
LITERATURE, LANGUAGE AND
NATIONAL CONsCIOUsN -SS



LITERATURE, LANGUAGE
AND NATIONAL CONSCIOUSNESS:

A Festschrift in HonourofTheo Vincent

Edited by

T. Akachi Ezeigbo
and

Karen King-Aribisa/a

University of Lagos Press



© Department of English, University of Lagos, Akoka 2006

All rights reserved. No part of this publication may' be reproduced,
stored.:i,n,a retrieval system or' transmitted in any form or by' any
means, 'electro nic, mechanical, photocop ying rrecording or
otherwise without the prior permission of the Department of English
of the University of Lagos. . '.

Acknowledgements
Prefatory Flemarks
Introduction

Page
;n

X'.Il

XY1

Published 2006

SECTION ONE: BACKGROUND AND THEORY
"And What's Your Level?": Thee Vincent and the Making
of Modern African Literature Scholarship 1
Osita Ezeliora, School of Literature and Language
Studies, University of the Witwatersrand, Johannesburg,
South Africa

ISBN 978-38235-5-8 Nativism and the Anac'hronistic Project: A Reading of the
Bolekaja Agenda .'" 25
Yomi Olusegun-Joseph, Department of English, Lagos State
University, Ojo

By

Managing Ethnicity Towards Nation-Building in Nigeria:
The Zebra Approach 43
Jason Osai, Institute of Foundation Studies, Rivers State
University of Science and Technology, Port Harcourt

University of Lagos Press
Unilag r.o. Box 132
University of Lagos

Akoka, Yaba - Lagos
Nigeria

Opon /fa s Rebirth: Chaos and Creativity in Our Literary
Compound 59
Femi Osofisan, Department of Theatre Arts,
University of lbadan, Ibadan

unilagpress@yahoo.com

Language, Culture and National Development 81
Felicia Durojaiye Oyekanmi, Department
of Sociology, University of Lagos, Akoka

Printed and Bound in Nigeria by
University of Lagos Press

SlECTION TWO: GENDER ISSUES
Striving to Be Heard: Women and Publishing in Nigeria Today 107
Akaehi Ezeigbo, Department of English,
University of Lagos, Akoka



CIJIIJ~lJfJ

Folklore, Genderand the Question of Scientific Development
in Nigeria
Anthonia Makwemoisa Yakubu, Department of English,
University of Lagos, Akoka

One is Not Enough: The Aporia ofFe~inism in Nwapa's
One is Enough ..

Amatareotubo Mozimo, Department of English Studies,
University of Port Harcourt, Port Harcourt

Male Power, Female Violation: Rebeka Njau's The Sac;eci
Seed and Ngugi wa Thiongo's Devil 012 the Cross
Chioma Opara, Institute of Foundation Studies,
Rivers State University of Science and Technology,
Port Harcourt

The Fallacy of Phallacy and the Politics of Prostitution
in the African Novel
lames Tar Tsaaior, Centre for General Studies,
Lagos State University, 0)0

SZCTlON THREE: FlC:i10i'~1 - NlGE::?JAN
The Spirit-Child as a Metaphor for Disruption and Cohesion
in Nigerian Literature: A Case Study of Fagunwa, Tutuola,
Achebe, Soyinka, Clark-Bekederemo and Chi
Abiodun Adenij), Department of English,
University of Lagos, Akoka

Chinua Achebc's Challenge to Western Mvtltos
Willie Harris, Depar:mell! oj English U;err;tI:re
and Language, United A rob Emirates University;
Ai Ain, u.1:.E. .

207

VI

123

143

I·

159

175

193

Lonft'Ilf.\ Vll

The Socio-Cultural Foundations ofIgbo Tragedy in
Chinua Achebe's Rural Novels.
Chinyere Nwahunanya, Centre for Igbo Studies, .
Abia State University, Uturu . . ..

225

.', .

Rethinking Integration in Nigeria: Between the.
Scepticism of History and the Pacifism of Achebe's
Story Telling " .
Pat rick Oloko, Department of English,
U~l~versity of f:agos, A,kc:ka .

.' 243

SECTION FOUR: FICTION 11- NON-NIGERIAN
Tayeb Salih and the Post-colonial Nation
Andrew Hammond, Swansea Institute, .
University of Wales, United Kingdom

263

Religion and New Nationhood in Vie Reid's New Day
Karen King-Aribisala, Department of English,
University of Lagos, Akoka

281

Violence in Bessie Head and Chinua Achebe: A Reading of
A Question of Power and Things Fall Apart
Chinvelu O)lIkWIl. Department of English Studies.
University of Port Harcourt, Port Harcourt

299

Stated Objectives, Objective States: Chroncicpes in Two
Novels ofNgugi wa Thicngo
Harry Olufunwa. Department of English,
University of Lagos, Akoka

311

SEcr;:;GN F1VE: POE~~Y
The Myth of <: "Black God" in Chukuezi's Poetry
lwu lkwubu:o, Department of African and
Asian Studies, University of Lagos, Akoka

331



L("H~/JI.\
'rill

Style a~d the ~~';Poets: A Stylistic Study of Selected
. P~ITls.In Steve~bba's A Volcano of Voices. r ••.. ,.: .

Ant~o~y Chl.1kWt.4eTneka.Oha,Department of English,' - .
Ambrose Allz Utjjy·,· . Ekp .. . .. , ,. )· , ersity, oma .

·.! ,,"",!'.;:.".'~:.''. . ..,.. ."."'..'.': .-.:' ;,' !...

