Marie behind. She vows that it is only death that would separate her from

Marie. Mmamosa resembles the Biblical Ruth.

1.4.2.5 Setloholo

Motsamai, a widower, now stays with his only daughter Matshediso after the
death of his wife and son. After years of loneliness, he is excited at the news that
Matshediso and Malefetsana are courting. What actually excites him is the thought
that a grandchild will soon be on the way. He will now have somebody to play

. with but most of all he is happy that his family will increase.

1.4.2.6 Hosasa

Molefi is the only bread winner at his home. His wife is sick and cannot work. He
has school going children and he also must feed them. He really struggles to make
ends meet. [t becomes worse when one day after work, he is attacked by criminals

who injure him, take all his money as it was pay day, and run away with his
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1.4.3 PELONG YA KA

Mofokeng wrote twenty essays in this volume namely:
Pelo; Botho; Bodutu; Lefu; Reisisi; Tseila Tshweu; Phetoho; Nako; Metswalle;
Pampiri; Hlahlobo; Noka; Ho Kganna Motorokara; Lewatle; Sepetlele; Dimela;

- Tihelete; Lenyalo; Bogheku; and Qetelio.

His main focus is on life and death. Maphike (1978) explicitly states that Mofokeng
pondered over life in all connotations of the word, always overlapping into the
hereafter. The entire volume is found to be structured into a thematic unity, always
reflecting on life. He observes that there is a close relationship between man, life

and the hereafter in Mofokeng's works.

"We move on then to give Mofokeng’'s biography.
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1.5 MOFOKENG'S BIOGRAPHICAL SKETCH

Sophonia Machabe Mofokeng was born on 1 April 1923 at Fouriesburg in the Free
State Province. He was the second child of Mmone and Madisele Mofokeng. The
eldest was a sister called Disele. He had two other brothers called Peter

Mochorwane and Andrew Ralephele.

_They grew up on the farm called Matsekanyane in Eastern Fouriesburg, but later
on the parents moved to a township - Mashaeng - in Fouriesburg. This is where
one of their neighbours, a certain Edwin Moeketsi, advised the parents about the

importance of education.

Machabe and Disele then started their primary education at the N.G. Kerk school
in Fouriesburg until they passed Standard Six in 1934, In 1935, without prior
arrangements, Machabe went to Stofberg Gedenkskool in Viljoensdrift
"accompanied by a second year student teacher Oriel Leputla, who negotiated on
his behalf that he be accepted. In 1837, he obtained a first class pass for his
Standard Eight {JC). On the other hand, Disele went to St Catherines in Maseru to
do Home Economics. Machabe proceeded to Adams College in Natal for his
Matriculation (JMB) which he successfully passed with a first class (M 1), obtaining
a distinction in Sesotho and Botany, in 1939, In 1940 he went to Fort Hare
University and registered for a B.A degree, majoring in Sesotho and History. In
1945, he registered for a History Honours degree at the University of the

Witwatersrand under Professor Harris and passed it in second class.
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CHAPTER 2

A THEORETICAL FRAMEWORK

A man with one theory is lost. He needs
several of them, or lots! He should stuff
themn in his pockets like newspapers!

(Bertolt Brecht 1993)

In this chapter we define autobiography, trace its origins and then look at the

different forms of autobiographies as produced by different people and nations.

The second part will attempt an analytical tool that underpins this study.

2.1 DEFINING AUTOBIOGRAPHY

Samuel Johnson (1963:262) warns that definitions are hazardous and that the

definition of autobiography has proved elusive (in Folkenflik 1993:13). The

following are some of the definitions of autobiography:

Stephen Spender {1980:115) says it is the story of one’s life written by [one] self.

For William Howarth (1980:85), an autobiography is a self portrait.
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Barret Mandel (1980:49) sees it as recollections or memories of the past.

There are obvious problems with looking at autobiography in a simplistic manner
as these critics do. As Gilmore {1994:3) observes, autobiography as a seif
representational practice, is complexly situated within cultures and increasingly
within trans-disciplinary critical practice. Renza {1980:271) proposes that "we look
at autobiography as a genuine imaginative enterprise only if we adopt the reader’s
a posteriori relation to the text and insist that the writer’'s references to his past are
subordinate to a narrative essentially representing the writer's present self-
identity.” What Renza is suggesting here is that we need not consider
autobiography as either fiction or non-fiction. He contends that we might view
autobiographyinstead as a unique, seif-defining mode of self-referential expression,
one that allows, then inhibits, its ostensible project of self representation, of
converting oneself into the present promised by language. Renza’s argumentation

is a forerunner to the postmodernist standpoint on autobiography as we shall see

shortly.

Chaphole (1991:1) sees autobiography as experience turned into literature. Clearly,
problems of selection and arrangement; of vision and memory; of time and space
remain central if we view autobiography this way. Picking up this point, Renza
(1980:269)} stresses that "in selecting, ordering and integrating the writer’s lived
experience according to its own teleological demands, the autobiographical

narrative is beholden to certain imperatives of imaginative discourse."”
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We shall here then concentrate on the following: European autobiography,
American autobiography and African autobiography. The main purpose of this is

to find whether setting has an influence on how people write their autobiographies.

2.3.1 European Autohiography

Osborn (1959:11) teaches that before 1600, autobiographies of the modern type
are nearly impossible to find. He observes that in France, the art of autobiography
did not flower until the seventeenth century, although a notable tradition of
personalized military memoirs had grown up in the previous century. Attention to
individual self-analysis and introspection sprouted rapidly here, and through the pen
of Michel de Montaigne, produced in his Essais (1580} one of the renowned
classics of subjective writing, wherein he proceeded to test general truths by the
touchstone of his personal responses. The great contribution of France to
autobiography came in the eighteenth century, topped off in 1782 by the

CONFESSIONS of Jean-Jacques Rousseau.

Italy did not lag behind as we find writers like Cellini, Cardano and Saint Teresa.
Osborn maintains that the Renaissance had opened the minds of man to human
personality and concerns, and to the writing of antiquity. This is the reason why
Cardano, who set down to analyse himself in 1575 in Rome, justified the
procedure by citing the practice of the ancients. Interest in self-revelation had

suddenly become part of the ltalianaire although only a few of the sixteenth
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fMany are in the belly of the monster,

Many are in terrible darkness,

Happiness will not be complete without them,

We are all created to be free, freedom is for them also,
All are created to live with others,

To see like them what pleases the eye,

To rejoice with them, to live together with them!
Without them our freedom means nothing

It is the source of misery and tears;)

Itis these thoughts that drive him to want to rescue his people. He says:

Seo ke se buang ha se gale ho fihla hloohong ya ka
kajeno. Ke taba eo e leng kgale ke e nahana, mme ke se
ke itokiseditse ho etsa seo pelo ya ka e mpolellang hore
se tshwanetse ho etsuwa. Ba tshwanetse ho pholoswa
hore re pholohe bohle.

(Senkatana:12)

{What | am saying is not occurring to me for the first
time today. | have long been thinking about this, and |
am now prepared to do what | think should be done.

They should all be saved so that we can also be saved.)
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(On top of this car, sat an Indian man. He had a red hat
on his head, and at the end of the hat, a forest of his
beard started, coming like that through the cheeks to
cover the chin. The beard was grey and about to
cover the whole face. Above the eyes, the

eyelashes were also a bush of grey hair. One could only
see a few teeth in his mouth which was a sign that

nothing was now left in his mouth.)}

In the story HOSASA, the following physical description of Molefi is given:

Hara batho ba tsamayang ka thoko ho seterata ho
bonahala e mong. Ha motho o mo shebile a le hole e
kare ke motho e mokgutshwane, empa ha a mo atamela
o fumana hore ha a mokgutshwanenyane, empa ha a
molelele. A ka be a le molelele hoja ha se ka ho kobeha
ho bileng teng mahetleng a hae. Ka baka leo, hlooho ya

hae e hlile e siya mmele morao ha a tsamaya.

(Leetong:72)

(Among the people found walking along the pavement,
there is one that we see. When one looks at this person
from a distance, he appears to be a short person, yet

when one comes closer one finds that he is not short,
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When he and Paseka meet after some time, Paseka is unhappy that Tlala never
responded to her letters, and when Tlala explains that he no longer regarded

himself as her friend, Paseka gets annoyed and says to him:

“.... Na ke ne ke le motswalle wa hao ha o sa le
sekolong feela, ... Se jwalo setswalle hase seo ke se

kgathallang. ..."

(Pelong Ya Ka:53)

(“... Was [ your friend only when we were at

The two essays above, clearly show that to clarify a point or to convince the

readers about a certain point, the essayist may at times employ characterisation.