Th: Mar~ins o~ the Metropole? The Location of Home in
r Od.I'!."9!elmun s London Letter and Other.Poems.cv:»: ".;: ,:;,365 :

OY~Tlzyz.9kunoYt'rDepartment of English •.. ., ,::~.:-.. : ;. , ..... ,
o,R{l.(~l!!/-1wolo't;oUniversity, Ile-Ife . .:,:'~~::-'.:)'.~:~

SECTION SIX: DRAMA . "; .. "';':')"" .","o1,\J '. ::~'., ,

The O~er Sid:,« the Coin: A Case for M~rahty'Plays~ \(: ';)"'387'
Bo~ede ~folaYGIf,.Department of English,.,
U;z~~erszty of Utg.os,.'Akoka . - . i -: L);-':i :.':!_ff'..7; .: •.~l;· \,'.,

(_1..;::' ~.;~ . r- • ..• _ 1(..

(X Kif'nT'g'sHloi~eIrulltOrOlokun-Esin? Hist'ory"~a~'~"~~~~;l~~~~.r 0 rans anon ....
CUh~istop'herifA~:aokwu, Department of 'E~glish', .

[lJ~erslty 0 L4gos, Akoka .

..343 .

397

L/

~n~age, Identity and Characterisation in Selected
Nigerian Plays ,
HU°l!eE~hagfh~'_Department of English,

ntversity 0.. LJqt>osA" I.
· Q , ho~a

413

~h~/n~Ur;anitY or Art A Paradox in Modern Drama
'Js, a, ' ~~enwanebe, Department of
Creative J~,ts, Unz'v ity "La Ak I.erst oj gos, oxa

Morality and Si'V"~1 . '. . .
D h -d' v~!", Consciousness In Wale Soyinka's

eat an tne l"l '. "" ~ng S Horseman
Bened!ct U7lUO!"'q N 1. D if E I' b
U· . - ~ we,'I.e, epartment 0 l:.nO.iS",niversity 0')" 1..41'0 A"e s, KOKa

The Fo!lCoric ';:;m . .
'U il ~_1 ~rpn5e In Osofisan's Dramaturgy:
l. "ope • reserveu
O~e'J Gkwecbim "
U· , ~ '" e, Department of English and Literature,raversttv 0" s-t o .(
T' " ,~~ •• / _ ') 7'~1t 11, Benin- City --- . :.
r10W L0e0 ",VoleSoyinka's 'Abiku' Mean?

453

459

L ",IIt.·I/I\

How Does Wole Soyinka's 'Abiku' Mean?
Adeyemi DaramoJ£:l?i:!?.e.pfl.rt11'':~'J.t:jJjI!irlgl!~~;L[~: .: . .',-::.:'J~:: :_,

University. of)fI.8R~i. -(l.ko,kp:,?:h:N:' ~::::!:;::l:;( 'r~I.'.·'" ',:: ~ .:; ~:'.:.

. . ,.~. r: -.';l\·;\f;~;'~·\t;{\:\'j·r~..\'~\~;;')(-::\'ii'~~\C:, . ..' .." .i,.'.... '

An TIIocutionaifArialysis of J.P. Clark's ~f!.'};8.;o!aJ?o,at. _i.\·;,-482,j
Sola 'Osoba, Department '-oIEr.glzs( ~.i~,' " . .'
University 'of Lag~~,lA7!oki:/~·~"•.t· ,t' ,"; ,"';:" ';

~\.~f~. ;,' .•. _, _ 1'~~;.--:,~-:\:!-~ft~~.~~,~t __~~ r.~.~~:~-..~~"':".', .
No Retreat, No Surrender: A Sociolinguistic Exploration of
Speech Acts in the Rhetoric of-Mass Protest in Nigeria
Mojisola Shodiiie;-;Depanmeni~ofE~'ilish::"~!'::;:--
University of Ltig(;s'-: Akoka: t:)'; \,...;;i, "";",,,::;,.: .

..:~~:' \.!:. ",, . :\_ ';:.. , i .

469

, "..-,I.

." ,....

. 501 '

SECTION EIGHT: LINGUISTIC INSIGHTS 11
Literary Elements as' Communicative Strategies in
Advertising
E.A.' Adedun, Department of English,
University of Lagos, Akoka

525

Socio-Cultural and Economic Development
through Language Engineering
Olumide B. Longe, Department-of Computer
Science, Federal University of Technology. Akure

535

Beyond Language and Ideology: Remaking the Nigerian
Identity for Nation-Building
Oyinkan Medubi, Department of Modem European
Languages, University of Ilorin, llorin

553

Doing Ethnicity in Nigerian English Speakers' Compliment
Behaviour 573
Abolaji S. Mustaplia, Department of English,
Lagos Stare ,u.:'li~,e!.s.i!Y!...r;,~~ . ._._.__. _ ..._.. _
Nigerian English Idiom USJge: t,Reflection of Diverse
Languages and Cultures 591
Yewunde O. Ntekim-Rcx. Deportment of English.
University of Lagos. fikoi,17



397

KING'S HORSEMAN OR OLOKUN-ESIN? HISTORY
AND THE POLITICS OF TRANSLATION ' .i.

',.i ..
, .... ,-, .'

. .. . '. Christopher Anyaokwu
,. Department of English -

:I.. .i : ~c,University of Lagos. Akoka

.. "..... ..; ...
. .' ::: :.:

- ~:"': ~-~

Language has always been the dynamic hub. of any:' ~:.
literary ecosystem. Creating Literature in ·any other 'ul:'. .:

<-than-the mother. tongue was not just unimaginable _:;.. ;,~! J:r!:~
in traditional=Yo rub a society; it was simply

. impossible= Akinwunrni Ishola (17). I. .:-

My' decision, to translate some of Soyinka's works
arose from my conviction that African societies.
deserve to taste the fruits of the .literary
achievements their societies have generated .. '
-Akinwumi Ishola. (18) .
.. .[a] translator must select equivalents for mere
auxiliaries where these serve the essential purpose
better than the precise original - Wole Soyinka (4)
The truly creative writer who is properly uninhibited
by ideological winds. chooses - and of course we
can speculate on the sociological factors involved
in this choice ad infinitum - he chooses when 10

question History - A Dance of the Forests; when to
appropriate Ritual for ideological statements - The
Bacchae of Eur ip idcs and equally. when to
'epoclialize' History for its mytlio p oeic
resourcefulness - Death and the King's Horseman -
Soyinka. (79)

Before we begin to move into the hinterlands of Wo le Soyinka's drama,
let us first ofall settle the history or the fashionable conjecture over the
"circumstances of birth" of Death. and the King j. Horseman, w!-:ich is
our main focus. According to Adedayo Williams. the play was written
in a period of lone!y exile, at a time when Soyinka was dogged by a
transcendental homelessness. It is certain that this play is a response to
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grave ideological arid political pressures= pressures from whose concrete
manifestations thatfarnous'snub at Cambridge cannot be excluded (69).
On his own part, Wole Ogundele opines that the strategic contiquity of
the period of the actual writing of the play and the Nigerian civil war is
instructive and germane (79) .. But this is what Soyinka himself has to
say about his play: "This slice of Oyo history has floated in and out of
my creative consciousness since 1960. Once or twice I had been on
the verge of writing it but other more pressing themes intervened ... a
year's fellowship at Churchill College, Cambridge, 72173fmally provided

.some uninterrupted leisure. "The actual triggering event was a bust of
Churchill on' the stairs in the College named after him. The history
came back; the play was written" (79). Generally, the critical enterprise
is one fraught with the dangers of Intentional Fallacy as critics strain
themselves to impute to a work who: is fiercely alien to it in the first
place. Tills subjectivization of essentially objective issues has constituted
ared herring in literary practice.

Death and the King s Horseman is actually based on true-life
events' "events which took place in Oyo, an ancient Yoruba c.ty of
~igeria, in 1946. That year, the lives of Elesin (Olori Elesin), his son,
and the colonial District Officer intertwined with the disastrous results
set out in the play" (143). However, we do know that World War II
lasted between 1939-1945. Wale Soyinka had to situate his dramatic
action amid this global conflict for what he calls "minor reasons of
dramaturgy". Soyinka may elect to down play this strategic backpedaling
in temporal terms, because hi: gaze is trained on extra-terrestrial
concerns. However, we do not tag along with him on this score, since
issues of real time, i.e. history are more important to us here. Since the
substance of the play is historical. the playwright's tinkering with history
should not be glossed over. By the same token. Soyinka lambastes
critics whom he accuses of situating his play to "the sadly familiar
reductionist tendency". For Soyinka, it will not do to indulge in culture-
clash theoretics. In the light of this, the mythopoeic artist is usually
wont to deploy concrete human events and actions as metaphoric" ._.
scaffolding to rig up far larger and spiritually profound thematic concerns.
and, in this instance, Soyinka avers that "The confrontation in the play is
largely metaphysical, contained in the human vehicle which is Elesin
and the universe of the Yoruba mind - the world of the living, the dead
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and the unborn, and the numinous passage which links all: transitioa"
(143). Indeed, Wale Soyinka, in one ofthe above-quoted epigraphs with
which we started this paper, says that he chooses to'''epochalize'' History
in order to expropriate itsmythopoeic resourcefulness.' Hen~, clearly,
the dramatist has cashed in on the tragic essence of the 1946 saga:
"metaphysical confrontation,' the universe of the Yoruba mind which
places the (historical) world 'of the' living at the centre; and' ih~ hJrnan
vehicle Elesin. In other' words, here a:te'''pre'se~t all thr~t crucial
ingredients of tragedy: a cosmic order and man's place in it; the
.individual's relation to his society and his place in it; theindividual in
relation to himself' (55).

Additionally, however, we must bear in' ~i'nithat Wale Soyinka in
Death and the King's Horseman is equally experimenting with his
own idea ofYoruba (African) tragedy in contradistinction to the western,
Judeo-Christian or Aristotelian tragedy, the blueprint of which Soyinka
enunciated in his densely recondite but vastly important essay "The
Fourth Stage". Thus in "epochalising" (and, by extension, mythicizing)
History, the creating ego takes liberties with historical facts ("for minor
reasons of dramaturgy") to flesh out the overarching problernatique of
ritual, or the master narrative of human social progress.

Akinwumi Ishola, a leading Yoruba scholar and writer of note, in
the cited epigraph above, has chosen to translate rather than re-write
the same play. Let us just say in passing that, as hinted at earlier on,
Death and the King '.I' Horseman is based on a popular communal
event which Soyinka slightly distorted to achieve his own ideological
intentions. Ordinarily, such a scholar as Akinwurni Ishola who champions
the cause of the oral tradition and the need to provide "socially critical
feedback" in mother-tongue literature, should have taken a more critical
interest in Soyinka's play, explored its stylistic properties vis-a-vis its
semantic implications as they bear on the issue of the historic integrity
of actual Yoruba communal life. All that, however, is mere wishful
thinking. The fact before us now is that Iku Olokun-Esin, the Yoruba

-version of Wale Soyinka's 'Death and the King's Horseman, is the
fulfillment ofAkinwumi Ishola's desire to translate the works of Wale
Soyinka in order to allow indigenous Yorubas to "taste the fruits of the
literary achievements their societies have generated",
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Usually, what we find are translations from African Languages
into foreign ones like English, French, Portuguese and so on. Hence,

.UUi Beier, the German-born scholar of Yoruba studies, says "Nobody
who attempts to translate Yoruba into English will doubt that poetry is

- what is left out in translation"(l). Even Wole Soyinka expressed a
similar sentiment in Myth, Literature and the African. World where he

. says that something is always lost in translation (xi). However, we are
here dealing with a reverse case: translation from an exoglossic idiom

. (i.e. English) into an indigenous mother tongue, the source language
.. itself. .