3.3 CONCLUSION

Mofokeng has successfully created characters in all his texts that we the
audience/reader can identify with. Through the created characters, we are able to
reflect and see ourselves in life’s mirror. For example, any of us can commit the
same mistakes that Senkatana made. We do not all react the same to situations.
As a result, we can all want to run away from the things that would remind us of

the past like Motsamai in the story Bonnotshing (Mona Hodimo). It is normal for

Us to feel timid and withdrawn because we think we no longer belong to a group






4.1

4.2

4.2

4.2.2

4.2.3

424

4.3

4.4

92
CHAPTER 4

IMAGERY IN MOFOKENG'S WORKS

INTRODUCTION

SOME OF MOFOKENG'S IMAGES

THE JOURNEY

EVIL

THE HEART

THE OCEAN

IMAGES CREATED THROUGH POETIC LANGUAGE

CONCLUSION




























































112

(I get up seeing endless green
| see mountains forming a continuous wave
Rising up like trees

On the plains is grass, green plants.

Oh what incomparable ill-luck/misery
Misery that has separated us
The multitudes are in the belly of a monster

The multitudes are in fearful darkness.)

In a real sense, the two stanzas contrast in a very painful manner depending on
where the analyst is standing. In the first stanza botala suggest or symbolizes
plenty, abundance, life. There is a sharp, stark contrast of misery, incomparable
misery loudly audible in the vocative opening line of the second stanza. The
intensity of the misery is evident from the repetition of Bomadimabe. The word

multitudes is also repeated. First, the multitudes are in the belly of a monster.

Secondly, the same multitudes are in utter darkness.

One is tempted to suggest that in a land of plenty, the multitudes, the majority
were deprived, the majority were in darkness. Mofokeng the social philosopher,
artistically draws attention to the ills that plagued this beautiful land for a very long
time. One is instantly reminded of Mghayi’s apostrophe when he bitingly addressed

the Prince of Wales on the occasion of his visit to South Africa in 1925. He says:
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Example V

Ntweng ya leeto la bophelo
Re ntse re fetoha ka mehla,
Ka mehia re ntse re ithuta;

Mohla phetoho e felang

Ke mohla hae re fihlang

Ke mohla leeto le felang.

Dintho tsohle di bopiiwe,

Dintho tsohle di leetong,
Di leetong di leba ho Mmopi,

Ho Mmopi wa tsona phethahalong

Hae, moreneng, Hae, phethahalong.

(Senkatana:103-106)

{In the battle of the journey of life
We keep changing day by day,
Every day we are learning;

The day change stops

Is the day we arrive at home

Is the day the journey ends.
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(We are all created to be free, it is a right for everyone;

All are created to live with others,
To see with others that which pleases the eye,

To rejoice with others, to live together with others!)

5.2.6 LABOUR CONDITIONS

It is mainly in the short stories where Mofokeng exposes some of the imbalances
that are experienced in this country. For instance, in cases where people lack basic
education, they are obliged to go for hard labour as is the case in the mining
industry. As such, the employers (whites in particular) take advantage of such.
people. Mofokeng uses the story Ke Toro Feela to depict the hardships that black
miners go through. We hear in this story about Tatolo and Molahlehi who work in
the mines. A day before Molahlehi goes on leave, they are involved in an accident.

Tatolo dies and Molahlehi stays at the hospital for about a month.

Mofokeng exposes this dangerous situation of the mines when he says:

Tjhe, mmeleng leha ba sa apara diaparo tse ngata ha ho
re letho. Ona marantha ana a mmeleng ya bona a lekane
hobane ka tlase ka kwana, mpeng ya lefatshe, ha se

mofuthu ke tsietsi. Ha feela ba sireleditse maoto a bona

le dihlooho tsa bona ho lokile.

(Leetong:20)
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CHAPTER 6

THE AUTOBIOGRAPHICAL MODE

"Every great work of fiction is simply an interior life in
novel form.”

(Francois Mauriac, 1937)
6.1 INTRODUCTION

At the beginning of this work, we set out to investigate the autobiographical mode
in the writings of Machabe Mofokeng. We pointed out at that stage that Mofokeng
had written masterpieces of fiction in the form of drama, short stories and essays.
This is his oeuvre. We mentioned further that Mofokeng's fictional magnificences

were underpinned by a strong autobiographical pillarage.

In the preceding chapters we presented analyses of fictional aspects of Mofokeng's
writings. The purpose of this pen-ultimate chapter is to grapple with those
autobiographical bits and pieces which hinge on the periphery of his literary output
almost unnoticed. We shall indeed, in this chapter, focus on a writing as a moment

of life that it recounts; a writing struggling to draw a meaning from that life, a

writing that is itself a meaning. The meaning we are struggling to extract from

Mofokeng’s writings is both fictional and non-fictional.
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The monster {Kgodumodumo) can take quite a number of shapes. It may symbolize
poverty, deprivation, ignorance, injustice, darkness, captivity and so on depending

on the investigator's point of departure and emphasis.