In spite of the seemingly provincial claims of Ishola, we do know
that every translation, however, faithful, is a rejoinder of sorts. The
resultant product of translation is, of necessity, a critical commentary
on the original. The reason is because there is normally no one-to-one
correspondence between the original and its translation(s). "Every
language derives its meanings, codes, and other networks of references
and signification from the cultural universe of cosmic apprehension and
negotiation. It is this underlying langue of a particular people that informs
the rhetorical and stylistic tropes of artistic composition, the numerous
acts of performance of which Soyinka's play is in part one .on the
English side) and Ishola's translation, another on the Yoruba side. To
this extent, therefore, Death and the King :\.Horseman is.by implication
(at the level of language use) appropriated partly by the English literary
heritage. This is made more so by the fact that Soyinka relies extensively
on western dralTI;Jturgic styles and modes. Apart from the use of En "l ish
as a medium of verbal interchange in the play, the play relies on lh~ use
of western stage-set. lighting effects, stage movements, the masques.
and other western-derived dramatic elements. Soyinkas training as a
pbywright in England is unmistakable in this regard. The same argument
holds true for Akinwumi Ishola's Iku Olokun-Esin. For a start, lshola
signals his change of focus and emphasis right from the title of his play.
Loosely transturcd. l ku Oloku n-Esin means "the-death of the
Horseman". Whereas Soyinka focuses on Death and ... , Ishola
thernatiscs the death of the Horseman. There is a crucial difference
here. While in Soyinka's play we are treated to the monkey-names and
shen3nigans of Elesin vis-a-vis the phenomenon of his ritua] suicide,
Ishola, although seemingly replicating the English original, wants us to

. Klng s Horseman 0, Olokun-esin? 40l

focus on the death of Elesin. The centrality of the individual ego, !:be
.preening protagonist is somewhat dwarfed in Soyinka's work. This is
because Soyinka is more interested in problematizing Death, in looking

.at Death in the face and reducing it to a purposi ve and serviceable
socio-cultural event. This humanization of Death in mythic terms appears
to be Soyinka's concern .

Now coming to Akinwumi Ishola'slku Olokun-Esin, we may want
to ask, how faithful is his translation? Does it help fill in textual gaps,
ideational silences, and sundry aporias? Does it uphold the original
story as History in its Yoruba version? In short, are there any points of
departure between the English original and the Yorubatranslation? If
there are any, are they in the areas of characterization, plotting, setting,
authorial vision/ideology? Or, is it just a question ofJanguage use? Even
so, to what extent may we claim that the translator has done justice to
Wole Soyinka's work? Does the work in the original suffer in translation
due to the strategy of too-faithful script fidelity adopted by Akinwumi
Ishola? Conversely, does he rise beyond imaginative incompetence and
difference to surpass the English original due to the fact that the story is
now told in the "original" (i.e, Yoruba) language?

Before we go into any indepth comparative survey of the texts
under analysis, it is proper that we outline the background historical
details which inform the creation of Death and (he King's Horseman.
According to Wole Ogundele:

Oral history tells us that originally, the Olokun Esin
(master of the Horse) did not have to die along with his
king for any reason at all, political or n.ctuphysical.
The first Olokun Esin to die did so willingly. The reason,
the oral historians say. was that particular Olokun Esin
and the king were uncommon close friends. Such was
the friendship that the Olokun Esin enjoyed all the rights
and privileges that the king himself had, plus all the
good things of life available in the empire. When the
king died, this particular Olokun Esin thought that the
only way to demonstrate his love and loyalty to his
friend, the dead king, was to die, too. (56)

Inherent in this oral account given above, as Ogundele himself
reveals, are the bold outlines of the warrior ethic in a heroic age (56) In
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his book, The History of the Yoruba, the Rev. Samuel Johnson gives a
vivid account of the actual ceremony (up to the end of the nineteenth
century perhaps) and its contrasting moods. (56) Many people died to
accompany the dead king to the ancestor world, until sometime after

. 1858, when the number was reduced to one, as was the real demand by
the soon-to-die olokun-esin for any young lady who took his fancy (57).

The historian and the poet do not differ by writing in
verse or prose (for the history of Aeraditus could be
put in verse and yet it would be nonetheless history
whether with meter or without meter), but they differ
in that the historian writes of what has happened and
the poet of what might happen. Hence poetry (or the
entire realm of literature, for that matter) is more
philosophical and more serious than history for poetry
deals more with things in a universal way, but history
with each thing for itself. (130)

Following this Aristotelian waiver. we may choose not to take
Soyinka or any writer to task for standing History on its head in order to
create a fictive magnum opus with some ideological ends in mind. In
Death and King's Horseman, Soyinka tells therefore of the tragic career
of Elcsin Oba who plunges his race into the abyss of the great void cue
to his hamartia: when the play opens. the Alaafin is long dead and buried.
And as "tradition" demands, Elesin Oba is supposed to join him in the
afterlife in ritual self-immolation. This is actually se: in motion at the
outset of the play. Strategically, the dramatic action takes place in a
marketplace. In a characteristically perspicacious expose of the play,
Adebayo Williams remarks:

Death and the King's Horseman opens with J grand panorama
of the Yoruba marketplace. Here, Soyinka deploys all his artistic power
to paint a picture of grandeur and vitality. According 10 an old Yoruba
saying, "The world is a marketplace; heaven is home". A?aJ1 fro:n its
obvious economic -irnportance, the market occupies a signal cultural,
political and spiritual position in the Yoruba cosmos. First. it is a site of
political and cultural ferment. Second, it doubles as .hat numinous zone
in which the distinction between the world of the dead and that of the
living is abolished. The ancient Yoruba saying captures this crucial
contiguity. In most Yoruba towns, the evening market is regarced as

Kin}: J Horseman Or Ul()kun-~.un.'

the most important, and before the advent of electricity, it was a most
eerie sight indeed. Moreover, the market serves as a barometer for the
spiritual and psychic health of the community (77). .

Elesin Oba, in a progressively absorbing and enthralling trance-
dance and possession, dances through the market (a symboli.zati?n of
the Yoruba universe or cosmos), pursued by his drummers, praise singer
and a crowd of admiring women. Along the line, he rivets his eyes on a
ravishingly beautiful damsel and enthus~s.

Elesin: .... In all my life
As Horseman of the king, the juiciest
Fruit on every tree was mine. I saw,
I touched, I wooed, rarely was the answer No.
The honour of my place, the veneration I
Received in the eye of man and woman
prospered my suit and played havoc with my
sleeping hours ... (158).

Elesin soon has his way with Iyaloja whose son is the would-be
groom of the girl. Elesin goes offstage to consummate his pri.vate lust.
thus impregnating the girl. This act effectively truncates his deeply
numinous dans macabre, thereby rendering him completely human;
rooted in the mundanities of everyday life. Upon learning of the impending
ritua. suicide of Elesin. the British Colonial District Officer, Sirnon
Pilkings. orders that Elesin be arrested and put under protective custody.
As far as the white man is concerned, he is doing Elesin a good tum.
But the truth is that he (District Officer) has committed an abomina~le
act by desecrating the person of Elesin and desacralising the entire
project with his misplaced, crudely interventionist Christian sympat~y.
This delay spells disaster not only for Elesin. the human vehicle of ::acl~1
destiny. but for the entire Yoruba people. Olunde. his been-to son dies 111

his stead. thus violently violating tradition. Elesin in shame strangles
himself. .

That is the plot of Death and the King s Horseman. Akinwuml
Isholas lku Olokun Esin also replicates the English originai in a near-
faithful fashion, almost word-for-word translation. lshola does not only
translate the play proper, he also translates the pref;Ho~y notes,. ~t cetera.
Ordinarily, the Yoruba language is sheer poetry when deployec m casual
communicative event. This intense poetic energy and flavour of the
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lang~age becomes atl the more powerful and grand and ritualistically
mellifluous when a trained singer of tales goes to work, belaborinz the
idiom to yield its plemum. In the English original, Soyinka uses p;etry
throughout: the formality of verse imbues the play with ritual
incantatoriness and gllOmic gravity. The simulation of mood and evocation
of atmosphere appropriate for the business at hand is engendered by
the use of such value-laden lexical items as voyage, passage, traveler,
boulders, void, transition, and so forth. Aristotle in his Poetics, has
prescribed that serious issues of human fate such as lift" and death,
love, war, loss and evil be rendered in poetry while the trivia of human
foibles be recorded in prosaic language. Consequently, Soyinka's drama
and its Yoruba versios dramatize the issue of death, the ultimate violator
of life, and, as such, do so in poetic language. Adebayo Williarns has
remarked on the seductiveness of Soyinka's poetic exuberance, which
"wheedles" the critic into acquiescing to his thesis uncritically( I 08). In
one of his essays. Biodun Jeyifo has equally commented on what he
terms "polysernic ovcrcoding" (133) in Soyinka's work.

In more respects than one. Soyinkas avowed love of poetic language
parallels the traditional bard' s penchant for Icl icity of phrasing. beauti fu I
turns of phrase and what Samuel Johnson has called "happiness of
language". We find this in evidence in Akinwumi Ishola's Iku Olokun-
Esin. Here is a sample:

AKIGI3E: Tau ni yoo so pc oun 0 rno o, cjo-n-gboro
ni gnogbo koro-koro oja I IJun tii soro lori cni. alajc
dupe! Nigh~l ti won ka a 1110 ori aburo iyawo e. 0

ni k i won 0 se ounjcjc. scbi OUll II doable fun Ull ni
hi ana rcrc ti i se ode ti i so apa ctu re mobadi.
00 d uro ... ( I 7)

English h'rsioll
PR;\ ISE-S 10.'(; E/~: WIH) woukl deny your reputation. snake-

on-tile-loose in dark passages of the
market! Bed-bug who wages war on the
mu t a nd receives the thanks of the
vanquisbcd!

When caught with his bride's own sister
he protested - but I W:.lS only prostrating
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myself to her as becomes a grateful in-
law .... (158) 1

As Ishola himself has stated in many of his writings, the mark of
creati ve ingenuity of the Yoruba writer lies in his dexterous manipulation
of the resources of language.

It is the sum total of a writer's linguistic competence,
his artistic patience and ability to achieve lucidity without
boredom, plus his realization that a high degree of
elegance and pregnant linguistic implications are
essential in a work of art, that determines his literary
style. (86)

Also, in emphasizing the need for a writer to have keen ears for the
poetic feel of a language, Ishola goes to great lengths in a chapter titled
"The Use of Language" contained in his useful book The Modern
Yoruba Novel: An Analysis of the Writer's Art, to explore various
semantics-aesthetic significances of such categories as tone. proverb,
humour. Yoruba oral love, folksongs and so on. For instance.

Gbangba, godogba. raari. kelebo. ki se agba, ogbon ori
nl.
(mere size and heaviness is not enough to be a leader.
it requires wisdom). (86)

Ishola goes on to tell us that "the predominant use of the low tone
on the words suggests great size and weight that Illay impede swift
action that is required in a good leader. As a syllable-stressed language.
Yoruba relies extensively on tone. and various poetic devices such as
wordplay. onomatopoeia. idcophoncs, tonal counterpoint and parallelism
are deployed to serve the purpose of tone(86). According to Niyi
Osundare Nigerian poetry.