The interviews we conducted taught us that Mofokeng came from a poor family.,
We learn that despite their poverty coupled with the fact that the parents were
illiterate, they realized the importance of education. When Mofokeng passed
Standard Six, he hadn’t applied for admission to any secondary school.
Fortunately, a certain Oriel Leputla, a student teacher at Stofberg Gedenkskool at
the time, took him along and managed to register him in Form One. He then
continued with his studies until he completed his B.A degree from Fort Hare
University. On completion, Mofokeng looked back and saw that he had to rescue
his brothers from the monster, which in this case is illiteracy. Had it not been for
his parents, who sacrificed for him, even though they had nothing, he also would
have been in the dark. He could not have peace of mind knowing that his brothers
were not as fortunate as he was. They needed his assistance, and he was there

for them.

Senkatana was not happy to be alone with his mother who is a source of
knowledge and education. He could not have peace knowing that his folk, his kind

were in deep trouble. He says to his mother:
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{Another one is now sick. He is about to die, .... He
enjoys resting alone, looking up on the roof, or playing
with the wool of the blankets. He loves it when he is
alone, where others would complain and say it is

boring.)

To Mofokeng, it is at this time that one gets the opportunity to meditate, hence he

says:

Felleng ke hona moo matla a sebele a fumanwang teng
hobane ke moo re nang le hona ho itthahloba, ho itekola,
ho itjheba mehlala, ho lekodisisa metsamao ya rona, ho
bona mefokolo ya rona, ho bona moo re kgelohang tsela
teng, ho bona moo re iketsetsang mathata a rona ao re
atisang ho nahana hore a bakwa ke batho ba bang.
Felleng re na le hona ho mamela matswalo a rona, re na
le hona ho a utlwa hantle hobane re le haufi le Mmopi
wa rona ha re le teng.

{Pelong Ya Ka:15)

It is in the wilderness where we gather strength
because it is here where we examine ourselves, look at
our ways of living, examine thoroughly our footsteps,

see our weak points, see where we go wrong, discover
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Nkosi concurs with Kunene and observes that with very few exceptions, the
literature of Southern Africa is wholly concerned with the theme of struggle and
conflict. He sees therefore the literature of Southern Africa as committed to the
notion that certain "tasks” are the legitimate function of socially responsible
writers. Protest, commitment, explanation: South Africanreaders and critics expect
these qualities from their authors; but the nature of this expectation is itself
controlled by what is perceived to be proper relationship between literature and

commitment, between truth and art.

Mofokeng is therefore no exception. As a black South African, who was affected
by the political situation of the country, he felt obliged to bring to the fore the
conditions and imbalances to which other black fellows were subjected. His works
are also a testimony to the human drama, as Kunene puts it. We can for instance,
correlate lack of opportunities for Blacks from the meaning of the plot to kill
Senkatana. Seeing how his family was economically deprived, Mofokeng felt that
this was a plot to kill the black nation morally as a whole. Fortunately for him, the
plot fails because despite the conditions under which he lived he manages to be
educated and is able to rescue his family. This is an achievement that goes beyond
his brothers’ education. We iearn from Ralephele that after his death, they (the
brothers) contributed towards the education of Mofokeng's children. Just a§

Senkatana’s name lived on even after he was killed, Mofokeng’s also lives on.


















7.1

7.2

7.3

192
CHAPTER 7

LOOKING BACK

THE EPILOGUE

CONTRIBUTIONS

POSSIBLE FUTURE RESEARCH









195

On style we find that like other writers of autobiography, Mofokeng doubles as a
writer and a model. In the process of writing, he establishes his past but also
reveals himself to the reader. Further, in his style, Mofokeng deviates from the
norm of writing autobiography. Far from being suspect, Mofokeng’s style offers us

a system of revealing indices, where he himself is revealed.

In the second part of the analysis, we peep through the little window to look into
Mofokeng's real lived life. For instance we do find that there is a very close
relationship between Mofokeng's imaginary characters and himself. This is why we
can for example, unhesitatingly conclude that Mofokeng and Senkatana are one
and the same person. Senkatana saves his people from the dark they experienced
in Kgodumodumo's belly. Mofokeng saves his brothers and sisters from the dark
by educating them. In another example we conclude that the man from the other

side of the Zambeazi river represents Mofokeng’s physical suffering.

On the whole, Mofokeng’s works are based on his experiences. This is what brings
about the autobiographical mode in his works. At the same time, as we approach
the end, we learn and agree that he did not write autobiography but that his works

are autobiographical.
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