In the realm of incantatory. poetry. it is words - or
rather their sounding-which provoke the univcrsary
sympathies, make things happen or unhappen, intrude
the chanter's will upon the universe of the seen and
unseen. and convert [11:;twill into a demand and that
demand into a command which insists on fulfillmcnu 0).

Osundare avers further:
Soundina is meaning. meanina is soundinc. -;:-'1~'~musict:' _ _. _
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which eInaSlates from the soul of words is an inalienable
part of the beauty of the tongue .. Tone is the power-
point, the enabling~lement in a.Yoruba communicative

" .. event (9)., zr"~:"I'I~ n·'J'~;i'f-"j-'i/' il,",:" ';'1;; if,. ,,:, ... .:I' . \,. ' .•. o#J •• ,U .• I , ...••l •..... ) . '.

, It is against this background that we can begin to appreciate the
full range of the debt that the dramatist owes the traditional oral heritage.
Even tho~g'~ ~qy.i~~;~~~~i~~i~~.~ilj:~h s . "Ye may..begin to do a proper
assessment of how.much of.Yoruba·resources.inform his style and. ...' '. ... .1..,. .

technique: The tra~j~onal culture is so rich and indeed, inexhaustible in
literary material s()much. sotha; the, modem-writer does no more than
fit the existing materials into his own hardly original mould. So the
creative artist canner but utilize the existing corpus of artistic matter
and manner. By: the same token, therefore, both Soyinka and Ishola .
mainly worked within existing, artistic traditions, for: Soyinka both
indigenous and foreign traditions, and, for Ishola, largely native oral/
written heritage. Wha: is said of the traditional oral artist and his scribal
counterpart (i.e. the novelist writing in Yoruba) is equally true of Soyinka:
"it is not enough to tell a good story. The story must be well told. As
good artists. they use multi-dimensional cultural associations to crystallize
obscure ideas. They use varying linguistic patterns of which the
deliberate evocation of similarities through parallel structures, through
the use of simile, the special use of proverbs and idioms are
noteworthy"(98).

It is important to stress here that both Soyinka and Ishola hail from
Yorubaland ;');1'i coth deploy extensively rhetorical and stylistic resources
of traditional ':'0:-:';:'0, oral poetry such as oriki (panegyric/heroic praise
chants), ljala (hunters' chants in praise of the sylvan universe and the
denizens therein), rara (the poetry of the talking drum), ojo (incantatory
poetry). lfa divin:l.tory poetry, esa (the poetry of egungun) and so on,
For example, most of Elesin oba's and Praise Singer's speeches are
incantatory poetry, and these are accompanied most of the time by
drJmr;:in& ar:L scngs. The NOT-IN Bird sequence is a classic of sheer
pJneg;',;z1r:g, j,:;]d. the mere fact that the play (and its Yoruba version)
are ae.:::iing wi::-: ~h'!subject of death makes the use of esa inevitable.
in the wcrcs of B impe Aboyade, "Death and (he King's Horseman
reads ;ik~ cne ?iece of poetry, whose every line is a lesson in
uT!de~st:1nDing·'(:O). III order for the audience to be able to elicit "the
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.' . ..,.. '" ,."..', : ", . 'j.:.... . ,~.:

play's threnodic essence"; they need to plumb .~,~~epVls ,9.f. t~e ~us~
that is Yornbacommnnicative idiom. "The dOIT1~!1antca~~~)ce I,nthe pI~J,.
though writteri:in English, is unmi'stakea?lY- ~~~R~,~~~tof"y?~ba
everyday speech but ofYoruba P?etry"OO). M~~h.e~l,~~r:l? ~n.lspa~~~
we emphasized the rootednessof Soyinka'~: iut'.an.~,~~~ft, ~n,~l.~ n,~~l~
Yoruba culture." Thus:; the modern playwrigh~)?~s. beyon?;;TI1e:nr:
translation fn his relentless search for fOrrns;m~~s,arii:!"t~chnlque; }#."
actually engages -in all manner of poetic mediation:, ~o~ Soy~.nka,. he
does it so effortlessly and skillfully that even a popular ~~yl~ ~e~d~~Ilk:,
a mint-new invention. He surpasses his fellow playwright OIa.'B-0~imi.i~:
this' regard,' because the latter does not seem to JIl!ak~,a?y,. b~p·fs;"~b~~.,
revealing the source(s) of his creative work. Usually, s~ometh~,':lg~s los~ 1

and gained in this kind of exchange. But the gen.eral !mp~~s~JOn:ls that
Soyinka's theatre is the better for it, and, even more so, consld~?~g the
imperatives of reaching a wider audience. " , :',

Significantly, the business of the ritual suicide is transacted between
Elesin and his praise singer all through the play, as both seem to be ,
felicitously locked in a delectably spectacular duel of song, riddle and
dance, The praise singer who is armed with the patronyms ~nd
cognornens ofOlokun-Esin tricks him out in b~ilowing toga .of ~d~~'Hlcn
""'0' the Kins's '-~~-I~Qn:<1i1himself ..~ mar; er enormous vitality whoL.J.ll ~ ••••• .l.~ ~o __v oJ •••• ,jJ I.. ,

irnoresses us with ::is "infectious enjoyment of life" responds in like
. . ~l" 'ddl .. tvein Accordin C '0 '~'b:c:m-ivG in the ;J1<lV, r:. esin 5 n es are noLA • •••••• "Cl" - .I ~ '"

mereiv :he :JU'l in the xemei tha: creaks j;'..::-n2~tee:h, he also buries the
, . ~ ··.H (. <:0)xerne] in he eroe-:; and ~~je.J 2 :7;Jr. s nngers to dT~W It 0:.11.. 1..} .

C~m~~~tin; ;;.' S~Vin;(;l's use of Yoruoa verbal <l!1S, Biodun Jeyifo
o - • I

stresses that " oy;"1.-.. Iccxec ~r ~ variety of resources and models!I .;:J L. ~1. ~ .~~.,,_. •• • _ •••"' •.•• _••..••

from our t;'~c::jticnal performing arts: music. dance, song, ritual and
ceremoni: "'''''''''''''''PT'{'s zesturai conceits derived ::r:)Y71 ooserved modes•• •. ~ ••••••~- •.-.......... , 0 - •

, • .• . " ""..,..,\ 7 :~~.··-,;'e"'notes.ll'lttheof bodily anc veroa: C0::1:-7lUr:~C2l!0o 0\ _~~I .Jey~I.....!"~.d.!~ • '. 1.1 v.

mvthocceic ....~-:-:'I"I"':"""•.••,,;:;:: .•. '~"'O'" tr..c-~Fl' \/0,.••,.,..(':; ;'-"~!'~l"-:-PSO ~r::~:JL2.S imultaneousA.l~.. ....J~..J ••••. --.1.t.LJ1 .•~ •.•oJ _..J_,,) .•.•••.••••.••.•.._~ .,_ •••••.•.•.•.• _. _~ _"... .•

vehicles of ~e~.~cr-:--nn:;1c~,t;~~:::,2.::~f;~:·~ja:~~i0.r~r..nr.:.ir.regratec textual
matter" (;-::~~ : .ttie '-'/C'JC:"'~ 'hp-: ~;1~t:',;e :Jjnv'::; c~<;:;-.::eor deatn is.oi. ••• ';-'/ --.~".. • .• •••• .• , •••.••••• ,. .• .• .1

. . . .. '.' rappropriatel; ccuc.ie-; jn 2 ~c.J~g"~;8';:; :.N:":~ ::'i :::l:':j1/,~~C:':.S.;.i :. vexes •.ne ne a,
, ·f- lo·fo·p.,·r, ,.,t, :_:- .:.•.- :''''" "r:~=-."";:"Q';' "" "'''f' ':,,'~cv-dres:; baileere ~ee w"';.'.11 ••• J •.••••• ~ •••• ~ _L .~J_ .\ ..••'I... .••• J • ., .•• I.•.•.•...•••'-'; .,. J • ,I

~,:~~~~~~::lC,..:se~~,'~;i~::~~.~L~:~·;~,~..~:;·i~::~.~.~::-,.~/.~,.~~,~~1~t::l,~\,;~~?;:~~'
_.t ~'t I,~.: ••..$1:10 .., _ _
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masque"(l3). Apart from the fact that the wearinz of the ezunzun zet-b b b b

up for fun by the Pilkingses symbolizes the tragic desecration of the
ancestral masque, the mere fact that this sub-plot parallels the main
one of ritual self-immolation is instructi ve. Tied closely to the theme of
death in lku Olokun-Esin (and its original) is the whole notion of honour.
Elesin puts it succinctly when he intones, "Life is honour. Whence
honour ends, life ends". But in the light of the play, Elesin does not
seem to take himself seriously when he pays lip service to the question
of honour. He seemingly deploys the armature of proverbial wisdom to
railroad himself into the lap of fortune and pleasure. His is the
quintessential prevarication and doubles peak. Compare him to Iyaloja
and Olunde, and one has a self-contradicting chameleon. Be that as it
may, there is a sense in which Elesin is the metaphor of his socio-
cultural milieu. According to Bayo Williarns. H.. .It is an attempt to
counterpose the notion of personal and public honour in the ancient
Yoruba Kingdom of Oyo as seen in the tragic career of its principal
custodian of culture against the arrogance and chauvinism of the colonial
power before whose might that empire finally crumbles. together with
its notion of honour."( 118)

Clearly, the dynamics of honour in the ancient Oyo Kingdom were
. earthed in patriarchal and feudalist paradigms whose substance rested
on the backs of plebeians, and other social undcrclasscs. T!lUS. this
local feudal class was booted out of public relevance and was replaced
by the white man. It is this sornber scenario that Elcsin faces as he is
called upon to fulfil himself in auto-negation.

The paradox of Death and th« Killg·.I' Horseman is
that in looking for an enduring myth to combat the
ideologists of colonialism, Soyinka stumbles on a great
historical truth. Whatever the imperfections of the
ancient Oyo Kingdom, the tragedy of Elesin Oba
presents a collective tragedy(l18).

This is the opinion of Williams. But we beg to differ here. The
self-immolation of the Olokun-Esin was, according to oral sources. sel f-
imposed, a classic instance of fortuitous scl f-abncgation. That a personal
whim eventually ossified into custom is one of the curious ways of the
world. If the unfortunate footsie-play of "the last of the modicurns"
spells the death knell for this custom. so be it. That the personal tragedy
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of one notable person is the tragedy of all can hardly stand up in court.

On his own part, Wole Ogundele tends to hold the same opinion as
Williams with regard to the metonymic role ofElesin: HAconventional
reading of the play would blame Elesin alone for his failure to die. Thir
is to view the play purely as a ritual performance in which the celebrant-
protagonist allowed his attention to be fatally diverted... Rather. the
play as a whole is more concerned with the inevitability of that failure-
plus its causes and effects than with finding a villain. This reading of
the play as tragic drama therefore shows that Elesin's character and
action up to the point when he should have died and his inability to die
are consistent with each other, and that this consistency is a revelation
of the ambiguities and shortcomings of his culture at this point in history.
He is as much an effect of that culture as he is a cause of its smashing
"on boulders of the great void"C 160). One thing is clear in what Ogundele
has remarked. and that is the drarnaturg's selective expropriation of the
creative resources of History. The artistic integrity of Soyinka's (and
Akinwumi lshola's) histrionic vision should be of signal importance to
us here:

Pr.iisc Singer: Elesin, we placed the reins of the world in your
hands yet you watched it plunge over the edge or
the bitter precipice ... [2181

And when Elesin dithers and hesitates. Olundc, his son. dies in his
place. thus putting his father to shame. And lyuloja lashes out at Elcsin
oba:

Iy:doja: There lies the honour of your household and or our
race. Because he could not bear to let honour ny
out of doors, he stopped it with his life.
The son has proved the father Elcsin, and there is
nothing left in your mouth to gnash but infant gum.
[2181

Elcsin eventually strangles himself in a desperate bid to rcdccn.
whatever is left of his personal and. by extension racial honour. Anyway,
lint is what the play would have us believe. Elesins death. therefore.
puts the final nail to the coffin of the dying aristocratic. feudal soci~~1
order and effectively puts paid to the age-old practice of ritual sell-
sacrifice. In Akinwurni Isholas n.1I Olokun-Esin. this is ho\\' lyaloja
puts it to the pregnant girl.
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[0 kaju si IYAWO to fi dura loju kan naa lataara]
omo
[Omobinrin naa mu yeepe die nile, 0 rora rin bo
sinu yara atimo, 0 si pa oju Olokun-Esin de. 0
waa da erupe die si ori ipenpeju kookan, 0 s!
tunjade]
Bayii, e gbagbe eni to ti ka, e gbegbe eni to wa
laaye papaa. Inu omo ti won 0 tii bi ni ki e maa ro
[ 105]
Child
[The girl takes up a little earth, walks calmly into
the cell and closes ELESIN' S eyes. She then pours
some earth over each eyelid and comes out again]
Now forget the dead, forget even the living. Turn
your mind only to the unborn. [219]

In ke~ping with the traditional Yoruba weltanschauung in which
human existence is perceived to be in phases: the dead. the living. the
unborn and the "diatonic realm" - Wole Soyinka draws our attention to
the third phase. i.e .. the unborn. But. then. the unborn which is a product
of the past (the dead) and the present (the living. i.e. the BRIDE) is an
:'unknown" quantity. a mixed bag of items. baffling and complicated in
Its protean profiles and possibilities. This metaphor of the future comes
through in this play on the mundane level of existential cocniz inn as a
Deus Er Machine of some sort. the redeeming fissure in the nccropol ist ic
chorister.of history. And since history is a never-ending continuum.
contemporary experience bears eloquent testimony to the fallout oftha:
costal encounter between Elesin and Bride. The present which is a
concatenation of sundry tensions. antinomies. conflicts, disasters and
apocalyptic harrows confirms the Ona of its percentage. Indeed. the
past has continued to be a millstone, a false burden. an albatross hanging
around our neck as a people. both on the national and continentalle~el;.
And, as Wale Soyinka argues in his Independence play A Dance ofthe
~orests (196.0), the past will always dog the present. or, to put it
differently, History will continue to follow "the recurrent cycle of human
stupidity". The future. as a matter of fact, is doubly spectral as a result
of the current nee-colonizing agenda of the west and the internal
contradictions within the African nation-state itself. Thus. Afropessimism

can only beckon to Apocalypse in the scheme of things.
In this paper we have tried to describe the function, nature and the

place of History in Soyinka's play and its Yoruba translation as well as
critique the relative extent offidelity in Ishola's translation. And we
have discovered that Ishola's play is a faithful translation of the English
original. The implication of this is that the Yoruba play restores to the
Yoruba people their artistic patrimony, which the English fare may have
alienated them from. The crusade for mother-tongue literature is greatly
promoted by this laudable feat. It is hoped that other African writers
competent in their indigenous tongues will follow Ishola's example. This
will go a long way in fostering a sense of pride and belonging in our
increasingly westernized young people. Translation studies should be
set up in our learning institutions to equip scholars interested in the field
with the requisite expertise. By so doing. more people will be exposed
to the cornucopia of African culture and. in Ishola's words. be made to
"taste the fruits of the literary achievements their societies have
generated".
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LANGUAGE, IDENTITY AND CHARACTERISATION IN
SELECTED NIGERIAN PLAYS

Hope Eghagha, Ph.D
Department of English
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INTRODUCTION
The multilingual or bilingual skills of the average African writer may be
said to be one of the benefits of the colonial encounter. termed
"ambiguous blessing" by Bjornson (19). This is evident in the ability of
the continent's writers to communicate in more than one language. Apart
from the language of the colonial exploiter, there are the indigenous
languages of the nationalities that were brought into the ambit of colonial
control. In Nigeria. which was colonised by the British. the official
language was and is English. As citizens went through western education
the English language was imposed and accepted as a mode of instruction
in primary and secondary schools. It was also the language of the newly
emergent civil service. the new elite. Bjornson writes that "the lanauazc
of high culture W;JS the language of the European colonizer" (12) in the
territories. The ability to communicate in the English language placed
one on a high social and cultural pedestal. Significantly. the writers did
not Jettison their mother tongues. Indeed. in the post-independence
years. while the military and civilian administrations attempted to forge
a national identity for Nigerians. they diu not make repudiation of
indigenous languagcs one of their strategies. Indeed. they recognised
three languages in official and state communication. At the level ofthe
states. this practice was al..o adopted, though with emphasis on languages
drawn from the immediate environment.

In order to demonstrate some ofthe assertions and arcumcnrs whichc:
we have made in this essay we have selected four major works by
three Nigerian playwrights. These are Orid! by J.P. Clark: Our Husband
Has Gone Mad I\gaill by Ola Rot irni. Death IIl1d the Killg \ Horseman
and The Lion and the Jewel by Wolc Soyinku. It is the view of this
writer that these playwrights have used lancuaae to create authentic- - ~
African characters by giving them idc nt it ie s that arc distinctly
autochthonous.


